English Literature

by EDWARD ALBERT
Revised by J. A. STONE
Fifth Edition

OXFORD
UNIVERSITY PRESS

History of



[Page Blank]



OXFORD
UNIVERSITY PRESS

Plot Al-5, Block-GP, Sector-V, Salt Lake Electronics Complex, Calcutta 700 091
Oxford University Press is a department of the University of Oxford.

It furthers the University's objective of excellence in research, scholarship

and education by publishing worldwide in

Oxford New York

Athens Auckland Bangkok Bogota Buenos Aires Calcutta

Cape Town Chennai Dar es Salaam Delhi Florence Hong Kong Istanbul
Karachi Kuala Lumpur Madrid Melbourne Mexico City Mumbai
Nairobi Paris Sao Paulo Singapore Taipei Tokyo Toronto Warsaw

with associated companies in Berlin Ibadan

Oxford is a trade mark of Oxford University Press in the UK and in certain other
countries

The moral rights of the author have been asserted
Database right Oxford University Press (maker)
© This edition George G. Harrap & Co. Ltd. 1979 Copyright, All rights reserved

First published in Great Britain 1923 by George G. Harrap & Co. Ltd. 182-184 High
Holborn, London W.C.IV 7AX Fourth edition, revised and enlarged, 1971

First printed in India by Oxford University Press by arrangement with the original
publishers 1975

Fifth edition, revised and enlarged 1979
Twenty-sixth impression, 2000

All rights reserved. No part of this publication may be reproduced,

stored in a retrieval system, or transmitted, in any form or by any means,
without the prior permission in writing of Oxford University Press.

or as expressly permitted by law. or under terms agreed with the appropriate
reprographics rights organization. Enquiries concerning reproduction
outside the scope of the above should be sent to the Rights Department,
Oxford University Press, at the address above

You must not circulate this book in any other binding or cover and you must impose
this same condition on any acquirer



ISBN 0-19-561224-8

Printed in India by

Nepro Offset, 156A Lenin Sarani, Calcutta 700 013

and published by Manzar Khan, Oxford University Press,

Plot Al-5. Block-GP, Sector-V, Salt Lake Electronics Complex, Calcutta 700 091



PREFACE TO THE THIRD EDITION

Albert's History of English Literature has won for itself a secure place as a study of
literary history and criticism. Its continued popularity suggests that the value of its
judgments remains for the most part unimpaired. In places, however, the last twenty
years have inevitably seen changes of perspective and revaluations; these the present
edition seeks to incorporate, while yet preserving of its predecessor all that is in line
with modern thought. The chapter on post-Victorian writers, which has felt most
strongly the impact of fresh evaluations, has been completely rewritten, and, difficult
though it is to view things so close at hand in any true perspective, the attempt has been
made to bring the story of our literature up to date.

The entirely new bibliography will, it is hoped, enable those who wish to pursue their
studies further to acquaint themselves not only with the standard authorities, but with
more recent research, and thus gain some impression of the changing trends of critical
opinion.

The method and layout of the original work have been preserved as far as possible,
except that considerations of length have necessitated the omission of the exercises at
the end of each chapter and at the end of the book as a whole.

For the revision of the first two chapters I am indebted to Dr Kenneth Cameron,
Lecturer in English in Nottingham University.

J.A.S.

PREFACE TO THE FOURTH EDITION

It is a truism to say that in literary history, as in all else, nothing stands still; and it is
therefore not surprising that in our time of vigorous literary activity further material on
current trends should again be required. In view of this, considerable amendments have
been made to statements in Chapter XIII, while Chapter XIV, on
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the contemporary literary scene, has been completely rewritten. The Bibliography for
Chapter XIII has been updated, and a bibliographical section supplied for Chapter XIV. For
this work of revision I am indebted to Dr G. G. Urwin.

JA.S.

PREFACE TO THE FIFTH EDITION

Once again, the whirligig of time brings in his revenges, and in a relatively short time new
notes and evaluations are once again called for. These are in fact more extensive than were
undertaken for the fourth edition, and have resulted in some increase in length. Chapter XII,
The Birth of Modern Literature, has suffered a few changes; Chapter XIII has again been
extensively overhauled; Chapter XIV is once more rewritten. But the main point to
emphasize is that the Bibliography has been entirely re-compiled to take into account
more recent scholarship. This considerable task has produced a book-list that cannot but
add immeasurably to the value of the work. For all these labours I am indebted once
more to Dr G. G. Urwin.

J.AS.
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Let us now praise famous men,...
Such as found out musical tunes,
And recited verses in writing, ...
Their bodies are buried in peace;
But their name liveth for evermore.

The Wisdom of Jesus the Son
of Sirach or Ecclesiasticus
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CHAPTER 1

THE OLD ENGLISH PERIOD
THE BEGINNINGS

Little indeed is known of the origin of English Literature, though it is reasonable to
assume that verse of an extemporary kind was composed long before the period of the
earliest written records and that we can be certain that poetry made its appearance long
before the first prose was written down. It is important from the outset to remember that
the extant remains of Old English Literature have come down to us (for the most part)
in late copies, some of which were made three hundred years after the composition of
the poems themselves. So far as poets are concerned, again little or nothing is known
beyond the names of two of them, but this has not prevented some scholars from writing
their' lives,' from hints in the texts themselves, fortified by scanty contemporary
references (in the case of Caedmon) but mainly from a mass of conjecture, most of
which cannot be described as intelligent. Indeed, the lengths to which critics will at
times go is clearly indicated by the fact that one Old English poet has been provided
with a wife on no valid evidence whatsoever. Notwithstanding the mists which shroud
the beginnings and our lack of knowledge of the poets themselves Old English
Literature has a richness which amazes the reader who overcomes the initial difficulty
of the language, and it is hoped that this richness will be seen even in the meagre
summary which appears in the following pages.

THE HISTORICAL BACKGROUND

The period is a long one, for it opens in the fifth century and does not conclude, as is
often supposed, with the Norman Conquest in 1066, but rather continues in prose at
least till ¢. 1150. The events, however, must be dismissed briefly. The departure of the
Romans in 410 left the British population open to the inroads of the invaders from the
north. According to British traditions the English from the
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Continent came first as mercenaries to help in the defence against the Picts and Scots;
but soon they began to settle in the country, and archaeological evidence shows that
certainly permanent settlements had been made in the last quarter of the fifth century if
not before. In the course of time they gained possession of all the land from the English
Channel to the Firth of Forth to a greater or lesser degree. Then followed the
Christianization of the pagan English tribes, beginning in Northumbria with the work of
Irish missionaries, though the influence from Rome begins in Kent (597). In succession
followed the inroads of the Danes in the ninth century; the rise of Wessex among the
early English kingdoms with the important contribution of Alfred the Great; the
establishment of the Danelaw in England with the permanent settlement of Danes in the
country; the accession of a Danish king (1017); and the Norman influence on the
English court which began before the Conquest in 1066. All these events had their
effect on the literature of the period.

LITERARY FEATURES OF THE PERIOD

1.Pagan Origins. Many of the poems of the period appear to have in them features
which are associated with the pagan past, in particular Widsith and Beowulf, though the
Christian elements in the latter are no longer looked upon, as was the case among the
earlier scholars, as 'clumsy additions.' It appears likely, therefore, that the earliest poems
or themes have their origin in the Continental home of the English peoples. Such
themes were the common property of the gleemen or 'scops,’ who sang them at the
feasts of the nobles. As time went on Christian ideas influenced the earlier pagan, and,
though the phraseology remains, it is impossible to refer to any of the extant poetry as
'pagan.' Indeed this is only what is to be expected when it is remembered that the
manuscripts themselves were written down in the monasteries.

2.Anonymous Origins. Of all the Old English poets we have direct mention of only one
Caedmon, though not one of the extant poems can definitely be ascribed to him. The
name of another poet, Cyne-wulf, is known because of the fact that he signed his poems
in runic letters at the end of four poems. Of the rest we do not even know their names.
Prose, as we have noticed, came later, and as it was used for practical purposes its
authorship in many cases is established.

3.The Imitative Quality. Much of the prose and some of the poetry is translated or
adapted from the Latin, though the debt to
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the original varies greatly. The favourite works for translation were the books of the
Bible, the lives of the saints, and various works of a practical nature. In some cases the
translations are close and without much individuality, but in others the material is
reshaped with expansions and comments and has considerable literary importance. 4.
The Manuscripts. It is certain that only a portion of Old English poetry has survived,
though it would appear likely that the surviving portion is representative. The
manuscripts in which the poetry is preserved are late in date, are unique, and are four in
number. They are (a) the Beowulf MS. (Cotton Vitellius A. XV in the British Museum),
containing Beowulf and Judith and is to be dated c. 1000; (b) the Junius MS. (MS.
Junius XTI in the Bodleian Library, Oxford), so called since it belonged to Junius,
librarian to Lord Arundel, and was first printed by him in 1655. It contains the so-called
Caedmonian poems; (c) the Exeter Book (in the Chapter Library of Exeter Cathedral),
known to have been donated to that Cathedral by Bishop Leoftic ¢. 1050, containing
two of the signed poems of Cynewulf; and (d) the Vercelli Book (in the Cathedral
Library at Vercelli near Milan), containing also two of the signed poems of Cynewulf
(including Elene) and Andreas and The Dream of the Rood.

THE LANGUAGE

The difficulty encountered in reading Old English Literature lies in the fact that the
language is very different from that of to-day. Its vocabulay is for the most part native,
though already there has been some borrowing from Latin. Its grammar shows
declinable nouns, pronouns, and adjectives and a more elaborate verbal system than that
of to-day. There were four main dialects: Northumbrian, which was the first to produce
a literature; Mercian, the language of the Midlands; Kentish, the language of the south-
east spoken in an area larger than that of the modern county of Kent; and West Saxon,
the language of Alfred, which--due to the political supremacy of Wes-sex--became a
'standard' and in which almost all the extant texts are preserved.

OLD ENGLISH POETRY

BeowuLr
1. Origin of the Poem. The theme of the poem is Continental Germanic, and it is likely
that it was the subject of lays long before
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its present version was composed. There is, it may be noted, no mention of England,
and Beowulf himself is king of the 'Geatas.' Though there is much in the poem which
can be considered 'pagan' and which suggests that the poem in origin may be considered
as such, the extant version was clearly written by a Christian for the 'christianization' is
no mere veneer. Of its actual authorship there is no evidence. Modern scholars in the
main now look upon it as a reworking of older material by a Christian and not simply as
a collection of tales strung together by one hand. The dialect of the text is West Saxon
though there is clear evidence that it was written in some Anglian dialect, but whether
Mercian or Northumbrian is uncertain.

2.The Story. There are so many episodes and digressions in the story of Beowulf that it
is almost impossible briefly to give an adequate synopsis of the narrative. In outline it
may be said that Beowulf, son of Ecgtheow, sails to Denmark with a band of warriors
and rids the Danish King Hrothgar of a terrible mere-monster called Grendel. The
mother of Grendel, seeking vengeance for the death of her son, meets the same fate, and
Beowulf, fittingly feasted and rewarded, returns to his native land. He becomes king of
the Geatas and after a prosperous reign of some forty years slays a dragon which had
ravaged his land, but in the fight he himself receives a mortal wound. The poem
concludes with the funeral ceremonies in honour of the dead hero.

3.Style. A short extract is printed below, with a literal translation, to illustrate the style.
The extract describes the funeral rites of the hero, and occurs near the end of the poem
(lines 3137-49).

Him oa gegiredan  Geata leode

For him then the people of the Geats made ready

ad on eordan unwaclicne,

a splendid funeral pyre on the earth,

helmum behongen, hildebordum,

hung around with helmets, with battle-shields,
beorhtum byrnum, swa he bena waes;

with shining corslets, as he requested,

alegdon oa tomiddes maerne peoden

then they laid in the midst of it the illustrious prince,
haeleo hiofende, hlaford leofne.

the weeping warriors, the beloved lord.

Ongunnon pa on beorge baelfyra maest

Then the warriors began to kindle on the cliff
wigend weccan:  wudurec astah

the greatest of funeral fires: the wood-smoke rose up
sweart ofer swiooole, swSgende leg,
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dark above the fire, the roaring flames,

wope bewunden --windblond gelaeg--

surrounded by lamentation--the tumult of the winds subsided--
oopaet he he banhus gebrocen haefde,

till it had completely crushed the body,

hat on hreore.  Higum unrote

hot in his breast. Sad in mind

modceare maendon, mondryhtnes cwealm.

they complained of the sorrow of their hearts, the death of their
liege-lord

It will be observed that the language is forceful and expressive, conveying with an
economy of words the picture of the funeral pyre on the cliff top and the lamentation of
the warriors for their dead king. The use of compound words should be noted
especially, together with that of the kenning, which skilfully handled "took on the form
of'a compressed vivid statement of a highly original image." The best example in this
passage is banhus--literally 'bone house,' i.e., 'body." A further stylistic characteristic
which should be noted is the use of repetition and variation. The same idea is expressed
more than once by the use of different Words which were more or less synonymous.
Such parallel phrasing can be seen in lines 5 and 6 above: malrne peoden and hlaford
leofne ('illustrious prince' and 'beloved lord') and elsewhere as the translation will
suggest. The verse is strongly rhythmical, based on a stress system with four stresses to
the full line, two in each of the half-lines; it is also alliterative, there being two
alliterating syllables in the first half-line and one (usually the first) in the second. The
stressed syllables are the ones which bear the alliteration.

OTHER POETRY

1. The Pagan Poems. Most Old English poetry can be said to be 'Christian,' but a few
pieces are distinctly secular. It would be better in many respects to refer to them as
'national’ rather than pagan, for some included for convenience in this group are of
tenth-century composition.

a)Widsith (i.e., 'the far traveller'), usually considered to be the oldest poem in the
language. It consists of nearly 150 lines of verse, in which a traveller, more imaginary
than real, recounts the places and illustrious people he has visited. The poem is of
especial importance from a historical point of view, but poetically it is of little merit.
b)Waldere consists of two fragments, some sixty-three lines in all,
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telling of some of the exploits of Walter of Aquitaine. The work has vigour and power,
and it is to be greatly regretted that so little is preserved. It might well have been one of
the finest of narrative pieces.

(c) The Fight at Finnsburh is a fragment of some forty-eight lines

with a finely told description of the fighting at Finnsburh, allusion

to which is made in the Finn Episode in Beowulf.

d)The Battle of Brunanburh is a spirited piece on the famous battle which took place in
937.

e)The Battle of Maldon describes the battle which took place in 993, with emphasis on
individual deeds of valour and on the feelings of the warriors. It is particularly
outstanding for the sentiments expressed by the warriors, especially those of the aged
Byrhtwold.

2. The Elegies. These poems, among which are The Wanderer, The

Seafarer, Wife's Lament, and Husband's Message, appear in the

Exeter Book. There is no connexion between the individual pieces,

but they each display similar qualities, being meditative in character,

and can perhaps be called monologues. The first two named are the

finer artistic compositions, reaching real heights of personal feeling.

In Old English literature they come nearest to the lyric, a type which

is not represented among the extant corpus.

3. The so-called Caedmon Group. In his Ecclesiastical History

Bede tells the story of the lay brother Caedmon, who by divine

inspiration was transformed from a state of tongue-tied ineffective

ness into that of poetical ecstasy. He was summoned into the

presence of the abbess Hilda of Whitby (658-80), became a monk,

and afterwards sang of many Biblical events. Bede quotes in his

story the Hymn said to have been composed by Caedmon, nine lines

in length, displaying to a remarkable degree the qualities of repetition

and parallel phrasing noted above.

This is all that is actually known of the life and work of Caedmon, but the four poems
of the Junius MS. correspond in subject matter so closely to Bede's statement of the
themes on which Casdmon wrote that they were long associated with his name. The
Genesis, Exodus, Daniel, and three shorter poems often considered as one under the title
Christ and Satan are of unequal merit. At best they are strong and spirited with some
gift for descriptive writing and choice of incident; at worst they are tedious paraphrases
of Biblical stories. They are certainly not all by one hand, and little if any is early
enough to be ascribed to Caedmon himself. In all probability in spite of their long
ascription to his name they have nothing to do with the Northumbrian poet himself.
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4. The Cynewulf Group. Four poems contain the signature of Cynewulf in runic
characters, Juliana, Elene, Christ, and The Fates of the Apostles (in the two last named
spelt Cynwulf). This is all that is known of the poet, though unfortunately it has not
prevented critics from 'deducing' additional facts about his life. Likewise other poems
have on little or no authority been ascribed to him, the most important being The Dream
of the Rood--undoubtedly the finest of all Old English religious poems in its intensity of
feeling, brilliance of conception, and certainty of execution. It is the work of a real artist
and poet.

The signed poems are much more scholarly compositions than the Caedmon poems.
There is a greater power of expression, surer technique, and real descriptive powers.
The ideas are broader and deeper, and a certain lyrical quality is found at times. Their
date is probably ninth century.

PROSE

1. Alfred. Though there were some prose writings of an official nature (such as laws)
before the time of Alfred, there can be little objection to the claim frequently made for
him, that he is 'the father of English prose.' As he himself tells us in the preface to the
Pastoral Care he began his series of translations due to the lamentable state . of English
learning, largely the result of the depredations of the Danes. Even the knowledge of
Latin was declining, so the king, in order to encourage learning among the clergy,
translated some popular books into his own tongue. These works are his contribution to
our literature. Sometimes he translated word for word, at others more freely, but those
passages which have greatest value both for an understanding of the character of the
king and also for their literary qualities are originals freely introduced by way of
explanation or expansion. The five important translations are the Pastoral Care of Pope
Gregory, the History of the World of Orosius, Bede's Ecclesiastical History, Boethius'
Consolation of Philosophy, and the Soliloquies of St Augustine, though it should be
noted that Alfred's claim to the translation of Bede is disputed. There is in addition a
Handbook or commonplace-book, the existence of which we know from Asser, the
king's biographer, but which is no longer extant. The chronological order of the
translations cannot be determined with any certainty, though it is clear that the Pastoral
Care was the first and the Soliloguies the last of the series.

A brief extract is given below to illustrate his prose style, but it
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should be remembered that this is from his earliest work and comparison should be
made with the Preface of the Soliloquies to see the development. It is not a polished
style, but that cannot be expected in view of the stage of development of prose as a
literary form. For the most part it is a simple, straightforward style, and though Alfred
never completely masters it, there is always the feeling that he was an artist of
considerable natural ability--though it is idle to speculate what he would have produced
had he lived at a later period when a more highly developed prose-style had been
evolved.

Swa claene hio waes oofeallen on Angelcynne oaette swi&e feawe waeron behionan Humbre
pe hiora oenunga cuoen understandan on Englisc oaee furoum an srendgewrit of Laedene
on Englisc areccan, ond ic wene oaestte noht monige begeondan Humbre naeren; swa
feawe hiora waeron oastte ic anne anlepne ne maeg geoencean besuoan Temese oaoa ic
to rice feng. Gode aelmihtegum sie onc oaestte we nu aesnigne onstal habbao lareowa.
Foroam ic oe bebeode oaet ou do swa ic gelife oaet ou wille.. . .

So completely has it [learning] decayed in England that there were very few on this side of
the Humber who could understand their mass-books in English and could even translate a
letter from Latin into English, and I believe there were not many beyond the Humber either;
so few of them were there that I cannot remember a single one south of the Thames when [
became king. To God Almighty be the thanks that we have now any supply of teachers.
Therefore [ command you that you do as I believe you will. ...

(Preface to Pastoral Care)

2.AElfric, probably best known for his Grammar, was a churchman who became abbot
of Eynsham in 1005. Several of his works are extant: the Catholic Homilies, two series
of sermons suitable for delivery by priests, a third series--the Lives of the Saints (written
before 998), and translations from the Scriptures. AElfric's flowing and vigorous style
shows remarkable skill in the art of putting complicated thought into narrative form. It
is natural and easy and is often alliterative. His Colloguy is of great interest as a
dialogue between master and pupils not only from the literary but also from the
historical point of view.

3.Waulfstan was Bishop of Worcester and Archbishop of York. Several of his signed
homilies survive, and there are many more which are believed on good evidence to be
by him. His most famous piece is the Sermo Lupi ad Anglos, which is typical for its
sheer force and vigour, its repetition of ideas, and the alliterative nature of its style. It is
fluent and powerful; indeed Wulfstan must have been a most brilliant preacher.
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4. The Anglo-Saxon Chronicle was in all probability inspired by Alfred, who himself
may well have dictated some of the entries, more particularly those dealing with his
own campaigns. It is extant in several manuscripts, the most important being the A or
Parker and the E or Laud MSS. To the year 915 much of the material is common to
most of the manuscripts, though the relations of each individual one to the others
present serious difficulties. Local events and miscellaneous items are introduced into
the various versions and they also show clearly yarying points of view in their attitude
to events. They all end at different dates, the latest being 1154(E).

As is to be expected the style varies greatly from simple notices to long passages of
narrative and description. Most interesting are certain character studies, particularly that
of the Conqueror himself, while the well-known descriptions of the horrors of Stephen's
reign are worthy of note. A brief extract from the description of William the Conqueror
written in the annal for 1086 indicates fairly clearly certain of the stylistic features of
the later part of the Chronicle:

Se cyng Willelm be we embe sprecao waes swioe wis man and swioe rice and wurofulre
and strengere ponne aenig his foregenga waere. He waes milde pam godum mannum pe
God lufedon and ofer eall gemett stearc pam mannum pe wiocwaedon his willan. On
Sam ilcan steode be God him geuoe paet he moste Engleland gegan he arerde maere
mynster and munecas paer gesaette and hit waell gegodade. On his dagan waes paet maere
mynster on Cant-warbyrig getymbrad and eac swioe manig ooer ofer eall. Engleland.
King William, of whom we have spoken, was a very wise man and very powerful and more
glorious and stronger than were any of his predecessors. He was mild to the good men
who loved God and beyond measure stern to those men who opposed his will. At the same
place where God granted him that he should conquer England, he established a glorious
monastery and there established monks and endowed it well. In his days the illustrious
monastery was built in Canterbury and also very many others over all England.

THE DEVELOPMENT OF LITERARY FORMS

During the period Old English Literature undergoes a noticeable development, though it
is well to remember that it is the result of hundreds of years of slow growth, and it is
impossible to divide the types of verse, for example, into definite water-tight
compartments.

1. Poetry. Poetry appears earlier than prose, and the heroic type of Beowulf, Waldere,
and The Fight at Finnsburh persists throughout
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the period, for similar qualities are found in a poem as late as The Battle of Maldon.
a)The epic exists in one of its forms in Beowulf, which lacks the 'finer' qualities of the
classical epic, the strict unity, the high dignity, and the broad motive, though it
possesses a vigour and a majesty which have obvious appeal. The so-called Christian
epics have little claim to the title and should not be considered here.

b)The /yric has no real example in Old English, though there are certain poems which
have some of the expressive melancholy and personal emotion associated with the lyric,
e.g., The Wanderer and The Seafarer.

2. Prose. Although much of Old English prose consists of translation from Latin and is
clearly influenced by the originals, it is by no means correct to consider the prose of the
period as lacking in originality or personal qualities. The homilies of AElfric and
Waulfstan are at the beginning of the true line of development to the prose of the
Authorized Version. The beginnings of historical writings are to be seen in the Anglo-
Saxon Chronicle, and the development is clear by a comparison between the Cynewulf
and Cyneheard episode in the annal for 755 and the later annals in the E'MS.

THE DEVELOPMENT OF LITERARY STYLE

1.Poetry. A comparison between the so-called Caedmonian and Cynewulfian poems
shows clearly a development in technique. There is an easier flow to the later poetry in
general, a greater sureness in handling material, greater individuality of approach and
feeling, less reliance on stock phrases, more subtle use of alliteration, and a greater
desire for stylistic effect. This is the natural development of a literature, and though the
alliterative type of poetry was apparently to receive the death-knoll with the Conquest,
the flowering of a similar type in the fourteenth century shows that this is more apparent
than real.

2.Prose. In spite of its limited scope as the vehicle in the main of the homily and
historical writing a great advance in style is readily seen. From the earlier simple,
halting prose of the Chronicle and Alfred, where the writers tend to become obscure and
elliptical when presented with more abstruse thoughts, from the period where sentence
structure is fairly Ibose and lacking the finer touches of rhythm and cadence, the later
prose is noteworthy for its fluency, its animation, and indeed, as is to be expected, its
confidence. There is
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in some, especially in the prose of AElfric and Wulfstan, an excellent use of alliteration and
of rhetorical figures. The personality of the author becomes truly apparent.

The effects of the Conquest on both poetry and prose have doubtlessly in the past been
exaggerated. Rhyme was to take the place of alliteration, but already before the end of the
period there are signs that this would have been a natural development due to the influence of
Latin. The Conquest certainly removed from power the audience for which the older type
was composed, and the impetus was lost; but, as will be noted, the later flowering of the
alliterative type, with a looser structure it is true, shows clearly that the composition of the
older type was never completely lost. The inflexional system was already becoming looser
before the effects of the Conquest could make themselves felt, and while,this process was
undoubtedly hastened by the events following | 066, it cannot be maintained that there was
in any real sense a decay of the prose style of, say, Wulfstan. The development in the
Middle English period of the homiletic prose style has clearly been demonstrated to be in the
true line from that of the Old English period. In other words, in spite of the Conquest the
continuity is clear.
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CHAPTER II

THE MIDDLE ENGLISH PERIOD
THE HISTORICAL BACKGROUND

The extensive period covered by this chapter saw many developments in the history of
England: the establishment of Norman and Angevin dynasties; the internal struggles
between king, nobles, clergy, and people; and the numerous wars both at home and
abroad. From the literary point of view, however, more important than definite events
were the general movements of the times: the rise of the religious orders', their early
enthusiasm, and their subsequent decline; the blossoming of chivalry and the spirit of
romance, bringing new sympathy for women and the poor; the Crusades and the
widening of the European outlook which was gradually to expand into the rebirth of the
intellect known as the Renaissance. All these were symptoms of a growing intelligence
that was strongly reflected in the literature of the period.

STATE OF THE ENGLISH LANGUAGE

The period sees the development of Middle English with the gradual weakening of the
inflexional system of the older period. The texts written down at the end of the Old
English period are in the West Saxon dialect, but when texts reappear in the twelfth
century they are written in the particular dialect of the author or scribe. Scandinavian
and French loan-words are found, the latter in increasing numbers. The dialects which
were noted in the Old English period continue to develop, and it is usual to distinguish
five main dialect areas: Northern, which can be sub-divided into Lowland Scots and
Northern English, corresponding to the old Northumbrian dialect; East"Midlands and
West Midlands, corresponding to Mercian; South-eastern, corresponding to Kentish;and
South-western, corresponding to West Saxon. Gradually a standard is developed, which
was to become the Received Standard English of to-day, from the East Midland dialect;
this was due in part to the importance of that area in the period and to the importance of
the capital, London.
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LITERARY FEATURES OF THE AGE

The period under review provides a large amount of interesting, important, and often
delightful works. The general features are somewhat difficult to give in brief outline, and
emphasis will be placed later on individual works of outstanding importance.

1.The Transition. In many ways the period is one of transition and of experiment. The
poets, for example, appear in part to be feeling for new media. The influence of French
and Latin works is undoubtedly great, but at the same time there are some poets who are
following in the line of development from the Old English period. The contrast is obvious
and in the fourteenth century is clear with the work of the alliterative poets of the west, but
in the earlier part too there are outstanding examples of this tendency, particularly
La3amon's Brut. It is clear that oral tradition preserved the poetic models of the past,
though apart from obvious examples it is not till the fourteenth century that they appear in
extant texts.

2.The anonymous nature of the writing is still strongly evidenced. A large proportion of the
works are entirely without known authors, and most of the authors whose names appear
are, indeed, names only.

3.The Domination of Poetry. Much of the surviving work of the period is poetry which is
used for such fields as history, divinity, and science. Many of the authors are clerics, but at
the same time some of the romances must be of a popular kind.

Because of the use of poetry for subjects which one would expect to be written in prose, the
amount of the latter seems small by comparison. But it must be remembered that Latin was
the language of official documents and, indeed, of learning. Much of the extant prose is
homiletic in character, though none the less important for that. The Katherine Group and
Ancrene Riwle are quite outstanding in their own way, though for most modern readers
they lack interest and are mainly known to the general reader from certain 'purple
patches.' Yet they are individual in style and, though many are translations, they are by no
means slavish.

POETRY

For the sake of convenience this may be classified into three main groups, according to the
nature of the subject:

1. Chronicles. During this period there is an unusual number of verse chronicles. They are
distinguished by their use of stories which
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appear incredible, by their inventiveness, and in many cases by their vivacity of style. It
should be remembered that in spite of the use of incredible adventures and the like the
individual poets looked upon their work as history, though to the present day they
appear rather to fit into the category of romance.

(a) La3amon's Brut. This was written about 1205 by La3amon, a

monk of Arley Kings, in Worcestershire, and tells in some 16,000

long alliterative lines the history of Britain from the landing of

Brutus to the death of Cadwallader. The chief source is the Roman

de Brut of Wace, itself a translation into Norman-French of the

Historia Regum Britannia of Geoffrey of Monmouth. The vocabulary is archaic and
tends to preserve the poetic traditions of Old

English poetry. Characteristic of La3amon's style is his use of

epic formulas, often in summing up a situation, and his use of similes.

The alliterative metre is used, though with a good deal of licence

and with the added presence of assonance and rhyme. Sometimes,

indeed, alliteration and rhyme appear together. The following

passage will serve as an example of the poem:

penne sizep to segges under beorzen,

mid hornen, mid hunden mid haezere stefnen:
hunten per taliep, hundes per gahep,

pane fox driuep zeond dales and zeond dunes.

He flihp to pan holme and his hol isechep,

i pan firste ende, i pan hole wendep.

penne is pe balde fox blissen al bidaeled;

and mon him to deluep on aelchere haluen.

penne bip per forcupest deoren alre pruttest.

Then men come towards him at the foot of the hills
with horns, with hounds, and with loud voices:
huntsmen shout there, hounds, yelp there,

they drive the fox over hill and dale.

He flees to the hill and seeks his hole,

in the nearest place he goes to earth.

Then the bold fox is deprived of all joy,

and men dig' to him on each side.

Then there is, there, most unhappy the proudest of all animals.

(b) Robert of Gloucester is known from his rhyming chronicle.

From internal evidence it is possible that there is more than one

author to this work, but certainly one was Robert, a monk of
Gloucester, who wrote some time towards the end of the thirteenth
century. He drew largely on the work of Geoffrey of Monmouth,
William of Malmesbury, and other chroniclers. He is no poet, and

not particularly learned, though he attempts always to show impartiality
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in his approach to history. Above all, he shows a true love of his country and, as has
been often pointed out, for him Arthur is the hero of his work. It is often lively enough,
thoroughly sincere, but by no means outstanding in any way.

(c) Robert Manning of Br urine came from Bourne in Lincolnshire and though not
himself in full orders was connected with the priory at Sempringham and later with
Sixhill. His thymed Story of England was completed, as he himself tells us, between
three and four o'clock on the afternoon of Friday, May 25, 1338. It begins with Noah
and the Deluge and ends with the death of Edward 1. The first part translates closely
Wace's Brut, while the second is based upon the Chronicle of Pierre de Langtoft, an
Anglo-Norman work. There is little originality, and the work is designed for the
unlearned, but is none the less entertaining. Written in alexandrine couplets, the metre,
unfortunately, at times is marred by both internal and tail rhyme.

His other work Handlyng Synne was commenced in 1303, based upon the Manuel des
Pechiez of William of Wadington and intended for the common people. It is written in
four-stress lines in couplets. It is a series of stories, "an epitome of the various sins,"
with tales and anecdotes as illustrations. The work is enlivened by these anecdotes and
undoubtedly shows a keen sense of observation, being in many ways more impartial in
attitude than Piers Plowman and many of the political verse pieces.

2. Religious and Didactic Poetry. (a) The Ormulum, written by a certain Orm, is dated
¢. 1200. Of enormous length (some 10,000 lines and even then incomplete), it is
preserved in what is probably the author's own autograph copy. The dialect is north-east
Midlands. It consists of a large number of religious homilies addressed to a fellow
canon-regular Walter. The work claims no literary quality and has none. The metre is
based on the Latin septenarius, with fifteen syllables, and there is little to vary the sheer
monotony of the rhythm. It has been neatly said "he is a merciless syllable-counter."
The work is unique for its complicated system of spelling, with its frequent doubling of
consonants, but scholars are not all satisfied as to the exact interpretation of this feature.
No extract is necessary to illustrate the monotony of the metre; it is clearly indicated in
the single line which tells us simply, "this book is called Ormulum because Orm wrote
it."

piss boc iss nemmnedd Orrmulum, forpi patt Orrm i#f wrohhte.

(b) The Owl and the Nightingale, the authorship of which is still
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doubtful, was probably written in the early part of the thirteenth century. It consists of a
long argument between the nightingale, representing the lighter joys of life, and the owl,
standing for wisdom and sobriety. The poem is among the most lively of its kind, and the
argument at times is, to say the least, heated. In metre it is in short rhyming couplets
handled with considerable skill. "Scholars have united in praise of the narrative skill of the
author, his characterization and sense of form."

(¢c) The Orison to Our Lady, Genesis and Exodus, the Bestiary, the

Moral Ode, the Proverbs of Alfred, and the Proverbs of Hendyng are

to be dated in the first half of the thirteenth century, with the exception of the Moral Ode and
the Proverbs of Alfred, which may be as

early as 1150. They are all important from a metrical point of view,

and the Moral Ode is one of the most important of the early poems.

There may be little originality, but it is simple and dignified, remark

able for the steadiness and maturity of its lines.

(d) The Cursor Mundi was composed in the north in the first

quarter of the fourteenth century. It is a religious work of an

encyclopaedic nature, treating almost all the Old and New Testament stories and much from
later religious history also. It displays

considerable ability in the handling of so much material and was

immensely popular in its age and later, having influenced to some

extent some of the plays in the miracle cycles. The metre, which is

in the main the short couplet, shows considerable variety, and the

author, who displays a 'wide humanity,' handles his form well.

(e) Richard Rolle of Hampole, who died in 1349, is one of the few

literary figures about whom definite personal facts are recorded. He

was born near Pickering in Yorkshire about 1300, educated at

Oxford, and left home to become a hermit. Later he went to Ham-

pole near Doncaster, where he is assumed to have written his Pricke

of Conscience and where he died in 1349. He wrote various prose

pieces, and while some are accepted as being definitely by him there

are others which from time to time have been ascribed to him. His

most important work was the long poem mentioned above, though

it should be noted that its traditional ascription to him depends on a

statement by Lydgate and that there are serious doubts as to whether

it is indeed the work of Rolle. The work, which is based on the

writings of the early Fathers, describes the joys and sorrows of a

map's life as he is affected in turn by good and evil. The matter is

abstract but is handled in a simple way, with several striking

passages, and in spite of its lack of appeal to-day must have been
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Tremendously popular judging from the number of manuscripts which are still preserved.
The metre is four-stressed but by no means regular, for there are irregular numbers of
unstressed syllables. The popularity of Rolle's work is clearly indicated by the fect that so
many pieces have been attributed to him and also because due to his popularity his influence
is traced to a whole 'school' of writers.

() The Alliterative Poems. In a unique manuscript, preserved in the British Museum, there
are four remarkably fine poems written in a West Midland dialect: Pearl, Purity, Patience,
and Sir Gawain and the Green Knight. There is no indication of authorship, but on various
grounds it is considered likely that they are by the same poet. The date of the poems is
uncertain, but it is possible they should be dated in the third quarter of the fourteenth
century. The first three poems are religious in theme, and of them Pear! is undoubtedly the
finest. This poem is allegorical and tells of a vision in which the poet seeks his precious pearl
which he let slip into the grass. In his vision he sees his pearl which appears perhaps to be the
vision of a dead maiden, and he obtains a glimpse of the New Jerusalem. The poem, which
contains a long discussion between the poet and the pearl, has passages of real, moving
beauty, of deep sincerity, and of passion. It is artistically a finished production, and its
complicated metre is exceptionally well handled. Purity and Patience, more didactic in
theme, are of less interest and beauty, but they are spirited and realistic and their exaltation
makes them conspicuous among the poems of the period. Each is written in the long
alliterative line showing a similar mastery of handling. Sir Gawain and the Green Knight is
without doubt the finest of all the Middle English romances, for its mastery of plot
handling, its realism, characterization, descriptive powers, and use of the alliterative long
line. At times the poet achieves real heights in his poetry which can stand comparison with
that of any period.

3. The Romances. The very great number of romances in this period can be classified
according to subject, though it should be noted that they are both alliterative and rhyming
in metre:

a)The romances dealing with English history and its heroes are numerous. Of these the lively
King Horn and Havelock the Dane and the popular Guy of Warwick and Bevis of Hampton
are among the best. Sometimes contemporary history was drawn upon as in the well-
known Richard Coeur de Lion. This group is often known as "The Matter of England."
b)There are numerous romances connected closely or loosely
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with King Arthur. Some are of high merit, others worthless. Sir Tristrem, in spite of its
shortcomings, is by no means one of the worst, while Arthur and Merlin, Ywain and Gawain,
and the Morte d'Arthure have each various claims for consideration. As noted above, Sir
Gawain and the Green Knight is the finest example of all Middle English romance. This
group is often called "The Matter of Britain."

¢)Among the romances of "The Matter of Rome the Great" is a large number with classical
themes, such as the exploits of Alexander the Great and the Siege of Troy. King Alisaunder,
though long, is of more than average merit, as is also The Destruction of Troy.

d)The group dealing with the Charlemagne legends is smaller and in general the quality is
lower, though the late alliterative Rau, Coilzear, a popular romance, had considerable merit.
Also noteworthy is Sir Ferumbras. This group is sometimes called "The Matter of
France."

(J) There is also a class of miscellaneous romances on various themes and of equally
varying quality. Amis and Amiloun is a touching love story; William of Palerne has the
familiar 'missing heir' theme; while Floris and Blauchefleur, telling of the love of a king's
son for a captive maid, is one of the most charming of all romances.

It would take a volume to comment in detail upon the romances. The variety of their metre
and style is very great; but in general terms we may say that the prevailing subject is of a
martial and amatory nature; mere is the additional interest of the supernatural, which enters
freely into the story; and one of the most attractive features to the modern reader of this
type of literature is the frequent glimpses obtained into the habits of the times.

PROSE

1. The Ancrene Riwle is the most important of the early prose texts of this period and, as
has been frequently pointed out, the most influential. Its date is difficult to decide but is to
be ascribed to the twelfth century. It was written for three noble ladies who had become
anchoresses, and was revised soon after for a larger community. It is a manual designed to
guide them in the life they had chosen. The guiding principle in this 'rule' is doubtlessly
'moderation in everything,' and the most characteristic feature of the author as it appears in
the work is his broad humanity. The homely elements in the work are such as attract the
modern reader. The
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continuity of English prose style is now a commonplace in literary criticism, and here in
the Ancrene Riwle the connection with the prose of Wulfstan and with that of the
Authorized Version is clear. The following description of backbiters is given as an
example of the text:

Bacbitares, pebiteoopremen bihinden, beoo of two maneres; auhpe latere beo wurse. Pe
uorme cumeo al openliche, and seio vuel bi anoyer, and speouweo ut his atter, so
muchel so him euer to muoe cumeo, and gulcheo al ut somed pet pe attri heorte sent up
to pe tunge. Ac pe latere cumeo foro al an oper wise, and is wurse ueond fen pe yer, auh
under ureondes huckel, weorpeo adun pet heaued, and for on uor te siken er he owiht
sigge, and make drupie chere; bisaumpleo longe abuten uor te beon betere ileued. And
hwon hit alles cume8 ford peonne is hit zeoluh atter. Backbiters, who bite other men
behind their backs, are of two kinds; . but the latter are the worse. The first comes all
openly, and speaks evilly about another, and spews up his poison, as much as ever comes
to his mouth, and vomits all out together that the poisonous heart sent up to the tongue.
But the latter kind comes forth in a completely different way, and is a worse fiend than the
other, and in the guise of a friend casts down the head and begins to sigh before he says
anything and puts on a dismal appearance; moralizes for a long time to be the better
believed. But when it all comes forth then it is yellow poison.

What was true in the twelfth century is still apparently true to-day!

2.The Azenbite of Inwyt was written by Dan Michel of North-gate in 1340 and comes
from Canterbury. It is a translation of a French work and a bad one at that. From the
literary point of view it is of little importance and is well summed up by the word 'dull.’
From the linguistic point of view, however, it has considerable importance, since the
author's own autograph copy is preserved, and it is the most important text in the South-
eastern and more particularly the Kentish dialect.

THE DEVELOPMENT OF LITERARY FORMS

1. Poetry. (a) Metre. One of the main features in this period is the development of
rhymed metres, which in general displaced the alliterative line of Old English poetry,
though the poems of the so-called alliterative revival in the fourteenth century are a
clear warning (if any were needed) that it is foolish to dogmatize. It is clear, in fact,
though written records do not show it, that the two types develop side by side, even
though from the literary history point of view the alliterative is confined to the west and
more particularly to the north-west. In extant texts the gap between the end of the Old
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English and the Middle English period proper is covered by so few pieces that no clear
indication can be seen of what was actually taking place. Certainly from the twelfth
century, if not earlier, is the song supposed to have composed by King Canute about the
monks of Ely:

Merie sungen oe Munekes binnen Ely

oa Cnut ching reu oer by.

Roweo cnites noer the land

and here we paes Muneches saeng.

Merrily sang the monks in Ely when king Canute rowed by there. "Row men near the land
and let us hear the song of the monks."

In this example there are two couplets. The first rhymes and the second is a fair
example of assonance.

A definite advance is to be seen in the fragments of Godric, a hermit who died at
Finchal ¢. 1170, the metre of which is based on that of St Anselm's hymns. Noticeable
is a strict syllabic pattern with a consistent attempt at end-rhyme. The following four-
line stanza is in honour of his patron, St Nicholas:

Sainte Nicholaes godes dru8
tymbre us fairs scone hus.

At pi burth at pi bare

Sainte nicholaes, bring vs wel pare.

Lazamon, writing in an alliterative metre, shows clearly how false it is simply to look at
the period from the point of view of metre as a steady development towards rhymed
verse, while Orm, using neither thyme nor alliteration, is remarkable for the regularity
of his metre. Some of the verse in the thirteenth century (for example King Horn, the
earliest of the romances) is in couplet form--the result, as has been shown, of the short
French couplet on the long alliterative line. A further example is the popular Havelock
the Dane, and while the poet often uses tags, he nevertheless handles his metre
competently enough.

It was a king bi aredawes,

pat in his time were gode lawes,

He dede maken an ful wel holden;
Hym loved yung, him lovede holde,
Erl and barun, dreng and tayn,

Knict, bondeman and swain,

Wydues, maydnes, prestes and clerkes,
And al for hise gode werkes.

Experiments with metre are often to be found in the period and perhaps more especially
in the fourteenth century, when under
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French influence the stanza form was used. There is, for example, among the romances
the twelve-line tail-rhyme stanzas of Amis and Amiloun and The King of Tars, the
intricate eleven-line stanzas with the bob or short line, as the tenth, of Sir Tristrem, the
sixteen-line tail-rhyme stanza form of Sir Percyvelle of Galles, the thirteen- line
rhyming stanzas with nine long alliterative lines and four short lines of The Awntyers of
Arthure, and the six-line tail-rhyme stanzas of The Turke and Gowen. These examples
will suffice to show the variety of the stanzaic forms attempted, though the excellent
metre *' of Sir Gawain and the Green Knight, with its stanzas of varying length each
concluding with five short lines rhyming ababa (the first with one stress, the others with
three), should be noted as an example of the use of the alliterative long line at the same
time as other poets are composing in the rhymed form. It is impossible to do justice
briefly to the varying metrical forms of the period, but the examples quoted will serve
as an indication of what was happening in this field in the Middle English period.
c)The Lyric. Probably the form which has greatest appeal in this period for the modern
reader is the lyric. It has been noted that there is no example of the true lyric from the
Old English period, and it is impossible to say when they were first written in this
country. Only a very few fragments have been preserved from the twelfth century, and
it is not till the next that we have any in large numbers. No doubt they have been
influenced considerably by French and Latin lyrics, but it is impossible to say whether
they were inspired by these or had a native origin. Many of the early lyrics were
devoutly religious in theme and tone, especially noteworthy being those addressed to
the Virgin Mary. On the other hand the secular lyric is well represented too, both by
what we should look upon as love-lyrics and those which have subjects from nature.
However, it is difficult to separate the religious and the secular lyric, for it is clear that
there is much mutual influence between them. Of the earlier examples perhaps the
Cuckoo Song is as well known as any:

Sumer is icumen in, Summer is coming in

Lhude sing cuccu! Sing loud, cuckoo!

Growep sed and blowep med ~ Seed grows, meadow bursts into flower
And springp pe wude nu. And the wood now sprouts.

Sing cuccu! Sing cuckoo!
Awe bletep after lomb, The ewe bleats for the lamb,
Lhoup after calue cu, The cow lows for its calf,

Bulluc stertep, bucke uertep.  Bullock leaps, buck breaks wind.
Murie sing cuccu! Merry sing cuckoo [
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Cuccu, cuccu, Cuckoo, cuckoo,
Weil singes pu cuccu. Well do you sing, cuckoo.
Ne swik pu nauer nu! Never cease now!

The regularity is particularly noteworthy.

(¢) The Romances. It is important to note that the modern use of the word 'romance' can
lead the reader astray when approaching medieval Romance, for, as has been pointed out by
several scholars, it is highly doubtful that the contemporary audience would consider
romance to be romanti" its virtue seems to have been its 'modernity,' for its setting was
always medieval, even if it was an idealized setting. The influence was French, but romance
was thoroughly acclimatized, and, as the period progresses, examples appear in greater
numbers. Attention has already been drawn to the varied metre of this type, and something
must be said of the other chief features. The story is usually long, with many intricacies of
plot; above all the emphasis is on incident; martial exploits play a large part and are often
made ridiculous (for the modern reader) by heaping battle on battle, exploit on exploit, so
that the hero becomes a superman; the element of the supernatural is often introduced,
again sometimes with ridiculous effect; characters are often of a type, though in the best
examples characterization is excellent; the style is often simple and direct but with a lack of
artistic finish, though again the best examples must be absolved from such strictures. The
spirited approach makes the best good adventure Stories. In spite of the exaggerations,
extravagances, and ridiculous elements of the worst, the best of the romances provide a rich
treasure-house of wonderful tales.

2. Prose. The prose for the main part is strictly practical in purpose, but the thread of a
definite development has so often been demonstrated that the doctrine of the ' Continuity of
English Prose' has become firmly rooted in English literary criticism to-day. The prose of
the Ancrene Riwle and of the Katherine Group has at last been accepted for its true value.

THE DEVELOPMENT OF STYLE IN POETRY

That the poetry of the period under review has developed greatly from the stylistic point of
view is clear from a comparison between, say, Lazamon's Brut and Sir Gawain and the
Green Knight, but it is difficult to describe in a few words, precisely, this development.

It is not too much of an exaggeration to say that from being ' artleas' the poet becomes
the consciout artist. Often enough the
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poets when faced with more difficult material tend to become obscure, and again in
handling some of the difficult metres which they attempted the same result is achieved.
Though humour is often enough lacking, there are touches here and there, sometimes of a
grim kind. Pathos, too, of a solemn and elevated kind is to be found as well as that of a more
simple genre. In the best the style is lucid, firm, controlled, and superb; in the worst it has
every possible fault.

Note. For the quotations, some general conclusions, and for further reading, see R. M. Wilson,
Early Middle English Literature (Methuen, 1935).



CHAPTER III
THE AGE OF CHAUCER
THE HISTORICAL BACKGROUND (1350-1450)

Compared with the periods covered by the last two chapters, the period now under
review is quite short. It includes the greater part of the reign of Edward III and the long
French wars associated with his name; the accession of his grandson Richard II (1377);
and the revolution of 1399, the deposition of Richard, and the foundation of the
Lancastrian dynasty. From the literary point of view, of greater importance are the
social and intellectual movements of the period: the terrible plague called the Black
Death, bringing poverty, unrest, and revolt among the peasants, and the growth of the
spirit of inquiry, which was strongly critical of the ways of the Church, and found
expression in the teachings of Wyclif and the Lollards, and in the stem denunciations of
Langland.

LITERARY FEATURES OF THE AGE

1.The Standardizing of English. The period of transition is now nearly over. The
English language has shaken down to a kind of average--to the standard of the East
Midland speech, the language of the capital city and of the universities. The other
dialects, with the exception of the Scottish branch, rapidly melt away from literature, till
they become quite exiguous. French and English have amalgamated to form the
standard English tongue, which attains to its first full expression in the works of
Chaucer.

2.A curious 'modern’' note begins to be apparent at this period-There is a sharper spirit
of criticism, a more searching interest in man's affairs, and a less childlike faith in, and a
less complacent acceptance of, the established order. The vogue of the romance, though
it has by no means gone, is passing, and in Chaucer it is derided. The freshness of the
romantic ideal is being superseded by the more acute spirit of the drama, which even at
this early time is faintly foreshadowed. Another more modem feature that at once
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strikes the observer is that the age of anonymity is passing away. Though many of the
texts still lack named authors, the greater number of the books can be definitely ascribed.
Moreover, we have for the first time a figure of outstanding literary importance, who
gives to the age the form and pressure of his genius.

3.Prose. This era sees the foundation of an English prose style. Earlier specimens have
been experimental or purely imitative; now, in the works of Mandeville and Malory, we
have prose that is both original and individual. The English tongue is now ripe for a prose
style. The language is settling to a standard; Latin.and French are losing grip as popular
prose mediums and the growing desire for an English Bible exercises a steady pressure in
favour of a standard English prose.

4.Scottish Literature. For the first time in our literature, in the person of Barbour (1316
(7)-9 95), Scotland supplies a writer worthy of note. This is only the beginning; for the
tradition is handed on to the powerful group of poets who are mentioned in the next
chapter.

GEOFFREY CHAUCER (c. 1340-c. 1400)

1. His Life. In many of the documents of the time Chaucer's name is
mentioned with some frequency; and these references, in addition to some
remarks he makes regarding himself in the course of his poems, are the
sum of what we know about his life. The date of his birth is uncertain, but
it is now generally accepted as being 1340. He was born in London,
entered the household of the wife of the Duke of Clarence (1357), and
saw military service abroad, where he was captured. Next he seems to
have entered the royal household, for he is frequently mentioned as the
recipient of royal pensions and bounties. When Richard II succeeded to
the crown (1377) Chaucer was confirmed in his offices and pensions,
and shortly afterwards (1378) he was sent to Italy on one of his several
diplomatic missions. More pecuniary blessings followed; then ensued a
period of depression, due probably to the departure to Spain (1386) of
his patron John of Gaunt; but his life closed with a revival of his prosperity.
He was the first poet to be buried in what is now known as Poets' Corner
in Westminster Abbey.

2. His Poems. The order of Chaucer's poems cannot be

ascertained with certitude, but from internal evidence they can

as a rule be approximately dated.

It is now customary to divide the Chaucerian poems into three stages: the French, the
[talian, and the English, of which the last is a

3
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development of the first two. In none of these divisions, of course, is the one influence
felt to the exclusion of the others. It is merely that one predominates.

a)The poems of the earliest or French group are closely modelled upon French originals,
and the style is clumsy and immature. Of such poems the longest is The Romaunt of the
Rose, a lengthy allegorical poem, written in octosyllabic couplets and based upon Le
Romaunt de la Rose of Guillaume de Lorris and Jean de Meung. This poem, only a
fragment, though of 8000 lines, was once entirely ascribed to Chaucer, but recent
research, based upon a scrutiny of Chaucerian style, has suggested that only the first
part is his work. Other poems of this period include The Book of the Duchesse, probably
his earliest and written in 1369, the year when John of Gaunt's wife died, The
Compleynt unto Pite, An A.B.C., and The Compleynt of Mars.

b)The second or Italian stage shows a decided advance upon the first. In the handling of
the metres the technical ability is greater, and there is a growing keenness of perception
and a greater stretch of originality. To this period belong Anelida and Arcite and The
Parlement of Foules. The latter has a fine opening, and, in the characterization of the
birds, shows Chaucer's true comic spirit. Troilus and Criseyde is a long poem adapted
from Boccaccio, but in its emphasis on character it is original, and indicative of the line
of Chaucer's development. Reality and a passionate intensity underlie its conventions of
courtly love and the tedious descriptions which this code demanded. The complex
characters of Criseyde and Pan-darus reveal a new subtlety of psychological
development, and indicate Chaucer's growing insight into human motives. Troilus and
Criseyde is held to be Chaucer's best narrative work. The rhyme royal stanzas are of
much dexterity and beauty, and the pathos of the story is touched upon with deep
feeling.

If no love is, O God, what fele I so?

And if love is, what thing and which is he?

If love be good, from whennes com'th my wo?

If it be wikke, a wonder thinketh me,

When every torment and adversite

That com'th of him, may to me savory thinke;

For ay thurste I the more that ich it drinke.

The Hous of Fame, a poem in octosyllabic couplets, is of the dream-allegory type. In
his dream Chaucer is carried by an eagle to the House of Fame and watches
candidates for fame approach the
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throne, some being granted their requests and others refused. Though the story is rather
drawn-out, and the allegorical significance obscure, it is of special interest because, in
the verve and raci-ness of the Eagle, it shows gleams of the genuine Chaucerian
humour. In this group is also included The Legend of Good Women, in which Chaucer,
starting with the intention of telling nineteen affecting tales of virtuous women of
antiquity, finishes with eight accomplished and the ninth only begun. After a charming
introduction on the daisy, there is some masterly narrative, particularly in the portion
dealing with Cleopatra. The poem is the first known attempt in English to use the heroic
couplet, which is, none the less, handled with great skill and freedom.

(c) The third or English group contains work of the greatest individual accomplishment.
The achievement of this period is The Canterbury Tales, though one or two of the
separate tales may be of slightly earlier composition. For the general idea of the tales
Chaucer may be indebted to Boccaccio, but in nearly every important feature the work
is essentially English. For the purposes of his poem Chaucer draws together twenty-nine
pilgrims, including himself. They meet at the Tabard Inn, in Southwark in order to go
on a pilgrimage to the tomb of Thomas a Becket at Canterbury. The twenty-nine are
carefully chosen types, of both sexes, and of all ranks, from a knight to a humble
ploughman; their occupations and personal peculiarities are many and diverse; and, as
they are depicted in the masterly Prologue to the main work, they are interesting, alive,
and thoroughly human. At the suggestion of the host of the Tabard, and to relieve the
tedium of the journey, each of the pilgrims is to tell two tales on the outward journey,
and two on the return. In its entirety the scheme would have resulted in an immense
collection of over a hundred tales. But as it happens Chaucer finished only twenty, and
left four partly complete. The separate tales are linked with their individual prologues,
and with dialogues and scraps of narrative. Even in its incomplete state the work is a
small literature in itself, an almost unmeasured abundance and variety of humour and
pathos, of narrative and description, and of dialogue and digression. There are two prose
tales, Chaucer's own Tale of Melibeus and The Parson's Tale; and nearly all the others
are composed in a powerful and versatile species of the decasyllabic or heroic couplet.
To this last stage of Chaucer's work several short poems are ascribed, including 7The
Lak of Stedfastnesse and the serio-comic Compleynte of Chaucer to his Empty Purse.
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There is also mention of a few short early poems, such as Origines upon the Maudeleyne,
which have been lost.

During his lifetime Chaucer built up such a reputation as a poet that many works were
at a later date ascribed to him without sufficient evidence. Of this group the best examples
are The Flower and the Leaf, quite an excellent example of the dream-allegory type, and
The Court of Love. It has now been settled that these poems are not truly his.

3. His prose. The two prose tales may be apposite, but are not

among Chaucer's successful efforts. Both--that is, The Tale of

Melibeus and The Parson's Tale on penitence--are lifeless in style

and full of tedious moralizings. Compared with earlier prose works

they nevertheless mark an advance. They have a stronger grasp of
sentence-construction, and in vocabulary they are copious and

accurate. The other prose works of Chaucer are an early translation

of Boethius, and a treatise, composed for the instruction of his little

son Lewis, on the astrolabe, then a popular astronomical instrument.

The following extract is a fair example of his prose:

"Now, sirs," saith dame Prudence, "sith ye vouche saufe to be gouerned by my counceyll, I will
enforme yow how ye shal gouerne yow in chesing of your counceyll. First tofore alle workes ye
shall beseche the hyghe God, that he be your counceyll; and shape yow to suche entente that he
yeue you counceyll and comforte asThobye taught his sone. 'At alle tymes thou shall plese and
praye him to dresse thy weyes; and loke that alle thy counceylls be in hym for euermore.' Saynt
James eke saith: ' Yf ony of yow haue nede of sapience, axe it of God." And after that than shall
ye take counceyll in yourself, and examyne well your thoughtys of suche thynges as ye thynke
that ben beste for your profyt. And than shall ye dryue away from your hertes the thynges
that ben contraryous to good counceyl: this is to saye--ire, couetyse, and hastynes."

The Tale of Melibeus

4. Features of his Poetry. (a) The first thing that strikes the eye is

the unique position that Chaucer's work occupies in the literature of

the age. He is first, with no competitor for hundreds of years to

challenge his position. He is, moreover, the forerunner in the race of

great literary figures that henceforth, in fairly regular succession,

dominate the ages they live in.

(b) His Observation. Among Chaucer's literary virtues his acute faculty of observation is
very prominent. He was a man of the world, mixing freely with all types of mankind; and
he used his opportunities to observe the little peculiarities of human nature. He had the
seeing eye, the retentive memory, the judgment to select, and
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ho capacity to expound; hence the brilliance of his descriptions, which we shall note in
the next paragraph.

¢)His Descriptions. Success in descriptive passages depends on
ivacity and skill in presentation, as well as on the judgment shown

n the selection of details. Chaucer's best descriptions, of men,
nanners, and places, are of the first rank in their beauty, impressive-
less, and humour. Even when he follows the common example of
the time, as when giving details of conventional spring mornings and
dowery gardens, he has a vivacity that makes his poetry unique.
Many poets before him had described the break of day, but never
with the real inspiration that appears in the following lines:

The bisy larke, messager of day,

Salueth in her song the morwe gay,

And firy Phoebus riseth up so brighte
That all the orient laugheth with the lighte.
The Knight's Tale

The Prologue contains ample material to illustrate Chaucer's power in describing his
fellow-men. We shall add an extract to show him in another vein. Observe the selection
of detail, the terseness and adequacy of epithet, and the masterly handling of the
couplet.

First on the wal was peynted a forest,

In which ther dwelleth neither man nor best,
With knotty, knarry, barreyne trees olde

Of stubbes sharpe and hidouse to biholde,

In which ther ran a rumbel and a swough,

As though a storm sholde bresten every bough;
And dounward from an hille, under a bente,
Ther'stood the temple of Mars armypotente,
Wroght al of burned steel, of which the entrée
Was long and streit, and gastly for to see.

The northern light in at the dores shoon,

For wyndowe on the wal ne was ther noon
Thurgh which men myghten any light discern,
The dores were al of adament eterne,
Y-clenched overthwart and endelong

With iren tough, and for to make it strong,
Every pyler, the temple to sustene,

Was tonne greet, of iren bright and shene.
The Knight's Tate

(d) His Humour and Pathos. In the literature of his time, when so



few poets seem to have any perception of the fun in life, the humour
of Chaucer is invigorating and delightful. The humour, which

steeps nearly all his poetry, has great variety: kindly and patronizing,
as in the case of the Clerk of Oxenford; broad and semi-farcical, as
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in the Wife of Bath; pointedly satirical, as in the Pardoner and the Summoner; or coarse,
as happens in the tales of the Miller, the Reeve, and the Cook. It is seldom that the
satirical intent is wholly lacking, as it is in the case of the Good Parson, but, except in
rare cases, the satire is good-humoured and well-meant. The prevailing feature of
Chaucer's humour is its urbanity: the man of the world's kindly tolerance of the
weaknesses of his erring fellow-mortals.

Chaucer lays less emphasis on pathos, but it is not overlooked. In the poetry of Chaucer
the sentiment is humane and unforced. We have excellent examples of pathos in the tale
of the Prioress and in The Legend of Good Women.

We give a short extract from the long conversation between Chaucer and the eagle
("with fethres all of gold") which carried him off to the House of Fame. The bird, with
its cool acceptance of things, is an appropriate symbol of Chaucer himself in his attitude
toward the world.

Thus I longe in his clawes lay,

Til at the laste he to me spak

In mannes vois, and seyde, "Awak!
And be not so agast, for shame!"
And called me tho by my name.
And, for I sholde the bet abreyde--
Me mette--"Awak," to me he seyde,
Right in the same vois and stevene
That useth oon I coude nevene;
And with that vois, soth for to sayn,
My minde cam to me agayn;

For hit was goodly seyd to me,

So nas hit never wont to be.. ..

And sayde twyes "Seynte Marie!
Thou art noyous for to carie." . . .
"O god," thoughte I, "that madest kinde,
Shal I non other weyes dye?

Wher loves wol me stellifye,

Or what thing may this signifye?

I neither am Enok, nor Elye,

Ne Romulus, ne Ganymede

That was y-bore up, as men rede,
To hevene with dan Iupiter,

And maad the goddes boteler."

(e) His Narrative Power. As a story-teller Chaucer employs somewhat tortuous
methods, but his narrative possesses a curious stealthy speed. His stories, viewed
strictly as stories, have most of the weakness of his generation: a fondness for long
speeches, for
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pedantic digressions on such subjects as dreams and ethical problems, and for long
explanations when none are necessary. Troilus and Criseyde, heavy with long speeches,
is an example of his prolixity, and The Knight's Tale, of baffling complexity and over-
abundant in detail, reveals his haphazard and dawdling methods; yet both contain many
admirable narrative passages. But when he rises above the weaknesses common to the
time he is terse, direct, and vivacious. The extract given below will illustrate the
briskness with which his story can move.

This sely widwe, and eek hir doghtres two,
Herden thise hennes crie and maken wo,
And out at dores stirten they anon,

And syen the fox toward the grove gon,

And bar upon his bak the cok away,

And cryden, "Out! Harrow! And weylaway!
Ha! Ha! The fox!" And after hym they ran,
And eek with staves many another man;

Ran Colle, oure dogge, and Talbot, and Gerland
And Malkyn, with a dystaf in hir hand,

Ran cow and calf, and eek the verray hogges,
So were they fered for berkynge of the dogges,
And shoutyng of the men and wommen eek;
They ronne so hem thoughte hir herte breek.
They yolleden, as feendes doon in helle;

The dokes cryden, as men wolde hem quelle;
The gees, for feere, flowen over the trees;
Out of the hyve cam the swarm of bees;

So hidous was the noys, a benedicitee!
Certes, he Jakke Straw, and his meynee,

Ne made never shoutes half so shrille,

Whan that they wolden any Flemyng kille,
As thilke day was rnaade upon the fox.

The Nun's Priest's Tale

(f) His Metrical Skill. In the matter of poetical technique English
literature owes much to Chaucer. He virtually imported the decasyl
labic line from France--it had been employed hardly at all in England
previously--and he used it in both stanzaic and couplet forms. The
seven-lined stanza aba b b c ¢ has become known as theChaucerian
or rime royale. Chaucer is no great lyrical poet but in some of his
shorter poems--roundels and ballades--he shows a skill that is as
good as the very best apparent in the contemporary poems.

(g) Summary. We may summarize Chaucer's achievement by
saying that he is the earliest of the great moderns. In comparison
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with the poets of his own time, and with those of the succeeding century, the advance he
makes is almost startling. For example, Manning, Hampole, and the romancers are of
another age and of another way of thinking from ours; but, apart from the superficial
archaisms of spelling, the modern reader finds in Chaucer something closely akin. All the
Chaucerian features help to create this modern atmosphere: the shrewd and placidly
humorous observation, the wide humanity, the quick aptness of phrase, the dexterous
touch upon the metre, and, above all, the fresh and formative spirit--the genius turning
dross into gold. Chaucer is indeed a genius; he stands alone, and for nearly two hundred
years none dare claim equality with him.

OTHER POETS

1. William Langland, or Langley (1332 (?)-140© (7)), is one of the early writers with whom
modem research has dealt adversely. AD we know about him appears on the manuscripts
of his poem, or is based upon the remarks he makes regarding himself in the course of the
poem. This poem, the full title of which is The Vision of William concerning Piers the
Plowman, appears in its many manuscripts in three forms, called respectively the A, B, and
C texts. The A text is the shortest, being about 2500 lines long; the B is more than 7200
lines; and the C, which is clearly based upon B, is more than 7300 lines. Until quite recently
it has always been assumed that the three forms were all the work of Langland; but the latest
theory is that the A form is the genuine composition of Langland, whereas both B and C have
been composed by a later and inferior poet.

From the personal passages in the poem it appears that the author was born in Shropshire
about 1332. The vision in which he saw Piers the Plowman probably took place in 1362.
The poem itself tells of the poet's vision on the Malvern Hills. In this trance he beholds a
fair "feld ful of folk." The first vision, by subtle and baffling .changes, merges into a series of
dissolving scenes which deal with the adventures of allegorical beings, human like Do-wel,
Do-bet, and Do-betst, or of abstract significance like the Lady Meed, Wit, Study, and
Faith. During the many incidents of the poem the virtuous powers generally suffer most, till
the advent of Piers the Plowman--the Messianic deliverer--restores the balance to the right
side. The underlying motive of the work is to expose the sloth and vice of the Church, and to
set on record the struggles and virtues of common folks. Langland's frequent sketches of
homely
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life are done with sympathy and knowledge, and, unlike Chaucer, he portrays vividly
the terrible hardships of the poor peasant.

The style has a sombre energy, an intense but crabbed seriousness, and an austere
simplicity of treatment. The form of the poem is curious. It is a revival of the Old
English rhymeless measure, having alliteration as the basis of the line. The lines
themselves are fairly uniform in length, and there is the middle pause, with (as a rule)
two alliterations in the first half-line and one in the second. Yet in spite of the Old
English metre the vocabulary draws freely upon the French, to an extent equal to that of
Chaucer himself.

The following lines illustrate the predominant tone of the poem. The fiery and direct
denunciation of the vices of the times makes an interesting comparison with Chaucer's
portrayal of the ecclesiastics in the Prologue to The Canterbury Tales. The reader
should note the strong rhythm, and the regular system of alliteration.

Heremites on an heep . With hoked staves,

Wenten to Walsyngham . and here wenches after;
Grete lobyes' and longe . that loth were to swynke,
Clotheden hem in copis . to ben knowen fram othere,
And shopen hem heremites . here ese to have.

I fonde there Freris . alle the foure ordres,

Preched the peple . for profit to hem-selven,
Preched the gospel . as hem good lyked,

For coveitise of copis . construed it as thei wolde.

2. John Gower, the date of whose birth is uncertain, died in 1408. He was a man of
means, and a member of a good Kentish family; he took a fairly active part in the
politics and literary activity of the time, and was buried in London.

The three chief works of Gower are noteworthy, for they illustrate the unstable state of
contemporary English literature. His first poem, Speculum Meditantis, is written in
French, and for a long time was lost, being discovered as late as 1895; the second, Vox
Clamantis, is composed in Latin; and the third, Confessio Amantis, is written in English,
at the King's command according to Gower himself. In this last poem we have the
conventional allegorical setting, with a disquisition on the seven deadly sins, illustrated
by many anecdotes. These anecdotes reveal Gower's capacity as a story-teller. He has a
diffuse and watery style of narrative, but occasionally he is brisk and competent. The
metre is the octosyllabic couplet, of great smoothness and fluency.

! Lubbers.
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3.John Barbour (1316 (?)-95) is the first of the Scottish poets to claim our attention. He
was born in Aberdeenshire, and studied both at Oxford and Paris. His great work is his
Bruce (1375), a lengthy poem of twenty books and thirteen thousand lines. The work is
really a history of Scotland's struggle for freedom from the year 1286 till the death of
Bruce and the burial of his heart (1332). The heroic theme is the rise of Bruce, and the
central incident of the poem is the battle of Bannockburn. The poem, often rudely but
pithily expressed, contains much absurd legend and a good deal of inaccuracy, but it is
no mean beginning to the long series of Scottish heroic poems. This spirited passage
from the first book is often quoted:

A! fredome is a nobill thing!
Fredome mayss' man to haiff liking!
Fredome all solace to man giffis;
He levys at ess that frely levys!

A noble hart may haiff nane ess,

Na ellys nocht that may him pless
Gyffe fredome failzhe: for fre liking
Is zharnyt? our all othir thing.

Na he, that ay hass levyt fre

May nocht knaw weill the propyrte,
The angyr, na the wrechyt dome,
That is couplyt to foule thyrldome.

PROSE-WRITERS

1. Sir John Mandeville is the English form of the name of Jehan de Mandeville, who
compiled and published a French book of travels between 1357 and 1371. This French work
was very popular, and it was translated into several languages, including English.The
English version has a preface, in which it is stated that the author was a Sir John
Mandeville, a knight, bom at St Albans, who crossed the sea in 1322 and travelled in many
strange regions. Much of the personal narrative is invention; nowadays the very existence
of Sir John is denied. The real author of the book is said to be

Jehan de Bourgogne, who died at Liege in 1372.

It has now been demonstrated that the so-called 'Travels'is a

compilation from several popular books of voyages, including those

of a Friar Odoric, of an Armenian called Hetoum, and (to a very

small extent) of the famous traveller Marco Polo. These, with a few

grains of original matter, are ingeniously welded into one of the

most charming books of its kind. The travels are full of incredible

! makes. 2yearned for.
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descriptions and anecdotes, which are set down with delightful faith and eagerness. The
style is sweet and clear, with some colloquial touches; and the short narrations freely
dispersed through the text, tersely phrased and accurately gauged in length, are rendered
with great skill.

We add an example to illustrate this admirable prose style. Observe the brief sentences,
many of which begin with 'and,' the simple but effective diction, and the straightforward
style of narrative.

And zee schull undirstonde that whan men comen to Jerusalem her first pilgrymage is to
the chirche of the Holy Sepulcr wher oure Lord was buryed, that is withoute the cytee
on the north syde. But it is now enclosed in with the ton wall. And there is a full fair
chirche all rownd, and open above, and covered with leed. And on the west syde is a
fair tour and an high for belles strongly made. And in the myddes of the chirche is a
tabernacle as it wer a lytyll hows, made with a low lityll dore; and that tabernacle is
made in maner of a half a compas right curiousely and richely made of gold and azure
and othere riche coloures, full nobelyche made. And in the ryght side of that tabernacle
is the sepulcre of oure Lord. And the tabernacle is viij fote long and v fote wide, and xj
fote in heghte. And it is not longe sithe the sepulcre was all open, that men myghte kisse
it and touche it. But for pilgrymes that comen thider peyned hem to breke the ston in
peces, or in poudr; therefore the Soudan' hath do make a wall aboute the sepulcr that no
man may towche it. But in the left syde of the wall of the tabernacle is well the heighte
of'a man, is a gret ston, to the quantytee of a mannes hed, that was of the holy sepulcr,
and that ston kissen the pilgrymes that comen thider. In that tabernacle ben no
wyndowes, but it is all made light with lampes that hangen befor the sepulcr.

2. John Wyeclif, or Wycliffe (1320-84), was born in Yorkshire about the year 1320. He
was educated at Oxford, took holy orders, received the living of Lutterworth in
Leicestershire (1374), and took a prominent part in the ecclesiastical feuds of the day.
He was strong in his denunciation of the abuses then rampant, and only the influence of
his powerful friends saved him from the fate of a heretic. He died peacefully in 1384.
An active controversialist, he wrote many Latin books in support of his revolutionary
opinions. In addition, he issued a large number of tracts and pamphlets in English. An
English translation of the Bible made at the end of his life has been popularly attributed
to him, but, while it undoubtedly reflects his influence, its authorship remains uncertain.
His English style is not polished,, but it is

! Sultan.
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vigorous and pointed, with a homely simplicity that makes its appeal both wide and
powerful.

3. Sir Thomas Malory (died 1471 (?)) is included here, though bis famous work, the Morte
d'Arthur, was composed as late as the "ix yere of the reygne of Kyng Edward the furth"
(1469). Nearly all we know about Malory is contained in the preface of Caxton, the first
printer of the book. Caxton says that the book was written by Sir Thomas Malory "oute
of certeyn bookes of frensshe."

The Morte d'Arthur, like the travels of Mandeville, is a compilation. The French Arthurian
romances are drawn upon to create a prose romance of great length and detail. However
diverse its sources, the book is written with a uniform dignity and fervour that express the
very essence of romance and chivalry. It is a skilful blend of dialogue and narrative and is
full of colour and life, while the style has a transparent clarity and a poetic sensitivity
which make Malory our first great, individual, prose stylist. Remote in spirit from the
everyday concerns of its age, the Morte d'Arthur stands outside the main stream of the
development of English prose.

And on the morn the damsel and he took their leave and thanked the knight, and so departed,
and rode on their way until they came to a great forest. And there was a great river and but one
passage, and there were ready two knights on the further side to let them the passage. "What
sayest thou," said the damsel, "wilt thou match yonder knights, or turn again?" "Nay," said
Sir Beaumains, "I will not turn again and they were six more." And therewithal he rushed into
the water, and in the midst of the water, either brake their spears upon other to their hands, and
then they drew their swords and smote eagerly at other. And at the last Sir Beaumains smote
the other upon the helm that his head stonied, and therewithal he fell down in the water, and
there was he drowned. And then he spurred his horse upon the land, where the other knight
fell upon him and brake his spear, and so they drew their swords and fought long together. At
the last Sir Beaumains clave his helm and his head down to the shoulders: and so he rode
unto the damsel, and bade her ride forth on her way.

THE DEVELOPMENT OF LITERARY FORMS

The Chaucerian age saw a great and significant advance in poetical forms of literature, and
noteworthy ones in the domain of prose.

1. Poetry. With regard to poetry, we can observe the various forms separating
themselves and straightening out into form and coherence,

(a) The lyric, chiefly the religious and love-lyric, continues to be written and developed.
Chaucer himself contributes very little
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toward it, but a number of anonymous bards add to the common stock. It is seldom that
we can give precise dates to the lyrics of this period; but about this time were composed
such exquisite pieces as The Nut-brown Maid, a curious hybrid between the lyric and the
ballad, and the lovely carols of the Church.

b)The Rise of the Ballad. By the late fourteenth century, the traditional ballad, of the type
of Chevy Chace, Sir Patrick Spens, and the Robin Hood poems, had become an important
source of popular entertainment, especially in the North. The origins of this form are much
disputed, but, whether the ballad was composed by minstrels, or was the result of
communal activity, it is essentially simple and popular. Mainly about love, local legends,
the feats of local heroes, supernatural happenings, or religious stories, the ballad deals
with man's elemental passions in frank and uninhibited terms, while its situations are such
as affect the individual or family rather than the larger social unit of clan or nation. Its
tone is impersonal and detached, and there is little or none of the composer's personality
to be felt. The verse form (most commonly abch, with alternating lines of four and three
iambic feet) was subject to considerable variation, but was always simple and easily memo-
rized. Frequent use of a refrain and of repetition are, similarly, products of this necessity to
memorize the ballad, which also led to a concentration of emphasis (usually on a single
incident), a complete lack of ornamental detail, and a rapidity of movement which made
each stanza a definite step in the development of the story. It will be seen that the ballad
is completely different from the romance, which is aristocratic in tone and theme, and
cumulative in form, so that it could deal with any number of adventures. Collections of
ballads were not made until the eighteenth century, so that we find many varying forms of
the same ballad, and it seems likely that the versions we now possess differ considerably
from the original.

c)The Rise of the Allegory. This is perhaps the suitable place to note the rise of allegory,
which in the age of Chaucer began to affect all the branches of poetry. Even at its best the
allegorical method is crude and artificial, but it is a concrete and effective literary device for
expounding moral and religious lessons. It appeals with the greatest force to minds which
are still unused to abstract thinking; and about the period now under discussion it exactly
suited the lay and ecclesiastical mind. Hence we have a flood of poems dealing with
Courts of Love, Houses of Fame, Dances of the Seven Deadly



46

Sins, and other symbolical subjects. Especially in the earlier stages of his career, Chaucer
himself did not escape the prevailing habit. We shall see that the craze for the allegory
was to increase during the next century and later, till it reached its climax in The Faerie
Queene.

d)Descriptive and Narrative Poems. In this form of poetry The Canterbury Tales is the
outstanding example, but in many passages of Langland and Gower we have specimens
of the same class. We have already mentioned some of the weaknesses that are common
to the narrative poetry of the day, and which were due partly to lack of practice and partly
to reliance upon inferior models: the tantalizing rigmaroles of long speeches and
irrelevant episodes, the habit of dragging into the story scientific and religious discussions,
and an imperfect sense of proportion in the arrangement of the plot. In the best
examples, such as those of Chaucer, there is powerful grip upon the central interest, a
shrewd observation and humour, and quite often a brilliant rapidity of narration.

e)The metrical romance is still a popular form, but the great vogue of the last century is
on the wane. Among the lower classes it is being supplanted by the ballad; and the
growing favour that is being shown to the fabliau--that is, the short French tale, realistic
in subject and humorous-satirical in style--is leading to tales of the coarser Chaucer
type.

3.Prose. The field for English prose is rapidly extending. The Travels of Mandeville
presents an interesting departure as a prose work written for amusement rather than
instruction. We have the translation of the Bible usually associated with Wyclif, and a
prose version of Higden's Polychronicon by John of Trevisa (1326-1412). But the most
significant development is to be found in the clarity and vigour of the homely English used
in civic records, and by letter-writers such as the Pastons, Celys, and Stonors. Simple,
straightforward, and free from the stylistic ornamentation of the consciously literary
prose, these everyday writings illustrate vividly the growing command of the native
idiom in many sections of the community.

THE DEVELOPMENT OF LITERARY STYLE

1. Poetry. We have already stated that the time of transition and experiment is nearly
over. English poetical style has established itself, and the main lines of development
have been laid down. For this we are indebted almost entirely to Chaucer.
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a)With regard to metre, it is curious to observe that with increasing practice the tendency
is toward simplicity. The extremely complicated stanzas are becoming less common, and
rhyme royal and other shorter verses are coming into favour. Along with simplification is
a greater suppleness and dexterity. There is less rigidity in the position of the pause, and a
greater freedom in the substitution of three-syllabled feet for two-syllabled feet. These
features are most strongly developed in the couplet forms. It is this union of simplicity and
freedom that is to remain the dominating characteristic of English verse, thus contrasting
with the quantitative system of the classical measures and the syllabic nature of the
French.

b)There is an interesting revival in alliteration. In the true alliterative poem the basis of
the line is a system of repeating sounds, such as was the custom in Old English verse. One
of the earliest examples of this type which occurs after the Norman Conquest is Wynnere
and Wastour (1352), an anonymous poem of ho great merit. The tradition is continued in
the alliterative romances of the type of Cleannesse; and it attains its climax in Piers
Plowman, Though this last poem gained a great popularity it left no important literary
descendants. Hence the revival of the ancient system of alliteration remains as an
interesting curiosity. In a very short time after Langland alliteration becomes simply an
ornament to metre --sometimes a device of great beauty, but not vital to the metrical
scheme.

As regards the actual poetic diction of the period, there is a considerable liking shown for
ornate French and classical terms. This can be observed in the earlier poems of Chaucer and
in the Confessio Amantis of Gower. We have not yet attained to the aureate diction of the
succeeding generation, but the temptation to use French terms was too strong to be
resisted. Langland, though he draws upon the French element, writes with much greater
simplicity; and the ballads also are composed in a manner quite plain and unadorned.

2. Prose, The state of prose is still immature, but the everyday writings of the age show a
vigour and clarity which are a great advance on the mingled French and English writing of
the beginning of the period, when English was still struggling to shake off the dominance of
French. Wyclif's prose is unpolished, though it can be pointed and vigorous. Mandeville's
prose style, though it is devoid of artifices, attains to a certain distinction by reason of
its
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straightforward methods, its short and workmanlike sentences, and a brevity rare in his
day. In the case of Malory, who comes some time after the others, we have quite an
individual style. It is still unadorned; but it has a distinction of phrase and a decided
romantic flavour that make Malory a prose stylist of a high class. His prose is, indeed,
quite distinct from that of his predecessors, and exerts little influence on the writers who
follow.
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CHAPTER IV

FROM CHAUCER TO SPENSER

THE HISTORICAL BACKGROUND (1450-1550)

The dates that appear at the head of this section are only approximate, but the general
features of the time are well defined. In England the period begins with wars, unrest,
and almost chaos; it concludes with a settled dynasty, a reformed religion, and a people
united and progressive. Abroad, as well as in England, there is apparent the broad
intellectual flood known as the Renaissance, running deep and strong: the renewed
desire for knowledge, changes in religious ideals, the discovery of new worlds, both
geographical and literary, and the enormous quickening of heart and mind. In England
the scene is being prepared for the great age to follow.

LITERARY FEATURES OF THE AGE

1.Poverty of Material. Considering the length of the period, the poverty of the output is
hard to explain. There is no English poet of any consequence; the prose writing is thin
in quality and quantity; and if it were not for the activities of the Scottish poets the age
would be poor indeed.

2.Scottish Poetry. Scottish poetry comes late into notice, but it comes with a bound.
The poverty and disunion of Scotland, its severance from the intellectual stimulus of
English thought, and the dearth of educational facilities all combine to retard its literary
development. But these disadvantages are rapidly passing away, with the beneficial
results apparent in this chapter.

3.The Development of the Drama. The popularity of the romance is almost gone; the
drama, more suited to the growing intelligence of the time, is rapidly taking on a new
importance. The professional actor and the playwright, owing to real demand for their
services, are making their appearance. The development of the drama is sketched in this
chapter.

4.The Importance of the Period. The importance of the time is belied by its apparent
barrenness. In reality it is a season of healthy fallow, of germination, of rest and
recuperation. The literary

4
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impulse, slowly awakening, is waiting for the right moment. When that moment comes
the long period of rest gives the new movement swift and enduring force.

POETRY

1. The Scottish Poets, (@) James I (1394-1437) was captured by the English in 1406,
and remained in England till 1424, when he married Joan Beaufort, the cousin of Henry
V, and returned to Scotland. The chief poem associated with his name is The Kingis
Quair (quire or book). The attempts to disprove his authorship have not been
successful. It seems to have been written during his captivity, and it records his first
sight of the lady destined to be his wife. It follows the Chaucerian model of the dream,
the garden, and the introduction of allegorical figures. The stanza is the rhyme royal,
which is said to have derived its name from his use of it. The diction, which is the
common artificial blend of Scottish and Chaucerian forms, is highly ornamented; but
there are some passages of really brilliant description, and a few stanzas of passionate
declamation quite equal to the best of Chaucer's Troilus’ and Criseyde. 1t is certainly
among the best of the poems that appear between the periods of Chaucer and Spenser.
Other poems, in particular the more plebeian Peblis to the Play and Christis Kirk on the
Grene, have been ascribed to James, but his authorship is extremely doubtful.

The two following stanzas are fair examples of James's poetry. The man who wrote
them was no mean poet.

Off hir array the form gif I sall write,
Toward hir goldin haire and rich atyre

In fret-wise couchit' was with perllis quhite
And grete balas? lemyng? as the fyre,

With mony ane emeraut and faire saphire;
And on hir hede a chaplet fresch of hewe,
Off plumys partit rede, and quhite, and blewe;

Full of quaking spangis* bryght as gold,

Forgit of schap like to the amorettis,’

So new, so fresch, so plesant to behold,

The plumys eke like to the floure-lonettis,°
And othir of schap like to the round crokettis,’
And, aboue all this, there was, wele I wote,
Beautee eneuch to mak a world to dote.

The Kingis Quair

[Footnote: 1 inlaid.]
[Footnote: ? rubies.]
[Footnote: * gleaming.]
[Footnote: 4 spangles.|
[Footnote: * love-knots.]
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(b) Sir David Lyndsay (1490-1555) was born in Fifeshire about the

year 1490 He entered the roya! service, and rose to fill the important

position of Lyon King-of-Arms.

His longer works, which were written during his service at Court, include The Dreme,
in rhyme royal stanzas, with the usual allegorical setting; The Testament of Squyer
Meldrum, in octosyllabic couplets, a romantic biography with a strongly Chaucerian
flavour; The Testament and Compleynt of the Papyngo, which has some gleams of his
characteristic humour; and Ane Pleasant Satyre of the Thrie Estaitis, a morality-play,
coarse and vulgar, but containing much of his best work. It is full of telling satire
directed against the Church, and it shows acute observation of the frailties of his
fellows. Lyndsay represents the ruder type of the Scottish Chaucerian. He has a
coarseness beyond the standard even of his day; but he cannot be denied a bluff good-
humour, a sound honesty of opinion, and an abundant and vital energy.

(c) Robert Henryson (1429 (?)-c. 1508) has left us few details

regarding his life. In one of his books he is described as a "scholemaister of
Dunfermeling"; he may have studied at Glasgow University; and he was dead when
Dunbar (see below) wrote his Lament
for the Makaris in 1508. Hence the dates given for his birth and

death are only approximations.

The order of his poems has not been determined. His longest is a version of the Morall
Fabillis of Esope, composed in rhyme royal stanzas and showing much dexterity and
vivacity; The Testament of Cresseid is a continuation of Chaucer's Troilus and
Criseyde, and it has a finely tragic conclusion; Orpheus and Eurydice, an adaptation
from Boethius, has, along with much commonplace moralizing, some passages of real
pathos; and among his thirteen shorter poems Robene and Makyne, a little pastoral
incident, is executed with a lightness, a brevity, and a precision that make it quite a gem
among its fellows. His Garmond of Gude Ladies, though often quoted, is pedantically
allegorical, and of no high quality as poetry.

. We quote two stanzas from The Testament of Cresseid. The diction is an artificial
blend of that of Chaucer and of colloquial Scots, and it is heavily loaded with
descriptive epithet; but it is picturesque and dramatic, in some respects suggesting the
later work of Spenser.
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His face frosnit,' his lyre was lyke the leid,
His teith chatterit, and cheverit? with the chin,
His ene? droupit, how,* sonkin in his heid,
Out of his nois the meldrop5 fast can rin,
With lippis bla,® and cheikis leine and thin,
The iceschoklis that fra his hair doun hang,
Was wonder greit, and as ane speir als lang.

Atouir’ his belt his lyart® lokkis lay
Felterit® unfair, ouirfret with froistis hoir,
His garmound and his gyis'® full gay of gray,
His widderit weid!! fra him the wind out wolr;
Ane busteous bow within his hand he boir,
Under his girdill ane flasche'? of felloun flanis, '3
Fedderit'* with ice, and heidit with hailstanis.
The Testament of Cresseid

(d) William Dunbar (1460 (?)-1530 (?)) is generally considered to be the chief of the
Scottish Chaucerian poets. He was born in East Lothian, studied at St Andrews
University (1477), and went to France and became a wandering friar. Returning to
Scotland, he became attached to the household of James IV, and in course of time was
appointed official Rhymer. He died about 1530.

Dunbar wrote freely, often on subjects of passing interest; and though his work runs
mainly on Chaucerian lines it has an energy and pictorial quality that are quite
individual. Of the more than ninety poems associated with his name the most important
are the Goldyn Targe, of the common allegorical-rhetorical type; The Thrissil and the
Rois, celebrating the marriage of James IV and the English Margaret (1503); the Dance
of the Sevin Deidlie Synnis, with its strong macabre effects and its masterly grip of
metre; the Tua Mariit Wemen and the Wedo, a revival of the ancient alliterative
measure, and outrageously frank in expression; and The Lament for the Makaris, in
short stanzas with the refrain Timor Mortis conturbat me, quite striking in its effect.
The following short extract reveals Dunbar's strong pictorial quality and his command
of metre.

"Lat se," quod he, "Now quha begynnis; With that the fowll Sevin Deidly Synnis

[Footnote: ! frosted.]
[Footnote: % shivered.]
[Footnote: *.eyes. |
[Footnote:* hollow. ]
[Footnote: 5 moisture. |
[Footnote: © blue]
[Footnote: 7 out over]
[Footnote: ® gray.]
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Begowth' to leip at anis.?

And first of all in dance wes Pryd,

With hair wyld3 bak and bonet on syd,
Lyk to mak vaistie wanis;*

And round abowt him, as a quheill,’
Hang all in rumpillis® to the heill

His kethat for the nanis:

Mony prowd trumpour® with him trippit
Throw skaldand® fyre, ay as thay skippit
Thay gyrnd'® with hiddouss granis.!!

Than Yre come in with sturt'? and stryfe; His hand wes ay upon his knyfe, He
brandeist’? lyk a beir.'*
Dance of the Sevin Deidlie Synnis

(e) Gawin Douglas (1474 (?)-1522) was a member of the famous Douglas family, his
father being the fifth Earl of Angus, Archibald 'Bell the Cat.' He studied .at St Andrews
University (1489) and probably at Paris, became a priest, and rose to be Bishop of
Dunkeld. He took a great share in the high politics of those dangerous times, and in the
end lost his bishopric, was expelled to England, and died in London.

His four works belong to the period 1501-13: The Police of Honour, of elaborate and
careful workmanship, and typical of the fifteenth-century manner; King Hart, a
laboriously allegorical treatment of life, the Hart being the heart of life, which is
attended by the five senses and other personifications of abstractions; Conscience, a
short poem, a mere quibble on the word 'conscience,' of no great poetical merit; and the
AFEneid, his most considerable effort, a careful translation of Virgil, with some
incongruous touches, but done with competence and some poetical ability. It is the
earliest of its kind, and so is worthy of some consideration. Douglas is the most
scholarly and painstaking of his group; but he lacks the native vigour of his fellows. His
style is often overloaded and listless, and in the selection of theme he shows little
originality.

2. John Skelton (1460 (?)-1529) comes late in this period, but he is perhaps the most
considerable of the poets. His place of birth is disputed; he may have studied at Oxford,
and he probably graduated at Cambridge. He took orders (1498), entered the household
of the Countess of Richmond, the mother of Henry VII, and became a

[Footnote: ! Began. ]

[Footnote: > once. |

[Footnote: 3 combed. ]
[Footnote: 4 desolate houses. ]
[Footnote: 5 wheel.]

[Footnote: ¢ creases. |
[Footnote: 7 long coat.]
[Footnote: ® deceiver.]
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tutor to Prince Henry. In 1500 he obtained the living of Diss in Norfolk, but his sharp
tongue ruined him as a rector. He fell foul of Wolsey, and is said to have escaped
imprisonment by seeking sanctuary in Westminster Abbey, where he died in 1529.

In his Garlande of Laurell Skelton gives a list of his own works, most of which have
perished. This poem itself is a dreary effort, stilted in style and diffuse in treatment. It is
in satire that Skelton appears at his best. His satirical poems, in spite of their shuffling and
scrambling metres, are usually sharp, often witty, and nearly always alive. Why come ye
nat to Court? is addressed to Wolsey, and for jeering impertinence it is hard to find its
equal, at that time at least; The Tunnynge of Elynour Rummynge is realism indeed, for it
faithfully portrays the drunken orgies of a pack of women at an ale-house. His more serious
poems include a Dirge on Edward 1V, The Bowge of Court, and a quite excellent morality-
play, Magnificence.

We quote an example of Skelton's peculiar metre, which came to be called ' Skeltonics.' It is
a species of jingling octosyllabic couplet, but crumbling and unstable, often descending to
doggerel. It is, however, lively, witty in a shallow fashion, and attractive. His own
description of it is quite just:

For though my rhyme be ragged,
Tattered and jagged,

Rudely rayne beaten,

Rusty and moughte eaten,

If ye take well therwith,

It hath in it some pyth.

The following extract shows his powers of invective:

But this mad Amelek

Like to a Mamelek,

He regardeth lordes

Not more than potshordes;
He is in such elation

Of his exaltation,

And the supportation

Of our sovereign lorde,
That, God to recorde,

He ruleth all at will,
Without reason or skill;
Howbeit the primordial
Of his wretched original,
And his base progeny,
And his greasy genealogy,
He came of the sank' royal
That was cast out of a butcher's stall.
Why come ye not Court?
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3. John Lydgate (1370-1451) had a great reputation in his day,

but little of it has survived.. He was born at Lydgate, near New

market, and became a monk at Bury St Edmunds, where he rose to

be priest in 1397. He studied and wrote much, gaining a wide

reputation both as a scholar and a poet. The dates of his birth and

death are only approximately fixed.

Lydgate was a friend of Chaucer, upon whom he models much of his poetry. But as a
poet he is no Chaucer. He has none of the latter's metrical skill and lively imagination,
and the enormous mass of his poems only enhances their futility. The Falls of Princes,
full of platitudes and wordy digressions, is no less than 7000 verses long; The Temple of
Glass, of the common allegorical type, is mercifully shorter; and so is the Story of
Thebes, a supposed addition to The Canterbury Tales. On rare occasions, as in London
Lickpenny, he is livelier; but he has no ear for metre, and the common vices of his
time--prolixity, lack of humour, and pedantic allegory--lie heavy upon him.

4.Thomas Occleve, or Hoccleve (1368 (?)-1450 (?)), may have

been born in Bedfordshire; but we know next to nothing about him,

and that he tells us himself. He was a clerk in the Privy Seal Office,

from which in 1424 he retired on a pension to Hampshire.

His principal works are The Regement of Princes, written for the edification of Henry
V, and consisting of a string of tedious sermons; La Male Regie, partly
autobiographical, in a snivelling fashion; The Complaint of Our Lady; and Occleve's
Complaint.

The style of Occleve's poetry shows the rapid degeneration that set in immediately after
the death of Chaucer. His metre, usually
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version of Swerers, and A Joyfull Medytacyon. Of all the poets now under discussion
Hawes is the most uninspired; his allegorical methods are of the crudest; but he is not
entirely without his poetical moments. His Passetyme of Pleasure probably influenced the
allegory of Spenser.

5.Alexander Barclay (1475 (?)-1552) might have been either a Scotsman or an
Englishman for all that is known on the subject. He was a priest in Devonshire, and later
withdrew to a monastery in Ely. His important poem, the Ship of Fools, a translation of a
German work by Sebastian Brant, represents a newer type of allegory. The figures in the
poem are not the usual wooden creatures representing the common vices and virtues, but
they are sharply satirical portraits of the various kinds of foolish men. Sometimes Barclay
adds personal touches to make the general satire more telling. Certayne Ecloges, another of
Barclay's works, is the earliest English collection of pastorals. It contains, among much
grumbling over the times, quite attractive pictures of the country life of the day.

PROSE-WRITERS

1. Reginald Pecock (1390 (?)-1461 (?)) may have been born in Wales, and perhaps in 1390.
He was educated at Oxford, and took orders, when he became prominent through his
attacks upon the Lollards. In his arguments he went so far that he was convicted of heresy
(1457), forced to make a public recantation, and had to resign his bishopric of Chichester. He
died in obscurity about 1460.

His two works were The Repressor of Over-much Blaming of the Faith. In his dogma he
strongly
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English printing. The first book printed in England was The Dictes and Sayengis of the
Philosophers (1477). The main part of the volume was the work of Lord Rivers, but
Caxton, as was his habit, revised it for the press.

It would be difficult to overestimate the debt of English literature to Caxton. He printed
almost every English work of real quality known in his day, including Chaucer and
Malory. In addition, he made and printed twenty-four translations from French, Dutch,
and Latin texts, of which the most remarkable were the two earliest, the Recuyell of the
Histories of Troye (1471) and the Game and Playe of the Chesse (1475). The
introductions of many of his books are of great personal and general interest, and show
him to have been very conscious of his limitations as a literary artist. Anxious to use the
elegant, ornate, 'literary' style, he found himself unqualified to do so, and decided to
write in "Englysshe not ouer rude, ne curyous, but in suche termes as shall be
vnderstanden by goddys grace." Even so, his style is marred by a very involved and
confused sentence structure, which he never mastered, and a tendency to introduce
foreign words and phrases which he neglected to translate.

We give a brief extract from his preface to the Recuyell. Observe the rather clumsy
sentences and the plain language.

When I remember that every man is bounden by the commandment and counsel of the
wise man to eschew sloth and idleness, which is mother and nourisher of vices, and
ought to put myself unto virtuous occupation and business, then I, having no great
charge of occupation, following the said counsel, took a French book and read therein
many strange and marvellous histories wherein I had great pleasure and delight, as well
for the novelty of the same as for the fair language of French, which was in prose so
well and compendiously set and written, which methought I understood the sentence
and substance of every matter. And forsomuch as this book was new and late made and
drawn into French, and never had seen it in our English tongue, I thought in myself it
should be a good business to translate it into our English, to the end that it might be had
as well in the realm of England as in other lands, and also for to pass therewith the time,
and thus concluded in myself to begin this said work. And forthwith took pen and ink
and began boldly to run forth as blind Bayard, in this present work which is named the
Recuyell of the Trojan histories.

3. John Fisher (c. 1459-1535) was born in Yorkshire about 1459, was educated at
Cambridge, and entered the Church. In due course he became Bishop of Rochester.
During the time of the
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Reformation he .opposed Henry VIII's desire to be acknowledged as the head of the
English Church, and was imprisoned in the Tower (1534). While there he was made a
cardinal by the Pope; and he was beheaded by the orders of Henry.

Fisher wrote much in Latin, and in English he is represented by a small collection of
tracts and sermons and a longer treatise on the Psalms. Though they arc of no great
quantity, his prose works are in their nature of much importance. They arc the first of the
rhetorical-religious books that for several centuries were to be an outstanding feature of
English prose. In addition, they show a decided advance in the direction of style. They are
written in the style of the orator and are the result of the conscious effort of the stylist: the
searching after the appropriate word (often apparent by the use of two or three words of
like meaning), the frequent use of rhetorical figures of speech, and a rapid and flowing
rhythm. In brief, in the style of Fisher we can observe the beginnings of an ornate style. It
is still in the making, but it is the direct ancestor of the prose style of Jeremy Taylor and
other divines of the same class.

In the following passage observe the use of such doublets as 'painful and laborious,' 'rest
and ease,' and 'desire and love.' The rhythm is supple, there is a quick procession of
phrases, and the vocabulary is copious and Latinized to a considerable extent.

What life is more painful and laborious of itself than is the life of hunters which, most
early in the morning, break their sleep and rise when others do take their rest and ease,
and in his labour he may use no plain highways and the soft grass, but he must tread upon
the fallows, run over the hedges, and .creep through the thick bushes, and cry all the long
day upon his dogs, and so continue without meat or drink until the very night drive him
home; these labours be unto him pleasant and joyous, for the desire and love that he hath to
see the poor hare chased with dogs. Verily, verily if he were compelled to take upon him
such labours, and not for this cause, he would soon be weary of them, thinking them full
tedious unto him; neither would he rise out of his bed so soon, nor fasl so long, nor endure
these other labours unless he had a very love therein.

The Ways to Perfect Religion

4. Hugh Latimer (1485 (?)-1555) was bom in Leicestershire, educated at Cambridge,
and rose to be chaplain to Henry VIII and Bishop of Worcester. He resisted some of the
reforms of Henry, was imprisoned in the Tower, and was released on the death of the King.
At the accession of Mary he was once again thrown into jail and was burnt at Oxford.
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Latimer's English prose works consist of two volumes of sermons published in 1549.
They are remarkable for their plain and dogmatic exposition, their graphical power, and
their homely appeal. He is the first of the writers of plain style.

5. Sir Thomas More (1478-1535) was born in London, and was the son of a judge. He
was educated in London, attached to the household of the Archbishop of Canterbury,
and became a lawyer. A man of eager and aspiring mind, he fell under the influence of
Erasmus, Colet, and other humanists of the period. For a time he sat in Parliament and
saw State service. His refusal to accept the Act of Supremacy led to his imprisonment
(1534), and he was beheaded in the following year.

Owing to their elegance and wit, his Latin works are of unusual importance. They
include his Utopia, the description of his imaginary ideal state. This book was not
translated into English until 1551, and so does not count as an English work of More's.
His English prose works include The Lyfe of John Picus, The Historie of Richard Il
and a number of tracts and letters. He writes ably and clearly, but with no great
distinction of manner. He is the first writer of the middle style.

THE DEVELOPMENT OF LITERARY FORMS

1. Poetry. In this period we have to chronicle the appearance of the eclogue or pastoral
in the work of Barclay (Ecloges) and in some shorter poems like Henryson's Robene
and Makyne. The pastoral, which in classical times had been practised by Virgil and
Theocritus, became a common form of poetical exercise in Italy, France, and Spain
before in the sixteenth century it appeared in England. It was marked by a set of
conventional shepherds and shepherdesses, possessing such names as Colin, Phyllis,
and Phoebe; by stock scenes introducing sheep, meadows, and flowers; and it was often
made the medium for philosophical and political theories. As yet the golden age of the
pastoral had not made its appearance in England, but the beginning of the vogue was
apparent.

A glance at the poems mentioned in this chapter will reveal the importance of the
allegory. In this period it grew and hardened into a mechanical and soulless device, for
the poets lacked sufficient poetical fire to give it life. The allegory, as we can see in
Dunbar Goldyn Targe and Lydgate's Temple of Glass,, usually opened with a garden
and a dream, conventionalized to an absurd degree, and it continued with the
introduction of the Goddess of Love, the
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Virtues and Vices, and similar stock personations. The allegory, however, in spite of its
enormous elaborations, was not at the end of its popularity, and, as we shall see in the next
chapter, it was to add another great poet to its list of devotees.

The development of the ballad and carol continued, with highly satisfactory results. These
poems began to acquire polish and expertness, for the early rudeness was becoming a
thing of the past. To this period probably belong the lovely carol to the Virgin Mary
beginning "I sing of a maiden," and the ballads connected with Robin Hood, Fair
Rosamund, and many others.

2. Prose. There were no outstanding achievements in prose, but facts all helped to reveal
the waning influence of Latin and the increasing importance given to English. English
prose appeared in theological works, as in those of Fisher; and Cranmer (1489-1556) gave
it a new field in his notable English Prayer Book. Historical prose was represented by 7The
Chronicle of England of Capgrave (1393-1464), who wrote in a businesslike fashion; a
species of philosophical prose appeared in The Governance of England of Fortescue (c.
1394-c. 1476), and in The Boke named the Governour of Elyot (c. 1490-c. 1546), a kind of
educational work; The Castle of Health, also by the last author, was a medical work. The
great race of Elizabethan translators is well begun by Lord Berners (1467-1533), who
translated Froissart with freedom and no mean skill; and, lastly, the English Bible was
taking shape.

The Development of the English Bible

The work on the English Bible began as early as the eighth century, when Bede translated a
portion of the Gospel of St John into Old English prose. The work was ardently
continued during the Old English period--for example, in the Lindisfarne Gospels (about
100) and the prose of AElfric (about 1000). During the Anglo-Norman period, owing to
the influence of French and Latin, English translation did not flourish; but efforts were
made, especially in the Psalms and the Pauline epistles. Translation was strongly stimulated
by Wyclif (1320-84), under whose influence two complete versions were .carried through
about 1384 and 1388. How much actual translation Wyclif accomplished will never be
known, but his was the leading spirit, and to him falls the glory of being the leader in the
great work. To the second of the Wycliffian versions is sometimes given the name of John
Purvey, the Lollard leader who succeeded Wvclif. The two versions are simple and
unpretentious
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renderings, the second being much more finished than the first.

After Wyclif translation flagged till the Reformation bent men's minds anew to the task.
The greatest of all the translators was William Tyndale ((?)-1536), who did much to
give the Bible its modern shape. Tyndale suffered a good deal of persecution owing to
his hardihood, and was driven abroad, where much of his translation was accomplished,
and where it was first printed. At Cologne (1525) a fragment of his English New
Testament was printed. A feature of Tyndale's translation was its direct reliance upon
the Hebrew and Greek originals, and not upon the Latin renderings of them. Of these
Latin texts the stock version was the Vulgate, upon which Wyclif to a large extent
relied.

Miles Coverdale (1488-1568) carried on the work of Tyndale. Though he lacked the
latter's scholarship, he had an exquisite taste for phrase and rhythm, and many of the most
beautiful Biblical expressions are of his workmanship. An edition of his translation
(1535) was the first complete English Bible to be printed.

Translations now came apace. None of them, however, was much improvement upon
Tyndale's. In 1537 appeared the finely printed version of "Thomas Matthew,' who was
said to be John Rogers, a friend of Coverdale, though it may be a pseudonym for Tyndale
himself. The Great Bible (1539), the first of the authorized versions, was executed by a
commission of translators, working under the command of Henry VIII. It was based on
Matthew's Bible. Another notable translation was the Calvinistic Geneva Bible (1560).
This book received the popular name of '‘Breeches Bible," owing to its rendering of
Genesis iii, 7: "They sewed fig leaves together, and made themselves breeches." In the
reign of Elizabeth was issued the Bishops' Bible (1568), a magnificent folio, which was
translated by a committee of bishops and learned men. It was intended to be a
counterblast to the growing popularity of the Breeches Bible.

With these we are close upon the great Authorized Version (1611), which we shall mention
in the next chapter, where also we shall briefly discuss the influence and the literary
qualities of this translation.

3. The Drama. The later Middle Ages bring a rapid growth in the native drama, a
preparation for the great age of Elizabeth; and we give now a brief sketch of its
development.

The ancient classical drama had long ceased to be a vital force, and the only trace of it
was in the mimes or professional strolling
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players to be found throughout the Middle Ages in all parts of Europe. To them
medieval drama owes little or nothing. Popular mummings at great festivals, a crude
survival of ancient pagan ritual, developed into more elaborate amusements, with
morris dancing and simple dramatizations of the feats of such heroes as Robin Hood
and St George, These festivities were the occasion of much popular fun and licence,
particularly at the election of the 'Abbot of Unreason,' with his attendants, the hobby
horse and the clown.

(a) THE MIRACLE-PLAY. It is in the Church and its liturgy that we find the stimulus
which leads to the rebirth of drama. The commonly used antiphonal singing had in it
the elements of dialogue, while the obvious dramatic possibilities in the Roman
Catholic ritual, especially in the Mass, were gradually developed as part of the
elaborate ceremonial of the great religious feasts like Easter. As early as the tenth
century we hear of Easter representations of the empty tomb of Christ, with dialogue
between one figure sitting outside and three others who come in as if seeking
something. The authorities were quick to appreciate the instructional value of such
presentations as an addition to the Latin liturgy, and to this dramatization of the quern
quceritis (Whom seek ye?) rapid additions seem to have been made, both at Easter and
at other feasts.

The writers seem to have turned next to other New Testament stories, such as the
Annunciation and the Nativity, and then to the Old Testament, where the Fall and the
stories of Noah and Daniel were among the most popular. By the fourteenth century
we have the evolution of complete cycles of plays, covering the history of the world
from the Creation to the Day of Judgment, and there is a common tendency to
incorporate into them material from legend and the saints' lives. It has long been the
fashion to call the Biblical plays 'mysteries' and those dealing with saints' lives
'miracles,' but there is no evidence to justify this distinction in England, though it
seems to have been used in France. We hear of no play being called a 'mystery' in
England before the eighteenth century, and it seems probable that all out-of-door
liturgical dramas in this country were known as 'miracles.'

From the eleventh century onward monastic and cathedral records frequently mention
properties used in such dramatic representations. The performances were still part of
the liturgy, spoken ir, Latin by clerics, and their role was a subordinate one. Slowly,
however, the vernacular crept in to usurp the place of the Latin, minor clerics and then
laymen were introduced as actors, and
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episodes began to be found in single performances. This growth necessitated the
moving of the presentation from the choir (its original place) to the nave of the church,
and rapidly the liturgical drama grew to overshadow the ritual of which it had been a
very small part. By the twelfth century the dramas, in quest of still more space, seem to
have moved into the open, and the organization had begun to pass from ecclesiastical to
lay hands. The vernacular was by now the usual medium, and the growing
secularization of the drama is reflected in an edict of 1210 forbidding clergy to take part
in the plays.

From the clergy, control passed first to the religious and social guilds, and then to the
trade guilds, under the general control of the council of the town. The guilds, which
were wealthy, and keen rivals in public show, became responsible for the productions.
Each guild took on a separate episode from a cycle--often an episode suited to its own
interests. Thus at Chester the water-leaders and drawers of the Dee performed Noah's
Deluge. The growing elaboration of presentation, stimulated by guild rivalry, and the
extension of the cycles led to the evolution of the ambulatory cycle, in which each
episode was performed on a two-decked cart, or pageant. This pageant consisted of one
enclosed room, which served both as Hell and as a tiring room, and a second storey
open to the sky, on which the action was performed. It was towed round the town so tha
the play could be performed at fixed points, and at York we read of twelve places at
which each play was given in a sequence which began at 4.30 A.m. and went on until the
light failed. In London, about 1500, the plays, which were presented very elaborately,
lasted from four to seven days.

For such elaborate cycles presented out of doors only summer festivals were really
suitable, and after the creation, in 1311, of the feast of Corpus Christi, which fell in May
or June, when weather was likely to be good and the hours of daylight were long, most
of the play cycles began to attach themselves to that feast. Here and there, however, and
notably at Chester, the plays were associated with Whitsuntide. The cycles, some of
which were performed annually, and some only at intervals of several years, made
Corpus Christi a great public holiday. Soon the licence and revelry of the crowds
congregated in the great religious centres on this occasion were arousing strong
ecclesiastical opposition and leading to a deterioration in the religious significance and
spirit of the plays. Though their composition probably remained in clerical hands, a
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growing secularization of tone is clearly discernible. A realistic note, often coarse, but
always vigorous, was creeping in, while Herod, Pilate, and Pharaoh, among others, were
developed as popular comic roles, on which the dramatist gave his imagination free rein.
In the fourteenth and fifteenth centuries traces can be found of miracle plays in about forty
different districts in England, most frequently in the North and East. Many texts, most of
them very corrupt, are still preserved, among them three complete cycles-- those of
Chester, York, and Wakefield. The Chester cycle (probably the earliest of the three) is of
uncertain date, but was composed between 1350 and 1450. A complete cycle from the
Fall of Satan to the Day of Judgment, it is more truly religious than the other two. The
York cycle contains forty-eight plays, examination of which suggests that they may be the
result of three separate periods of production at some time between 1350 and 1400, while
the Wakefield plays (often known as the Towneley plays, from the name of the family which
owned the manuscripts for many years) date from about 1430, and are notable for a very
strong vein of realism which runs through many of them.

Stylistically the plays of these cycles are widely differing. All are in predominantly iambic
verse, much of which is in elaborate metrical patterns. In the Chester cycle all are in one or
other of the following patterns aaa b ccc4b, or aaap4aaap, the uniformity of the metrical

pattern being a distinguishing feature of the series. At York there are many metrical forms,
some of them much more elaborate than those at Chester, e.g. ababcc4dd e ff,, while many

of the plays make much use of alliteration. In the Wakefield plays, the best that we have
from a literary point of view, there is a considerable variety of stanza combined with a
more artistic use of alliteration than is seen in the York cycle.

Of the following examples the first, from the Cornish play, The Three Maries, shows
something of the true religious note, while the second, from the Wakefield second
Shepherds' Play, illustrates clearly the more secular, and more truly dramatic development
to be seen in many of the plays.

(1)  Mary Magdalene. Oh! let us hasten at once

For the stone is raised

From the tomb. Lord, how will it be this night, If I know not where goes
The head of royalty?
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Mary, Mother of James. And too long we have stayed,
My Lord is gone his way

Out of the tomb, surely.

Alas! my heart is sick;

I know not indeed if I shall see him,

Who is very God.

Mary Salome. 1 know truly, and I believe it,
That he is risen up
In this day.
How will it be to us now,
That we find not our Lord?
Alas! woe! woe!
[They sing.
(The Dirge)
Alas! mourning I sing, mourning I call,
Our Lord is dead that bought us all.
The Three Maries

(2) 2nd Shepherd. Mac, the devil in your ee, a stroke would I lend you. 3rd Shepherd.
Mac, know ye not me? By God, I could tell you. Mac. God look you all three,
methought I had seen you.

Ye are a fair company.

1st Shepherd.

Can ye now moan you?

2nd Shepherd.

Shrew, jape'!

Thus late as thou goes,

What will men suppose?

And thou hast an ill noise?

Of stealing of sheep.

Mac. And ]I am true as steel all men wait,

But a sickness I feel, that holds me full haytt,3

My belly fares not well, it is out of its state.

3rd Shepherd. Seldom lies the devil dead by the gate.

Mac.

Therefore

Full sore am I and ill,

If I stand stock still;

I eat not a nedyll4

1st Shepherd. How fares thy wife? By my hood, how fares she?
Mac. Lies weltering! by the rood! by the fire, lo!

And a house full of brood,’ she drinks well too,

111 speed other good that she will do;
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East as fast as she can,

And each year that comes to man,

She brings forth a lakan,® And some years two.
But were 1 not more gracious, and richer by far,
I were eaten out of house, and of harbour,

[Footnote:1jest.]

[Footnote: *repute. ]

[Footnote:3 'hot. ]

[Footnote: 4 literally'needle'--hence'scrap.']
[Footnote:> children.]

[Footnote:¢ plaything.]
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Yet is she a foul dowse,' if ye come near. There is none that trows, nor knows, a war?
Than ken 1.
The Shepherds' Play

(b)  Tue MoraLiTY-PLAY registered a further advance. In such plays

virtues and vices were presented on the stage as allegorical creations,

often of much liveliness. Abstractions such as Justice, Mercy, Gluttony,

and Vice were among the commonest characters. An important feature of

this class of play is the development of characterization. It is almost crude;

but it is often strongly marked and strongly contrasted, with broad farcical

elements. The favourite comic character was Vice, whose chief duty was

to tease the Devil.

Everyman (about 1490), perhaps the best of the morality-plays, is represented by the
brief extract here given. The characters are simply but effectively drawn, and the play
does not lack a noble pathos.

Everyman. O all thing faileth, save God alone;
Beauty, Strength, and Discretion,;

For when Death bloweth his blast,

They all run from me full fast.

Five- Wits. Everyman, my leave now of thee I take;
I will follow the other, for here I thee forsake.
Everyman. Alas! then may I wail and weep,

For I took you for my best friend.

Five- Wits. I will no longer thee keep;

Now farewell, and there an end.

Everyman. O Jesu help, all hath forsaken me!
Good-Deeds. Nay, Everyman, [ will bide with thee,
I will not forsake thee indeed;

Thou shalt find me a good friend at need.

Everyman. Gramercy, Good-Deeds; now may I true friends see;
They have forsaken me every one;

I loved them better than my Good-Deeds alone.
Knowledge, will ye forsake me also?

Knowledge. Yea, Everyman, when ye to death do go:
But not yet for no manner of danger.

Everyman. Gramercy, Knowledge, with all my heart.

(c) Tue InTerLUDE. The last predecessor of the drama proper

was the interlude, which flourished about the middle of the

sixteenth century. It had several distinguishing points: it was a

short play that introduced real characters, usually of humble rank,
such as citizens and friars; there was an absence of allegorical figures;
[Footnote:1 Jade.]



[Footnote: 2 worse. ]
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there was much broad farcical humour, often coarse; and there were set scenes, a new
feature in the English drama. It will be observed that the interlude was a great advance
upon the morality-play. John Heywood, who lived throughout much of the sixteenth
century, was the most gifted writer of the interlude. 7he Four P's is one of his best. It is
composed in doggerel verse, and describes a lying-match between a Pedlar, a Palmer, a
Pardoner, and a Potycary. His Johan Johan has much sharp wit and many clever sayings.
(d) Tue EaruiEsT DrAMAS. Our earliest dramas began to appear about 1550. Their immediate
cause was the renewed study of the classical drama, especially the plays of Seneca (3 B.c.-
A.D. 65), whose mannerisms were easily imitated by dramatic apprentices. The classical
drama gave English drama its five acts, its set scenes, and many other features.
1)Tragedies. The first tragedies had the Senecan stiffness of style, the conventional
characters and plot, though in some cases they adopted the 'dumb show,' an English feature.
Gorboduc (1562), afterwards called Ferrex and Porrex, written by Sackville and Norton,
was most probably the earliest, and was acted at the Christmas revels of the Inner Temple.
The metre was a wooden type of regular blank verse. Other plays of a similar character
were Appius and Virginia (1563), of anonymous authorship; the Historie of Horestes
(1567), also anonymous; Jocasta (1566); and Preston's Cambyses, King of Percia (1570).
Hughes's Misfortunes of Arthur (1588) broke away from the classical theme, but, like the
others, it was a servile imitation of classical models. Many of the plays, however, preserved
a peculiarly English feature in the retention of the comic Vice.

2)Histories. Along with the alien classical tragedy arose a healthier native breed of
historical plays. These plays, the predecessors of the historical plays of Shakespeare, were
dramatized forms of the early chronicles, and combined both tragic and comic elements.
This union of tragedy and comedy was alien to the classical drama, and was the chief
glory of the Elizabethan stage. Early historical plays were The Famous Victories of Henry
the Fifth (before 1588), a mixture of crude verse and prose; The Troublesome Raigne of
King John (before 1591); and The Chronicle History of King Leir (1594).

3)Comedies. Though the comedies drew much upon Latin comic authors, like Plautus,
and on Italian models also, they were to a great extent the growth of the English
mumming element. They were composed usually in mixed verse and prose, the humour
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was of a primitive character, but the best of them had verve and high good-humour, and
they were distinguished by some worthy songs and ditties. Ralph Roister Doister
(1551), by Nicholas Udall, is the earliest extant comedy. Its author was the headmaster
of Eton, and the play seems to have been composed as a variant upon the Latin dramas
that were the stock-in-trade of the schoolboy actors then common. Another comedy was
Gammer Gurton's Needle (1575), the authorship of which is in dispute. The plot is
slight, but the humour, though the reverse of delicate, is abundant, and the play gives
interesting glimpses of contemporary English life. We add a short scene from an early
comedy. It shows the doggerel verse and the uninspired style--the homely natural
speech of the time.

ChrisTIAN CUSTANCE MAROERIE MUMBLECRUST

C. Custance. Who took thee this letter, Margeric Mumblecrust?
M. Mumble. A lusty gay bachelor took it me of trust,

And if ye seek to him he will 'low! your doing.

C. Custance. Yea, but where learned he that manner of wooing?
M. Mumble. 1f to sue to him, you will any pains take,

He will have you to his wife (he saith) for my sake.

C. Custance. Some wise gentleman, belike. I am bespoken:
And I thought verily this had been some token

From my dear spouse Gawin Goodluck, whom when him please,
God luckily send home to both our hearts' ease

. M. Mumble. A joyly man it is, I wot well by report,

And would have you to him for marriage resort;

Best open the writing, and see what it does speak.

C. Custance. At this time, nurse, I will neither read ne break.

M. Mumble. He promised to give you a whole peck of gold.

C. Custance. Perchance, lack of a pint when it shall be all told.
M. Mumble. 1 would take a gay rich husband, an I were you.

C. Custance. In good sooth, Madge, e'en so would I, if [ were thou.
But no more of this fond talk now, let us go in,

And see thou no more move me folly to begin.

Nor bring me no more letters for no man's pleasure,

But thou know from whom.

M. Mumble. 1 warrant ye shall be sure.

Ralph Roister Doister

Summary. We can thus see the material that lay to the hand of Shakespeare and his
fellows. It was almost of uniform development and of ancient and diverse origin; it was
frequently coarse and childish, but its material was abundant and vital. The time was at
[Footnote:! allow, approve.]
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hand, and so was the genius of the master to give this vast body a shape and impulse.
Almost in a day, after centuries of slow ripening, the harvest came, with a wealth and
excellence of fruition that is one of the marvels of our literature.

THE DEVELOPMENT OF LITERARY STYLE

1.Poetry. In English poetry there was a marked decadence in style. In the works of
Lydgate, Skelton, and Hawes the metres often became mere doggerel; there was little
trace of real poetical imagination and phrasing; and the actual vocabulary is not striking.
Compared with that of Chaucer, their work seems childish and inept. Many reasons have
been advanced to explain this rapid collapse. The most obvious one is the sheer lack of
talent: there is nobody to carry on the Chaucerian tradition with any great credit. Another
cause is probably the rapid decay of the use of the final e, which in the metre of Chaucer
was an item of much moment. Pronunciation of English was rapidly changing, and the new
race of poets had not the requisite skill to modify the old metre to suit the new age. In
Scottish poetry there is much activity. To a large extent the Scottish poets were content to
imitate the mannerisms of Chaucer. In one respect, indeed, they carried his descriptive-
allegorical method too far, and made their poems lifeless. Such were the less successful
poems of Dunbar (the Goldyn Targe), and of Gawin Douglas (The Palice of Honour). On
the other hand, peculiar Scottish features were not lacking: a breezy and sometimes vulgar
humour, bred, perhaps, of the ruder folk and the bleaker air; a robust independence and
common sense; a note of passion and pathos; and a sense of the picturesque both in
nature and in man. We find such features illustrated, wholly or in part, in such poems as
Lyndsay's Satyre of the Thrie Estaitis, in Dunbar's Lament for the Makaris, and at the close
of Henryson's Testament of Cresseid.

2.Prose. The development of prose style was marked by a number of small
improvements which in the aggregate represented no small advance. Unlike the poetry of
the time, prose suffered from no retrogression. There was a perceptible increase in skill,
due to increased practice; there was a growing perception of the beauties of rhythm and
cadence; and in the purely formal sense, there was the appearance of the prose
paragraph. Above all, the chief prose styles--the ornate, the middle, and the plain--are
appearing faintly but perceptibly. With their arrival the rapid development of English
prose is assured.
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CHAPTER V

THE-AGE OF ELIZABETH

TIME-CHART OF THE CHIEF AUTHORS

The thick line indicates the period of active literary production.

THE HISTORICAL BACKGROUND (1550-1630)

This chapter introduces the. reign of Elizabeth, sees it reach its climax and conclusion, and

then witnesses the literary decline under the first of the Stuarts. The dominating features
of the period can be conveniently summarized under two heads.
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1.Settlement. In politics the English nation was attaining to a state of stability. Dynastic
problems, though still nerve-racking, did not cause open warfare, and the union of the
Crowns finally set at rest the ancient quarrel between Scotland and England. This
settlement was all for the good of literature.

2.Expansion. In our history this is perhaps the most remarkable epoch for the expansion
of both mental and geographical horizons. Now knowledge was pouring in from the
East, and new worlds were opening in the West. The great voyagers, whose exploits
were chronicled in the immortal pages of Hakluyt (1552 (?)-1616), brought home both
material and intellectual treasures from beyond the "still-vexed Bermoothes," as
Shakespeare called them. It is unnecessary to enlarge upon the important effects which
these revolutionary discoveries produced in literature.

LITERARY FEATURES OF THE AGE

1.The New Classicism. By the time of Elizabeth the Renaissance, as it was called, had
made itself strongly felt in England. In particular, there was an ardent revival in the study
of Greek, which brought a dazzling light into many dark places of the intellect. The new
passion for classical learning, in itself a rich and worthy enthusiasm, became quite a
danger to the language. In all branches of literature Greek and Latin usages began to
force themselves upon English, with results not wholly beneficial. It said much for the
native sturdiness of English that, after a brief and vexed period of transition, it threw off
the worst effects of this deadening pressure. English did not emerge unscathed from the
contest. But, applied to this slight extent, the new classical influences were a great
benefit: they tempered and polished the earlier rudeness of English literature.
2.Abundance of Output. After the lean years of the preceding epoch the prodigal issue
of the Elizabethan age is almost embarrassing. As we have pointed out, the historical
situation encouraged a healthy production. The interest shown in literary subjects is quite
amazing to a more chastened generation. Pamphlets and treatises were freely written; much
abuse, often of a personal and scurrilous character, was indulged in; and literary
questions became almost of national importance. To a great extent the controversies of
the day were puerile enough, but at least they indicated a lively interest in the literature
of the period.
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3.The New Romanticism. The romantic quest is for the remote, the wonderful, and the
beautiful. All these desires were abundantly fed during the Elizabethan age, which is our
first and greatest romantic epoch. On the one hand, there was the revolt against the past,
whose grasp was too feeble to hold in restraint the lusty youth of the Elizabethan age; on
the other, there was a daring and resolute spirit of adventure in literary as well as in other
regions; and, most important of all, there was an unmistakable buoyancy and freshness in
the strong wind of the spirit. It was the ardent youth of English literature, and the
achievement was worthy of it.

4.The Drama. The bold and critical attitude of the time was in keeping with the dramatic
instinct, which is analytic and observant. Hence, after the long period of incubation
detailed in the last chapter, the drama made a swift and wonderful leap into maturity.

Yet it had still many early difficulties to overcome. The actors themselves were at
variance, so much so that outrageous brawls were frequent. On more than one occasion
between 1590 and 1593 the theatres were closed owing to disturbances caused by the actors.
In 1594 the problem was solved by the licensing of two troupes of players, the Lord
Chamberlain's (among whom was Shakespeare) and the Lord Admiral's. Another early
difficulty the drama had to face was its fondness for taking part in the quarrels of the time--
for example, in the burning 'Marprelate' controversy. Owing to this meddling the theatres
were closed in 1589. Already, also, a considerable amount of Puritanical opposition was
declaring itself. The most important anti-dramatic book of the day was Gosson's virulent
Schoole of Abuse (1579), to which Sidney replied with his Apologie for Poetrie (about
1580).

In spite of such early difficulties, the drama reached the splendid consummation of
Shakespeare's art; but before the period closed decline was apparent.

5.Poetry. Though the poetical production was not quite equal to the dramatic, it was
nevertheless of great and original beauty. As can be observed from the disputes of the
time, the passion for poetry was absorbing, and the outcome of it was equal to expectation.
6.Prose. For the first time prose rises to a position of first-rate importance. The dead
weight of the Latin tradition was passing away; English prose was acquiring a tradition
and a universal application; and so the rapid development was almost inevitable.
7.Scottish Literature. A curious minor feature of the age was the disappearance of
Scottish literature after its brief but remarkable
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appearance in the previous age. At this point it took to ground, and did not reappear till
late in the eighteenth century.

POETRY

I. (Epmunp SpensiR (1552-99)

1. His Life. From a passage in one of his sonnets it seems clear that Spenser was born in
1552; and from another passage, in hisProthalamion, we can deduce that he was born in
London. His parentage is unknown; but, though Spenser claimed kinship with

the noble branch of the Spenser family, it is fairly certain that he was a member of some
northern plebeian branch. (He was educatedat the Merchant Taylors' School (just founded
in 1560) and at Cambridge. He left Cambridge in 1576, and for a few years his
movements are unknown, though he probably spent the time in theNorth of England. He
comes into view in London during the year1579 as a member of the famous literary circle
surrounding Sir Philip Sidney and his uncle the Earl of Leicester. Sidney patronized
Spenser, introducing him to the Queen and encouraging him in hisimitation of the classical
metres. In 1580 Sidney's patronage bore fruit, for Spenser was appointed secretary to Lord
Grey de Wilton,

who had just been appointed Lord-Deputy of Ireland.In Ireland Spenser remained for
eighteen years, serving theEnglish Government in more than one capacity, and seeing his
share of the rebellion, outrage, and misery that afflicted the unhappy

land. In the end his services were requited by the grant of Kilcolman Castle, near Limerick,
and an estate of three thousand acres. In 1589 he visited London to publish the first three
books of The Faerie Queene. After remaining in London for nearly two years he returned

to Ireland; married an Irishwoman (1594); revisited London in

1595, bringing a second instalment of his great work; and once more returned to
Kilcolman, which was ultimately burnt down (1598) during one of the sporadic
rebellions that tormented the country. One of his children perished in the fire. A ruined and
disappointed man, he repaired to London, where in the next year

he died, "for lack of bread," according to the statement of Ben Jonson.

2. His Minor Poems. The first of the poems that have descended to us is The Shepheards
Calendar (1579). The title, adopted from a

popular compilation of the day, suggests the contents: a series of twelve eclogues, one for
each month of the year . Each eclogue, as is
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common with the species, is in dialogue form, in which the stock pastoral characters,
such as Cuddie, Colin Clout, and Perigot, take part. Skilful literary exercises on
classical pastoral models, the pieces show great metrical dexterity. Their style is
deliberately archaic, in keeping with the rustic characters, Spenser adopting the dialect
and alliteration of the Midlands and North.

volume of miscellaneous poems, including The Ruins of Time, he Tears of the Muses,

Mother Hubberd's Tale, and The Ruins of Rome, appeared in 1591; in 1595 he
published his Amoretti, eighty-eight Petrarchan sonnets celebrating the progress "of his
love; Epithalamion, a magnificent ode, rapturously jubilant, written in honour of his
marriage; and Colin Clout's come home Again, somewhat wordy, but containing some
interesting personal details. In 1596 appeared his Four Hymns and Prothalamion, the
latter not so fine as the great ode of the previous year.
Spenser's shorter poems illustrate his lyrical ability, which is moderate in quality. His
style is too diffuse and ornate to be intensely passionate; but, especially in the odes, he
can build up sonorous and commanding measures which by their weight and splendour
delight both mind and ear. To a lesser extent, as in Mother Hubberd's Tale, the shorter
poems afford him scope for his satirical bent, which can be sharp and censorious.
We quote from the Epithalamion, which stands at the summit of English odes:

Open the temple gates unto my love,

Open them wide that she may enter in,

And all the posts adorn as doth behove,

And all the pillars deck with girlands trim,
For to receive this Saint with honour due,
That cometh into you.

With trembling steps, and humble reverence,
She cometh in, before the Almighty's view;
Of her, ye virgins, learn obedience,

When so ye come into those holy places,

To humble your proud faces.

Bring her up to the high altar, that she may
The sacred ceremonies there partake,

The which do endless matrimony make;
And let the roaring organs loudly play

The praises of the Lord in lively notes;

The whiles, with hollow throats,

The choristers the joyous anthem sing,

That all the woods may answer, and their echo ring.

3. Prose. In addition to his letters, which are often interesting
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and informative, Spenser left one longish prose work, a kind of State paper done in the form
of a dialogue. Called 4 View of the Present State of Ireland (1594), it gives Spenser's views
on the settlement of the Irish question. His opinions are exceedingly hostile to the Irish, and
his methods, if put in force, would amount to pure terrorism. The style of the pamphlet is
quite undistinguished.

4. The Faerie Queene. In spite of the variety and beauty of his shorter poems, The Faerie
Queene is by far the most important of Spenser's works.

(a) Dates of Composition. The work appeared in instalments.

In 1589 Spenser crossed to London and published the first three
books; in 1596 the second three followed; and after his death two

cantos and two odd stanzas of Book VII appeared. It was reported

that more of the work perished in manuscript during the fire at

Kilcolman, but this is not certain.

(b) The Plot. The construction of the plot is so obscure ("clowdily

enwrapped in Allegorical devises," as Spenser himself says) that he

was compelled to write a preface, in the form of a letter to his

friend Sir Walter Ralegh, explaining the scheme underlying the

whole. There were to be twelve books, each book to deal with the

adventures of a particular knight, who was to represent some virtue.

As we have the poem, the first book deals with the Knight of the

Red Cross, representing Holiness; the second with Temperance;

the third with Chastity; the fourth with Friendship; and so on.

The chief of all the twelve is Prince Arthur, who is to appear at

critical moments in the poem, and who in the end is to marry

Gloriana, the Queen of ' Faerie-londe. The plot is exceedingly

leisurely and elaborate; it is crammed with incident and digression;

and by the fifth book it is palpably weakening. It is therefore no

misfortune (as far as the plot is concerned) that only half of the -

story is finished.

(c) The Allegory. With its twelve divisions, each of which bears many smaller branches, the
allegory is the most complex in the language. Through the story three strands keep running,
twisting and untwisting in a manner both baffling and delightful. (1) There are the usual
characters,! poorly developed, [of the Arthurian and classical romance such as Arthur,
Merlin, Saracens, fauns, and satyrs.

(2) There are the allegorized moral and religious virtues, with their counterparts in the
yices: Una (Truth), Guy on (Temperance), Duessa (Deceit), Orgoglio (Pride).1 (3)Lastly,
there is the strongly Elizabethan poktical-historical-religious element, also
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strongly allegorized. For example, Gloriana is Elizabeth, Duessa may be Mary, Queen
of Scots.l Archimago may be the Pope, and Artegal (Justice) is said to be Lord Grey.
Sometimes the allegory -winds and multiplies in a bewildering fashion. Elizabeth, who
is grossly and shamelessly flattered in the poem, is sometimes Gloriana, sometimes
Belphoebe, or Britomart, or Mercilla. It is very ingenious, but it retards the story.

(d) The Stvle. No one, however, goes to Spenser for a story; one goes to* steep the
senses in the rich and voluptuous style. The style has its weaknesses: it is diffuse,..and
lacks judgment; it is weak in 'bite' and in sharpness of attack and it is misty and
unsubstantial. But for beauty long and richly wrought, for subtle and sustained melody,
for graphic word-pictures, and for depth and magical colour of atmosphere the poem
stands supreme in English. Its imitators, good and bad, are legion. Milton, Keats, and
Tennyson are among the best of them, and its influence is still powerful.

(e) The Technique. To the formal part of the poem Spenser devoted the intelligence and
care of the great artist. (1) First of all, he elaborated an archaic diction "he writ no
language," said Ben Jonson, who did not like the diction. When the occasion demanded
it he invented words or word-forms; for example, he uses blend for blind, kest for cast,
and vilde for vile. The result is not perhaps ideal, but on the whole it suits the old-world
atmosphere of the poem. (2) (He introduced the Spenserian stanza, which ever since has
been" one of the most important measures in the language Longer than the usual stanza,
but shorter than the sonnet, as a unit it is just long enough to give an easy pace to the
slowly pacing narrative. The complicated rhymes of the stanza suit the interwoven
harmonies of the style; and the long line at the end acts either as a dignified conclusion
or as a longer and stronger link with the succeeding stanza. (3)The alliteration, vowel-
music and cadence Jare cunningly fashioned, adroitly developed, and' sumptuously
appropriate In these last respects Spenser is almost peerless.

We add two brief extracts to illustrate some features of the style. The reader should
analyse the stanza and observe the graphical power and the melodic beauty.

(1) And more to lulle him in his slumber soft,

A trickling streame from high rock tumbling downe,
And ever-drizling raine upon the loft,

Mixt with a murmuring winde, much like the sowae
Of swarming Bees, did cast him in a swowne.

No other noyse, nor peoples troublous cryes,
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As still are wont t'annoy the walled towne,
Might there be heard; but carelesse Quiet lyes
Wrapt in eternall silence farre from enimyes.

(2) Atlast he came unto a gloomy glade,

Covered with boughes and shrubs from heavens light,
Whereas he sitting found in secret shade

An uncouth, salvage, and uncivile wight,!

Of griesly hew and foule ill favour'd sight;

His face with smoke was tand, and eies were bleard.

His head and beard with sout were ill bedight,

His cole-blacke hands did seeme to have ben seard

In smythes fire-spitting forge, and nayies like clawes appeard.

His yron cote, all overgrowne with rust,

Was underneath enveloped with gold;

Whose glistring glosse, dark'ned with filthy dust,
Well yet appeared to have beene of old

A worke of rich entayle2 and curious mould,
Woven with antickes and wyld ymagery;

And in his lap a masse of coyne he told,

And turned upside downe, to feede his eye

And covetous desire with his huge threasury.

And round about him lay on every side

Great heapes of gold that never could be spent;

Of which some were rude owre,3 not purifide

Of Mulcibers devouring element;

Some others were new driven, and distent 4

Into great Ingowes5 and to wedges square;

Some in round plates whhouten moniment;

But most were stampt, and in their metal bare

The antique shapes of kings and kesars straunge and rare.

I1. Joun DonnE (1573-1631)

1. His Life. Donne, the son of a wealthy merchant, was born in London. His parents
were Roman Catholics, and he was educated in their faith before going on to Oxford
and Cambridge. He entered the Inns of Court in 1592, where he mingled wide reading
with the life of a dissolute man-about-town. In these years (1590-1601) he wrote his
Satires, the Songs and Sonets, and the Elegies, but, though widely circulated in
manuscript, they were not published until 1633, after his death. Donne seemed
ambitious for a worldly career, but this was ruined by a runaway marriage with the
niece of his patron, after which he spent several years in suitorship



[Footnote: ' Mammon. |
[Footnote: 2 carving.]
[Footnote: ‘ore.]
[Footnote:4 hammered]
[Footnote: *ingots.]
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of the great. In 1615 he entered the Anglican Church, after a severe personal struggle, and
in 1621. became Dean of St Paul's, which position he held until his death in 1631. He was
the first great Anglican preacher.

2. His Poetry. Donne was the most independent of the Elizabethan poets, and revolted
against the easy, fluent style, stock imagery, and pastoral conventions of the followers of
Spenser. He aimed at reality of thought and vividness of expression. His poetry is
forceful, vigorous, and, in spite of faults of rhythm, often strangely harmonious.

His cynical nature and keenly critical mind led him to write satires, such as Of the
Progres of the Soule (1601). They were written in the couplet form, later to be adopted by
Dryden and then by Pope, and show clearly, often coarsely and crudely, Donne's
dissatisfaction with the world around him.

His love poems, the Songs and Sonets, were written in the same period, and are intense
and subtle analyses of all the moods of a lover, expressed in vivid and startling language,
which is colloquial rather than conventional. A vein of satire runs through these too. The
rhythm is dramatic and gives the illusion of excited talk. He avoids the smooth, easy
patterns of most of his contemporaries, preferring to arrest attention rather than to lull the
senses. His great variety of pace, his fondness for echoing sounds, his deliberate use of
shortened lines and unusual stress contribute also to this effect of vivid speech, swift
thought, and delicate emotional responses. He is essentially a psychological poet whose
primary concern is feeling. His poems are all intensely personal and reveal a powerful
and complex being. Among the best known and most typical of the poems of this group
are Aire and Angels, A Nocturnall upon S. Lucies day, A Valediction: forbidding
mourning, and The Extasie. The following stanzas from A Valediction: of weeping give
some idea of Donne's use of striking imagery, and of the excitement of his rhythms:

Let me powre forth

My teares before thy face, whil'st I stay here,

For thy face coines them, and thy stampe they beare,

And by this Mintage they are something worth,

For thus they bee

Pregnant of thee;

Fruits-of much griefe they are, emblemes of more, When a teare falls, that thou falst
which it bore, So thou and I are nothing then, when on a divers shore
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On a round ball

A workeman that hath copies by, can lay

An Europe, Afrique, and an Asia,

And quickly make that, which was nothing, A/,

So doth each teare,

Which thee doth weare,

A globe, yea world by that impression grow,

Till thy teares mixt with mine doe overflow

This world, by waters sent from thee, my heaven dissolved so.

His religious poetry was written after 1610, and the greatest, the nineteen Holy Sonets,
and the lyrics such as A Hymn to GOD THE FATHER, after his wife's death in 1617.
They too are intense and personal, and have a force unique in this class of literature.
They reveal the struggle in his mind before taking orders in the Anglican Church, his
horror of death, and the fascination which it had for him, his dread of the wrath of God,
and his longing for God's love. They are the expression of a deep and troubled soul. In
them are found the intellectual subtlety, the scholastic learning, and the 'wit' and
'conceits' of the love poems. We give here one of the Holy Sonets. It has the intensely
personal note and the concern with death which are so typical of Donne's religious
works.

What if this present were the worlds last night?
Marke in my heart, O Soule, where thou dost dwell,
The picture of Christ crucified, and tell

Whether that countenance can thee affright,

Teares in his eyes quench the amasing light,

Blood fills his frownes, which from his pierc'd head fell.
And can that tongue adjudge thee unto hell,

Which pray'd forgivenesse for his foes fierce spight?
No, no; but as in my idolatrie

I said to all my profane mistresses,

Beauty, of pitty, foulnesse only is

A signe of rigour: so I say to thee,

To wicked spirits are horrid shapes assign'd,

This beauteous forme assures a pitious minde.

"He affects the metaphysics," said Dryden of Donne, and the term 'metaphysical' has
come to be applied to Donne and the group of poets who followed him. Strictly the
word means " based on abstract general reasoning," but the poetry of Donne shows
more than this. It reveals a depth of philosophy, a subtlety of reasoning, a blend of
thought and devotion, a mingling of the homely and the sublime, the light and the
serious, which make it full of variety and surprise. It is to these many characteristics, so
widely differing yet
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often brought together in a startling fusion, that the general term 'wit' is applied.
Probably the most distinctive feature of the metaphysicals is their imagery, which, in
Donne, is almost invariably unusual and striking, often breath-taking, but sometimes far-
fetched and fantastic. From his wide range of knowledge he draws many remarkable
comparisons; parted lovers are like the legs of a pair of compasses, love is a spider
"which transubstantiates all," his sick body is a map, his physicians cosmographers, and
Death his "South-west discoverie."

3. His Prose. Donne's prose work is considerable both in bulk and achievement. The
Pseudo-Martyr (1610) was a defence of the oath of allegiance, while Ignatius His
Conclave (1611) was a satire upon Ignatius Loyola and the Jesuits. The best introduction to
Donne's prose is, however, through his Devotions (1614,), which give an account of his
spiritual struggles during a serious illness. They have many of the qualities of his poetry,
are directly personal, reveal a keen psychological insight, and the preoccupation with
death and his own sinfulness which is also to be seen in his Holy Sonnets. The strong
power of his imagination and the mask of learning, which are features of the work,
cannot hide the basic underlying simplicity of Donne's faith and his longing for rest in
God. His finest prose works are his Sermons, which number about 160. In seventeenth
century England the sermon was a most important influence, and the powerful preacher in
London was a public figure capable of wielding great influence. We possess great
numbers of these sermons, which show the form to have a highly developed literary
technique based on a well-established oratorical tradition. Donne's sermons, of which the
finest is probably Death's Duell (1630), contain many Of the features of his poetry.
Intensely personal, their appeal is primarily emotional, and Donne seems to have used a
dramatic technique which had a great hold on his audiences. They reveal the same sort of
imagery, the same unusual wit, the keen analytical mind, and the preoccupation with
morbid themes which exist in his poetry, and they are full of the same out-of-the-way
learning.

We quote below the ending of his last sermon, Death's Duell (1630), "called by his
Majesties household the doctors owne funerall sermon." Note the power of the dramatic
appeal to the emotions, and the final peace so often sought for by Donne--rest in God.
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There now hangs that sacred Body upon the Crosse, rebaptized in his owne teares and
sweat, and embalmed in his owne blood alive. There are those bowells of compassion,
which are so conspicuous, so manifested, as that you may see them through his wounds.
There those glorious eyes grew faint in their light: so as the Sun, ashamed to survive
them, departed with his light too. And then that Sonne of God, who was never from us,
and yet had now come a new way unto us in assuming our nature, delivers that soule
(which was never out of his Fathers hands) by a new way, a voluntary emission of it into
his Fathers hands; For though to this God our Lord, belong'd these issues of death, so
that considered in his owne contract, he must necessarily die, yet at no breach or battery,
which they had made upon his sacred Body, issued his soule, but emisit, he gave up the
Ghost, and as God breathed a soule into the first Adam, so this second Adam breathed
his soule into God, into the hands of God. There wee leave you in that blessed
dependancy, to hang upon him that hangs upon the Crosse, there bath in his teares, there
suck at his woundes, and lie down in peace in his grave till hee vouchsafe you a
resurrection, and an ascension into that Kingdome, which hee hath purchas'd for you,
with the inestimable price of his incorruptible blood. Amen.

5.His Influence. Although Donne was far too much of an individual for any succeeding
poet to resemble him very closely, his influence is strongly felt in both the courtly and
religious poetry of the following generation, and the 'metaphysical' school embraces
such names as George Herbert (1593-1633), Richard Crashaw (1612 (?)-49), Henry
Vaughan (1621 (?)-95), Robert Herrick (1591-1674), Thomas Carew (1594 (?)-1639
(?)) and, in some respects the finest of all of them, Andrew Marvell (1621-78). Yet all of
these, while reflecting directly or indirectly the influence of Donne, differ in many
important respects from their great predecessor.

OTHER POETS

1. Sir Thomas Wyatt (1503 (?)-42) was descended from an ancient Yorkshire family
which adopted the Lancastrian side in the Wars of the Roses. He was educated at
Cambridge, and, entering the King's service, was entrusted with many important
diplomatic missions. In public life his principal patron was Thomas Cromwell, after
whose death he was recalled from abroad and imprisoned (1541). Though subsequently
acquitted and released, he died shortly afterward.

Wyatt's poems are short but fairly numerous. His ninety-six love poems appeared
posthumously (1557) in a compendium called Tottel's Miscellany. The most noteworthy
are thirty-one sonnets, the first in English. Ten of them were translations from Petrarch,
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while all were written in the Petrarchan form, apart from the couplet ending, which
Whyatt introduced. Serious and reflective in tone, the sonnets show some stiffness of
construction and a metrical uncertainty indicative of the difficulty Wyatt found in the new
form. Yet their conciseness represents a great advance on the prolixity and uncouthness of
much earlier poetry. Wyatt was also responsible for the most important introduction of the
personal note into English poetry, for, though following his models closely, he wrote of his
own experiences. His epigrams, songs, and rondeaux are lighter than the sonnets, and
they also reveal a care and elegance that were typical of the new romanticism. His Satires
are composed in the Italian terza rima, once again showing the direction of the innovating
tendencies.

2. Henry Howard, Earl of Surrey (1516 (?)-47), whose name is usually associated in
literature with that of Wyatt, was the younger poet of the two. He was the son of Thomas
Howard, Earl of Surrey, and when his father became Duke of Norfolk (1524) the son
adopted the courtesy title of Earl of Surrey. Owing largely to the powerful position of his
father, Surrey took a prominent part in the Court life of the time, and served as a soldier
both in France and Scotland. He was a man of reckless temper, which involved him in
many quarrels, and finally brought upon him the wrath of the ageing and embittered Henry
VIII. He was arrested, tried for treason, and beheaded on Tower Hill.

About 1542 Surrey began his literary relations with Wyatt, who was his elder by fifteen
years. His poems, which were the recreations of his few leisure moments, and which were
not published till after his death, appeared (1557) along with Wyatt's in 7otte's Miscellany.
They are chiefly lyrical, and include a few sonnets, the first of their kind, composed in the
English or Shakespearian mode--an arrangement of three quatrains followed by a couplet.
There are in addition a large number of love-poems. A greater metrical accuracy and a
skilful variation of the caesura make them smoother and more polished than Wyatt's poems.
His most important poem was published separately: Certain Bokes of Virgiles AEneis turned
into English Meter (1557). Though the actual translation is of no outstanding merit, the
form is of great significance; it is blank verse, rather rough and frigid, and showing a
fondness for the end-stopped line, but the earliest forerunner of the great achievements of
Shakespeare and Milton.

In the development of English verse Surrey represents a further
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stage: a higher poetical faculty, increased ease and refinement, and the introduction of
two metrical forms of capital importance--the English form of the sonnet, and blank
verse. We add a specimen of the earliest English blank verse. It is wooden and
uninspired, but as a beginning it is worthy of attention.

But now the wounded quene with heavie care Throwgh out the vaines doth nourishe ay
the plage, Surprised with blind flame, and to her minde Gan to resort the prowes of the
man And honor of his race, whiles in her brest Imprinted stake his wordes and forme of
face, Ne to her lymmes care graunteth quiet rest. The next morowe with Phoebus lampe
the erthe Alightned clere, and eke the dawninge daye The shadowe darke gan from the
pole remove.

3. Thomas Sackville, Earl of Dorset (1536-1608), was born at Buckhurst, in Sussex,
and was educated both at Oxford and Cambridge. He was called to the Bar, entered
Parliament, took part in many diplomatic and public missions, and was created Lord
Buckhurst in 1566. His plain speaking did not recommend itself to Elizabeth, and for a
time he was in disgrace. He was restored to favour, created Lord High Treasurer, and
made Earl of Dorset in 1604.

In bulk Sackville's poetry does not amount to much, but in merit it is of much
consequence. Two poems, The Induction and The Complaynt of Henry, Duke of
Buckingham, appeared in a miscellany called the Myrroure for Magistrates (1563).
Both are composed in the rhyme royal stanza, are melancholy and elegiac in spirit and
archaic in language, but have a severe nobility of thought and a grandeur of conception
and of language quite unknown since the days of Chaucer. The poems undoubtedly
assisted Spenser in the composition of The Faerie Queene.

Sackville collaborated with Norton in the early tragedy of Gorboduc (see p. 88).

We add a few stanzas from The Induction to illustrate the sombre graphical power of
the poem:

And next in order sad, Old Age wee found: His beard ail hoare, his eyes hollow and
blind; With drouping chere still pcring on the ground, As on the place where nature him
assigned To rest, when that the Sisters had untwyned His vitall thred, and eneed with
their knyfe The fleting course of fast declyning lyfe:
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There heard wee him with broke and hollow plain! Rew with him selfe his end approching fast,
And all for nought his wretched mind torment With sweete remembraunce of his pleasures past,
And fresh delytes of lusty youth forewast;' Recounting which, how would hee sob and shriek,
And to be yong again of love beseeke!

Crookbackt he was, tooth-shaken, and blere-eyed; Went on three feete, and sometyme crept on
foure; With olde lame bones, that rattled by his syde; His scalp all pilled, 2 and hee with eld
forlore, His withred fist still knocking at Deaths dore; Fumbling and driveling as hee drawes
his breath; For briefe, the shape and messenger of Death.

4.George Gascoigne (1525 (?)-77) is another of the founders of the great Elizabethan
tradition. He was born in Bedfordshire, educated at Cambridge, and became a lawyer.
Later in life he entered Parliament. In addition to a large number of elegant lyrics, he
composed one of the first regular satires in the language, The Steele Glas (1576). This
poem has the additional importance of being written in blank verse. Among his other
numerous works we can mention his tragedy Jocasta (1566), a landmark in the growth
of the drama (see p. 88); his Supposes (1566), the first prose comedy, which was the basis
of Shakespeare's Taming of the Shrew, and Certayne notes of Instruction concerning the
making of verse or ryme in English (1575), our first treatise on poetry. In ease and versatility
Gascoigne is typical of the best early Elizabethan miscellaneous writers.

5.Sir Philip Sidney (1554 - 86) was the chief of an elegant literary coterie, and
exercised an influence which was almost supreme during his short life. He was the most
commanding literary figure before the prime of Spenser and Shakespeare Born in Kent
of an aristocratic family, he was educated at Shrewsbury and Oxford, and then travelled
widely. He took a brilliant part in the military-literary-courtly life common with the
young nobles of the time, and at the early age of thirty-two was mortally wounded at
Zutphen when assisting the Dutch against the Spaniards.

Like the best of the Elizabethans, Sidney was successful in more than one branch of
literature, but none of his works was published until after his death. His finest
achievement was his connected

[Footnote:1 'utterly wasted]

[Footnote:? peeled.]
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sequence of 108 love sonnets, the Astrophel and Stella (published 1591).

these sonnets, which owe much to Petrarch and Ronsard in tone and tyle, place Sidney
as the greatest Elizabethan sonneteer except shakespeare. Written to his 'mistress,' Lady
Penelope Rich, though dedicated to his wife, they reveal ar true lyric emotion couched
in a anguage delicately archaic. In form Sidney usually adopts the Petrarchan octave
(abbaabha), with variations in the sestet which include the English final couplet.

His pastoral romance, the Arcadia (published incomplete 1590, and complete 1598), is
an intricate love-story, embodying the ideals of medieval chivalry, so congenial to
Sidney's own spirit. The story is diffuse and involved, and many secondary love-stories
interwoven with the main one distract attention. The characters are vague and idealized.
The style, in both its strength and its weaknesses, is that of a poet writing prose--
melodious, picturesque, rather artificial, and ornamental) The story contains a number
of fine lyrics.

The Apologie for Poetrie (published 1595) has taken its place among the great critical
essays in English. It is an answer to Gosson's Schoole of Abuse (see p. 72), an abusive
Puritan pamphlet, and, in clear, manly English, defends poetry as greater than history or
philosophy, and as an art which instructs by pleasing. In assessing Sidney's
condemnation of the attitude of contemporary England towards poetry and his attacks
on the English drama, it is important to remember that he wrote before most of the great
poets and all the great dramatists of the age of Elizabeth had published their work.

6. Michael Drayton (1563-1631) represents the later epoch of Elizabethan literature. He
was born in Warwickshire, was attached to a noble family as tutor, came to London about
1590, and for the remainder of his long life was busy in the production of his many
poems.

His first book, metrical translations from the scriptures, was called The Harmonie of the
Church (1591); then followed a number of long historical poems which include
England's Heroicall Epistles and The Barons' Wars (1603). His Poly-Olbion is the most
important of his longer poems, and belongs to a later period of his career. It is a long,
careful, and tedious description of the geographical features of England, interspersed
with tales, and written in alexandrines. His shorter poems, such as his well-known poem
on Agincourt, and his verse tales and pastorals, such as The Man in the Moon and
Nymphidia, are skilful and attractive. Drayton is rarely
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an inspired poet--the wonderful sonnet beginning "Since there's no help" is perhaps his
only poem in which we feel inspiration flowing freely--but he is painstaking, versatile,
and sometimes (as in Nymphidia) delightful.

7. Thomas Campion (1567-1620) was born in London, educated

at Cambridge, studied law in Gray's Inn, but ultimately became a

physician (1606). He wrote some masques that had much popu

larity, but his chief claim to fame lies in his attractive lyrics, most of

which have been set to music composed partly by the poet himself.

His best-known collections of songs were A Booke of Ayres (1601),

Songs of Mourning (1613), and Two Bookes of Ayres (1612). Campion

had not the highest lyrical genius, but he had an ear skilful in adapt

ing words to tunes, the knack of sweet phrasing, and a mastery of

complicated metres. He is one of the best examples of the accom

plished poet who, lacking the highest inspiration of poetry, excels

in the lower technical features.

The lyric of Campion's that we add is typical not only of his own grace and melody, but
also of the later Elizabethan lyrics as a whole. The ideas, in themselves somewhat
forced and fantastic, are expressed with great felicity.

There is a garden in her face,

Where roses and white lilies blow;

A heavenly paradise is that place,
Wherein all pleasant fruits do flow;

There cherries grow which none may buy,
Till "Cherry-ripe" themselves do cry.

Those cherries fairly do enclose

Of orient pearl a double row,

Which when her lovely laughter shows,
They look like rose-buds fill'd with snow;
Yet them nor peer nor prince can buy,
Till "Cherry-ripe" themselves do cry.

Her eyes like angels watch them still;
Her brows like bended bows do stand,
Threat'ning with piercing frowns to kill
All that attempt with eye or hand

Those sacred cherries to come nigh,
Till "Cherry-ripe" themselves do cry.

8. Phineas Fletcher (1582-1650) and Giles Fletcher (1588 (?)-
1623) are usually associated in the history of literature. They were
brothers, were both educated at Cambridge, and both took holy
orders. Both were poetical disciples of Spenser.
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Phineas Fletcher's chief poem is The Purple Island, or The Isle of Man (1633), a curious
work in twelve cantos describing the human body in an allegorical-descriptive fashion.
There is much digression, which gives the poet some scope for real poetical passages. In
its plan the poem is cumbrous and artificial, but it contains many descriptions in the
Spenserian manner. The stanza is a further modification of the Spenserian, which it
resembles except for its. omission of the fifth and seventh lines.

Giles's best-known poem is Christ's Victorie and Triumph (1610), an epical poem in
four cantos. The title of the poem sufficiently suggests its subject; in style it is
glowingly descriptive, imaginative, and is markedly ornate and melodious in diction. It
is said partly to have inspired Milton's Paradise Regained. The style is strongly
suggestive of Spenser's, and the stanza conveys the same impression, for it is the
Spenserian stanza lacking the seventh line.

The Fletchers are imitators, but imitators of high quality. They lack the positive genius
of their model Spenser, but they have intensity, colour, melody, and great metrical
artistry.

9. Samuel Daniel (1562-1619) was born near Taunton in Somerset,

educated at Oxford, and became tutor to the son of the Countess of

Pembroke. For a time (1599) he was Poet Laureate, and was made

(1603) Master of the Queen's Revels by James 1.

His poems include a sonnet-series called Delia (1592), a romance called The Complaynt
of Rosamond (1592), some long historical poems, such as The Civil Wars (1595), and a
large number of masques, of which The Queenes Wake (1610) and Hymen's Triumph
(1615) are the most important. His best work appears in his sonnets, which, composed
in the English manner, carry on the great tradition of Sidney, Spenser, and Shakespeare.
His Defence of Ryme (1602 (?)), a fine piece of English criticism, argues with restraint
and clarity the futility of the objections made to rhyme by such works as Campion's
Observations in the Art of English Poesy (1602). In it Daniel claims that English poets
need not be governed by the practice of the classics, and that each literature is entitled
to its own ways. In his longer poems he is prosy and dull, though the masques have
pleasing touches of imagination.

10. The poetical miscellanies which abound during this period are

typical of the time. By the very extravagance of their titles they

reveal the enthusiasm felt for the revival of English poetry. Each

volume consists of a collection of short pieces by various poets,

some well known and others unknown. Some of the best poems are
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anonymous. Among much that is almost worthless, there are happily preserved many
poems, sometimes by unknown poets, of great and enduring beauty. We have already
drawn attention (p. 81) to Tottel's Miscellany (1557), which contained, among other poems,
the pieces of Wyatt and Surrey. Other volumes are The Paradyse of Daynty Devises (1576),
A Handefull of Pleasant Delites (1584), The Phoenix Nest (1593), and The Passionate Pilgrim
(1599). The last book contains poems by Shakespeare, Marlowe, and Ralegh. The most
important of the miscellanies is England's Helicon (1600), which surpasses all others for
fullness, variety, and excellence of contents.

PRE-SHAKESPEARIAN DRAMA

The Influence of Seneca. In the last chapter we gave a summary of the rise of the English
drama from the liturgical plays to the earliest Tudor times. But English tragedy, at any
rate, was not to develop from the miracle play, but from the classical models of Seneca.
The Latin dramatist, of the first century a.p., writing for a sophisticated, aristocratic
audience, had produced tragedies notable for the horrors which filled them, for their
exaggerated character-drawing, their violently rhetorical language coupled with emotional
hyperboles, and a wealth of epigram. His influence was first felt in the Latin plays of the
universities, especially Cambridge, where, between 1550 and 1560, the records become
very Senecan, and his appeal was so strong that, by 1581, he had become the first classical
dramatist to have all his works translated into English. From the universities, by way of
the Inns of Court, the Senecan influence reached the popular stage, while many of the
coming dramatists, such as Marlowe, Peele, and Greene, studied at the universities when
this influence was strong. Gorboduc (1562) was the first English play in Senecan form, and
was followed by Gascoigne's Jocasta (1566) and Hughes's Misfortunes of Arthur (1588),
both on the Senecan model. Most important of the Senecan plays was Kyd's The Spanish
Tragedie (c. 1589), which was followed by Daniel's Cleopatra (c. 1593) and Philotas
(1604). With Kyd began the tradition of the 'Revenge' play, many features of which are
to be seen in Shakespeare's Hamlet, and in the work of late Elizabethan or Jacobean
dramatists like Webster, Tourneur, and Marston. Other Shakespearian plays showing a
strong Senecan influence are Richard Il and Macbeth.



89
THE UNIVERSITY WITS

These young men, nearly all of whom were associated with Oxford and Cambridge, did
much to found the Elizabethan school of drama. They were all more or less acquainted
with each other, and most of them led irregular and stormy lives. Their plays had
several features in common.

(a) There was a fondness for heroic themes, such as the lives of great

figures like Mohammed and Tamburlaine.

(b) Heroic themes needed heroic treatment : great fullness and variety;

splendid descriptions, long swelling speeches, the handling of violent

incidents and emotions. These qualities, excellent when held in restraint,

only too often led to loudness and disorder.

(c) The style also was 'heroic'. The chief aim was to achieve strong

and sounding lines, magnificient epithets, and powerful declamation

This again led to abuse and to mere bombast, mouthing, and in the

worst cases to nonsense. In the best examples, such as in Marlowe, the

result is quite impressive. In this connexion it is to be noted that the

best medium for such expression was blank verse, which was sufficiently

elastic to bear the strong pressure of these expansive methods.

(d) The themes were usually tragic in nature, for the dramatists were

as a rule too much in earnest to give heed to what was considered to be

the lower species of comedy. The general lack of real humour in the

early drama is one of its most prominent features. Humour, when it is

brought in at all, is coarse and immature. Almost the only representative

of the writers of real comedies is Lyly, who in such plays as Campaspe

(1584), Endymion (1592), and The Woman in the Moone gives us the

first examples of romantic comedy.

1. George Peele (c. 1558-98) was born in London, educated at Christ's Hospital and at.
Oxford) became a literary hack and free-lance in London. (His plays include 7The
Araygnement of Paris (c. 1584), a kind of romantic comedy; The Famous Chronicle of
King Edward the First (1593), a rambling chronicle-play; The Old Wives' Tale

(1591 94), a clever satire on the popular drama of the day; and The Love of King David

and Fair Bethsabe (published 1599). Peele's style can be violent to the point of absurdity;
but he has his moments of real poetry: he can handle his blank verse with more ease and
variety than was common at the time; he is fluent; he fair amount of pathos. (In short,
he represents a

has humour and a
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great advance upon the earliest drama) and is perhaps one of the most attractive among
the playwrights of the time.

We give a short example to illustrate the poetical quality of his blank verse:

David. Now comes my lover tripping like the roe, And brings my longings tangled in
her hair. To "joy her love I'll build a kingly bower, Seated in hearing of a hundred
streams, That, for their homage to her sovereign joys, Shall, as the serpents fold into
their nests, In oblique turnings wind the nimble waves About the circles of her curious
walks, And with their murmur summon easeful sleep To lay his golden sceptre on her
brows.

The Love of King David and Fair Bethsabe

2 _Robert Greene (1558-92) wrote much and recklessly,but his plays are of sufficient
merit to find a place in the development of the drama. He was born at Norwich,
educated at Cambridge (1575) and at Oxford (1588), and then took to a literary life in
London. If all accounts, including his own, are true, his career in London must have
taken place in a sink of debauchery. He is said to have died, after an orgy in a London
ale-house, "of a surfeit of pickle herringe and Rennish wine."

Here we can refer only to his thirty-five prose tracts, which are probably the best of his
literary work, for they reveal his intense though erratic energy, his quick, malicious wit,
and his powerful imagination.(His plays number four: Alphonsus, King of Aragon
(1587), an imitation of Marlowe's Tamburlaine; Frier Bacon and Frier Bongay (1589),
easily his best, and containing some fine representations of Elizabethan life; Orlando
Furioso (c. 1591), adapted from an English translation of Ariosto; and The Scottish
Historie of James the Fourth (acted in 1592), not a 'historical' play, but founded on an
imaginary incident in the life of the King. Greene is weak in creating characters, and his
style is not of outstanding merit; but his humour is somewhat genial in his plays, and his
methods less austere than those of the other tragedians)

3.(Thomas Nash (1567-1601) was born at Lowestoft, educated at Cambridge)and then
(1586) went to London to make his living by literature.(He was a born journalist), but in
those days the only scope for his talents lay in pamphleteering(He took an active part in
the political and personal questions of the dayand his truculent methods actually landed
him in gaol (1600).(Hefinished Marlowe's
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Dido, but his only surviving play is Summer's Last Will and Testament (1592), a satirical
masque. His The Unfortunate Traveller, or the Life of Jacke Wilton (1594), a prose tale, is
important in the development of the novel (see p. 278) (4. Thomas Lodge (c. 1558 -
1625) was the son of a Lord Mayor of London, was educated in London and at Oxford,
and studied law. He deserted his legal studies, took to a literary career, and is said to
have been an actor at one time.

(_His dramatic work is small in quantity. He probably collaborated with Shakespeare in
Henry VI, and with other dramatists, including Greene. The only surviving play entirely
his own is The Woundes of Civile War, a kind of chronicle-play)His pamphleteering was
voluminous and energetic. His prose romances constitute his greatest claim to fame.
Though his prose is elaborate in the euphuistic style of Lyly, and the tales often tedious,
they contain exquisite lyrics. The most famous of his romances is Rosalynde: Euphues
Golden Legacie (1590), which Shakespeare followed very closely in the plot of 4s You
Like It.

(5. Thomas Kyd (1558-94) is one of the most important of the University Wits Very little
is known of his life. He was born in London, educated (probably) at Merchant Taylors'
School, adopted a literary career, and became secretary to a nobleman. He became
acquainted with Marlowe, and that brilliant but sinister spirit enticed him into
composing "lewd libels" and "blasphemies." Marlowe's sudden death saved him from
punishment for such offences; but Kyd was imprisoned and tortured. Though he was
afterwards released, Kyd soon died under the weight of "bitter times and privy broken
passions." ( Much of this dramatist's work has been lost. Of the surviving plays The
Spanish Tragedie (about 1585) is the most important. Its horrific plot, involving murder,
frenzy, and sudden death, gave the play a great and lasting popularity.)There is a
largeness of tragical conception about the play that resembles the work of Marlowe, and
there are touches of style that dimly foreshadow the great tragical lines of Shakespeare.
The only other surviving play known to be Kyd's is Cornelia (1593), a translation from
the French)Senecan, Garnier, but his hand has been sought in many plays
including(soliman and Perseda (1588), the First Part of Jeronimo (1592), an attempt,
aftar the success of The SpanishTragedie, to write an introductory play to it,and
Shakespeare's Titus Andronicus. (6. Christopher Marlowe (1564-93) was the greatest
of the pre-



92

Shakespearian dramatists.)He was born at Canterbury and educated there and at Cambridge.
He adopted literature as a profession and became attached to the Lord Admiral's players.
His combination of inquiring mind and dissolute life led him to be charged with atheism
and immorality, and only his sudden death in a tavern brawl enabled him to avoid
arrest.
(Marlowe's plays, all tragedies, were written within five years (1587-92). He had no bent
for comedy, and the comic parts found in some of his plays are always inferior and may be
by other writers. As a dramatist Marlowe had serious limitations)though it is possible to
trace a growing sense of the theatre through his plays Only in Edward II does he show any
sense of plot construction, wnite his characterization is of the simplest, and lacks the
warm humanity of Shakespeare's. All the plays, except Edward II, revolve around one
figure drawn in bold outlines. This character shows no complexity or subtlety of
development and is the embodiment of a single idea.) Indeed, to appreciate Marlowe
properly we must put aside -Conventional ideas of the drama and view his plays as the
representation of a poetic vision, the typically Renaissance quest for power--Vamour de
l,impossible--combined with the quest for beauty. In Tamburlaine the Great the shepherd
seeks the "sweet fruition of an earthly crown," in The Jew of Malta Barabbas seeks
"infinite riches in a little room," while the quest of Doctor Faustus is for more than
human knowledge. Each of the plays has behind it the driving force of this vision, which
gives it an artistic and poetic unity. It is, indeed, as a poet that Marlowe excels. Though
not the first to use blank verse in English drama, he was the first to exploit its
possibilities and make it supreme. His verse is notable for its burning energys, its
splendour of diction, its sensuous richness, its variety of pace, and its responsiveness to the
demands of varying emotions. Full of bold primary colours, his poetry is crammed with
imagery from the classics, from astronomy and from geography, an imagery barbaric in its
wealth and splendour. Its resonance and power led Ben Jonson to coin the phrase
"Marlowe's mighty line," but its might has often obscured its technical precision and its
admirable lucidity and finish. At times Marlowe degenerates into bombast, and there is
little attempt before Edward II to suit the speech to the speaker, but his blank verse is
unequalled by any of his contemporaries except Shakespeare.

Tamburlaine the Great (1587), centred on one inhuman figure, is on a theme essentially
undramatic, in that the plot allows no possibility
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of complication. The play is episodic and lacking any cohesion] save the poetic one
already referred to. Yet it contains much of Marlowe's best blank verse. Its sequel,) 7he
Second Part of Tamburlaine the Great (1588), is inferior to its predecessor. It contains
still less plot and far more bombast. The Jew of Malta (1589) has two fine,
economically handled opening acts, but deteriorates later when the second villain,
Ithamore, enters The later sections may, however, be by another hand (possibly
Heywood's). The play is also of interest as showing Marlowe's attention turning towards
the conventional Machiavellian villaim)Edward II(1591) shows the truest sense of the
theatre of all his plays. Its plot is skilfully woven, and the material, neatly compressed
from Holinshed's Chronicles), shows a sense of dramatic requirements new in his plays,
and, indeed, in English historical drama. The play has less poetic fervour than some of the
others, and its hero is not great enough to be truly tragic, but it works up to a fine climax
of deep pathos. In its multiplicity of 'living' characters and lack of bombast it stands
apart from the other plays.(Doctor Faustus (probably 1592, and not, as was long
supposed, 1588-89) has a good beginning, and an ending which is Marlowe's supreme
achievement,but the comic scenes in the middle are poor and may be by another hand.
The play contains some interesting survivals of the miracle plays in the conversations of
the Good and Evil Angels. The Tragedy of Dido, Queen of Carthage (c, 1593) is an
inferior piece, in which Nash shared, and The Massacre at Paris (1593) is unfinished. |
We give below a typical example of Marlowe's 'mighty line' as Tamburlaine boasts of
his doings to his prisoner, and then part of the superb ending of Doctor Faustus, when
Faustus realizes the near approach of his departure to Hell.

The god of war resigns his room to me, ¢

Meaning to make me general of the world:

Jove, viewing me in arms looks pale and wan,
Fearing my power should pull him from his throne:
Where'er I come the Fatal Sisters sweat,

And grisly Death, by running to and fro,

To do their ceaseless homage to my sword:

And here in Afric, where it seldom rains,

Since I arriv'd with my triumphant host,

Have swelling clouds, drawn from wide-gaping wounds,
Been oft resolv'd in bloody purple showers,

A meteor that might terrify the earth,

And make it quake at every drop it drinks:
Millions of souls sit on the banks of Styx,
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Waiting the back-return of Charon's boat;

Hell and Elysium swarm with ghosts of men

That I have sent from sundry foughten fields

To spread my fame through hell and up to heaven.
Tamburlaine the Great

Stand still, you ever-moving spheres of heaven,

That time may cease, and midnight never come;

Fair Nature's eye, rise, rise again, and make

Perpetual day; or let this hour be but

A year, a month, a week, a natural day,

That Faustus may repent and save his soul!

O lente, lente currite, noctis equi!

The stars move still, time runs, the clock will strike,
The devil will come, and Faustus must be damn'd.

O, I'll leap up to my God!--Who pulls me down?--

See, see, where Christ's blood streams in the firmament!
One drop would save my soul, half a drop: ah, my Christ!--
Ah, rend not my heart for naming of my Christ!

Yet will I call on him: O, spare me, Lucifer!--

Where is it now? 'tis gone: and see, where God
Stretcheth out his arm, and bends his ireful browsl
Mountains and hills, come, come, and fall on me,

And hide me from the heavy wrath of God!

Doctor Faustus

WILLIAM SHAKESPEARE (1564-1616)

1. His Life. In considering the life of Shakespeare we have at our disposal a fair number
of facts; but on these facts the industry of commentators has constructed an additional
mass of great magnitude and complexity. It is therefore the duty of the historian with
only a limited space at his disposal to keep his eye steadily upon the established facts
and, without being superior or disdainful, to turn toward speculation or surmise,
however ingenious or laborious, a face of tempered but obdurate scepticism.

The future dramatist, as we learn from the church records, was baptized in the parish
church at Stratford-on-Avon on April 26, 1564. He may have been born on April 23, St
George's Day, which happens also to be the date of his death in 1616. His father, John
Shakespeare, was a burgess of the town, and seems to have followed the occupations of
a butcher, a glover, and a farmer. The boy may have attended the grammar school of the
town, though Ben Jonson, himself a competent scholar, affirmed that Shakespeare knew
"small Latin and less Greek." From various entries in the town records it is clear that
John Shakespeare, after flourishing for a time, fell on evil days, and the son may have
assisted in the
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paternal butcher's shop. A bond dated November 28, 1582, affords clear evidence of
Shakespeare's marriage on that date to a certain "Anne Hatthwey of Stratford." As at this
time Shakespeare was only eighteen, and (as appears from the inscription on her
monument) the bride was eight years older, speculation has busied itself over the
somewhat ill-assorted match.

In 1584 Shakespeare left his native town. Why he did so is not known. The most popular
explanation, which appeared after his death, is that he was convicted of poaching on the
estate of a local magnate, Sir Thomas Lucy, and that he fled to escape the consequences.
Then, until 1592, when he reappears as a rising actor, Shakespeare disappears from view.
During this period he is said to have wandered through the country, finally coming to
London, where he performed various menial offices, including that of holding horses at
the stage-door. On the face of them such tales are not improbable, but they grew up when
the dramatist had become a half-mythical figure. The most recent attempt (1949) to
bridge this gap in Shakespeare's life is a suggestion that he may have spent much of the
time in the Low Countries on service with the armies of the Earl of Leicester.

In 1592 Robert Greene, in a carping book called A Groatsworth of Wit, mentions "an
upstart crow ... in his own conceit the only Shakescene in a country." This reference,
most probably a gibe at Shakespeare, shows that he is now important enough to merit
abuse. In 1595 his name appears on the payroll of the Lord Chamberlain's company of
actors, who performed at the Court. This company, one of the most important in the town,
also played in the provinces, especially during the plague of 1603, in the Shoreditch
Theatre till it was demolished in 1598, in the Globe Theatre, and finally (after 1608) in the
Blackfriars. During this period, as can be inferred from his purchases of property both in
London and Stratford, Shakespeare was prospering in worldly affairs. He was a
competent but no! a great actor; tradition asserts that his chief parts were of the type of
Adam in As You Like It and the Ghost in Hamlet. His chief function was to write dramas
for his company, and the fruit of such labour was his plays.

About 1610 Shakespeare left London for Stratford, where he stayed at New Place, a
house that he had bought in 1597. He may have written his last plays there; but it is
likely that his connexion with his company of actors ceased when the Globe Theatre
was

The passage containing this reference appears on pp. 123-124.
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burned down during a performance of Henry VIII in 1613. His will a hurriedly executed
document, is dated March 25,1616. His death occurred a month later, April 23.

2. His Poems. Shakespeare's two long narrative poems were among the earliest of his
writings. Venus and Adonis (1593), composed in six-line stanzas, showed decided signs
of immaturity. Its subject was in accordance with popular taste; its descriptions were
heavily ornamented and conventional; but it contained individual lines and expressions
of great beauty. Already the hand of Shakespeare was apparent. The Rape of Lucrece
(1594), in rhyme royal stanzas, is of less merit. As was common in the poetry of that day,
the-action was retarded with long speeches, but there were Shakespearian touches all
through. In 1599 a collection of verse called The Passionate Pilgrim appeared with
Shakespeare's name on the title-page. Of the constituent poems only one, taking its
name from the title of the book, has been decidedly fixed as Shakespeare's. It consists of
some sonnets of unequal merit.

In 1609 a collection of Shakespeare's sonnets was printed by Thomas Thorpe, who
dedicated the volume to a certain "Mr W. H." as being "the onlie begetter" of the sonnets.
Speculation has exhausted itself regarding the identity of" MrW. H." The most probable
explanation is that he was William Herbert, Earl of Pembroke. The sonnets themselves
consist of 154 numbers, which are all composed in the English form of the sonnet, that of
three quatrains clenched with a couplet. The entire collection falls into two groups of
unequal size, divided, at number cxxvi, by a poem of six couplets. The first group
consists largely of a series of cryptic references, often passionately expressed, to his
friendship with a youth, apparently of high rank, who may be, and probably is, the
mysterious "Mr W. H." The second group, also obscurely phrased, is taken up with
reproaches addressed to his mistress, "a black beauty," whose hair is like "black wires."
The identity of this 'Dark Lady of the Sonnets' is one of the romances of our literature.
She may be, as is often asserted, Mary Fitton, who happened to be fair; but she probably
did not exist at all. Among the numerous sonneteers of the time it was a common trick
to apostrophize a lovely and fickle mistress, as a rule quite imaginary, and it may be that
Shakespeare was following the custom of the period.

Concerning the literary quality of the sonnets there can be no dispute. In the depth,
breadth, and persistency of their passion, in their lordly but never overweening
splendour of style, and, above



97

all, in their mastery of a rich and sensuous phraseology, they are unique. Byron once
remarked that the tissue of poetry cannot be all brilliance, any more than the midnight
sky can be entirely stars; but several of the sonnets (for example, xxx, xxxiii, lv, Ixxi,
cxvi) are thick clusters of starlight; and all through the series the frequency of lovely
phrasing is great indeed. We quote one sonnet that is nearly perfect; the second that we
give, after a splendid opening, deteriorates toward the conclusion.

(1) Let me not to the marriage of true minds
Admit impediments. Love is not love

Which alters when it alteration finds,

Or bends with the remover to remove:

O, no! it is an ever-fixed mark,

That looks on tempests and is never shaken;

It is the star to every wandering bark,

Whose worth's unknown, although his height be taken.
Love's not Time's fool, though rosy lips and cheeks
Within his bending sickle's compass come;

Love alters not with his brief hours and weeks.

But bears it out even to the edge of doom.

If this be error, and upon me proved,

I never writ, nor no man ever loved.

Sonnet cxv

) When in the chronicle of wasted time

I see descriptions of the fairest wights,

And beauty making beautiful old rime,

In praise of ladies dead and lovely knights,

Then, in the blazon of sweet beauty's best,

Of hand, of foot, of lip, of eye, of brow,

I see their antique pen would have expressed

Even such a beauty as you master now.

So all their praises are but prophecies

Of this our time, all you prefiguring;

And, for they looked but with divining eyes,

They had not skill enough your worth to sing: For we, which now behold these present
days, Have eyes to wonder, but lack tongues to praise.
Sonnet cv

Shakespeare's later poetical work is worthily represented in the numerous lyrics that are
scattered through the plays. It is not quite certain how much of the songs is original; it is
almost certain that Shakespeare, like Burns, used popular songs as the basis of many of
his lyrics. As they stand, however, the lyrics show a great range of accomplishment,
most of it of the highest quality. It varies from the nonsense-verses in Hamlet and King
Lear to the graceful perfection of Ariel's "Full fathom five"; from the honiely
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"It was a lover and his lass" to the scholarly ease and wry humour of "O mistress mine";
it includes such gems as the willow-song in Othello, "Take, O take those lips away," in
Measure for Measure, and the noble dirge, "Fear no more the heat o' the sun," in
Cymbe-line. If Shakespeare had not been our greatest dramatist, he would still be
numbered among our greatest lyrical poets.

3. His Plays. Concerning the plays that are usually accepted as being Shakespeare's,
almost endless discussion has arisen. In the following pages we shall indicate the main
lines of Shakespearian criticism.

(a) Tue OrDER OF THE PrLays. All the manuscripts of the plays have perished; Shakespeare
himself printed none of the texts; and though sixteen of them appeared singly in quarto
form during his lifetime, they were all unauthorized editions. It was not till 1623, seven
years after his death, that the First Folio edition was printed. It contained thirty-six
dramas (Pericles was omitted), and these are now universally accepted as
Shakespeare's. In the Folio edition the plays are not arranged chronologically, nor are
the dates of composition given. The dates of the separate Quartos are registered at
Stationers' Hall, but these are the dates of the printing. With such scanty evidence to
hand to assign the order of the plays, a task fundamental to all discussion of the dramas,
much ingenious deductive work has been necessary. The evidence can be divided into
three groups.

1)Contemporary References. With one important exception such are of little value. The
exception occurs in a book by Francis Meres (1565-1647), an Elizabethan schoolmaster.
In Palladis Tamia, Wit's Treasury (1598), he gives a list of contemporary authors,
among whom is Shakespeare. Meres mentions twelve of Shakespeare's plays, along
with " his Venus and Adonis, his Lucrece, and his sugred sonnets among his private
friends." This valuable reference supplies us with a list of plays which were written
before 1598.

2)Internal References. In the course of the plays there occur passages, more or less
obscure, that can be traced to contemporary events. Such are the references to "the
imperial votaress" (perhaps Elizabeth) in 4 Midsummer Night's Dream, to "the two-fold
balls and treble sceptres" (perhaps the Union of 1603) in Macbheth, and to a famous
eclipse of the moon in the Sonnets. Owing to the invariable obscurity of the passages,
this class of evidence should be used cautiously, but unfortunately it has been made the
basis of much wild theorizing.
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(3) The Literary Evidence. Soberly examined, and taken strictly in conjunction with the
statement of Meres and the dates of the Quartos (when these arc available), this type of
evidence is by far the most reliable. We can examine the workmanship of the plays in
such matters as the construction of the plot, the force and originality of the characters,
and, most significant of all, the style and metrical dexterity of the writing. Broadly
speaking, in the earlier plays, such as Love's Labour's Lost, Shakespeare's style is
carefully studied and relatively ornamental, while the thought content is often too slight
for the elaboration with which it is dressed out. In the middle period of his writing, as in
Julius Caseai, he attains an almost perfect balance between thought and expression,
while the later plays, such as The Winter's Tale, show a preponderance of ideas over
words. The sentences are full of closely packed ideas elliptically compressed; there are
abrupt changes of thought, and the style is rich in imagery. Generally there is a greater
proportion of thyme in the early plays (e.g., 4 Midsummer Night's Dream) and more
prose in the middle plays, while alexandrines, feminine endings, and enjambment are
more freely used in the later works. Shakespeare's use of pauses is also significant. Mid-
line pauses become more frequent as his technique develops, while the caesura after the
first and fourth foot of a line is a relatively late feature of his style.

(h) Tue DaTEs oF tHE PLays. The following table, which to a large extent is the outcome
of generations of discussion and contention, represents a moderate or average estimate
of the dates of the plays, ft can be only an approximate estimate, for no exact decision
can ever be possible.

1593 Richard Il 1595 A Midsummer Night's Dream The Two Gentlemen of Verona
The Comedy of  King John
Errors 1596 Richard Il The Merchant of Venice
1594 Titus 1597
1 Andronicus The
Taming of the Henry IV
Shrew Love's 1598
2 Labour's Lost
Romeo and Henry IV
Tuliot Much Ado about Nothing
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1599

Henry V Julius Ceesar

1600

The Merry Wives of Windsor As You Like It
1601

Hamlet Twelfth Night

1602

Troilus and Cressida All's Well that Ends Well
1603

(Theatres closed)

1604

Measure for Measure Othello
1605

Macbeth King Lear

1606

Antony and Cleopatra Coriolanus
1607

Timon of Athens (unfinished)
1608

Pericles (in part)

1609

Cymbeline

1610

The Winter's Tale

1611
The Tempest

1613
Henry VIII (in part)

(c) CrassiricaTioN oF THE Prays. It is customary to group the plays into sets that to some
extent traverse the order given above.



1)The Early Comedies. In these immature plays the plots are less original, the characters
less finished, and the style lacks the power of the mature Shakespeare. They are full of
wit and word play, usually put into the mouths of young gallants, but often the humour
is puerile and the wit degenerates into mere verbal quibbling. Of this type are The
Comedy of Errors, Love's Labour's Lost, and The Two Gentlemen of Verona.

2)The English Histories. These plays show a rapid maturing of Shakespeare's technique.
He now begins to busy himself with the developing character, such as Richard II or
Prince Hal. He shows clearly the importance attached in his day to the throne, and the
contemporary desire for stable government. Figures like Falstaff illustrate his increasing
depth of characterization, and the mingling
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of low life with chronicle history is an important innovation. The plays in this group, to
which belong Richard II, 1 Henry IV 2 Henry IV, and Henry V, contain much more blank
verse than those of the earlier group. (3) The Mature Comedies. Here is the fine flower of
Shakespeare's comic genius. The comic spirit manifests itself at many levels--the
sophisticated wit of Beatrice and Benedick or the clowning of Dogberry and Verges in
Much Ado about Nothing, the jovial good humour of Sir Toby Belch in Twelfth Night; the
lighter clowning of Launcelot Gobbo in The Merchant of Venice; the urbane worldlywise
humour of Touchstone in 4As You Like It. The plays are full of vitality, contain many truly
comic situations, and reveal great warmth and humanity. In this group there is much
prose.

4)The Sombre Plays. In this group are All's Well that Ends Well, Measure for Measure,
and Troilus and Cressida. Though comedies in the sense that the chief characters do not
die, their tone is sombre and tragic. They reflect a cynical, disillusioned attitude to life,
and a fondness for objectionable characters and situations. In them Shakespeare
displays a savage desire to expose the falsity of romance and to show the sordid reality
of life.

5)The Great Tragedies. Hamlet, Othello, Macbeth, and King Lear are the climax of
Shakespeare's art. In intensity of emotion, depth of psychological insight, and power of
style they stand supreme.

6)The Roman Plays. These are based on North's translation of Plutarch's Lives, and,
though written at fairly wide intervals, are usually considered as a group. Julius Caesar,
contemporary with the English histories, shows the same concern with political security,
and in its depth of character study is approaching the great tragedies. Antony and
Cleopatra and Coriolanus follow the great tragic period, and, while the former, in soaring
imagination and tragic power, is truly great, both of them show some relaxation of tragic
intensity.

(7) The Last Plays. A mellowed maturity is the chief feature of this group, which
contains Cymbeline, The Winter's Tale, and The Tempest.The creative touch of the
dramatist, making living men out of figment, is abundantly in view; the style is notable
and serenely adequate; and with the ease of the master the author thoroughly subdues the
metre to his will. No more fitting conclusion --rich, ample, and graciously dignified
would be found to round off the work of our greatest literary genius than these plays of
reconciliation and forgiveness.

4. His Prose. Shakespeare's prose appears all through the plays,
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sometimes in passages of considerable length. In the aggregate the amount is quite
large. In the comedies the amount is considerable, but the proportion is apt to diminish
in the later plays. With regard to the prose, the following points should be observed: (a)
it is the common vehicle for comic scenes, though used too in serious passages (one of
which is given below); (b) it represents the common speech of the period, and some of
it, as can be seen in Hamlet, is pithy and bracing. Even the rather stupid clowning that
often takes place cannot altogether conceal its beauty.

We quote a passage from Hamlet. The style is quite modern in phrase, and the beauty
and grace of it are far beyond the ordinary standard of Shakespeare's literary
contemporaries.

I have of late--but wherefore I know not--lost all my mirth, forgone all custom of
exercises; and indeed it goes so heavily with my disposition that this goodly frame, the
earth, seems to me a sterile promontory; this most excellent canopy, the air, look you,
this brave o'erhanging firmament, this majestical roof fretted with golden fire, why, it
appears no other thing to me than a foul and pestilent congregation of vapours. What a
piece of work is man ! How noble in reason 1 how infinite in faculty! in form and
moving how express and admirable! in action how like an angel! in apprehension how
like a god! the beauty of the world! the paragon of animals! And yet, to me, what is this
quintessence of dust?

Hamlet

5. Features of his Plays. The extent, variety, and richness of the plays are quite
bewildering as one approaches them. All that can be done here is to set down in order
some of the more obvious of their qualities.

a)Their Originality. In the narrowest sense of the term, Shakespeare took no trouble to
be original. Following the custom of the time, he borrowed freely from older plays
(such as King Leir), chronicles (such as Holinshed's)," and tales (such as The Jew, the
part-origin of The Merchant of Venice). To these he is indebted chiefly for his plots; but
in his more mature work the interest in the plot becomes subordinate to the development
of character, the highest achievement of the dramatist's art. He can work his originals
deftly: he can interweave plot within plot, as in 4 Midsummer Night's Dream, he can
solidify years of history into five acts, as in King John and Antony and Cleopatra; and,
as in Macbeth, he makes the dust of history glow with the spirit of his imagination.
b)Characters. (1) In sheer prodigality of output Shakespeare is unrivalled in literature.
From king to clown, from lunatic and
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demi-devil to saint and seer, from lover to misanthrope--all are revealed with the hand
of the master. Surveying this multitude, one can only cry out, as Hamlet does, "What a
piece of work is man!"

2)Another feature of Shakespeare's characterization is his objectivity. He seems
indifferent to good and evil; he has the eye of the creator, viewing bright and dismal
things alike, provided they are apt and real. In his characters vice and virtue commingle,
and the union is true to the common sense of humanity. Thus the villain Iago is a man
of resolution, intelligence, and fortitude; the murderer Claudius (in Hamlet) shows
affection, wisdom, and fortitude; the peerless Cleopatra is narrow, spiteful, and
avaricious; and the beast Caliban has his moments of ecstatic vision. The list could be
extended almost without limit, but these examples must serve.

3)Hence follows the vital force that resides in the creations of Shakespeare. They live,
move, and utter speech; they are rounded, entire, and capable. Very seldom, and that
almost entirely in the earlier plays, he uses the wooden puppets that are the stock-in-
trade of the inferior dramatist. Of such a kind are some of his 'heavy' fathers, like Egeus
(in A Midsummer Night's Dream), and his sentimental lovers, like Orsino (in Twelfth
Night). Yet, as a rule, in the hands of Shakespeare the heavy father can develop into
such living beings as the meddlesome old bore Polonius (in Hamlet), and the tediously
sentimental lover can become the moody and headstrong Romeo, or the virile and drolly
humorous Orlando (in As You Like It).

c)Metre. As in all the other features of his work, in metre Shakespeare shows abnormal
range and power. Some features of his metrical development have already been
discussed (see p. 99); we go on now to amplify these points. In the earlier plays the
blank verse is regular in beat and pause; there is a fondness for the stopped and rhymed
couplet; and in a few cases the couplet passes into definite stanza-formation in a manner
suggestive of the early pre-Shakespearian comedies.

d)

Lysander. Why should you think that I should woo in scorn?

Scorn and derision never come in tears:

Look, when I vow, I weep; and vows so born,

In their nativity all truth appears.

How can these things in me seem scorn to you,

Bearing the badge of faith to prove them true?
A Midsummer Night's Dream
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As Shakespeare becomes more sure of his instrument the verse increases in ease and
dexterity; the cadence is varied; the pause is shifted to any position in the line. And
before he finishes he has utterly subdued the metre to his will. In the last line of the
extract now given every foot is abnormal:

Lear. And my poor fool is hanged!

No, no, no life ! Why should a dog, a horse, a rat, have life,
And thou no breath at all? Thou'lt come no more,

Never, never, never, never, never !

King Lear

(d) Style. For lack of a better name we call Shakespeare's style Shakespearian. One can
instantly recognize it, even in other authors, where it is rarely visible. It is a difficult,
almost an impossible, matter to define it. There is aptness and quotability in it: sheaves
of Shakespeare's expressions have passed into common speech. To a very high degree it
possesses sweetness, strength, and flexibility; and above all it has a certain inevitable
and final felicity that is the true mark of genius.

The following specimen shows the average Shakespearian style, if such a thing exists at
all. It is not extremely elevated or poetical, but it is strong, precise, and individual.

If thou didst ever hold me in thy heart,

Absent thee from felicity awhile,

And in this harsh world draw thy breath in pain,
To tell my story.

Hamlet

Such a style moves easily into the highest flights of poetry:

(1 That strain again! it had a dying fall:
O! it came o'er my ear like the sweet sound
That breathes upon a bank of violets,
Stealing and giving odour.

Twelfth Night

(2)  Cleopatra. Come, thou mortal wretch,

[To the asp, which she applies to her breast.

With thy sharp teeth this knot intrinsicate

Of life at once untie; poor venomous fool,

Be angry, and despatch. . . .

Charmian. O eastern star!

Cleopatra. Peace, peace !

Dost thou not see my baby at my breast, That sucks the nurse asleep?
Antony and Cleopatra
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Or it can plumb the depths of terror and despair. The following are the words of a
condemned wretch shivering on the brink of extinction:

Ay, but to die, and go we know not where;
To lie in cold obstruction and to rot;

This sensible warm motion to become

A kneaded clod; and the delighted spirit

To bathe in fiery floods, or to reside

In thrilling region of thick-ribbed ice;

To be imprisoned in the viewless winds,
And blown with restless violence round about
The pendant world; or to be worse than worst
Of those that lawless and incertain thoughts
Imagine howling: 'tis too horrible !

Measure for Measure

The style lends itself to the serenely ecstatic reverie of the sage:

Our revels now are ended. These our actors,
As I foretold you, were all spirits and

Are melted into air, into thin air:

And, like the baseless fabric of this vision,
The cloud-capped towers, the gorgeous palaces,
The solemn temples, the great globe itself,
Yea, all which it inherit, shall dissolve,
And, like this insubstantial pageant faded,
Leave not a rack behind. We are such stuff
As dreams are made on, and our little life

Is rounded with a sleep.

The Tempest

It can express, on the other hand, the bitterest cynicism:
But, man, proud man,

Drest in a little brief authority,

Most ignorant, of what he's most assured,

His glassy essence, like an angry ape,

Plays such fantastic tricks before high heaven

As make the angels weep.

Measure for Measure

Or, in prose, Shakespeare can put into words the artless pathos of the humble hostess of
the inn:

Hostess. Nay, sure, he's not in hell: he's in Arthur's bosom, if ever man went to Arthur's



bosom. A' made a finer end and went away an it had been any christom child; a' parted
even just between twelve and one, even at the turning o' the tide; for after I saw him
fumble with the sheets and play with flowers and smile upon his
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fingers' ends, I knew that there was but one way; for his nose was as sharp as a pen, and
a' babbled of green fields. "How now, Sir John?" quoth I: "what, man! be of good
cheer." So a' cried out "God, God, God!" three or four times.

Henry V

Shakespeare can rant, and often rants badly; but at its best his ranting glows with such
imaginative splendour that it becomes a thing of fire and majesty:

His legs bestrid the ocean; his reared arm
Crested the world; his voice was propertied

As all the tuned spheres, and that to friends;
But when he meant to quail and shake the orb,
He was as rattling thunder. For his bounty,
There was no winter in 't, an autumn 'twas

That grew the more by reaping; his delights
Were dolphin-like, they showed his back above
The element they lived in; in his livery

Walked crowns and crownets, realms and islands were
As plates dropped from his pocket.

Antony and Cleopatra

With such a style as this Shakespeare can compass the world of human emotion, and he
does so.

6.Summary. "He was the man," said Dryden, "who of all modern, and perhaps ancient
poets, had the largest and most comprehensive soul."

POST-SHAKESPEARIAN DRAMA

In the following section it will be found that, although much of the work was composed
during Shakespeare's lifetime, the most typical of the plays appeared after his death. On
the whole, moreover, the work marks a decline from the Shakespearian standard, and so
we are probably justified in calling this type of drama post-Shakespearian.

1. Ben Jonson (1573 (?)-1637) was born at Westminster, and educated at Westminster
School. His father died before Jonson's birth, and the boy adopted the trade of his
stepfather, who was a master bricklayer. Bricklaying did not satisfy him for long, and
he became a soldier, serving in the Low Countries. From this he turned to acting and
writing plays, engaging himself, both as actor and playwright, with the Lord Admiral's
company (1597). At first he had little success, and the discouragement he encountered
then must have done much to sour a temper that was not at any time
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very genial, in his combative fashion he took part freely in the squabbles of the time, and
in 1598 he killed a fellow-actor in a duel, narrowly escaping the gallows. On the
accession of James ! in 1603 there arose at the Court a new fashion for picturesque
pageants known as masques, and Jonson turned his energies to supplying this demand,
with great success. After this period (1603-15) he commanded great good-fortune, and
during this time his best work was produced. In 1617 he was created poet to the King, and
the close of James's reign saw Jonson the undisputed ruler of English literature. His
favourite haunt was the Mermaid Tavern, where he reigned as dictator over a younger
literary generation. He was buried in Westminster Abbey, and over him was placed the
epitaph "O rare Ben Jonson!"

Jonson's numerous works, comedies, tragedies, masques, and lyrics, are of widely
varying merit, but all of them, as well as his Timber, a kind of commonplace-book,
which is of considerable interest for its critical comments on literature, show the unity
of aim underlying his writing. Jonson was the first great English neoclassic. Like
Donne, he was in revolt against the artistic principles of his contemporaries, and he
sought in the classics a cure for the uncontrolled, romantic exuberance of Elizabethan
literature. In all branches of his writings he is the conscious artist and reformer, working
on clearly defined principles. To him the chief function of literature was to instruct.

His plays divide conveniently into comedies and tragedies, for Jonson, true to his classical
models, did not combine the two. In his comedies he aimed to return to the controlled,
satirical, realistic comedy of the classical dramatists, and the inductions of his plays make
it clear that he hoped to reform the drama on these lines. His main concern was with the
drawing of character, and his creations are important because they introduce the
"comedy of humours," which portrays the individual as dominated by one marked
characteristic. Many of his characters arc, in consequence, types, but the best, like
Bobadill in Every Man in his Humour, rise above the type and live as truly great comic
characters. In nearly all his comedies Jonson opened up a vein that was nearly new and was
to be very freely worked by his successors--the comedy of London life and humours,
reflecting the manners of the day.

His early comedies, Every Man in his Humour (1598), Every Man out of his Humour
(1599), Cynthia's Revels (16()0), and The Poetaster (1601), show his ingenuity of plot,
his hearty humour, his wit, and
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they are full of vivacity and fun. Every Man in his Humour is, perhaps, his greatest
work. The middle group of comedies, Volpone, or the Fox (1605), Epiccene, or the
Silent Woman (1609), The Alchemist (1610), and Bartholomew Fayre (1614), represent,
as a group, his best work. More mature than the early works, they are all satirical in tone
(Volpone, is one of the most relentless exposures of vice in English), realistic and
natural in dialogue, and ingenious in plot. The characters are less angular and more
convincing. Epiccene and Bartholomew Fayre are written entirely in prose, while The
Alchemist is entirely in blank verse. His later comedies, The Devil is an Ass (1616) and
The Staple of News (1625), show a distinct falling-off in dramatic power.

The two historical tragedies, Sejanus his Fall (1603) and Catiline his Conspiracy
(1611), are composed on classical models. They are too laboured and mechanical to be
reckoned as great tragedies, though their author would fain have had them so. They
show immense learning, they have power, variety, and insight, but they lack the last
creative touch necessary to stamp them with reality, and to give them a living appeal.
As for his masques, they are abundant, graceful, and humorously ingenious, into them
Jonson introduced the device of the anti-masque, which parodied the principal theme.
The best of them are The Masque of Beauty (1608), The Masque of Queens (1609), and
Oberon, the Fairy Prince (1611).

The lyrics, many of which appeared in Underwoods, reflect no deep surge of emotion,
but are controlled, poised, and urbane. If some of them are stiff, and most do not rise
above mediocrity, the best of them, such as the well-known "Drink to me only with
thine eyes," have a delicacy of touch and a clarity of style which are as fine as anything
achieved by the Elizabethan lyrists. We quote two brief but typical pieces:

(1) Have you seen but a bright lillie grow,
Before rude hands have touch'd it?

Have you mark'd but the fall of the snow
Before the soyle hath smutch'd it?

Have you felt the wooll of the bever?

Or the swan's downe ever?

Or have smelt of the bud of the brier?
Or the nard on the fire?

Or have tasted the bag of the bee?

O so white! O so soft! O so sweet is she!
The Triumph
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(2)Underneath this sable hearse

Lies the subject of all verse,

Sidney's sister, Pembroke's mother:
Death, ere thou hast slain another,
Learned, and fair, and good as she,

Time shall throw a dart at thee!
Epitaph on the Countess of Pembroke'

In the estimation of his own age Jonson stood second to none; to a later generation he is
overshadowed by the towering bulk of Shakespeare. But even the enormous prestige of
Shakespeare cannot or ought not to belittle the merits of Jonson. Of Jonson we can justly
say that he had all good literary gifts except one, and that the highest and most baffling
of all--true genius. He had learning--perhaps too much of it; industry and constancy well
beyond the ordinary; versatility; a crabbed and not unamiable humour, diversified with
sweetness, grace, and nimbleness of wit; a style quite adequate to his needs; and an insight
into contemporary life and manners greater than that of any writer of his day. But the
summit of it all --the magical phrase that catches the breath, the immortal spirit that
creates out of words and buckram "forms more real than living man"-- these were lacking;
and without these he cannot join the circle of the very great.

2. Francis Beaumont (c. 1584-1616) and John Fletcher (1579-1625) combined to
produce a great number of plays, said to be fifty-two in all. How much of the joint work is
to be assigned to the respective hands is not accurately known.

The elder, Fletcher, was a cousin of Giles and Phineas Fletcher (see p. 86), and was born
at Rye, Sussex. He may have been educated at Cambridge, and he lived the life of a
London literary man. He died of the plague in 1625. His colleague Beaumont, who was
probably the abler of the two, was the son of a judge. Sir Francis Beaumont, was
educated at Oxford, and entered the Inner Temple (1600), but was captivated by the
attractions of a literary life. He died almost within a month of Shakespeare, and was buried
in Westminster Abbey.

Beaumont and Fletcher excelled in comedy, especially in the comedy of London life.
They felt the influence of both Shakespeare and Jonson, but their plays are generally
more superficial. They are mainly tragi-comedies, full of striking incident and stage
effect. Their plots sustain interest and are often ingenious, lively, and

! This piece is sometimes ascribed to William Browne (1588-1643).
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entertaining, though rather loosely knit. The characters are numerous and widely varied,
but the concentration on incident often makes them shallow. Full of witty dialogue, the
plays attain a high level of lucidity and simplicity in their style, but they lack the
Shakespearian wealth of imagery. A study of the style enables us to distinguish fairly
clearly between the regular and flexible blank verse of Beaumont and the irregular verse
of Fletcher, with its fondness for the extra syllable at the end of a line which is
frequently end-stopped. Typical comedies are A King and No King (1611), esteemed by
Dryden as the best of them all, The Knight of the Burning Pestle (1607 (7)), a very
agreeable farce, and The Scornful Lady (1613-16). Their tragedies, such as The Maid's
Tragedy (1610 (J)),Philaster (1611), which is very reminiscent of Twelfth Night, and
The Faithful Shepherdess (by Fletcher alone), are not too tragical, and they are
diversified by attractive incidents and descriptions.

3. George Chapman (c. 1559-1634) was born at Hitchin. Beyond

this fact little is known of him. He took part in the literary life of

his time, for his name appears in the squabbles of his tribe. He

died in London.

His first play, The Blind Beggar of Alexandria (1596), was followed by many more,
both comical and tragical. Among them are Bussy d'Ambois (1604 (?)), Charles, Duke
of Byron (1608), and The Tragedie of Chabot (c. 1613). These are historical plays,
dealing with events nearly contemporary with his own time. Chapman's comedies
include A/l Fools (1605) and Eastward Hoe! (1605), in the latter of which he combined
with Jonson and Marston. Chapman writes agreeably and well; he has firmness,
competence, and variety, and his comic and tragic powers are considerable. His
translation of Homer has something of the pace and music of the original.

4. John Marston (c. 1575-1634) was born at Coventry, was edu

cated there and at Oxford, became a literary figure in London, and

later took orders. Latterly he resigned his living in Hampshire,

and died in London.

Marston, a member of the Senecan school (see p. 88), specialized in violent and
melodramatic tragedies, which do not lack a certain impressiveness, but which are
easily parodied and no less easily lead to abuse. They impressed his own generation,
who rated him with Jonson. For a later age they are spoiled to a great extent by exag-
geration, rant, and excessive speeches. Typical of them are Antonio and Mellida (1599)
and Antonio's Revenge (1602), which were ridiculed by Jonson in The Poetaster.
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5.Thomas Dekker (c. 1572-e. 1632) was born in London, where his life was passed as
a literary hack and playwright. His plays, chiefly comedies, have an attraction quite
unusual for the time. They have a sweetness, an arch sentimentality, and an intimate
knowledge of common men and things that have led to his being called the Dickens of
the Elizabethan stage. His plots are chaotic, and his blank verse, which very frequently
gives place to prose, is weak and sprawling. The best of his plays are Old Fortunatus
(1599), The Shoemaker's Holiday (1599), and Satiromastix (1602). He collaborated
with other playwrights, including Ford and Rowley, with whom he wrote The Witch of
Edmonton (1621), and Massinger, in The Virgin Martyr (c. 1620).

6.Thomas Middleton (c. 1570-1627) was born in London, wrote much for the stage,
and in 1620 was made City Chronologer.

He is one of the most equable and literary of the dramatists of the age; he has a decided
fanciful turn; he is a close observer and critic of the life of the time, and a dramatist who
on a few occasions can rise to the heights of greatness. His most powerful play, which
has been much praised by Lamb and others, is The Changeling (1624); others are
Women beware Women (1622), The Witch, which bears a strong resemblance to
Macbeth, and The Spanish Gipsy (1623), a. romantic comedy suggesting As You Like It.
Along with Dekker he wrote The Roaring Girle, or Moll Cutpurse (1611), which is a
close dramatic parallel to the earliest novels.

7. Thomas Heywood (c. 1575-c. 1650) was born in Lincolnshire

about 1575, was educated at Cambridge, and became an author and

dramatist in London. He himself asserts that he had a hand ("or

at least a main finger") in two hundred and twenty plays, of which

twenty-three survive.

Like so many more dramatists of the time, he excelled in his pictures of London life and
manners. He was a rapid and light impoviser, an expert contriver of stage situations, but
otherwise content with passable results, and caring little about the higher flights of the
dramatist. His best play is A Woman Killed with Kindnesse (1603), which contains some
strongly pathetic scenes; The English Traveller (1633) is only slightly inferior. Other
plays of his are The Royall King and the Loyall Subject (1602 (?)), The Captives (1624),
and a series of clumsy historical dramas, including King Edward theFewth (1594-97),
(John Webster, who flourished during the first twenty years of the seventeenth century,
is regarded as the greatest post-Shakespearian dramatist)
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Next to nothing is known regarding his life and much of his work has been lost.

(The most striking follower of the Senecan Revenge tradition, Webster turns from the
mere horror of event to the deep and subtle analysis of character. His plots are not well
constructed and there is still some crudeness of incident. but his horrors are usually
controlled, (and are subordinate to the total artistic purpose of the play in which they
occur. He deals with gloomy, supernatural themes, great crimes, turbulent emotions,
and in largeness of tragic conception he resembles Marlowg) (He is a great dramatic
poet, whose verse, though sometimes faulty, often reaches the highest levels and has
great power. Tender and pitiful scenes add a touch of fine pathos to his greatest works.)
(His career falls into three parts. After an early apprenticeship as a collaborator,
especially with Dekker, he produced his two great tragedies., The White Devil (1609-12)
and The Duchess of Malfi (1613-14)) which.) in Vittoria and the Duchess(contain two of
the finest women character in the Elizabethan drama)(His later plays, which include
THE Devil's Law Case (1623), do not approach the great tragedies in quality)

9.(Cyril Tourneur (1575 (?)-1626) seems to have been a soldier and to have served in
the Low Countries.)He took part in Buckingham's disastrous expedition to Cadiz, and
on his return died in Ireland.

In(the work of Tourneur, another and cruder follower of the 'Revenge' tradition, we have
horrors piled on horrors. His two plays The Revenger's Tragedy (1600) and The A theist's
Tragedy (1607-11) are melodramatic to the highest degree. He attempts much, but
achieves little. He does not lack a a certain poetic sensibility; but he lacks grip, method,
and balance. and he is weakest where Webster is strongest.

PROSE

Tue EncList BiBLE ; THE AUTHORIZED VERSION

In the last chapter we indicated the growth of the Bible from the earliest to Reformation

times. The task of translation was completed by the issue of King James's Bible, or the
Authorized Version (1611).

The need for a standard text was urged during the conference between the dissentient
sects held at Hampton Court in 1604. James I, who was present at some stages of the
conference, approved
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of the project.( Forty-seven scholars, including the ablest professorial and episcopal
talent, were appointed for the task; they were divided into six companies, each receiving
a certain portion of the Biblical text for translation; each company revised the work of its
fellow-translators. The task, begun in 1607, was completed in 1611. Since that date little
of sufficient authority has been done to shake the Authorized Version's dominating
position as the greatest of English translations.

It may be of use here to set down some of the more obvious features

of this great work.

1.With regard to the actual work of translation, itought to be regarded simply as the
climax of a long series of earlier translations. The new translators came to handle a
large mass of work already in existence. All the debatable ground in the texts had been
fought over again and again, and in a dim fashion a standard was emerging. The
translators themselves acknowledge this in the preface to their work : their task, they
say, is "to make a good one better, or out of many good ones one principal good one." In
other words, their task was largely one of selection and amendment. The reliance upon
earlier work resulted in a certain old-fashioned flavour that was felt even in Jacobean
times. "It is not the English," says Hallam, "of Daniel or Ralegh or Bacon. ... It abounds,
especially in the Old Testament, in obsolete phraseology." It is a tribute to the
compelling power and beauty of the Authorized Version that its archaisms have long
been accepted as permissible, and even inevitable. Allowing, however, for all the
reliance upon earlier work, one cannot overpraise the sound judgment, the artistic taste,
and the sensitive ear of every member of the band who built up such a stately monument
to our tongue.

2.Diversity of the Work. One can best appreciate the vastness and complexity of the
Bible by recollecting that it is not a single book, but an entire literature, or even two
literatures, for both in time and temper the New Testament is separated from the Old.
The different books of the Bible were composed at widely different times, and many
hands worked at them. Their efforts resulted in a huge collection of all the main species
of literature--expository, narrative, and lyrical. These will be noticed in their order below.
3.Unity of the Work. If the Bible were a collection of discordant elements it would not
possess its peculiar literary attraction. In spite of the diversity of its sources it has a
remarkable uniformity of treatment and spirit. The core and substance of the entire work



114

is the belief and delight in the Divine Spirit; and, added to this, especially in the Old
Testament, a fiery faith in the pre-eminence of the Jewish race. With regard to the
literary style, it owes most to the translations of Tyndale and Coverdale (see p. 61), for
it combines the strength of the former with the beautiful rhythms of the latter. From
cover to cover it is almost unvaried: firm, clear, simple, dignified, and thoroughly
English. It represents the broad and stable average of the labours of generations of
devout and ardent men; and it endures unshaken.

4. The Expository Portions. Considered from the purely literary point of view, the
expository parts (that is, those that contain exhortation, information, or advice) are of
least importance) In bulk they are considerable, and include the Book of Deuteronomy .
in the Old Testament and the Pauline Epistles in the New. (they have all the distinction
of the Biblical style, and they are expressed with clearness, dignity, and precision.
5.The narrative portions include the bulk of the Bible, and are of great literary interest
and value.) In the Old Testament they comprise the Pentateuch and many other books,
and in the New Testament they include the Gospels and the Acts, of the Apostles. The
tone of the Old Testament differs somewhat from that of the New. As can be supposed,
the former is often harsher in note, and is sometimes confused and contradictory (from
the unsatisfactory condition of some of the texts); the New Testament narrative, which
came under the influence of the Greek, is more scholarly and liberal in tone.' Both,
however, have a breadth, solidity, and noble austerity of style that make the Biblical
narrative stand alone. It is perhaps unnecessary to quote, but one short specimen may
not be out of place:

Then they took him, and led him, and brought him into the high priest's house. And
Peter followed afar off.

And when they had kindled a fire in the midst of the hall, and were set down together,
Peter sat down among them.

But a certain maid beheld him as he sat by the fire, and earnestly looked upon him, and
said, This man was also with him.

And he denied him, saying, Woman, I know him not.

And after a little while another saw him, and said, Thou art also of them. And Peter
said, Man, I am not.

And about the space of one hour after another confidently affirmed, saying, Of a truth
this fellow also was with him: for he is a Galilean.

And Peter said, Man, J know not what thou sayest. And immediately, while he yet
spake, the cock crew.

And the Lord turned, and looked upon Peter. And Peter
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remembered the word of the Lord, how he had said unto him, Before the cock crow, thou
shalt deny me thrice. And Peter went out, and wept bitterly.
St Luke

7.The Lyrical Portions. These (which include the Psalms, the

Song of Solomon, much of the Book of Job, and the frequent pas
sages, such as the song of Sisera, which occur in the narrative books)
are perhaps the most important as literature.) In addition to their
native shrewdness and persistence, the Jews had a strongly emo
tional strain, which finds wide expression in the Bible. Their
poetry, like that of the Old English, was rhythmic; it went by
irregularly distributed beats or accents. The English translators to

a large extent preserved the Jewish rhythms, adding to them the
music, the cadence, the soar and the swing of ecstatic English prose.
In theme Jewish poetry is the primitive expression of simple people
regarding the relations of man and God and the universe. Its

similes and metaphors are based upon simple elemental things--the
heavens, the running water, and the congregations of wild beasts.
The emotions are mystically and rapturously expressed, and convey
the impression of much earnestness. The following extract is fairly
typical of its kind:

As the hart patiteth after the water brooks, so panteth my soul after thee, O God.

My soul thirsteth for God, for the living God: when shall I come and appear before
God?

My tears have been my meat day and night, while they continually say unto me, Where is
thy God?

When I remember these things, I pour out my soul in me: for I had gone with the
multitude, I went with them to the house of God, with the voice of joy and praise, with a
multitude that kept holyday.

Why art thou cast down, O my soul? and why art thou disquieted in me? hope thou in
God: for I shall yet praise him for the help of his countenance.

The Book of Psalms

7. The Influence of the Bible., The English Bible has been a potent
influence in our literature, Owing largely to their poetical or
proverbial nature(multitudes of Biblical expressions have become
woven into the very tissue of the tongue: "a broken reed," "the
eleventh hour," "a thorn in the flesh," "a good Samaritan,"

"sweat of the brow," and so on'. More important, probably, is the

way in which the style affects that of many of our greatest writers.
The influence is nearly all for the good; for a slight strain of the
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Biblical manner, when kept artistically within bounds, imparts simplicity, dignity, and
elevation. Bunyan shows the style almost undiluted; but in the works of such widely
diverse writers as Ruskin, Macaulay, Milton, and Tennyson the effects, though slighter,
are quite apparent.

FRANCIS BACON, BARON VERULAM, VISCOUNT ST ALBANS (1561-1626)

1. His Life. Bacon was bom in London, the son of Sir Nicholas Bacon, the Lord Keeper of
the Great Seal. The family was connected with the Cecils and other political magnates of
the time. Bacon was a delicate youth, and for a time he was educated privately; then he
proceeded to Cambridge, and thence entered Gray's Inn (1576). To complete his
education he spent three years in France. On his being called to the Bar his family
influence helped him to acquire a fair practice, but Bacon was ambitious and longed for
the highest rewards that his profession could bestow. He became a member of Parliament
in 1584, but the recognition that he expected from the Queen did not come his way, hard
though he fought for it He assisted in the prosecution of the Earl of Essex, a nobleman who
had befriended him earlier in his career. Essex, an injudicious man, had involved himself
in a charge of treason, and the ingenuity of Bacon was largely instrumental in bringing
him to the block. On the accession of James I, Bacon, who was never remiss in urging
his own claims to preferment, began to experience prosperity, for he was tireless in urging
the royal claims before Parliament. He was made a knight in 1603, and Attorney-
General in 1613. In the latter capacity he was James's chief agent in asserting and
enforcing the King's theories of divine right, and he became thoroughly unpopular with
the House of Commons. His reward came in 1618, when he was appointed Lord Chancellor
and created Baron Verulam, and in 1621, when he became Viscount St Albans. Popular
dissatisfaction was mounting against the King and his agents, and when Parliament met
in 1621 it laid charges of bribery and corrupt dealings against the Lord Chancellor.
Bacon quailed before the storm; made what amounted to a confession of guilt; and was
subjected to the huge fine of £40,000 (which was partially remitted), imprisonment
during the King's pleasure (which was restricted to four days in the Tower of London),
and exile from Court and office. He spent the last five years of his life in the pursuit of
literary and scientific works.
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2.His Works. Bacon wrote both in Latin and English, and of the two he

considered the Latin works to be the more important.

a)His English works include his Essays, which first appeared in 1597, Then they
numbered ten; but the second (1612) and third 1625) editions raised the number to
thirty-eight and fifty-eight respectively. They are on familiar subjects, such as Learning,
Studies, Vainglory, and Great Place; and in method they represent the meditations of a
trained and learned mind. His other English works were The Advancement of Learning
(1605), containing the substance of his philosophy; The History of Henry VII (1622);
Apophthegms (1625), a kind of jest-book; and The New Atlantis, left unfinished at his
death, a philosophical romance modelled upon More's Utopia.

b)His Latin works were to be fashioned into a vast scheme, which he called /nstauratio
Magna, expounding his philosophical theories. It was laid out on the following plan, but
it was scarcely half finished:

1)De Augmentis Scientiarum (1623), This treatise, in which the English work on the
Advancement of Learning is embodied, gives a general summary of human knowledge,
taking special notice of gaps and imperfections in science.

2)Novum Organum (1620). This work explains the new logic or inductive method of
reasoning, upon which his philosophy is founded. Out of the nine sections into which he
divides the subject the first only is handled with any fullness, the other eight being
merely named.

3)Sylva Sylvarum (left incomplete). This part was designed to give a complete view of
what we call Natural Philosophy and Natural History. The subjects he has touched on
under this head are four--the History of Winds, Life and Death, Density and Rarity,
Sound and Hearing.

4)Scala Intellectus. Of this we have only a few of the opening pages.

5)Prodromi. A few fragments only were written.

6)Philosophia Secunda. Never executed.

3.His Style. Of Bacon as a philosopher we can only say that he is

one of the founders of modern systematic thought. His most important

literary work is his Essays, which might be described as an

appendix to his longer works, especially The Advancement of

Learning, in that it provides a practical everyday philosophy of the

life of his own world. In its three versions this work shows the

development of Bacon's English style. In the first edition the style is

crisp, detached, and epigrammatic, conveying the impression that

each essay has arisen from some happy thought or phrase, around
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which other pithy statements are agglomerated. In the later editions the ideas are
expanded, the expression loses its spiky pointedness, and in the end we have an
approach to a freer middle style. In choice of subject and approach, they reveal his
breadth of intellect, bis worldly wisdom, his concern with public life and material
advancement. They are impersonal, objective, and orderly in thought, and reflect a cool,
scientific detachment, which makes them, in spite of an occasional flash of poetic fire,
as in Of Death, rather (ormal and cold. Yet they are written in the language of ordinary
men, and the imagery is that of everyday life. The essays are brief and full of
condensed, weighty, antithetical Sentences, which have the qualities of proverbial
expressions, and are notable for their precision and clarity of phrasing. Many have
striking openings: "Revenge is a wild kind of justice, which the more man's nature runs
to, the more ought law to weed it out" (Of Revenge); "God Almighty first planted a
garden; and indeed it is the purest of human pleasures" (Of Gardens),; "Men fear death,
as children fear to go in the dark" (Of Death). All are full of allusions to, and extracts
from, other writings.

For the sake of comparison we quote the same extract from the first and third editions of
the Essays. The second extract, it will be noticed, is a studied expansion of the first.
1)Crafty men contemn them, simple men admire them, wise men use them; for they
teach not their own use, but that is a wisdom without them and above them won by
observation. Read not to contradict nor to believe, but to weigh and consider. Some
books are to be tasted, others to be swallowed, and some few to be chewed and digested;
that is, some books are to be read only in parts, others to be read but cursorily, and some
few to be read wholly and with diligence and attention. Reading maketh a full man,
conference a ready man, and writing an exact man. And therefore, if a man write little,
he had need have a great memory; if he confer little, he had need have a present wit;
and if he read little, he had need have much cunning to seem to know that he doth not.
Histories make men wise; poets witty; the mathematics subtle; natural philosophy deep;
moral grave; logic and rhetoric able to contend.

2)Crafty men contemn studies, simple men admire them, and wise-men use them; for
they teach not their own use; but that is a wisdom without them, and above them, won
by observation. Read not to contradict and confute; nor to believe and take for granted;
nor to find talk and discourse; but to weigh and consider. Some books are to be tasted,
others to be swallowed, and some few to be chewed and digested; that is, some books
are to be read only in parts; others to be read, but not curiously; and some few to be
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read wholly, and with diligence and attention. Some books also may be read by deputy,
and extracts made of them by others; but that would be only in the less important
arguments, and the meaner sort of books; else distilled books are like common distilled
waters, flashy things. Reading maketh a full man; conference a ready man; and writing an
exact man. And therefore, if a man write little, he had need have a great memory; if he
confer little, he had need have a present wit; and if he read little, he had need have much
cunning, to seem to know that he doth not. Histories make men wise; poets witty; the
mathematics subtle; natural philosophy deep; moral grave; logic and rhetoric able to
contend.

Of Studies

OTHER PROSE-WRITERS

1. Roger Ascham (1515-68) is representative of the earliest school of Elizabethan
prose. He was born in Yorkshire, and educated privately and at St John's College,
Cambridge where he became a Fellow (1535) and a teacher of Greek (1540). He took
part in the literary and religious disputes of the time;..but'managed to keep his feet on
the shifting grounds of politics- He was appointed tutor to Elizabeth (1548) and
secretary to Queen Mary; he visited the Continent as secretary to an embassy; and
ultimately was appointed a canon of York Minster. 'His two chief works were
Toxophilus (1545). a treatise, in the form of a dialogue, on archery; and The
Scholemaster (1570), an educa tional work containing some ideas that were then fairly
fresh and enlightening. Ascham was a man of moderate literary talent, of great
industry, and of boundless enthusiasm for learning.,. Though he is strongly influenced
by classical models, he has all the strong Elizabethan sense of rationality,. In"
Toxophilus he declares his in tention of "writing this English matter in the English
speech for Englishmen." In style he is plain and strong, using only the more

obvious graces of alliteration and antithesis. ;

2. John Lyly (1554 (?)-1606) marks another stage in the march of English prose. He
was born in Kent, educated at Oxford, and, failing to obtain Court patronage, became a
literary man in London. At first he had considerable success, and entered Parliament;
but at a later stage his popularity declined, and he died poverty-stricken in

London. We have already mentioned his comedies (see p. 89), which at the time
brought him fame and money. But his first prose work Euphues, the Anatomy of Wit
(1579), made him one of the foremost figures of the day. He repeated the success with a
second part, Euphues and his England (1580). The work is a kind of travel-
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romance, recounting the adventures of Euphues, a young Athenian. The narrative is
interspersed with numerous discussions upon many topics. It was, however, the style of
its prose that gave the book its great vogue. It is the first consciously fabricated prose
style in the language. It is mannered and affected almost to the point of being
ridiculous. Its tricks are obvious and easily imitated, and they were freely applied by the
next generation: balanced phrases, intricate alliteration, laboured comparisons drawn
from classical and other sources, and ornate epithets. The effect is quaint and not
displeasing, but the narrative labours under the weight of it. It certainly suited the
growing literary consciousness of its day, and hence its pronounced, though temporary,
success. The following extract will illustrate the euphuistic manner:

Philautus being a town-bom child, both for his own continuance and the great
countenance which his father had while he lived crept into credit with Don Ferardo one
of the chief governors of the city, who although he had a courtly crew of gentlewomen
sojourning in his palace, yet his daughter, heir to his whole revenues, stained the beauty
of them all, whose modest bashfulness caused the other to look wan for envy, whose lily
cheeks dyed with a vermilion red, made the rest to blush at her beauty. For as the finest
ruby staineth the colour of the rest that be in place, or as the sun dimmeth the moon, that
she cannot be discerned, so this gallant girl more fair than fortunate, and yet more
fortunate than faithful, eclipsed the beauty of them all, and changed their colours. Unto
her had Philautus access, who won her by right of love, and should have won her by right
of law, had not Euphues by strange destiny broken the bonds of marriage, and forbidden
the banns of matrimony.

Euphues, the Anatomy of Wit

3. Richard Hooker (1554-1600) was born near Exter, and educated at Corpus Christi
College,.Oxford, where he was elected a Fellow (1577). In 1582 he took orders, and
later was appointed to a living in Kent, where he died.

His great work, at which he laboured during the greater part of his life, was Of the Laws
of Ecclesiastical Polity. The first four of the proposed eight books were issued in 1594;
he finished one more; and though the remaining three were published under his name
when he was dead, it is very doubtful if he was entirely responsible for them. In the
work he supports Episcopacy against Pres,byterianism. In style he is strongly affected
by classical writers; but he usually writes with homeliness and point; his sentences are
carefully constructed; the rhythm moves easily; and there is both precision and
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melody in his choice of vocabulary. His style is an early example of scholarly and
accomplished. English prose.

4. Sir Thomas Qverbury (1581-1613) may be taken as typical of a fairly large class of
Elizabethan writers. He was born in Warwick shire, educated at Oxford, and became a
figure at the Court of King James. His chief friend at Court was James's favourite Robert
Carr, with whom he quarrelled over a love-affair. For this Overbury fell into disfavour, and
was imprisoned in the Tower, where he was poisoned under mysterious and barbarous
circumstances. Overbury survives in literature as the author of a series of Characters
(1614), though he is probably not the author of all of them. Based on the ancient Greek
work of Theophrastus, the book consists of a number of concise character-sketches of well-
known types, such as a Milkmaid, a Pedant, a Franklin, and "an Affectate Traveller." They
are written from the point of view of the courtier and are epigrammatic and full of
'conceits' and wit. They show a close and penetrating observation and a fine sense of
humour. But they are important for several reasons: they are a curious development of the
pamphlet, which was so common at that time; they are another phase of the 'humours'
craze, seen so strongly in the Jonsonian and other dramas; and they are an important
element in the growth of the essay. In style the book is strongly euphuistic, thus
illustrating another tendency of the time. They were added to and imitated by other writers,
including John Earle (1601-65).

5. Robert Burton (1577-1640) was the son of a country gentleman,

and was born in Leicestershire. He was educated at Oxford, where,

in holy orders, he passed most of his life.

His famous work, The Anatomy of Melancholy, was first issued in 1621, and then constantly
revised and reissued. It is an elaborate and discursive study of melancholy, its species and
kinds, its causes, results, and cure. The book, though laboured and saturnine in tone,
shows an underlying common sense and a true sympathy with humanity. It has exercised a
strong fascination over many scholarly minds, including those of Dr Johnson and Charles
Lamb. Its learning is immense and unconventional, being drawn from many rare authors;
its humour curiously crabbed, subdued, and ironical; and its 'melancholy,’ though
pervading, is not oppressive. The diction has a colloquial naturalness and is rarely
obscure; the enormous sentences, packed with quotation and allusion, are loosely knit.
Both as a stylist and as a personality Burton occupies his own niche in English literature.



122

6.The Sermon-writers, At the beginning of the seventeenth cen tury the sermon rose to
a level of literary importance not hitherto attained, and afterwards rarely equalled. We
have already mentioned Donne (see p. 80), probably the most notable of his group, and
we give space to two other writers. James Ussher (1581-1656) was born in Dublin, and
was descended from an ancient Protestant family. He was educated at Trinity College,
Dublin, and rose to be Bishop of Meath and Archbishop of Armagh (1625). In 1640 he
visited England, where, owing to the disturbed state of Ireland, he had to remain for the
rest of his life. His many sermons, discourses, and tracts show learning, adroit
argument, and a plain and easy style. His Chronologia Sacra was for a long time the
standard work on Biblical chronology.

a)Joseph Hall (1574-1656) was educated at Cambridge, took orders, and became a
prominent opponent of the Puritans, among whom was Milton. He was appointed
Bishop of Exeter (1627) and of Norwich (1641). When the Puritans rose to power Hall's
opinions brought him into disgrace. He was imprisoned, and, though liberated,
forbidden to preach. He died in retirement.

Hall's earliest work was in verse, and consisted of a series of satires called
Virgidemiarum (1597), which were condemned by the Church as being licentious. His
theological and devotional works, the product of his later years, are very numerous, and
include tracts, sermons, and treatises. Though he is often shallow and voluble, he writes
with literary grace. He is without doubt the most literary of the theologians of the time.
7. The Translators. The zeal for learning and spirit of adventure, which were such a
prominent feature of the early Elizabethan times, were strongly apparent in the frequent
translations. This class of literature had several curious characteristics. The translators
cared little for verbal accuracy, and sometimes were content to translate from a
translation, say from a French version of a Latin text. The translators, moreover,
borrowed from each other and repeated the errors of their fellows. These habits
deprived their work of any great pretensions to scholarship; but they were eager
adventurers into the new realms of learning, and to a great extent they repro

duced the spirit, if not the letter, of their originals. The translators worked in many
varied fields. Of the classics, Virgil was translated by Phaer (1558) and Stanyhurst
(1562); Plutarch's Lives (a work that had much influence on Shakespeare and other
dramatists) by North (1579); Ovid by Golding (1565 and
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1567), Turberville (1567), and Chapman (1595); Homer by Chapman (1598). All
Seneca was in English by 1581, and Suetonius, Pliny, and Plutarch's Morals were
translated by Holland. Among the translations of Italian works were Machiavelli's Arte
of Wane (1560) --his more famous and influential The Prince was not translated until
1640--Castiglione's The Courtyer, translated by Hoby (1561); the Palace of Pleasure by
Painter (1566) a work which was used by Shakespeare, Marston, Webster, and
Massinger, and accounted for much of the horror of later Elizabethan tragedy; and
Ariosto's Orlando Furioso, translated by Harrington (1591). From France were drawn
Florio's translation of the Essays of Montaigne (1603) and Dannett's Commines (1596),
while Spain provided North with The Diall of Princes (1557).

8. The Pamphleteers. All through this period there is a flood of short tracts on religion,
politics, and literature. It was the work of a host of literary hacks who earned a
precarious existence in London. These men represented a new class of writer. The
Reformation had closed the Church to them; the growth of the universities and of
learning continually increased their numbers. In later times journalism and its kindred
careers supplied them with a livelihood; but at this time they eked out their existence by
writing plays and squabbling among themselves in the pages of broadsheets.

In its buoyancy and vigour, its quaint mixture of truculence and petulance, Elizabethan
pamphleteering is refreshingly boyish and alive. It is usually keenly satirical, and in
style it is unformed and uncouth. The most notorious of the pamphleteers were Thomas
Nash (or Nashe) (1567-1601), Robert Greene (1560 (?)-92), and Thomas Lodge (1558
(7)-1625). We quote a well-known passage from a pamphlet of Greene, in which he
contrives to mingle praise of his friends with sly gibes at one who is probably
Shakespeare. The style is typical of the pamphlets.

And thou,! no less deserving than the other two,? in some things rarer, in nothing inferior;
driven (as myself) to extreme shifts, a little have I to say to thee; and were it not an
idolatrous oath, I would swear by sweet St George, thou art unworthy better hap, sith
thou dependest on so mean a stay. Base-minded men all three of you, if by my misery
ye be not warned; for unto none of you (like me) sought those burs to cleave,--those
puppets, I mean,-- that speak from our mouths,--those antics garnished in our colours. Is
it not strange that I, to whom they all have been beholding,--is it not like that you, to
whom they all have been beholding,--shall

[Footnote" Peele.]
[Footnote'? Nash and Marlowe]
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(were ye in that case that I am now) be both at once of them forsaken? Yes, trust them
not: for there is an upstart crow, beautified with our feathers, that with his tiger's heart
wrapt in a player's hide, supposes he is as well able to bombast out a blank-verse as the
best of you: and being an absolute Johannes factotum, is in his own conceit the only
Shakescene in a country. Oh, that [ might entreat your rare wits to be employed in more
profitable courses, and let those apes imitate your past excellence, and never more
acquaint them with your admired inventions! I know the best husband of you all will
never prove an usurer, and the kindest of them all will never prove a kind nurse: yet,
whilst you may, seek you better masters; for it is pity men of such rare wits should be
subject to the pleasures of such rude grooms.

A Groatsworth of Wit bought with a Million of Repentance

THE DEVELOPMENT OF LITERARY FORMS

At the beginning of the Elizabethan age English literary forms were still to a large
extent in the making; at the end of the period there is a rich and varied store of most of
the chief literary species. All that can be done here is to give the barest outline of this
development.

1. Poetry, (a) Dramatic Poetry. The exuberant, adventurous spirit of the age was
nowhere more clearly to be seen than in its dramatic poetry. Though the heroic couplet
was used, as by Shakespeare in A Midsummer Night's Dream, the ascendancy of blank
verse was firmly established, and the development from the stiff end-stopped verse of
Gorboduc (1562) to the variety of pace and flexibility of Shakespeare was one of
extraordinary rapidity. By 1590 Peele was already showing more variety, ease, and
fluency, while Marlowe, by 1592, had made blank verse supreme in the drama. Its
energy, barbaric splendour, resonance, lucidity, and sensitivity to the demands of
varying emotion made his the first truly great dramatic blank verse. Shakespeare used
the medium with abnormal range and power, and with a flexibility that subdued the
demands of the metre completely to his will. Less than fifty years after Gorboduc,
dramatic poetry had attained the highest level of which it was capable. After
Shakespeare came a steady decline. Beaumont and Fletcher had a striking lucidity and
simplicity of style, but lacked the true greatness that was Shakespeare's. Marston's rant
and Dekker's sprawling verse carried the deterioration still further, and of the post-
Shakespearian dramatists, only Webster ever touched the greatest heights, and though
his verse could have great power it was often faulty. Symptomatic of the decline of
blank
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verse was the growing proportion of prose to be found in the drama of the later part of the
period. (b) Lyrical Poetry. The temper of the age was suited to the lyrical mood, and so
the abundance of the lyric is very great. It begins with the first efforts of Wyatt and
Surrey (published 1557); it con tinues through the dramas in all their stages; and it appears
in the numerous miscellanies of the period. Then the lyrical impulse is carried on without a
break into the melodies of Campion and the darker moods of Donne. The forms of the
lyric are many, and on the whole its notes are musical, wild, and natural.
An interesting sub-species of the lyric is the sonnet. We have seen how it took two
forms--the Italian or Petrarchan form, and the English or Shakespearian type. During this
period both kinds flourished, the English kind to a greater degree. Wyatt began with a
group of the Italian type; Surrey introduced the English form. Then the sonnet, in one or
other of its two forms, was continued by Sidney in Astrophel and Stella (published in
1591), by Spenser in the Amoretti (1595), by Shakespeare, and by Daniel in Delia (1592).
Later in the period the sonnet was less popular, though Drayton wrote at least one of
great power.
c)Descriptive and Narrative Poetry. This is a convenient title for a large and important class
of poems. In this period it begins with such works as Sackville's Induction to the Myrroure
for Magistrates (1563), continuing with Marlowe's Hero and Leander (published 1598) and
Shakespeare's Venus and Adonis (1593) and The Rape of Lucrece (1594). It culminates in
the sumptuous allegorical poetry of Spenser; and it begins its decline with the Spenserians
of the type of the Fletchers and with Drayton's Endimion and Phoebe ((7) 1595). The
pastoral, which is a kind of descriptive poem, is seen in Spenser's Shepheards Calendar
(1579), in Browne's Britannia's Pastorals (1613), and in Drayton. Almost purely descriptive
poetry is represented in Drayton's Poly-Olbion (1612); and a more strongly narrative type is
the same poet's England's Heroicall Epistles (1597). All these poems are distinguished by
strong descriptive power, freshness of fancy, and sometimes by positive genius of style.
d)Religious, satirical, and didactic poetry cannot take a position equal in importance to the
rest. During the period the satirical intent is quite strong, but it does not produce great
poetry. Gas-coigne's Steele Glas (1576) is one of the earliest satires; and it is followed by
Donne's Satires (1590-1600?) and Hall's Satires (1597). Drayton's The Harmonie of the
Church (1591) is religious in motive;
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so are several poems of Donne, and also many of those of the Jesuit Robert Southwell
(1561 (?7)-95).

2. Drama. The opening of the Elizabethan period saw the drama struggling into
maturity. The early type of the time was scholarly in tone and aristocratic in authorship.
An example of the earliest type of playwright is Fulke Greville, Lord Brooke (1554-
1628), who distinguished himself both as a dramatic and lyrical poet.

Next came the work of the University Wits, Peele, Greene, Lodge, Kyd, and, greatest of
all, Marlowe. In their hands drama first began to realize its latent potentialities, and the
exuberance and vitality which typify Elizabethan drama first made themselves felt.

To this stage succeeded that of Shakespeare, which covered approximately the years
1595 to 1615. Of this drama all we can say here is that it is the crown and flower of the
Elizabethan literary achievement, and embodies almost the entire spirit both of drama
and poetry.

The decline begins with Jonson, and continues with Beaumont and Fletcher, Dekker,
Heywood, and the other dramatists mentioned in this chapter. The decline is made clear
in several ways: in the narrowing of the ample Shakespearian motive, which comprises
all mankind, into themes of temporary, local, and fragmentary importance; in the lack of
creative power in the characterization, resulting sometimes in mere types or 'humours,'
or (as in Dekker and Fletcher) in superficial improvisation, or in ponderous tragical
figures (as in Webster and Tourneur); and, lastly, in the degradation of the style, which
will be noted below. Sometimes the decline is gilded with delicate fancy, as in
Fletcher's The Faithful Shepherdess, or in the exquisite The Parliament of Bees (1641)
by John Day (fl. 1606); but the grace and charm of such plays cannot conceal the
falling-off in power and imagination.

With regard to the development of the different dramatic types, we have already noted
that tragedy developed first; in Shakespeare all kinds received attention, tragedy most of
all. In post-Shakespearian drama light comedy was a very popular species, partly
because the tragic note of exalted pity had degenerated into melodrama and horrors.

A special word is perhaps necessary on the masque, which during this time had a brief
but brilliant career. The masque is a short dramatic performance composed for some
particular festive occasion, such as the marriage or majority of a great man's son; it is
distinguished by ornate stage-setting, by lyrics, music, and dancing,
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and by allegorical characters. It finds a place in Shakespeare's Tempest and other plays;
it is strongly developed in the works of Jonson, Fletcher, and other poets of the time;
and it attains its climax during the next age in the Comus (1637) of Milton.

3. Prose. In Elizabethan times the development of prose was slower and slighter than
that of poetry.

a)The Essay, beginning in the pamphlet, character-sketch, and other miscellaneous
writing, develops in the work of Bacon. Its rise will be sketched more fully in a future
chapter (see p. 217)

b)The Novel has some meagre but significant beginnings in More's Utopia (1516),
Sidney's Arcadia (published in 1590), Lyly's Euphues (1579), Bacon's New Atlantis
(1626), and most of all in Nash's The Unfortunate Traveller (1594). The rise of the
novel is also reserved for a later chapter (see p. 276)

c)Literary Criticism. The birth of literary criticism indicates the growing stature of the
national literature and the realization of the need to establish principles of writing.
Lacking good poetry from the previous century, critics turned to the classics for their
guides and models. They were chiefly concerned with three topics :

(1) The status and value of poetry. Gosson attacked poetry as immoral in his puritanical
The Schoole of Abuse (1579), and Sidney replied in his famous 4Apologie for Poetrie
(written before 1582)--see p. 85. William Webbe, in A Discourse of English Poetrie
(1586), attempted the first historical survey of poets and poetry, and Puttenham's The
Arte of English Poesy (1589) is the first systematic consideration of poetry as an art.
(i1) The importance of classical models. Before the Elizabethan period Ascham had
advocated versifying on classical models, and he was later supported by Webbe, while
Puttcnham held the balance even between the native and classical traditions.

(i11) The merits and demerits of rhyme. Intermittent discussion on this topic culminated
in the debate between Campion and Daniel. In reply to Campion's condemnation of
rhyme in his Observations in the Art of English Poesie (1602), Daniel's famous 4
Defence of Rhyme (1602) asserted the right of every literature to its own customs and
traditions. It was a momentous declaration, and it is of interest to note that it is
vindicated in the best possible way--through the successful use of rhyme by almost all
the Elizabethan poets.

id) Miscellaneous prose, in the pamphlets, theological works, sermons, translations,
travels, and such abnormalities as Bhrton's Anatomy of Melancholy (1621), is
exceedingly voluminous and
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important. We have here a large, loose, and varied mass of English prose, the central
exercising-ground of the average prose-writer, that is to be the foundation of many
important groups of the future.

THE DEVELOPMENT OF LITERARY STYLE

1. Poetry. The period immediately preceding was that of the clumsy poetry of Hawes,
Skelton, and their kind; succeeding it is the strength and beauty of Elizabethan poetry.
Between these two extremes the different stages of development are fairly well marked.
(a) The earliest period (say from 1550-80) is that of Wyatt, Surrey, Sidney, and the
University Wits. This is the formative and imitative period, during which the
dependence upon classical origi nals is particularly strong. The style has the precision
and the erratic character of the diligent pupil. There are few deliberate

innovations, and lapses into barbarism are not unknown. In this period appear the
sonnet, blank verse, and many of the beautiful lyrical metrical forms. The lyrical style is
least restrained by the influence of classical models.

(b)The Spenserian and Shakespearian stage (from about 1580 to 1615) is the stage of
highest development. The native English genius, having absorbed the lessons of foreign
writers, adds to them the youth and ardour of its own spirit. The result is a fullness,
freshness, and grandeur of style unequalled in any other period of our literature. There
are the lyrics and allegories of Spenser; the poems, dramas, and lyrics of Shakespeare;
and the innumerable miscellanies, poems, and plays of other writers. The style is as
varied as the poems; but the universal note is the romantic one of power ' and ease.
b)In the second decade of the seventeenth century the decline is apparent. The inspired
phraseology, the wealth and flexibility of vocabulary, and the general bloom of the style
pass into the lightness of fancy and the tinkling unsubstantial verse of the nature of
Campion's. Or the high seriousness degenerates into the gloomy manner of the
Websterian tragedy. The handling of blank verse is typical of the movement. The
sinewy Shakespearian blank verse becomes nerveless; in drama prose is commoner in
quantity and coarser in fibre. In the lyric much of the old technical dexterity survives,
but the deeper qualities of passion and sincerity are less common and robust.

2. Prose. Unlike that of poetry, the style of prose enjoys a steady development,
continued from the previous age, and maintained
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through the Elizabethan age. Euphuism, which appeared early in this epoch, was a kind of
literary measles incidental to early growth, and it quickly passed away, leaving the general
body of English prose healthier than before. There is an increase in the raw material of
prose in the shape of many foreign words that are imported; there is a growing expertness
in sentence- and paragraph-construction and in the more delicate graces of style, such as
rhythm and melody. The prose of Hooker and Bacon (in his later stages) represents the
furthest development of the time. Prose style has yet a great deal to learn, but it is
learning fast.



CHAPTER VI

THE AGE OF MILTON

[Chart: TIME-CHART OF THE CHIEF AUTHORS]

THE HISTORICAL BACKGROUND (1630-60)

The entire period covered by this chapter is dominated by the Civil War. The earlier
years are marked by the quarrels and alarms which led up to actual hostilities in 1642; the
middle of the period is occupied with the spasmodic fighting that lasted till the execution of

Charles I in 1649; and the last portion covers the establishment of the Commonwealth,
the rise and disappearance of Cromwell
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(1653-58), the confusion following upon his death, and the final restoration of the
monarchy in 1660.

LITERARY FEATURES OF THE AGE

1.The Reaction. During this period the decline from the high Elizabethan standard is
apparent in several ways, (@) The output, especially of poetry, is much smaller, and the
fashion is toward shorter poems, especially the lyric of a peculiar type.- (b) There is a
marked decay in the exalted poetical fervour of the previous age. In the new poetry
there is more of the intellectual play of fancy than of passion and profundity. And,
especially in prose, there is a matured melancholy that one is apt to associate with
advancing years, (¢) In prose there is a marked increase in activity, which is an almost
invariable accompaniment of a decline in poetry.

2.The Pressure of Historical Events. Viewed from a broad aspect, the Civil War was
only a domestic incident in English history; but the very narrowness of the issue
intensified the bitterness of the contest. It divided the people into two factions, and
among other things vitally affected the literature of the time.

3.Milton. In an age which, by comparison with the Elizabethan, produced relatively few
great writers Milton stands as the one man who may claim a place among the very
greatest. His prose is among the finest controversial writing in the language, and his
poetic achievement has generally been considered to be second only to that of
Shakespeare.

4. The Metaphysical Poets. This term was first used by Dr Johnson, who applied it to
Cowley and Donne. It denotes the work of a group of poets who came directly or
indirectly under Donne's influence (see p. 81). Usually lyrical in nature, their work
shows a surprising blend of passion and thought; their poems are full of learned imagery
and striking conceits, and, at their best, reveal great psychological insight and subtlety of
thought development. In this category are included Crashaw, George Herbert, Vaughan,
and Marvell. Their work will be considered in detail later in the chapter.

5.The Cavalier Poets. Where most of the metaphysical poets were of a religious and
mystical cast, the Cavaliers, best represented by Herrick, Lovelace, and Suckling, dealt
with themes of love. Tbny followed Ben Jonson in their classical restraint and concise
lucidly. Their work is simple and graceful in structure and finely polishdiTin style.
6.The Expansion of Prose. The development of prose is carried
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on from the previous age. In spite of the hampering effects of the civil strife, the prose
output was copious and excellent in kind. There was a notable advance in the sermon;
pamphlets were abundant; and history, politics, philosophy, and miscellaneous kinds
were well represented. In addition, there was a remarkable advance in prose style.
7.The Collapse of the Drama. Many things combined to oppress the drama at this
time. Chief among these were the civil disturbances and the strong opposition of the
Puritans. In temper the age was not dramatic. It is curious to note that Milton's greatest
work, which in the Elizabethan age would probably have been dramatic in form, took
on the shape of the epic. The actual dramatic work of the period was small and
unimportant; and the unequal struggle was terminated by the closing Of the theatres in
1642.

JOHN MILTON (1608-74)

1. His Life. (Milton was born in Bread Street, Cheapside, London. His father was a
money-scrivener, an occupation that combined the duties of the modern banker and
lawyer. Milton was educated at St Paul's School, London, and at Cambridge.] At the
university his stubborn and irascible nature declared itself, and owing to insubordination
he was 'sent down' for a term.(On taking his final degree (1632) he abandoned his
intention of entering the Church and retired to Horton,-a small village in
Buckinghamshire, some seventeen miles from London,/ whither his father had with-
drawn from business.

/Milton's next few years were those of a sequestered man of letters. Poetry,
mathematics, and music were his main studies. In 1638 he left for a tour on the

Continent, staying some months in Italy, where he met many scholars and literary men.
He was recalled to England by the news that civil war was imminent. He settled down
in London and set up a small private school, and when hostilities broke out a year or
two later he took no part in the fighting, (His . pen, however, was active in support of
the Parliamentary cause, to which he was passionately attached.)

In 1643 he married a woman mucn younger than himself, and almost immediately his
wife left him and did not return for two yeirs. This unfortunate circumstance led Milton
to write two streng pamphlets on divorce, which caused a great scandal at the time.
Then in 1649, after the execution of the King, he was appointed by the Commonwealth
Government Secretary for Foreign



134

Tongues. In this capacity he became secretary to the Council of State, and drafted Latin
documents for transmission to foreign Powers. In addition, he wrote numerous pamphlets
in support of the republican cause, ( By this time his eyesight was failing; and when the
Restoration came in 1660 to ruin his hopes, it found him blind, poor, and alone. He
escaped, however, from the severe punishments that were inflicted upon many prominent
Roundheads. He was slightly punished by a nominal imprisonment; retired to an obscure
village in Buckinghamshire to write poetry; and died in London, where he was buried.

2. His Prose. Most of Milton's prose was written during the middle period of his life
(1640-60), when he was busy with public affairs. The prose works have an unusual
interest, because as a rule they have a direct bearing on either his personal business or
public interests In all they amount to twenty-five pamphlets, of which twenty-one are in
English and the remaining four in Latin. He began pamphleteering quite early (1641), when
he engaged in a lively controversy with Bishop Hall over episcopacy. Then, while teaching,
he wrote a rather poor tract, Of Education (1644). When his wife deserted him he composed
two pamphlets on divorce (1643 and 1644), which scandalized the public by the freedom of
their opinions and the slashing nature of their style. The critics of the pamphlets sought to
confound Milton on a technical matter by pointing out that he had not licensed the books,
as required by law. To this Milton retorted with the greatest of all his tracts, AreopagU tica
(1644), a noble and impassioned plea for the liberty of the Press. Later works include a
defence (in Latin) of the execution of Charles I and of other actions of the Commonwealth
Government. During the last years of his life Milton partly completed a History of Britain
and other scholastic works.

When we consider the style of Milton's prose we must keep in mind how it was
occasioned. His pamphlets were cast off at white heat and precipitated into print while
some topic was in urgent debate either in Milton's or the public mind. Hence in method
they are tempestuous and disordered; voluble, violent, and lax in style. They reveal intense
zeal and pugnacity, a mind at once spacious in ideals and intolerant in application, a rich
fancy, and a capacious scholarship. They lack humour, proportion, and restraint; but in
spite of these defects they are among the greatest controversial compositions in the
language. A short extract will illustrate some of the Miltonic features:
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I deny not but that it is of greatest concernment in the Church and Commonwealth, to have a
vigilant eye how books demean themselves as well as men; and thereafter to confine, imprison and
do sharpest justice on them as malefactors: for books are not absolutely dead things, but do
contain a potency of life in them to be as active as that soul was whose progeny they are; nay,
they do preserve as in a vial the purest efficacy and extraction of that living intellect that bred
them. I know they are as lively, and as vigorously productive, as those fabulous dragon's teeth; and
being sown up and down, may chance to spring up armed men. And yet on the other hand,
unless wariness be used, as good almost kill a man as kill a good book; who kills a man kills a
reasonable creature, God's image; but he who destroys a good book, kills reason itself, kills the
image of God as it were in the eye. Many a man lives a burden to the earth; but a good book is the
precious life-blood of a master spirit, embalmed and treasured up on purpose to a life beyond life.
Areopagitica

3. His Poetry. The great bulk of Milton's poetry was written during two periods
separated from each other by twenty years: (a) the period of his university career and his
stay at Horton, from 1629 to 1640; and (b) the last years of his life, from about 1660 to
1674. The years between were filled by a few sonnets.

(a) While still an undergraduate Milton began to compose poems of remarkable maturity
and promise. They include the fine and stately Ode on the Morning of-Christ's Nativity
(1629), and the poems On Shakespeare (1630) and On Arriving at the Age of Twenty-three
(1631). (yiese poems show Milton's command of impressive diction and his high ideals,
both literary and religious). While at Horton (probably in 1632) he composed L' A/legro
and 1l Penseroso, two longish poems in octosyllabic couplets dealing with the respective
experiences of the gay and thoughtful man. The pieces are decorative rather than
descriptive, artificial rather than natural, but they are full of scholarly fancy and adroit
poetical phrasing. Comus (1634) belongs to this period, and is a masque containing some
stiff but beautiful blank verse and some quite charming lyrical measures. Lycidas
(1637) is an elegy on his friend Edward King, who was drowned on a voyage to Ireland.
The real subject of the poem, however, is the uncertainty and torment occasioned in
Milton's mind by his realization that death might forestall the achievement of the fame
which was his ambitionHn its varying moods we see the interplay af doubt, fear, anger,
and finally, a peaceful reliance on the belief :hat true fame rests on God and is only to
be found in heaven. It is his underlying subject which gives the poem its passionate
sincerity.
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Lycidas, which is to be reckoned as among the highest of Milton's achievements, is
something quite new in English poetry. In form it is pastoral, but this artificial medium
serves only to show the power of Milton's grip, which can wring from intractable material
the very essence of poetry. The elegy has the colour and music of the best Spenserian
verse; but it has a climbing majesty of epithet and a dignified intensity of passion that
Spenser does not posssess. Its metre is an irregular stanza-sequence and rhyme-
sequence of a peculiar haunting beauty.

For, so to interpose a little ease,

Let our Frail thoughts dally with false surmise.
Ay me! whilst thee the shores and sounding seas
Wash far away,--where'er thy bones are hurled,
Whether beyond the stormy Hebrides

Where thou perhaps, under the whelming tide,
Visit'st the bottom of the monstrous world;

Or whether thou, to our moist vows denied,
Sleep'st by the fable of Bellerus old,

Where the great Vision of the guarded mount
Looks towards Namancos and Bayona's hold...

(b) This period (1660-74) gives us the poetry of the matured Milton. The work of the
middle years is composed of a few sonnets. These, with some others written at different
times, suffciently show Milton's command of the Italian form, which he uses throughout.
He gives it a sweep and sonorous impressiveness that set him alone beside Wordsworth,
who in this respect is his poetical successor. The best of Milton's sonnets are On his
Blindness and On the Late Massacre in Piedmont.

The great work of this time is Paradise Lost. It was begun as early as 1658, and issued
in 1667. At first it was divided into ten books or parts, but in the second edition it was
redivided into twelve. In form it follows the strict unity of the classical epic; in theme it
deals with the fall of man; but by means of introduced narratives it covers the rebellion of
Lucifer in heaven, the celestial warfare, and the expulsion of the rebels. In conception the
poem is spacious and commanding; it is sumptuously adorned with all the detail that
Milton's rich imagination, fed with classical and Biblical lore, can suggest; the
characters, especially that of Lucifer, are drawn on a gigantic scale, and do not lack a
certain tragic immensity; and the blank verse in which the work is composed is new and
wonderful. This type of blank verse has founded a tradition in English; it has often been
imitated and modified, but never
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paralleled. It lacks the suppleness of the Shakespearian measure, but it is instinct with
beauty and scholarly care. It is almost infinite in modulation; varied cunningly in
scansion, in pause, in cadence, and in sonorous dignity of music. It has its lapses into
wordiness and bombast, but the lapses are few indeed.

In the following extract the construction of the blank verse should be carefully
observed. The variation of foot, pause, and melody is worthy of the closest study.

No sooner had the Almighty ceased, but all

The multitude of angels, with a shout

Loud as from numbers without number, sweet

As from blest voices, uttering joy, Heaven rung

With jubilee, and loud hosannas filled

The eternal regions. Lowly reverent

Towards either throne they bow, and to the ground,
With solemn adoration, down they cast

Their crowns inwove with amarant and gold--
Immortal amarant, a flower which once

In Paradise, fast by the tree of life,

Began to bloom; but soon for man's offence

To Heaven removed, where first it grew, there grows,
And flowers aloft, shading the fount of life,

And where the river of bliss, through midst of Heaven,
Rolls o'er Elysian flowers her amber stream.

In 1671 Milton issued his last volume of poetry, which contained Paradise Regained
and Samson Agonistes. The former poem, which tells of Christ's temptation and victory,
is complementary to the earlier epic, and Milton hoped that it would surpass its
predecessor. In this his hopes were dashed. It is briefer and poorer than Paradise Lost;
it lacks the exalted imagination, the adornment, and the ornate rhythms of the earlier
poem. There is little action, the characters are uninteresting, and the work approaches
Paradise Lost only in a few outstanding passages.

Samson Agonistes, which tells of Samson's death while a prisoner of the Philistines, has
a curious interest, for in the Biblical hero Milton saw more than one resemblance to
himself. In form the work has the strict unity of time, place, and action universal in
Greek tragedy. In style it is bleak and bare, in places harsh and forbidding; but in
several places Milton's stubborn soul is wrung with pity and exalted by the hope that
looks beyond. The speech of Samson's father over his dead son is no inappropriate
epitaph for Milton himself:
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Come, come, no time for lamentation now,

Nor much more cause; Samson hath quit himself
Like Samson, and heroically hath finished

A life heroic, on his enemies

Fully revenged, hath left them years of mourning,
And lamentation to the sons of Caphtor

Through all Philistian bounds. To Israel

Honour hath left, and freedom, let but them

Find courage to lay hold on this occasion,

To himself and father's house eternal fame;

And, which is best and happiest yet, all this
With God not parted from him, as was feared,
But favouring and assisting to the end.

Nothing is here for tears, nothing to wail
Or knock the breast, no weakness, no contempt,

Dispraise, or blame, nothing but well and fair,

And what may quiet us in a death so nobler

4.Features of his Poetry, (a) The Puritan Strain. All through his life Milton's religious
fevour was unshaken. Even his enemies did not deny his sincerity It is seen even in one
of his earliest sonnets:

All is, if I have grace to use it so,
As ever in my great Taskmaster's eye.

It persists even to the end, when it runs deeper and darker and darker. In Paradise Lost,
for example, his chief motive is to "justify the ways of God to men."

This religious tendency is apparent in (1) the choice of religious subjects, especially in
the later poems; (2) the sense of responsibility and moral exaltation; (3) the fondness for
preaching and lecturing, which in Paradise Lost is a positive weakness; (4) the
narrowness of outlook, strongly Puritanical, seen in his outbursts against his opponents
(as in Lycidas), in his belief regarding the inferiority of women, and in his scorn for the
"miscellaneous rabble."

(b) the Classical Strain. Curiously interwrought with the severity of his religious nature
is a strong bent for the classics,'which is pagan and sensuous. His learning was wide and
matured; he wrote Latin prose and verse as freely as he wrote English. His classical bent
is apparent in (1) his choice of classical and semi-classical forms--such as the epic, the
Greek tragedy, and the pastoral; (2) the elaborate descriptions and enormous similes
mParadise Lost; (3) the fondness for classical allusion, which runs riot through all his
poetry; (4) the dignity of his style, and its precision and care. His very egoism takes a
high classical turn. In his blindness he compares himself with



139

Blind Thamyris and blind Mseonides, And Tiresias and Phineus, prophets old.
In his choice of diction we have the classical element abundantly apparent; and, lastly,
the same element appears in the typical Miltonic grandeur and frigidity, the arrogant
aloofness from men and mortals.

(c) His Poetical Genius. As a poet Milton is not a great innovator;

his function is rather to refine and make perfect. Every form he

touches acquires a finality of grace and dignity. The epic, the ode,

the classical drama, the sonnet, the masque, and the elegy--his

achievements in these have never been bettered and seldom ap

proached. As a metrist he stands almost alone. In all his metres

we observe the same ease, sureness, and success.

(d) His Position in Literature. In literature Milton occupies an

important central or transitional position. He came immediately

after the Elizabethan epoch, when the Elizabethan methods were

crumbling into chaos. His hand and temper were firm enough to

gather into one system the wavering tendencies of poetry, and to

give them sureness, accuracy, and variety. The next generation,

lacking the inspiration of the Elizabethans, found in him the necefr

sary stimulus to order and accuracy; and from him, to a great extent,

sprang the new 'classicism' that was to be the rule for more than a

century.

OTHER POETS

1. The Metaphysical Poets. The works of this group of poets have several features in
common: (i) the poetry is to a great extent lyrical; (i) in subject it is chiefly religious or
amatory; (iii) there is much metrical facility, even in complicated lyrical stanzas; (iv)
the poetic style is sometimes almost startling in its sudden beauty of phrase and melody
of diction, but there are unexpected turns of language and figures of speech (hence the
name of the group).

(a) George Herbert (1593-1633) was born at Montgomery Castle, educated at
Westminster School and at Trinity College, Cambridge, where he was appointed Fellow
and reader, took holy orders, and, in 1630, became rector of Bemerton, near Salisbury.
None of his poems was published during his lifetime. The Temple (published 1633)
shows his zeal for the Church of England and concern with practical theology. He
himself described the work as "a picture of the many spiritual conflicts that have passed
betwixt God and my soul, before I could subject mine to the will of Jesus



140

my Master; in whose service I have now found perfect freedom." The poems are
peculiarly honest, intimate, sincere, and modest. They are homely, quiet, and colloquial,
and touched with a quaint humour. They are metaphysical in their unusual conceits
(though Herbert does not cultivate the learned scholastic imagery of Donne) and in the
blend of thought and feeling. Herbert was a careful artist, precise and simple in
expression, fond of unusual metrical patterns (as in Easter Wings), and a lover of
harmony. His poetry is sensitive to the most delicate changes of feeling. We give here a
typical and well-known poem from The Temple:

THE COLLAR

I Struck the board, and cry'd, No more.

I will abroad.

What ? shall I ever sigh and pine ?

My lines and life are free; free as the rode,
Loose as the winde, as large as store.

Shall I be still in suit ?

Have I no harvest but a thorn

To let me bloud, and not restore

What I have lost with cordiall fruit?

Sure there was wine

Before my sighs did drie it: there was corn
Before my tears did drown it.

Is the yeare onely lost to me?

Have I no bayes to crown it ?

No flowers, no garlands gay? all blasted?
All wasted ?

Not so, my heart: but there is fruit,

And thou hast hands.

Recover all thy sigh-blown age

On double pleasures: leave thy cold dispute
Of what is fit, and not; forsake thy cage,
Thy rope of sands,

Which pettie thoughts have made, and made to thee
Good cable, to enforce and draw,

And by thy law,

While thou didst wink and wouldst not see.
Away; take heed:

I will abroad.

Call in they deaths head there: tie up thy fears.
He that forbears

To suit and serve his need,

Deserves his load.

But as I rav'd and grew more fierce and wilde



At every word,
Me thoughts I heard one calling, Childe:
And I reply'd, My Lord.
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(b) Richard Crashaw (1613 (?)-49), the son of a Puritan clergyman,

was bom in London and educated at the Charterhouse and at Cambridge.

During the Civil War his professed Royalist sympathies led to the loss (in

1644) of his fellowship at Peterhouse. He then went abroad and, in 1645,

entered the Roman Church. He died at Loretto.

His best work is in Steps to the Temple (1646) and much of it was reprinted with
valuable additions in Carmen Deo Nostra (1652).

In many ways Crashaw is not metaphysical: his poems reveal no complexity of mind,
no conflict or tension: the manner is not colloquial, and the images are pictorial rather
than intellectual, lacking the homeliness of Donne and Herbert. At the same time he has
the metaphysical fondness for the striking conceit, which, in him, often becomes
fantastic. His poetry is notable for its fire and fervour, and the impetus which it derives
from his religious excitement and exaltation. It is emotional rather than thoughtful, and
his long, irregular odes are full of gaudy extravagances and sensuous decoration, often
showing an undisciplined rapture, though he is capable of simple beauty.

We quote an extract to show the exalted mood to which his poetry can ascend :

Live in these conquering leaves; live all the same;
And walk through all tongues one triumphant flame;
Live here, great heart;' and love, and die, and kill;
And bleed, and wound, and yield, and conquer still.
Let this immortal life where'er it comes

Walk in a crowd of loves and martyrdoms.

Let mystic deaths wait on't; and wise souls be

The love-slain witnesses of this life of thee.

O sweet incendiary! show here thy art,

Upon undaunted daughter of desires!

By all thy dower of lights and fires; ...

By thy last morning's draught of liquid fire;

By the full kingdom of that final kiss

That seized thy parting soul, and sealed thee his;...
Leave nothing of myself in me.

The Flaming Heart

(c) Henry Vaughan 1622 (?)-95) was born in Wales, and was
descended from an ancient family. After Oxford, he went to London to
study law, then turned to medicine, and practised at Brecon.

'Of St Teresa
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His books include Poems (1646), Olor Iscanus (published 1651) Silex Scintillans
(1650), and Thalia Rediviva (1678).

Vaughan's love-poems, though they are often prettily and sometimes beautifully
phrased, are inferior to his religious pieces, especially those in Silex Scintillans. His
religious fervour is nobly imaginative, and strikes out lines and ideas of astonishing
strength and beauty. His regard for nature, moreover, has a closeness and penetration
that sometimes (for example, in The Retreat) suggest Wordsworth.

(d) Thomas Carew (1594 (?)-1639 (?)) was born in Kent, educated at Oxford, and
studied law in the Middle Temple. He attained to some success as a courtier, but later
died in obscurity.

His Poems (1640) show his undoubted lyrical ability. The pieces are influenced by
Donne and Jonson, but they have a character of their own. The fancy is warmly
coloured, though it is marred by licence and bad taste. We quote a lyric which can be
taken as representative of the best of its kind. Its fancy is too rich and beautiful to be
called fantastic, and its golden felicity of diction is rarely equalled.

Ask me no more where Jove bestows,
When June is past, the fading rose,
For in your beauty's orient deep

These flowers, as in their causes, sleep.

Ask me no more whither do stray
The golden atoms of the day,

For, in pure love, heavon did prepare
Those powders to enrich your hair.

Ask me no more whither doth haste
The nightingale when May is past,
For in your sweet dividing throat

She winters and keeps warm her note.

Ask me no more where those stars light
That downwards fall in dead of night,
For in your eyes they sit, and there,
Fixed, become as in their sphere.

Ask me no more if east or west
The phoenix builds her spicy nest,
For unto you at last she flies,
And in your fragrant bosom dies.

(c) Abraham Cowley (1618-4S7) was born in London, the son of a wealthy citizen. He
was educated at Westminster School and .-it Cambridge, where he distinguished
himself as a classical scholar.
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In the Civil War he warmly supported the King; followed the royal family into exile,
where he performed valuable services; returned to England at the Restoration; and for
the remainder of his life composed books in retirement.

Cowley, even more than Pope and Macaulay, is the great example of the infant prodigy.
When he was ten he wrote a long epical romance, Pyramus and Thisbe (1628), and two
years later produced an even longer poem called Constantia and Philetus (1630). All
through his life he was active in the production of many kinds of work--poems, plays,
essays, and histories. His best-known poem was The Davideis (published 1656), a rather
dreary epic on King David, in heroic couplets. Other poems were The Mistress (1647), a
collection of love-poems, and the Pindarique Odes, which are a curious hybrid between
the early freedom of the Elizabethans and the classicism of the later generation. His
prose works included his Essays and Discourse by way of Vision concerning the
Government of Oliver Cromwell (1661).

In Cowley the metaphysical strain had become feeble. He was learned and ingenious of
fancy, but his work suffered from a lack of deep feeling, and in him the use of the
metaphysical wit and conceit deteriorated into mere ingenuity and mannerism.

Both in prose and poetry he was a man of various methods, showing the wavering
moods of the transitional poet. His heroic couplets and irregular odes foreshadow the
vogue of the approaching 'correctness'; his essays, in their pleasant egoism and
miscellaneous subject-matter, suggest Addison; and his prose style, plain and not
inelegant, draws near to the mode of Dryden. His variety pleased many tastes; hence the
popularity that was showered upon him during his day. But he excelled in no particular
method; and hence the partial oblivion that has followed.

(f) Andrew Marrell (1621-78), the son of a clergyman, was educated at Cambridge.
After a period abroad he became tutor to the daughter of Lord Fairfax, and during this
period (1650-52) he wrote most of his best poetry. From 1657 to 1659 he assisted
Milton in his duties as Secretary for Foreign Tongues, and he helped to protect him
from the royal wrath after 1660. He served as Member of Parliament for Hull from 1659
until his death.

His controversial prose writings were popular in his day, but, with the exception of his
vindication of Milton in The Rehearsal Transprosed (1672-73), a work full of humour
and charm, and his News-letters, which reported to his constituents the doings of
Parliament
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during the period of his membership of the House, they are now of little interest.

His poems were circulated in manuscript during his life, but most were not published
until 1681. They have been described as the finest flower of serious and secular
metaphysical verse. Marvell's work has the subtlety of wit, the passionate argument and
the learned imagery of the metaphysicals, combined with the clarity and control of the
classical followers of Jonson and the gracefulness of the cavaliers. His rhythms are
flexible, his melody delicate. He loved Nature and the freshness of gardens, and in all
his work there is a high seriousness and absolute sincerity. We give below the well-
known lines from 7o his Coy Mistress, which illustrate clearly the metaphysical blend
of passion and fantastic conceit, handled by Marvell with his distinctive control and
poise.

But at my back I always hear

Time's winged chariot hurrying near:
And yonder all before us lie

Deserts of vast Eternity.

Thy beauty shall no more be found;
Nor, in thy marble vault, shall sound
My echoing song: then worms shall try
That long preserved virginity:

And your quaint honour turn to dust;
And into ashes all my lust.

The grave's a fine and private place,
But none I think do there embrace.

2. The Cavalier poets are lyrical poets, and deal chiefly with love and war.

(a) Robert Herrick (1591-1674) was born in London, and edu

cated at Cambridge. In 1629 he was appointed to a living in

Devonshire, where he died.

His two volumes of poems are Noble Numbers (1647) and Hespe--ides (1648). Both are
collections of short poems, sacred and profane. In them he reveals lyrical power of a
high order: fresh, passionate, and felicitously exact, but at the same time meditative and
observant. Herrick was strongly influenced by Jonson and the classics; he delighted in
the good things of this world; but that did not prevent his having a keen enjoyment of
Nature and a fresh outlook upon life. Among the best known of his shorter pieces are
To Anthea, To Julia, and Cherry Ripe.

(b) Richard Lovelace (1618-58) was born at Woolwich, was edu

cated at the Charterhouse and at Oxford. When the Civil War
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broke out he was imprisoned by the Roundheads; and, being liberated on parole, could
do little actively to assist Charles. At a later stage he saw some soldiering in France,
returned to England, and died in obscure circumstances.

His volume Lucasta (1649) contains the best of his shorter pieces, which had appeared
at different times previously. His best-known lyrics, such as To Althea, from Prison and
To Lucas ta, going to the Wars, are simple and sincere, and free from the cynicism of
his day, but most of his poems are careless in workmanship, full of affected wit and
gallantry, and often rendered obscure by extravagant and grotesque conceits.

(¢) Sir John Suckling (1609-42) was born in Middlesex, and at the age of eighteen fell
heir to a large fortune. He was educated at Oxford, travelled on the Continent, served as
a volunteer under Gustavus Adolphus, and became a favourite of Charles I. He was
implicated in Royalist plots, and escaped abroad (1641), where he died under conditions
that are somewhat mysterious.

To some extent (for he seems to have lacked physical courage) Suckling was the
cavalier of the romances and the Restoration plays --gay, generous, and witty. His
poems largely reflect these characteristics. As a poet he has great ability, but he is
usually the elegant amateur, disdaining serious and sustained labour. Some of his
poems, such- as the Ballad upon a Wedding (given below) and Why so Pale and Wan,
Fond Lover? show the tricksy elegance that is his chief attraction.

Her finger was so small, the ring,

Would not stay on, which they did bring,
It was too wide a peck:

And to say truth (for out it must)

It looked like the great collar (just)
About our young colt's neck.

Her feet beneath her petticoat,
Like little mice, stole in and out,
As if they feared the light:

But O, she dances such a way !
No sun upon an Easter-day

Is half so fine a sight.

Her cheeks so rare a white was on,
No daisy makes comparison,
(Who sees them is undone).
For streaks of red were mingled there,
Such as are on a Catherine pear

The side that's next the sun.
A Ballad upon a Wedding

10



146
DRAMA

1. Philip Massinger (1583-1640) was born at Salisbury, educated at

Oxford, and became a literary man in London, writing plays for the King's

Men, a company of actors. If we may judge from his begging letters that

survive, he found in dramatic work little financial encouragement. He

died and was buried in London.

Massinger began his career as a collaborator with older, better-known dramatists, and
especially with Fletcher, whose influence over him was strong. Among his best-known
plays are his comedies, A New Way to Pay Old Debts (published 1633) and The City
Madam (published 1632), and his tragedies, the Duke ofMilaine (published 1623), and
The Unnatural Combat (published 1639). His finest qualities are the fluency and vitality
of his blank verse, the clarity and strength of his plot construction, and his fine theatre
sense. His characters (with one or two notable exceptions, like Sir Giles Overreach in A
New Way to Pay Old Debts, and Luke Frugal in The City Madam) ait usually types rather
than individuals, and in situation, theatrical device, and characterization, he has a
fondness for repetition which is a serious weakness. The shallow, boldly drawn
characters often place too great a strain upon our credulity--his villains are villainous,
and his women shameless, to an incredible degree. Predominantly serious in temper,
Massinger often deals with the political issues of his day. He seems to lack real humour,
and the comic garb can sit rather uneasily upon him.

2. John Ford (1586-1639?) was born in Devonshire, perhaps educated

at Oxford, and studied, though he seems never to have practised, law. He

became an active producer of plays, chiefly tragedies, both on his own

account and in collaboration with other playrwrights.

In his nature Ford had a morbid twist which gave him a strange liking for the horrible and
the unnatural. His plays are unequal in quality; but the most powerful of them are
prevented from being revolting by their real tragic force and their high literary aims. In
The Broken Heart (published 1633) he harrows the reader's feelings almost beyond
endurance, while' Tis Pity She's a Whore of the same year is a grim story of unhallowed
passion; his Perkin Warbeck(1634), a historical tragedy, is reckoned to be among the
best historical drama outside of Shakespeare; and in The Witch of Edmonton (soon after
1621) he collaborated with Dekker, Rowley, and others to produce a powerful domestic
drama. Others of the sixteen plays
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attributed to him are The Lover's Melancholy (1628), Love's Sacrifice (1633), and The
Fancies, Chast and Noble (1638).

PROSE

Sk THomas BrownE (1605-82) may be taken as representative Of the best prose-writers
of the period.

1.His Life. Browne was born in London, educated at Winchester and Oxford, and
studied medicine. For a time he practised in Oxfordshire; then he travelled abroad,
receiving his degree of M.D. at Leyden. Returning to England (c. 1634), he soon
removed to Norwich (1637), where for the remainder of his life he successfully
practised as a doctor.

2.His Works. Almost alone among his contemporaries, Browne seems to have been
unaffected by the commotions of the time. His prose works, produced during some of
the hottest years of civil contention, are tranquilly oblivious of unrest. His books are
only five in number, are individually small in size, and are of great and almost uniform
merit. Religio Medici (written c¢. 1635 and published 1642), his confession of faith, is a
curious mixture of religious faith and scientific scepticism; Pseudodoxia Epidemica, or
Vulgar Errors (1646), sharing the same mental inconsistency, resembles the work of
Burton in its out-of-the-way learning; Hydriotaphia: Urne Buriall (1658), commonly
considered to be his masterpiece, contains reflections on human mortality induced by
the discovery of some ancient funeral urns; The Garden of Cyrus (1658) is a treatise on
the quincunx. A last work, Christian Morals, was published after his death.

3.His Style. Browne's claim to fame is as a literary stylist rather than as a philosopher.
He shows the ornate style of the time in its richest bloom. His diction is strongly
Latinized, sometimes to the limit of obscurity; and he has the scholastic habit of
introducing Latin tags and references. In this he resembles Burton; but in other respects
he is far beyond the author of The Anatomy of Melancholy. His sentences are carefully
wrought and artistically combined into paragraphs; and, most important from the purely
literary point of view, the diction has a richness of effect unknown among other English
prose-writers. The rhythm is harmonious, and finishes with carefully attuned cadences.
The prose is sometimes obscure, rarely vivacious, and hardly ever diverting; but the
solemnity and beauty of it have given it an enduring fascination. A brief extract will
illustrate some of its qualities:
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Pious spirits who passed their days in raptures of futurity, made little more of this world,
than the world that was before it, while they lay obscure in the chaos of preordination,
and night of their fore-beings And if any have been so happy as truly to understand
Christian annihilation, ecstasies, exolution, liquefaction, transformation, the kiss of the
spouse, gustation of God, and mgression into the divine shadow, they have already had
an handsome anticipation of heaven; the glory of the world is surely over, and the earth in
ashes unto them.

To subsist in lasting monuments, to live in their productions, to exist in their names and
predicament of chimeras, was large satisfaction unto old expectations, and made one
part of their Elysiums. But all this is nothing in the metaphysics of true belief. To live,
indeed, is to be again ourselves, which being not only an hope, but an evidence in noble
believers, 'tis all one to lie in St Innocent's churchyard, as in the sands of Egypt. Ready
to be anything, in the ecstasy of being ever, and as content with six foot as the moles of
Adrian us.

Hydriotaphia

OTHER PROSE-WRITERS

1. Edward Hyde, Earl of Clarendon (1609-74), was born in Wiltshire, educated at
Oxford, and studied law. A man of excellent address, he was a successful lawyer, and
became a member of the House of Commons. At first he was attached to the
Parliamentary side, but he separated from the party on account of their attitude to the
Church. He changed over to the Royalists, and thenceforward became one of the
foremost advocates of the King's cause. After the downfall of the Royalists he
accompanied the young Charles into exile; and at the Restoration he was appointed
Lord Chancellor and raised to the peerage as Earl of Clarendon. He was too severe for
the frivolous Restoration times, was exiled (1667), and died in France. His body was
buried in Westminster Abbey.

His great work, The History of the Rebellion and Civil Wars in England, was begun as
early as 1646 and finished during the years of his last exile. It was not published till
1704. To some extent the work is based on his own knowledge of the struggle; it lacks
proportion and complete accuracy; but the narrative is strong and attractive, and it
contains masterly character-sketches of some of the chief figures in the struggle. It is
composed in long, lumbering sentences, loaded with parentheses and digressions, but
the style is readable. It is the most important English work of a historical nature up to
the date of its issue.

2. Thomas Hobbes (1588-1679) was born at Malmesbury, and

was the son of a clergyman. He finished his education at Oxford,
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and became tutor to the future Earl of Devonshire. He supported the Royalist cause, was
exiled by the Roundheads, and at the Restoration was awarded a pension. The remainder of
his long life was devoted to literature.

Hobbes took an active part in the intellectual broils of the period, and much of his work is
violently contentious. His chief book was Leviathan (1651), which expounded his
political theories. The ardour of his opinions embroiled him with both of the chief political
parties, but the abuse that it occasioned gave the book an immense interest. The style in
which it is written is hard, clear, and accurate --almost the ideal medium for sustained
exposition and argument.

3. Jeremy Taylor (1613-67) is the most prominent literary divine of the period. The son
of a barber, he was born and educated at Cambridge, though latterly he removed to
Oxford. Taking holy orders, he distinguished himself as an ardent expounder of the
Royalist cause, and for a time he was imprisoned by the Parlia mentary party. At the
Restoration he was rewarded by being appointed to the Irish bishoprics of Down and
Dromore. He died in Ireland.

A learned, voluble, and impressive preacher, Taylor carried the same qualities into his prose
works, which consisted of tracts, sermons, and theological books. His most popular works,
in addition to. his collections of sermons, were The Liberty of Prophesying, (1647), Holy
Living (1650), and Holy Dying (1651). In his writings he is fond of quotations and allusions
and of florid, rhetorical figures, such as simile, exclamation, and apostrophe; and his
language, built into long, stately, but comprehensible sentences, is abundant, melodious,
and pleasing.

4. Thomas Fuller (1608-61) was born in Northamptonshire, his father being a clergyman.
He was educated at Cambridge, and took holy orders. He received various appointments,
and by his witty sermons attracted the notice of Charles I. During the Civil War he

was a chaplain to the Royalist forces; but when his side was defeated he made his peace with
the Parliamentary party and was permitted to carry on his literary labours. He died the year
after the Restoration.

Fuller had an original and penetrating mind, a wit apt for caustic comment, and an industry
that remained unimpaired till the end of his life. His literary works are therefore of great
interest and value. His serious historical books include The History of the Holy War (1639),
dealing with the Crusades, and The Church History of Britain
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(1655). Among his pamphlets are Good Thoughts in Bad Times (1645), and An Alarum to
the Counties of England and Wales (1660). The work that has given him his reputation is his
The Worthies of England, published by his son in 1662. It shows his peculiar jocosity at its
best.

THE DEVELOPMENT OF LITERARY FORMS

1. Poetry, (a) The Lyric. The period is rich in lyrical poetry of a peculiar kind. The theme
is chiefly love or religion. With the exception of some of those of Marvell, most of the
love-poems are dedicated to ladies of the usual literary convention, such as Althea, Celia,
and Phyllis, who both in name and nature resemble the stock characters of the artificial
pastoral poetry. The language addressed to such creations cannot be that of deep and
genuine passion; it is rather that of polite compliment, verbal quibble, or courtly jest.
This type of lyric is a charming literary exercise, but hardly the inspired searching of the
lover's heart. We have already noticed the poems of Herrick, Lovelace, Suckling, and
Carew as being representative of this class. To these names may be added those of George
Wither (1588-1667), who writes freshly and sweetly, and the numerous miscellaneous song-
writers, mostly anonymous, who in inspired moments could produce such charming lyrics
as "Phillida flouts me."

The religious lyric, on the other hand, as we can see in the case of Crashaw and Vaughan,
is frequently passionately inspired; and we have commented upon the incongruity that
frequently disfigures the style. In the case of Milton his lyrics are superbly phrased, but they
too lack spontaneity. His sonnets, among the noblest of their class, have much more depth
of feeling.

(6) The Epic. The true epic treats of a sublime subject in the grand manner. In some respects
Beowulfis an epic, but strictly speaking the English epic does not appear till this age.
Cowley's Davideis (1656) and Davenant's Gondibert (1650) aspire to be great epics; but
though they subscribe to the rules governing the outward form of the species they lack the
inner spirit and they are failures. Milton's Paradise Lost (begun in 1658) has the heat and
inspiration, but the Puritan bias in his nature led him to the rather unsuitable subject of the
fall of man. It is unsuitable because it is weak in heroic action. Much more appropriate
would have been the story of King Arthur, which for a long time he thought of using.
Otherwise Milton's treatment of the subject is strictly orthodox. Nominally at least he



151

adheres to the epical unity of action; he draws his characters with the wide sweep; and
the style is a triumph of English epical style. His Paradise Regained (1671) is worked
out on the same lines, but it is shorter and weaker than the earlier epic.

¢)The Ode. In Spenser's Epithalamion and Prothalamion we have seen the irregular ode
attain to a high degree of perfection. In this age we observe the appearance of the
Pindaric ode, which was to be so popular in the succeeding generations. Though it
appears to be irregular, the Pindaric ode is really bound by stringent rules; its language is
ornately artificial; and its diction mannered and unreal. Therefore it is suited to the
needs of a transitional period that desires artificiality with a show of freedom. Cowley's
Pindarique Odes (1656) are the first of their class in English.

d)Descriptive and Narrative Poetry. In this wide class we may include Milton's
L'Allegro and 1l Penseroso, Herrick's pastoral poems, and Crashaw's religous-
descriptive pieces. To these may be added the Cooper's Hill (1642) of Sir John
Denham (1615-69), a descriptive poem much praised in its day, and the romantic poem
Pharonnida (1659) by William Chamberlayne (1619-89). In all these poems we may
observe the growing tendency to avoid contact with actual wild nature, and to seek
rather the conventional and bookish landscapes familiar in the more artificial classical
authors. Already the new classicism is declaring itself.

2.Drama. Earlier in this chapter we have noticed the decline and temporary collapse of
the drama (1642). The plays of Massinger sustain the expiring spirit of the great
Elizabethans; those of Ford follow the tragical school of Webster and Tourneur. Other
playwrights are James Shirley (1596-1666), who wrote some pleasing comedies of
London life, such as The Lady of Pleasure (1635), and the feebler writers Suckling and
Davenant.

3.Prose. While the period is almost devoid of narrative prose of the lighter sort, it is
quite rich in prose of other kinds.

(a) The Sermon. This period has been called 'the Golden Age of the English pulpit.' No
doubt the violent religious strife of the time has much to do with the great flow of
sermon writing, which is marked with eloquence, learning, and strong argument. In
addition to Jeremy Taylor and Fuller, already mentioned, we may notice Robert South
(1634-1716), who writes rather more briefly and simply than the rest, Isaac Barrow
(1630-77), learned and copious, and Richard Baxter (1615-91), a Nonconformist,
whose The Saints' Everlasting Rest (1649) has survived all his preachings.
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b)Philosophical Works. On the moral side there are the works of Sir Thomas Browne;
on the political those of Hobbes; and on the ereligious side the books of John Hales
(1584-1656). Works of this type show a growing knowledge and advancing scholarship,
joined sometimes to quaint conceits and artless credulity.

c)Historical Works. In this class Clarendon's and Fuller's works stand pre-eminent. The
development of the history will be noticed in a future chapter (see p. 280).
d)Miscellaneous Prose. In this large and varied group may be included the pamphlets of
Milton, Hobbes, Fuller, and many more; the attractive books of Izaac Walton (1593-
1683), whose The Compleat Angler (1653) is the classic of its kind; the interesting
Resolves, short miscellaneous essays, of Owen Felltham (1602 (?)-68); and the
Familiar Letters (1645), an early type'of essay-journalism, of James Howell (1594 (?)-
1666).

e)

THE DEVELOPMENT OF LITERARY STYLE

1. Poetry. In surveying the poetical style of the age one is aware of conflicting
tendencies, a state of affairs quite in keeping with the transitional nature of the time.

(a) The lyrical style shows a decline from the natural splendours of the Elizabethan age;
but it shows an increase in care, in polish, and in actual metrical dexterity. Moreover, in
the best examples of the time we find a melodious resonance and beauty that are quite
peculiar to the period. The lyric of Carew quoted on p. 142 illustrates this felicity both
of sound and expression. The startling 'metaphysical' quality of the works of many of
the poets has been commented upon. It is revealed at its worst in the works of John
Cleveland (1613-58), whose more violent efforts came to be known as ' Clevelandisms.’
The following is a mild example of his manner:

The flowers, called out of their beds,
Start and raise up their drowsy heads;
And he that for their colour seeks,
May find it vaulting in her cheeks,
Where roses mix; no civil war
Between her York and Lancaster.

The marigold, whose courtier's face
Echoes the sun, and doth unlace

Her at his rise, at his full stop

Packs and shuts up her gaudy shop,
Mistakes her cue, and doth display:
Thus Phillis antedates the day.

Upon Phillis walking in a-Morning before Sun-risirv
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b)In blank verse conflicting movements are also apparent. In Milton the style reaches a
magnificent climax. But in the drama, especially in the drama of minor playwrights of
the ability of Suckling and Davenant, it becomes a huddle of verse and prose, so bad
that one hesitates to say where the verse ends and the prose begins. It is the last stage of
poetical decrepitude.

c)The herioic couplet begins to appear, ushering in its long reign. We have it appearing
as early as Spenser's Shepheards Calendar (1579) and Sandy's Ovid's Metamorphoses
(1626) or (often with an eleventh unstressed syllable) as far back as Chaucer; but the
true stopped couplet, as used by Dryden and developed by Pope, is usually set down to
the credit of Cowley's Davideis (1656), or Denham's Cooper's Hill (1642), or the
shorter poems of Edmund Waller (1606-87), who wrote stopped couplets as early as
1623. The heroic couplet will receive further notice in the next chapter.

2. Prose. In prose also we see the opposing tendencies. The principal movement is
toward ornate prose, in Browne, Jeremy Taylor, Clarendon, and in the Scottish writer
William Drummond of Hawthornden (1585-1649), whose A Cypresse Grove (1623)
is in the fashionable funereal vein. In the middle style we have the precision of Hobbes
in Leviathan. At the other extreme from the ornate, the miscellaneous writers adopt
great simplicity. Of this class, which includes Howell and Felltham, the best example is
Izaac Walton, whose artless prose is shown in the following specimen :

Piscator. O sir, doubt not but that angling is an art. Is it not an art to deceive a trout with
an artificial fly? a trout that is more sharp-sighted than any hawk you have named, and
more watchful and timorous than your high-mettled merlin is bold! and yet 1 doubt not to
catch a brace or two to-morrow for a friend's breakfast-. Doubt not, therefore, sir, but
that angling is an art, and an art worth your learning; the question is rather, whether you
be capable of learning it? for .angling is somewhat like poetry, men are to be born so-- |
mean with inclinations to it, though both may be heightened by discourse and practice;
but he that hopes to be a good angler must not only bring an inquiring, searching,
observing wit, but he must bring a large measure of hope and patience, and a love and
propensity to the art itself; but having once got and practised it, then doubt not but
angling will prove to be so pleasant that it will prove to be like virtue, a reward to itself.
The Compleat Angler
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CHAPTER VII

TIME-CHART OF THE CHIEF AUTHORS

The thick line shows the period of active literary work.
THE HISTORICAL BACKGROUND (1660-1700)

Three historical events deeply influenced the literary movements of the time: the
Restoration of the year 1660; the Roman Catholic controversy that raged during the latter
half of Charles II's reign; and the Revolution of the year 1688.

1. The Restoration (1660). The Restoration of Charles II brought about a revolution in our
literature. With the collapse of the Puritan Government there sprang up activities that
had been so long suppressed that they flew to violent excesses. The Commonwealth had
insisted on gravity and decorum in all things; the Restoration encouraged a levity that
often became immoral and
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indecent. Along with much that is sane and powerful, this latter tendency is prominent
in the writing of the time, especially in the comedies.

2.The Religious Question. The strength of the religious-political passions of the time is
reflected in the current literature. The religion of the King was suspect; that of his
brother James was avowedly Papist; and James was the heir-apparent to the crown.
There was a prevalent suspicion of the Catholics, which, though it might have been
groundless, was of such depth and intensity that it colours all the writings of the time.
The lies of Titus Oates added to the popular frenzy, so that when the Earl of
Shaftesbury sought to exclude James from the throne and supplant him by the Duke of
Monmouth it needed all the efforts of Charles (himself secretly a Roman Catholic) to
save his brother. The famous poem of Dryden, Absalom and Achitophel, is an
outstanding example of a kind of poem that abounded during those troubled years.
3.The Revolution (1688). James succeeded to the throne in 1685; but so soon did he
reveal his Roman Catholic prejudices that he was rejected in three years and was
replaced by Protestant sovereigns. Henceforth religious passions diminish in intensity;
and the literature of the succeeding years tends to emphasize the political rather than the
religious side of public affairs.

THE NEW CLASSICISM

By the year 1660 Elizabethan romanticism had all but spent itself. Of the great figures
of the earlier era only one survived, John Milton, and he had still to write Paradise
Lost; but in everything Milton was of the past. At the Restoration he retired and worked
in obscurity, and his great poem reveals no signs of the time in which his later years
were cast.

At the Restoration the break with the past was almost absolute. It involved our literature
in the deepest degree; subject and style took on a new spirit and outlook, a different
attitude and aim. Hence the post-Restoration period is often set up as the converse and
antithesis of the previous Elizabethan age. It is called classical, as opposed to the
Elizabethan romanticism. Though the contrast between the two epochs need not be
over-emphasized, yet the differences are very great. Let us see in what respects the new
spirit is shown.

1. Imitation of the Ancients. Lacking the genius of the Elizabethans, the authors of the
time turned to the great classical
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writers, in particular to the Latin writers, for guidance and inspiration. This habit, quite
noticeable during the time of Dryden, deepened and hardened during the succeeding era
of Pope--so much so that the latter laid down as a final test of excellence;

Learn hence for ancient rules a just esteem;
To copy Nature is to copy them.

2.Imitation of the French. Charles II had spent most of his years of exile in France, and
when he returned to England he brought with him a new admiration for French
literature. In particular the effects of this penetrated very deeply into the drama,
especially into comedy, the most copious literary product of the Restoration. Of French
comedy the great Moliere was the outstanding exponent, and his influence was very great.
In the more formal tragedy French and classical models were combined to produce a
new type called the theroic play. The type is well represented by Dryden's Tyrannic
Love.

3.The 'Correct' School. The Elizabethans too had drawn upon the ancients, but they
used their gains freely and joyously, bending the work of the classical authors to their
own wills. The imitative work of the new school was of a frigid and limited quality. The
school of Dryden was loath to alter; the age of Pope abandoned freedom altogether.
Pope puts it thus :

Those Rules of old discovered, not devised,
Are Nature still, but Nature methodised.

Thus they evolved a number of 'rules', which can usefully be summarized in the
injunction "Be correct”. 'Correctness' means avoidance of enthusiasm; moderate opinions
moderately expressed, strict care and accuracy in poetical technique; and humble
imitation of the style of the Latin classics.

Dryden did not attain altogether to this ideal. Pope and his immediate successors called
him "copious", thus hinting at a lack of care and an unrestrained vigour that were
survivals of an earlier virility. Yet Dryden has the new tendency very clearly marked. To
him Dr Johnson first applied the epithet "Augustan", saying that Dryden did to English
literature what Augustus did to Rome, which he "found of brick and left of marble".
Dryden is the first great exponent of the new ideas that were to dominate our literature
till the end of the eighteenth century.
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JOHN DRYDEN (1631-1700)

1. His Life. Dryden was born near Oundle in Northampton shire, and may have begun
his education at Oundle Grammar School. He later entered Westminster School and went
on to Cambridge. In 1657 or 1658 he moved to London, where he

remained for the rest of his life as a man of letters. His life was a long one. It was, in
addition, an exceedingly fruitful one. For forty years he continued to produce an
abundance of literary works of every kind--poems, plays, and prose works. The quality of it
was almost unfailingly good, and at the end of his life his poetry was as fresh and
vivacious as it had been in the prime of his manhood.

Of Dryden it can be said without qualification that he is representative of his age. Indeed, it
has been urged as a fault against his character that he adapted himself with too facile a
conscience to the changing fortunes of the times. His earliest work of any importance is
pre-Restoration (1659), and consists of a laudation of the recently dead Oliver Cromwell.
At the Restoration he changed his views, attaching himself to the fortunes of Charles II and
to the Church of England. This loyalty brought its rewards in honours and pensions, so
that for many years Dryden was easily the most considerable literary figure in the land.
Yet his career was not without its thorns, for smaller men were busy with their slanders.
On the accession of James II in 1685 Dryden changed his faith and political persuasion,
becoming a Roman Catholic. To his new beliefs he adhered steadfastly, even when in 1688
the Revolution brought certain disaster to such public men as adhered to Catholicism. Thus
Dryden lost his posts of Poet Laureate and Historiographer Royal. The Laureateship was
conferred on Shadwell, his most rancorous foe; and Dryden retired with dignity to sustain
his last years with his literary labours. To this last period of his career we owe some of his
finest translations and narrative poems. When he died in 1700 he was accorded a splendid
funeral in Westminster Abbey, though it was many years before his grave was marked by a
tombstone.

2. His Poetry. Dryden began his life's work with poetry; he concluded it with poetry;
and the years between are starred with the brightness of his greater poems. As early as
February 1664 Pepys records in his diary that he met "Mr Dryden, the poet"; and

he remained " Mr Dryden, the poet" till the day of his death. It is therefore as a poet that
Dryden is chiefly to be judged.
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His first published poem of any consequence was a series of heroic stanzas on the death
of the Protector Oliver Cromwell (1659). It consists of thirty-seven quatrains of no
particular merit. They move stiffly, and are quite uninspired by any political or personal
enthusiasm, but they are a striking manifestation of Dryden's directness, and show a
certain angular force and some metrical dexterity. Two stanzas will show the art of the
earliest Dryden :

His grandeur he derived from Heaven alone.
For he was great, ere Fortune made him so;
And wars, like mists that rise against the sun,
Made him but greater seem, not greater grow.

No borrowed bays his temples did adorn,

But to our crown he did fresh jewels bring;
Nor was his virtue poisoned, soon as born,

With the too early thoughts of being king.

In 1660 he made a great step forward in poetical craftsmanship by publishing Astrcea
Redux, in celebration of Charles It's return. The poem represents a complete reversal of
the poet's political opinions; but it is nevertheless a noteworthy literary advance. In its
handling of the subject it shows a firmer grip and stronger common sense; in its style a
new command of sonorous and dignified phrasing; and (as important a feature as any of
the others) it is written in the heroic couplet.

Methinks 1 sec those crowds on Dover's strand.
Who in their haste to welcome you to land
Choked up the beach with their still growing store,
And made a wilder torrent on the shore.

Here we see Dryden, though not yet at his best, coming to his own. The couplet marches
with a steady but animated ring and swing. Its phrasing is apt and vivid; and it possesses
a strength and music that are new. It marks the beginning of that adherence to the use of
the couplet which was to be Dryden's lifelong habit, and which was to mark a new
epoch in our literature.

Two other poems of this year, one on the coronation and one addressed to the Chancellor,
Clarendon, resemble Astrcea Redux in their main features, and are little inferior.
Dryden's early poetical work concludes with Annus Mirabilis (published 1667), which
gives a spirited account of the Great Fire and the war with the Dutch in the previous
year. The poem is in quatrains, and shows a great increase in case and flexibility within
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the verse form. The two parts of the narrative are skilfully blended, and the description
of the fire, in particular, is full of vigour and striking imagery. The poem abounds in
fine images, though it sometimes reveals a lingering weakness for the fantastic conceit.
It has a strong, dignified tone combined with the force and impetus which are
characteristically Dryden's.

For more then fifteen years succeeding this Dryden devoted himself almost entirely to
the writing of plays. Then, about 1680, events both political and personal drove him
back to the poetical medium, with results both splendid and astonishing. Political
passions over the Exclusion Bills were at their height, and Dryden appeared as the chief
literary champion of the monarchy in the famous satirical allegory Absalom and
Achitophel (1691). Absalom is the Duke of Monmouth, the unfortunate aspirant to the
succession; and Achitophel is his daring but injudicious counsellor Shaftesbury. These
two are surrounded by a cluster of lesser politicians, upon each of whom Dryden
bestows a Biblical name of deadly aptness and transparency. The excellency of the
work lies mainly in the numerous portraits, which show Dryden's keen insight. The
satire is of amazing force and range, rarely stooping to scurrility, but punishing its
victims with devastating scorn and aloofness; and it takes shape in the best quality of
Dryden's couplet. Long practice in dramatic couplet-writing had now given Dryden a
new metrical facility, tightening and strengthening the measure, and giving it crispness
and energy without allowing it to become violent and obscure. We give a specimen of
this measure, which in many ways represents the summit of Dryden's poetical
achievement :

Of these the false Achitophe! was first;

A name to all succeeding ages curst:

For close designs and crooked counsels fit;
Sagacious, bold, and turbulent of wit;

Restless, unfixed in principles and piace;

In power unpleased, impatient of disgrace :

A fiery soul, which, working out its way,

Fretted the pigmy body to decay.

And o'er-informed the tenement of clay.

A daring pilot in extremity;

Pleased with the danger when the waves went high,
He sought the storms; but, for a calm unfit,
Would steer too nigh the sands to boast his wit.
Great wits are sure to madness near allied,

And this partitions do their bounds divide;

Else why should he, with wealth and honour blest,
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Refuse his age the needful hours of rest?
Punish a body which he could not please;
Bankrupt of life, yet prodigal of ease?
And all to leave what with his toil he won,
To that unfeathered two-legged thing--a son.

Of such satire as this Dryden himself says not unfairly, "It is not bloody, but it is
ridiculous enough. I avoided the mention of great crimes, and applied myself to the
representing of blind sides and little extravagances." The hitting is hard, but not foul.
Next year he produced another political poem, The Medal, which called forth an answer
from an old friend of Dryden's, Shadwell. Dryden retorted in MacFlecknoe, a stinging,
destructive, personal lampoon degraded with much coarseness and personal spite. A
similar poem is the second part of Absalom and Achitophel (1682), to which poem
Dryden contributed a violent attack on Shadwell, giving him the name of Og. The main
part of the work was composed by Nahum Tate, a satellite of Dryden's.

A new poetical development was manifest in Religio Laid (1682) and The Hind and the
Panther (1687). The first poem is a thesis in support of the English Church; the second,
written after the accession of James, is an allegorical defence of the Roman Catholic
faith. Alterations like this in Dryden's opinions gave free play to the gibes of his
enemies. In spite of their difference in opinion, these poems have much in common : a
clear light of argument, a methodical arrangement of ideas, and a mastery of the couplet
that often lifts the drabness of the expository theme into passages of noble feeling and
splendour. The allegorical treatment of The Hind and the Panther allows of a livelier
handling; but the poem is very long, consisting of more than one part, and much of it is
dogmatic assertion and tedious argument.

After the Revolution, when he was driven from his public appointments, Dryden
occupied himself chiefly with translations. He once more used the couplet medium,
turning Virgil, Ovid, and Boccaccio into English, and adapting Chaucer to the taste of
his time. The translation is so free that much of it is Dryden's own, and all of it teems
with his own individuality. We give a passage to illustrate both the latest phase of his
couplet and his power as a narrative poet:

Scarce the third glass of measured hours was run,
When like a fiery meteor sunk the sun,

The promise of a storm; the shifting gales
Forsake by fits and fill the flagging sails;
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Hoarse murmurs of the main from far were heard,
And night came on, not by degrees prepared,
But all at once; at once the winds arise,

The thunders roll, the forky lightning flies.

In vain the master issues out commands,

In vain the trembling sailors ply their hands;

The tempest unforeseen prevents their care,

And from the first they labour in despair.

The giddy ship betwixt the winds and tides.
Forced back and forwards, in a circle rides,
Stunned with the different blows; then shoots amain.
Till counterbuffed she stops, and sleeps again.
Cymon and Iphigenia

Though it is small in bulk, Dryden's lyrical poetry is of much importance. The longest
and the best-known pieces of this class are his Song for St Cecilia's Day (1687) and
Alexander's Feast, written for the same anniversary in 1697. Both show Dryden as a
master of melodious verse and of a varied and powerful style. The numerous lyrics that
appear in his plays are charming. One stanza will illustrate this sweetly facile phase of
the poet's art:

On a bank, beside a willow,

Heaven her covering, earth her pillow
Sad Amynta sighed alone;

From the cheerless dawn of morning
Till the dews of night returning,
Singing thus she made her moan:

" Hope is banished,

Joys are vanished,

Damon, my beloved, is gonel"

His numerous prologues and epilogues, written in couplets, show abundant wit and
vivacity, yet they habitually appeal to the worst instincts of his audiences, being very
often coarse and unmannerly.

3. His Drama. In his dramatic work, as elsewhere, Dryden is a faithful reflex of his
time. His methods and objects vary as the public appreciation of them waxes and wanes,
with the result that he gives us a historical summary of the popular fancy.

His first play was a comedy, The Wild Gallant (1663), which had but a very modest
success. It has the complicated plot of the popular Spanish comedies and the 'humours'
of Jonson's. After this unsuccessful attempt at public favour Dryden turned to tragedy,
which henceforth nearly monopolizes his dramatic work.

His tragedies fall into two main groups:

(a) The Heroic Play. This is a new type of the tragedy that became prominent after the
Restoration, and of which Dryden is
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one of the earliest and most skilful exponents. The chief features of the new growth are
the choice of a great heroic figure for the central personage; a succession of stage
incidents of an exalted character, which often, as Dryden himself realized, became
ridiculous through their extravagance; a loud, declamatory style; and the rhymed
couplet. Dryden's The Rival Ladies (1663) is a hybrid between the comic and heroic
species of play; The Indian Emperor (1665). Tyrannick Love (1669), The Conquest of
Granada (in two parts, 1669 and 1670), and Aureng-zebe (1675) show the heroic kind
at its best and worst. Though Dryden is heavily weighted with the ponderous
mechanism of the heroic play, his gigantic literary strength is often sufficient to give it
an attraction and a kind of heavy-footed animation.

b)His Blank-verse Tragedies. The heroic play was so easily parodied and made
ridiculous that the wits of the Restoration were not slow to make a butt of it. Their
onslaughts were not without their effect on Dryden, for already in Aureng-zebe a
weakening of the heroic mannerisms is apparent. In the prologue to this play Dryden
fairly admits it, saying that he

Grows weary of his long-loved mistress, Rime.
Passion's too fierce to be in fetters bound,
And Nature flies him like enchanted ground.

His next play, All for Love, or The World well Lost (1678), is in blank verse, and is
considered to be his dramatic masterpiece. For subject he chose that of Shakespeare's
Antony and Cleopatra. 1t was a daring thing to attempt what Shakespeare had already
done; but Dryden, while following the earlier play somewhat closely, never actually
copies it. He produces a play of a distinctly different nature, and of a high merit. The
characters are well drawn and animated, and the style, though lacking the demonic force
of Shakespeare's at his best, is noble and restrained. We give Dryden's handling of the
death of Cleopatra, a passage which should be compared with that of Shakespeare given
on p. 104.

(Antony is lying dead on the stage; Charmion and Iras, the Queen's two handmaidens, are
in attendance on her.)

Charmion.

To what end

These ensigns of your pomp and royalty?

Cleopatra. Dull that thou art! Why, 'tis to meet my love;

As when I saw him first, on Cydnos' bank,

All sparkling, like a goddess. . ..
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Haste, haste, both,

And dress the bride of Antony.

Charmion.

'Tis done.

Cleopatra. Now seat me by my lord; I claim this place . .
Reach me the casket.

Iras.

Underneath the fruit

The aspic lies.

Cleopatra.

Welcome, thou kind deceiver!

(Putting aside the leaves.

Thou best of thieves, who with an easy key

Dost open life, and, unperceived by us,

Even steal us from ourselves . .

Haste, bare my arm, and rouse the serpent's fury.
Holds out her arm and draws it back.

Coward flesh,

Wouldst thou conspire with Caesar to betray me,
As'thou wert none of mine? I'll force, thee to it,
And not be sent by him,

But bring, myself, my soul to Antony.

[Turns aside, and then shows her arm bloody.
Take hence; the work is done. . .

Charmion.

The next is ours.
Iras. Now, Charmion, to be worthy

of our great queen and mistress

[They apply the aspics.

Cleopatra. Already, death, I feel thee in my veins :
I go with such a will to find my lord.

That we shall quickly meet.

A heavy numbness creeps through every limb,
And now 'tis at my head : my eyelids fall,

And my dear love is vanquished in a mist.

Where shall I find him, where? O turn me to him,
And lay me on his breast! Caesar, thy worst;

Now part us, if thou canst.

[Dies. [Iras sinks down at her feet, and dies; Charmion stands behind her chair, as
dressing her head.

After the Revolution he wrote Don Sebastian (1690), Cleomenes (1692), and Love
Triumphant (1694). The last was a tragi-comedy and a failure. The other two, however,



were quite up to the average of his plays. In addition, at various stages of his career he
collaborated with Lee in two other tragedies, and attempted, with lamentable results, to
improve upon Shakespeare's The Tempest and Troilus and Cressida.

4. His Prose. Dryden's versatility is apparent when we observe that in prose, as well as
in poetry and drama, he attains to primacy in his generation. In the case of prose he has
one rival, John Bunyan. No single item of Dryden's prose work is of very great
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length; but in his Essay of Dramatick Poesie (1668), in his numerous dedicatory epistles
and prefaces, and in the scanty stock of his surviving letters we have a prose corpus of
some magnitude. The general subject of his prose is literary criticism, and that of a sane
and vigorous quality. The style is free, but not too free; there are slips of grammar, but
they are not many. The Essay of Dramatick Poesie (1669) is his longest single prose
work and a major piece of English literary criticism. It is in the form of a discussion
between four characters, one of whom is Dryden himself, and treats, with an openness
of mind and a lack of dogmatizing which are new in criticism, most of the major topics
which interested contemporary dramatists. Among them were the question of rhyme or
blank verse in drama; the comparison between French and English drama; and the
possibility of making a judicious compromise between the strict observance of the
classical unities and the greater freedom of the English dramatic tradition. Moreover,
the essay is the first attempt to evaluate the work of the Elizabethan dramatists and
especially of Shakespeare. The following passage illustrates, not only the directness am!
lucidity of his prose style, but his balanced critical judgement :

To begin, then with Shakespeare. He was the man who, of all modern and

I shaps ancient poets, had the largest and most comprehensive soul. All the

images of nature were still present to him, and he drew them not laboriously,

luckily when he describes anything, you more than see it, you feel it too.

st who accuse him to have wanted learning, give him the greater

commendation. He was naturally learned; he needed not the spectacles of

HOAKS to lead nature; he looked inwards and found her there. I cannot say he
severywhere alike; were he so, 1 should do him injury to compare him with

the greatest of mankind. He is many times flat, insipid; his comic wit

degenerating into clenches, his serious swelling into bombast. But he is always

great when some great occasion is presented to him; no man can say he ever

hit subject for his wit, and did not then raise himself as high above the

Quantum lenla Solent inter viburna cupressi.

virG.. Eel, i, 26

RESTORATION COMEDY

In comedy alone Dryden showed a certain incapacity; his mind seemed to be too rugged
and unresilient to catch the sharper moods of the current wit. Fortunately this weakness
of his was atoned for by the activities of a brilliant group of dramatists who made
Restoration comedy a thing apart in English literature.
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The new comedy was of slower growth than the heroic play (see p. 170), and, for some
years after 1660, comedy was restricted to revivals of pre-Commonwealth plays, but the
decadent, cynical spirit of the later age was alien to the romantic comedy of the
Elizabethans. Even so, Restoration comedy drew its main inspiration from the native
tradition which had flourished before the closing of the theatres in 1642. In particular it
was indebted to Beaumont and Fletcher and to Ben Jonson. Like the heroic play,
however, comedy was strongly influenced by Continental writers, and especially by
Moliere and the Spaniard, Calderon. It reflected closely the dissolute court life of the
period, and, between that and the court life of France, there was a community of spirit
which led naturally to an interest in French comedy. Moliere provided English
dramatists with ideas for plots and with an example of fine comic characterization;
Spanish drama served to strengthen that love of intrigue and incident already firmly
established in English comedy. But here it is important to stress that foreign influences,
while important, were not the predominant factors in the evolution of Restoration
comedy. They blended with a tradition already strongly established, and assisted the
natural process of change demanded by the changing temper of the age, but they were
transformed into something essentially English and contemporary. Thus the comedy of
Moliere was changed into a harder, more loosely knit form which lacked the warmth
and depth of insight of the original.

The new drama is full of vitality, and moves with great pace, but the exuberance which
led the Elizabethans to the poetic romance is supplanted by a polish and intellectual
control which replaces emotion by wit, and poetry by a clear, concise prose which adds
much point and gives a fine precision to the dialogue. Of this new style, the passage of
Congreve given below is a good specimen. The pervading tone is one of cynicism, and
the plays show a close, and often satirical, observation of life and manners which recalls
the work of Ben Jonson. Plots and subplots are intricate and numerous, and centre
mainly upon amorous intrigues, which reflect an open contempt for the ordinary
standards of morality, that, in Wycherley and others, often takes the form of gross
sensuality. In the hands of the best and most restrained of the dramatists, Etheredge and
Congreve, the immorality still remains, but it is purged of much of its grossness and
offensiveness by the fact that it is essentially intellectual, witty, and free from the cruder
realism which mars Wycherley's work. The lack of passion and emotion
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in these plays gives them a polished, crystal hardness which saves them from the worst
forms of licentiousness. The immorality of Restoration drama was the object of fierce
Puritanical attacks, the most notorious of which was the Short View of the Immorality and
Profaneness of the English Stage (1698) of Jeremy Collier (1650-1726), Though this
work is notable only for its wrathful tone and its stupidity as dramatic criticism, it
provoked many replies from the offending dramatists, but beyond this its objections seem
to have had no effect.

The characters in Restoration comedies are largely types, whose

dispositions are sufficiently indicated b. a study of their names. We

have Sir Fopling Flutter; Scrub (a servant); Colonel Bully; Sir John

Brute; Squire Sullen; Gibbet (a highwayman); Lady Bountiful.

They have thus many of the qualities of the Jonsonian character,

with its predominant "humour' (see p. 107). But by the last part

of the period there has evolved something distinct from the comedy

of humours--the comedy of manners. A 'manner’ is difficult to

define. It does not imply the portrayal of life so much as a genteel,

sophisticated brilliant quality, what one critic has called "a grace

or habit of refined culture." ,

William Congreve (1670-1729). Congreve was born at Bardsey, near Leeds, of a good
family, and was educated in Irelan finally at Trinity College, Dublin. In 1691 he came to
London to enter the Middle Temple, but abandoned law for literature. He wrote all his
plays before he was thirty, when he deserted the drama to spend the rest of his life as a very
popular society gentleman, largely supported by generous government pensions.

'His first comedy was The Old Bachelor (1693), and this was followed by the Double
Dealer (1693), Love for Love (1695), and The Way of the World (1700). His one tragedy,
The Mourning Bride (1697), was in the vein of the later Elizabethan tragedians
Congreve is undoubtedly the greatest of the Restoration comedy-writers. In his work the
comedy of manners reaches perfection. His plays are a faithful reflection of the upper-
class life of his day but their undoubted immorality is saved from being objectionable by
artificial wit, a hard-finish, and a total lack of realism. In the artificial society which he
depicts moral judgments would be out of place. The tone is one of cynical vivacity, the
characters are well drawn, and Congreve's prose is lucid, concise, .and pointed and shows
an excellent ear for rhythm and cadence. In all things he is the polished artist, whose
distinctive quality is brilliance.
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All Congreve's plays, except The Way of the World, had an inime-diate success, and it is
ironical that this one should be singled out by posterity as his masterpiece. Free from
the occasional sentimental touches which mac 7he Double Dealer, it is the best example
of the comedy of manners Skilful in characterization, and completely free from the
coarseness and realism which spoil the work of so many of his contemporaries From it
comes the following passage, in which two gentlemen are backbiting an acquaintance. It
is a typical specimen of Congreve's prose.

Fainall. He comes to town in order to equip himself for travel.

Mirabell. For travel! Why the man that I mean is above forty.

Fainall. No matter for that; 'tis for the honour of England, that all Europe should know
we have blockheads of all ages.

Mirabell. 1 wonder there is not an act of parliament to save the credit of the nation, and
prohibit the exportation of fools.

Fainall. By no means, 'tis better as 'tis; 'tis better to trade with a little loss, than to be
quite eaten up with being overstocked.

Mirabell. Pray, are the fellies of this knight-errant, and those of the squire his brother,
anything related?

Fainall. Not at all; Witwoud grows by the knight, like a medlar grafted on a crab. One
will melt in your mouth, and t'other set your teeth on edge; one is al! pulp, and the other
all core.

Mirabell. So one will be rotten before he be ripe, and the other will be rotten without
ever being ripe at all.

OTHER COMEDY-WRITERS

1. William Wycherley (1640-1715). The productive period of Wycherley's life was
brief but fruitful. He produced four plays in five years: Love in a Wood (1671), The
Gentleman Dancing-Master (1672), The Country-Wife (1674), and The Plain Dealer
(1676)) He was a man of good family, and he was at Court, where he seems to have
been no better than the average courtier of his time.

(His contemporaries call his plays "manly." By this; they probably refer to a boisterous
indecency that riots through his comedies, in which nearly every person is a fool, and
every clever man a rogue and a rake. He is much coarser in the grain than Congreve,
and cannot keep his work at such a high level. Yet he shows much wit in handling
dialogue, and has a sharp, though distortea, visiou for human weaknesses. )

2. George Etheredge (1635 (?)-91). Not much is known regarding the life of
Etheredge; but he appears to have been a courtier, and to have served abroad in the
diplomatic service. His three plays are The Comical Revenge, or Love in a Tub (1664),
She Woud if she
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Cou'd (1668), and The Man of Mode, or Sir Fopling Flutter (1676). They are important
in that they established the comedy of manners, which was later to be perfected by
Congreve. They paint a true picture of the graceful, heartless, and licentious upper
classes of the period. The prose dialogue is natural and brilliant, and its light, airy grace
conceals some deficiency of plot and construction.

3. Sir John vanbrugh (1664-1726). Vanbrugh's career, though

much of it is obscure, seems to have been a varied one, for at

different times he was a soldier, a herald, and an architect. His best

three comedies are The Relapse (1696), The Provok'd Wife (1697),

and The Confederacy (1705).

Vanbrugh's plays lack the art and elegance of Congreve's, but they are full of energy
and genial humour. He is fond of farce and good at caricature, and his plots, if daring,
are soundly constructed.

4. George Farquhar (1678-1707). He had an adventurous career,

was in turn a clergyman, an actor, and a soldier, and died when he

was twenty-nine years old. The pathos of his early death has giver.

him a fame of its own. He wrote seven plays, the best of which are

the last two, viz., The Recruiting Officer (1706) and The Beaux'

Stratagem (1707).

Farquhar comes late among the Restoration dramatists, and by his time the cynical
immorality of the age seems to have worn thin. His temper is certainly more genial, and
his wit, though it has lapses, is more decorous. In The Recruiting Officer and the plays
which followed Farquhar added something new to Restoration comedy, in taking his
material from a wider life than the polite upper class depicted by Congreve, and his
characters are more like ordinary people. His dialogue lacks the polish and sustained wit
of Congreve, and is nearer the level of normal conversation. In his rapidly developing
humanity, and his growing respect for moral standards, Farquhar looks forward to the
drama of Steele and the succeeding age.

5. Thomas Shadwell (1642 (?)-92). Little is known of Shadwell's

life, and he has been remembered chiefly on account of Dryden's

portrait of him in MacFlecknoe. He deserves mention here, how

ever, in his own right. He held the popular stage for over twenty

years and wrote many plays, the best of which were The Sullen

Lovers (1668), The Squire of Alsatia (1688), and Bury Fair (1689).

Shadwell stood outside the development of the comedy of manners,

and imitated closely Jonson's comedy of humours. His plays are

generally coarse, but on occasion he shows real wit: his style lacks
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literary grace, but his plots are usually well constructed and show a fertile invention. He
reflects, more accurately than anyone else, the everyday life of his time, and he has a
keen satirical sense. He frequently deserts the level of the artificial, intellectual world of
Congreve and, like Wycherley, stoops to a coarseness of passion that is repulsive. His
later plays show a growing fondness for farce, and look forward to the sentimental
drama.

RESTORATION TRAGEDY

In this period tragic drama is represented by the heroic play, which has already been
mentioned (see p. 162). During the first twenty years after the Restoration the rhymed
heroic play reigned supreme. This form was introduced by Sir William Davenant and
popularized by Dryden, who stated that "an heroick play ought to be an imitation (in
little) of an heroic poem; and consequently that love and valour ought to be the subject
of it." An impossibly idealistic love, in conflict with a strenuously proclaimed honour,
led to exaggerated emotions and to stock characters, who were psychologically
unconvincing and declaimed passages of bombastic rhetoric on all possible
occasions. The form owed much to the contemporary interest in the French stage, in
the work of Corneille and Racine, and in the French prose romances, from which many
of'its plots were taken. Even more important was the influence of the romantic drama
of Beaumont and Fletcher, while the tradition of violent deeds, last seen in the work of
Webster, Marston, and Ford, was here perpetuated in scenes of blood and crime. Stage
settings were lavish in the extreme. From about 1680 onward we see the almost
complete replacement of rhyme by blank verse, but the heroic motive remains, though
this later period sees an increasingly frequent introduction of the pathetic note, whiich is
seen at its strongest in Otway. It is also the period of numerous adaptations from the
Elizabethan dramatists, and especially from Shakespeare. Perhaps the most notorious
of them is the version of King Lear in which Nahum Tate provides the play with a
happy ending. Though the Restoration period was less rich in tragedy than in comedy,
there are a few tragedians who deserve a brief mention.

1. Thomas Otway (1651-85). As was so often the case with the dramatists of the time,
Otway had a varied and troubled career, closed with a miserable death. His first play,
Alcibiades, was produced in 1675; then followed Don Carlos (1676), The Orphan
(1680), and his masterpiece, Venice Preserv'd (1682).
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Otway began his career in the typical heroic strain of the age, and Don Carlos is a fair
specimen of the type, though, in sentiment and language, it is less exaggerated than is
usual. His reputation rests, however, on two plays. In The Orphan, which, allowing for
its period, is lacking in heroics, Otway struck the note of deep pathos which is his
distinguishing feature, while the play has a calmness of tone and absence of rant
unusual in its day. Venice Preserv'd is his finest work. Here the tragedy is on a grander
scale than in The Orphan, and the characters are skilfully handled-- especially those of
Jaffier and Pierre. The play has a rugged and sombre force, and reveals a considerable
skill in working out a dramatic situation. One authority on the drama believes it to have
been revived more often than any play outside Shakespeare--an undeniable proof of its
dramatic possibilities.

2. Nathaniel Lee (1653 (?)-92). Lee's life is the usual tale of

mishaps, miseries, and drunkenness, with a taint of madness as an

additional calamity. He wrote many tragedies, some of which are

Nero (1674), Sophonisba (1676), The Rival Queens (1677), and

Mithridates (1678). He also collaborated with Dryden in the

production of two plays.

During his own time Lee's name became a byword to distinguish a kind of wild, raving
style, which in part at least seems to have been a product of his madness. But he can
write well when the spirit is in him; he has a command of pathos, and all through his
work he has touches of real poetic quality.

3.Elkanah Settle (1648-1724), Settle was in some ways the butt of his literary friends,
and Dryden has given him prominence by attacking him in his satires. In his day he
obtained some popularity with a heroic play, The Empress of Morocco (1673). Itis a
poor specimen of its kind, but his other dramas are worse.

4.John Crowne (c. 1640-1703 (?)). Crowne is another of the dramatists who attacked
Dryden and who were in turn assailed by the bigger man. A voluminous playwright,
Crowne's best-known works are the tragedies of Caligula (1698), a heroic play, and
Thyestes (1681), in blank verse, and a comedy, Sir Courtly Nice (1685). Crowne is quite
a good specimen of the average Restoration dramatist. The plays show some talent and
a fair amount of skill in versification.

5.Nicholas Rowe (1674-1718). During his lifetime Rowe was a person of .some
importance, and was made Poet Laureate in 1715. His best-known plays are Tamerlane
(1702), The Fair Penitent
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(1703), and the popular Jane Shore (1714). Johnson says of him, "His reputation comes
from the reasonableness of some of his scenes, the elegance of his diction, and the
suavity of his verse."

POETRY

Samuel Bualer (1612-80). Besides Dryden and the tragedy-writers the only considerable
poet of the period is Samuel Butler, and his fame rests on one work, Hudibras.

Born in Worcestershire, the son of a farmer, Butler was educated at the cathedra! school
at Worcester. He held a number of clerical appointments in important households, and
was, for a time, clerk to Sir Samuel (Luke one of Cromwell's officers for Bedfordshire,
in whose service 'Probably obtained that experience of the Puritans which form the
baesof Hudibras. Although he was at one time the steward of Ludlow Castle, he spent
the last years of his life in obscure penury in London. In 1663 he published Hudibras,
which was at once a success. Two other parts followed in 1664 and 1678 respectively.
Hudibras was topical, for it was a biting satire on the Puritans, ' who were the reverse of
popular when the King returned. In general outline it is modelled upon the adventures
of Don Quixote and ' Sancho Panza, who find their respective parallels in Sir Hudibras
and his squire Ralpho. Sir Hudibras is a Puritan knight who undergoes many absurd
adventures with Ralpho, his Independent squire; but the poem lacks the real pathos and
genuine insight of its great Spanish original. It is wholly satirical. The poem is
composed artfully. The adventures are well chosen in order to throw the greatest
amount ef ridicule on the maladroit hero; the humour, though keen and caustic, is never
absolutely brutal in expression; there is a freakish spattering of tropes and a mock-
solemn parade of scholastic learning; and (a feature that added immeasurably to its
success) it is cast in an odd jigging octosyllabic couplet. This metre of Hudibras is
remarkable. It is varied and yet uniform, and it carries the tale with an easy relish.
Though it is sometimes almost doggerel, it has always a kind of distinction, and each
couplet is clenched with an ingenious rhyme that is the most amusing feature of all.

He was in logic a great critic,
Profoundly skilled in analytic;

He could distinguish, and divide

A hair 'twixt south and south-west side;
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On either which he would dispute,
Confute, change hands, and still confute;
He'd undertake to prove by force

Of argument a man's no horse;

He'd prove a buzzard is no fowl,

And that a lord may be an owl--

A calf, an alderman--a goose, a justice--
And rooks, committee-men and trustees.
He'd run in debt by disputation,

And pay with ratiocination:

All this by syllogism, true

In mood and figure, he would do.

For rhetoric, he could not ope

His mouth but out there flew a trope;
And when he happened to break off

I' th' middle of his speech, or cough,

H' had hard words, ready to show why
And tell what rules he did it by:

Else, when with greatest art,he spoke,
You'd think he talked like other folk;
For all a rhetorician's rules

Teach nothing but to name his tools.

PROSE-WRITERS

1. John Bunyan (1628-88). In the domain of Restoration prose Bunyan alone contests
the supremacy of Dryden. And Bunyan stands in a class by himself

The main facts of his life are well known. He himself has given them an imperishable
shape in his Grace Abounding (1666), a kind of religious autobiography. Though the
statements of this book need not be taken too literally, he seems to have misspent his
youth. He draws a horrible picture of his own depravity but as religious converts are
well known to delight in depicting their original wickedness in the darkest colours, this
need not be taken too seriously. Bunyan, the son of a brazier, was born in Bedfordshire.
He was educated at the village school, and at the age of sixteen was drafted into the
Parliamentary army and saw service in the Civil War. In 1653 he joined a local
Nonconformist sect in Bedford and shortly after began to preach there, mis literary
career began in 1656 with two pamphlets on the gospels, and in 1660 he was arrested as
an unlicensed preacher. The next twelve years he spent in Bedford gaol, and on his
release, in 1672, he obtained a licence and became pastor of a church in Bedford. This
office he held until his death, although, in 1675, he spent six months in gaol when his
licence was cancelled. In this second period of imprisonment he wrote the first part of
The
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Pilgrim's Progress (published 1678), and then came The Life and Death of Mr Badman
(1680) and The Holy War (1682)

Except for Grace Abounding, all Bunyan's major works are allegorical. In each case the
allegory is worked out with ease, force, and clearness. Readers of all ages enjoy the
narrative, while they follow the double meaning without an effort. The allegorical
personages--for example, Mr Worldly Wiseman, Mrs Diffidence, Giant Despair,
Madame Wanton, My Lord Hategood, Mr Standfast --are fresh and apt, and are full of
an intense interest and a raw dramatic energy. Their individual adventures combine and
react with a variety that keeps the story from monotony, and yet the simple idea of a
forward journey is never lost. The plot, working upon the fortunes of the different
characters, gives us the nearest approach to the pure novel that had so far been effected-
The numerous natural descriptions are simply done, but they are full of a great unspoilt
ability. Lastly, Bunyan's style is unique; in prose. Though it is undoubtedly based upon
the great Biblical models, it is quite individual. It is homely, but not vulgar; strong, but
not coarse; equable, but not monotonous; it is sometimes humorous but it is never
ribald; rarely pathetic, but never sentimental. It has remained the pattern of a plain style,
and is one of the masterpieces of the English language.

The following extract gives us an idea of Bunyan's narrative and descriptive power, and
is a fair specimen of his masculine: prose:

I saw then in my dream, so far as this valley reached, there was on the right hand a very
deep ditch; that ditch is it into which the blind have led the blind in all ages, and have
both there miserably perished. Again, behold, on the left hand, there was a very dan-
gerous quag, into which, if even a good man falls, he can find no bottom for his foot to
stand on. Into that quag King David once did fall, and had no doubt therein been
smothered, had not HE that is able plucked him out.

The pathway was here also exceeding narrow, and therefore good Christian was the more
put to it; for when he sought, in. the dark, to shun the ditch on the one hand, he was
ready to tip over into the mire on the other; also when he sought to escape the mire,
without, great carefulness he would be ready to fail into the ditch. Thus he went on, and
I heard him here sigh bitterly; for, besides the dangers mentioned above, the pathway
was here so dark, and ofttimes, when he lift up his foot to set forward, he knew not
where or upon what he should set it next.

Poor man! where art thou now? thy day is night.
Good man, be not cast down, thou yet art right,
Thy way to heaven lies by the gates of hell;
Cheer up. hold out, with thee it shall go well
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About the midst of this valley. I perceived the mouth of hell to be, and it stood also hard
by the way-side. Now, thought Christian, what shall I do? And ever and anon the flame
and smoke would come out in such abundance, with sparks and hideous noises, (things
that cared not for Christian's sword, as did Apollyon before,) that he was forced to put up
his sword, and betake himself to another weapon called all-prayer. So he cried, in my
hearing, O Lord, I beseech thee, deliver my soul! Thus he went on a great while, yet
still the flames would be reaching towards him. Also he heard doleful voices, and
rushings to and fro, so that sometimes he thought he should be torn in pieces, or trodden
down like mire in the streets.

The Pilgrim's Progress

2.Lord Halifax (1633-95). Halifax was an outstanding figure in the House of Lords
during the exciting times of the Exclusion Bills, of which he was the chief opponent. He
ranks high as an orator; as an author his fame rests on a small volume called Miscel-
lanies. The book contains a number of political tracts, such as The Character of a
Trimmer, and a piece of a more general character called Advice to a Daughter. In his
writings Halifax adopts the manner and attitude of the typical man of the world: a
moderation of statement, a cool and agreeably acid humour, and a style devoid of
flourishes. In him we find a decided approach to the essay-manner of Addison.

3.Sir William Temple (1628-99). Temple also was a politician of some importance,
filled diplomatic posts abroad, and was a moderate success in affairs at home. He is an
example of the moneyed, leisured semi-amateur in literature. He wrote little and
elegantly, as a gentleman should, and patronized authors of lesser fortune and greater
genius. His chief works were his Letters (published by Swift in 1'700 and 1703), his
Memoirs (1691), and his Miscellanea, a series of essays on a variety of subjects,,
literary and general (published in three parts in 1680, 1690, and 1701). His style
resembles that of Halifax in its mundane, cultured reticence; but at times he has higher
flights, in which he shows some skill in. the handling of melodious and rhythmic prose.
4.John Tillotson (1630-94). In Tiliotson we have one of the popular preachers of the
time, and his Sermons is mentioned by Addison as being a standard work of its class.
He is a literary descendant of the great school of Jeremy Taylor and Thomas Fuller, but
his style lacks their richness and melody, though it gains in clearness and crispness.
5.The Diarists. By a coincidence it happened that the two most
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famous diary-writers in English were working at the same time, and during this period.
Not dissimilar in several respects, their works show both the drawbacks and the
advantages of the diary manner. The books are private documents, and so have: no
formal pretensions to literary excellence in style, which is not an undiluted misfortune.
Yet the style is often ragged and incoherent, and much reading at it produces a feeling
of flatness and monotony. But, on the other hand, being private joltings, they are
intimate, and so are interesting, full of information concerning public and personal
affairs, and containing illuminating comments on people and incidents.

(a) Samuel Pepys (1633-1703) is the more lovable of the two, and is probably known
more intimately to the world than any other writer. He was born in London, and
educated at St Paul's and later at Cambridge Through the influence of his kinsman, Sir
Edward Montagu (later Earl of Sandwich), he became Clerk of the Acts of the Navy in
1660. From then on he prospered steadily, and eventually he became Secretary to the
Admiralty and a Member of Parliament) The panic following the Popish Plot (1679) led
to an unjustified charge of popery and a period in the Tower, followed by some years of
unemployment. From 1684 to 1688 he was again Secretary to the Admiralty, and in
these years he carried through an extensive reform of the administration of the Navy.
With the arrival of the now government he lost his post, and he spent the remainder of
his life in retirement.

Pepys' Diary open on Jan. 1, 1660 and continues until May 31, 1669, when his failing
eyesight led him to abandon writing at night Written in cypher, which was not decoded
until 1819, it was intended for no eyes but his own and is the most frank and intimate
revelation of a human life which is known to us. It shows a.n amazing lack of reticence,
and abounds in minute details of great personal and historical interest. It reveals Pepys
as a man of the world, keenly interested in his material advancement; as a great lover of
music and the theatre; above all it snows him as intensely human, with many endearing
human qualities and many equally human failings--vanity, ill temper, a fondness for
fine clothes, good food, and attractive women--a man constantly vowing to amend his
way of life, and as constantly failing to ao so. It does less than justice to Samuel Pepys,
the industrious, clear-sighted enemy of corruption in the civil service, the administrator
who rescued the Navy from graft and decrepitude, the honest official and the real patriot
of
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this other Pepys something is seen in his Memoires relating to the state of the Royal
Navy (1690). The Diary has no pretensions to literary style--its greatness and charm lie
in the unaffected naturalness of the writing and its narrative skill. As a historical
document it provides a fascinating view of the life of Restoration London and the
impact upon it of the Great Plague and Great Fire

May Ist, 1669--Up betimes. Called up by my tailor, and there first put on a summer suit
this year; but it was not my fine one of flowered tabby vest and coloured camelot tunic,
because it was too fine with the gold lace at the bands, that 1 was afraid to be seen in it;
but put on the stuff suit I made the last year, which is now repaired; and so did go to the
office in it, and sat all the morning, the day looking as if it would be foul. At noon home
to dinner, and there find my wife extraordinary fine, with her flowered tabby gown that
she made two years ago, now laced exceeding pretty; and, indeed, was fine all over; and
mighty earnest to go, though the day was very lowering; and she would have me put on
my fine suit, which I did. And so anon we went alone through the town with our new
liveries of serge, and the horses' manes and tails tied with red ribbons, and the standards
there gilt with varnish, and all clean, and green reins, that people did mightily look upon
us; and, the truth is, I did not see any coach more pretty, though more gay, than ours all
the day.

c)John Evelyn (1620-1706) is the other diarist, and is much more respectable and much
less amusing than Pepys. His diary is a more finished production in the matter of style,
and may have been produced with an eye on the public. The style is simple and lucid,
but has little of the freshness that distinguishes Pepys'. The diary, however, is full of
accurate information, and in some of the more moving incidents, such as that of the
Great Fire, it warms into something like real eloquence.

THE DEVELOPMENT OF LITERARY FORMS

Viewed as a whole, this period is seen to be one of transition. The Elizabethan fervour
had spent itself, and the new classicism was still in the making. Yet the time is
important in the development of literary forms and style.

1. Poetry, (a) The Lyric. The form of the lyric shows little change. In bulk it is
inconsiderable, for the lyrical spirit is largely in abeyance. Outside Dryden, who is the
best of the lyrical poets, we have the slight work of the courtiers, the Earl of Dorset
(16S8-1706), the Earl of Rochester (1648-80), and Sir Charles Sedley (1639 (?)-1701).
These were fashionable men, taking their poetry



178

with fashionable irresponsibility. Their poems, which nearly all deal with the love-
theme in an artificial manner, have a decided charm and skill, being modelled on the
Caroline poems that were the mode before the Civil War. Of real originality there is
hardly a trace.

¢)The Ode. Once more Dryden towers pre-eminent in this class

of poem. His two odes on the anniversary of St Cecilia's Day and

his other ode on the death of Mrs Anne Killigrew are among

the best of any period. Written in the irregular Pindaric metre,

they are full of the high passion that gives the artificial medium

some real fire and energy. We give the opening lines of the elegiac

poem:

Thou youngest Virgin-Daughter of the skies,
Made in the last promotion of the blest;
Whose palms, new plucked from Paradise,
In spreading branches more sublimely rise,
Rich with immortal green above the rest:
Whether, adopted to some neighbouring star,
Thou roll'st above us in thy wandering race,
Or in procession fixed and regular

Moved with the heaven's majestic pace,

Or called to more superior bliss,

Thou tread'st with seraphim the vast abyss.

(¢) The Satire. Several circumstances combined to make this age

abound in satirical writing. It was a period of bitter political and

personal contention, of easy morals and subdued enthusiasms, of

sharp wit and acute discrimination. For these reasons satire acquired

a new importance and a sharper edge.

The older satire, such as is represented in the poems of Donne and of Andrew Marvell
(1621-78), was of a more general kind, and seemed to have been written with deliberate
clumsiness and obscurity. These habits were repugnant to the ideals of the new age,
whose satire is more personal and more vindictive. Its effect is immensely more
incisive, and it obtains a new freshness and point by the use of the heroic couplet, in
which it is almost wholly written. Dryden's Absalom and Achitophel is an excellent
example of the political satire, while his MacFlecknoe shows the personal type. Literary
satire is also well represented in The Rehearsal (1670), which parodied the literary vices
of the time, especially those of the heroic play. This work, which was reproduced year
after year, with topical hits in every new edition, was the work of several hands, though
the Duke of Buckingham receives the chief credit. Butler's
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Hudibras is a satire on the Puritans. The miscellaneous satire of John Oldham (1653-
83) had much of the earlier clumsiness.

(d) Narrative Poetry. Dryden's translations and adaptations of Chaucer, Virgil, Ovid, and
Boccaccio are the chief examples of this form. Among others, he gives us Chaucer's Wife
of Bath's Tale, The Knight's Tale, and several tales from Boccaccio. There is no fresh
development to record. Butler's Hudibras is narrative of a kind, though the chief interest
is satirical.

2. Drama. The development of the drama is considerable. We

summarize briefly what has already been indicated.

(@) In tragedy the most novel in the matter of form is the heroic

play, whose peculiarities have already been pointed out on pp. 162--

163. There is little further development. The tragical faculty is

weakening all through the period, even in comparison with the po3t-

Shakespearian plays. The best plays of this type are Dryden's 4//

for Love and Otway's Venice Preserved. The characters are becoming

more stagy, and the situations are made as horrible as the ingenuity

of the dramatist can devise.

(b) In comedy the advance is noteworthy. The comedy of

'humours' is dying out, though considerable traces of it are still

visible, and is replaced by the comedy of manners. Comedy has

acquired a new 'snap' and glitter, and the almost universal medium

is prose. Congreve's The Way of the World (1700), Wycherley's The

Country-Wife (1673), and Farquhar's The Beaux' Stratagem (17,07)

are good examples.

3. Prose. With the exception of the work of Dryden and Bunyan,

the prose work of the time is of little moment. Dryden's prose is

almost entirely devoted to literary criticism; Bunyan's contribution

shows a remarkable development of the prose allegory. The

remainder of the prose-writers deal with political and miscellaneous

subjects, with, in addition, some theological and historical writing.

THE DEVELOPMENT OF LITERARY STYLE

The main tendency of the age, in all departments of literature, is toward a clear, plain, and
forcible style.

1. Poetry. The new movement was seen most clearly in the development of the Aeroic
couplet, which was soon to spread throughout poetry and through much of the drama. As we
have seen (p, 153) in the previous age the couplet had become so loose that it resembled a
cross between prose and verse. An exponent of such a measure is Chamberlayne (1619-89):
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Poor love must dwell

Within no climate but what's parallel

Unto our honoured births; the envied fate

Of princes oft these burdens find from state,
When lowly swains, knowing no parent's voice
A negative, make a free and happy choice.

This is a curious liquid measure. The pause is irregularly distributed, and the rhythm is
light and easy.

Cowley and Denham obtain much credit for the introduction of the new measure, but
the chief innovator is Edmund Waller (1606-87). Dryden, in his dedication to The Rival
Ladies, says, "Rime has all the advantages of prose besides its own. But the excellence
arid dignity of it were never fully known till Mr Waller taught it." An extract from
Waller will suffice:

While in this park I sing, the listening deer
Attend my passion, and forget to fear;
When to the beeches I report my flame,
They bow their heads, as if they felt the same,
To gods appealing, when I reach their bowers,
With loud complaints, they answer me. in showers.
At Penshurst

The note here is quite different from that of the previous extract. The tread of the metre
is steady and almost uniform, and the pauses cluster about the middle and the end of the
lines. It must be noted, too, that a large proportion of Waller's poetry took this form.
Dryden adopted the heroic couplet, but he improved upon, the wooden respectability of
his predecessors' verse. While he retained all the couplet's steadiness and force, he gave
it an additional vigour, a sinewy elegance, and a noble rhythm and beauty. It is worth
while giving another example of his couplet:

A milk-white hind, immortal and unchanged,

Fed on the lawns and in the forest ranged;

Without unspotted, innocent within,

She feared no danger, for she knew no sin.

Yet had she oft been chased with horns and hounds
And Scythian shafts; and many winged wounds
Aimed at her heart; was often forced to fly,

And doomed to death, though fated not to die.

The Hind and the Panther

In its own fashion this passage is as melodious and powerful as some of the noblest
lines of Milton. In other forms of poetry the style contains little to be commented
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upon. The blank verse continues the disintegration that (with the exception of the verse
of Milton) began with the death of Shakespeare. We give a good example of this
Restoration blank verse:

Through a close lane as I pursued my journey,

And meditated on the last night's vision,

I spied a wrinkled hag with age grown double,

Picking dry sticks, and mumbling to herself;

Her eyes with scalding rheum were galled and red,
Cold palsy shook her head; her hands seemed withered;
And on her crooked shoulders had she wrapped

The tattered remnant of an old stript hanging.

Orwav, The Orphan

In this passage we can observe the absence of the high poetic fire of the Elizabethans
and the lack of the thunderous depth of Milton. Observe the regularity of the beat, the
uniformity of the pauses, and the frequency of the hypermetrical ending. There is,
nevertheless, a certain sombre, dogged attraction about the style of the passage. The
average blank verse of the time is much less regular, and much less attractive.

The lyric still shows a reflection of the Caroline manner, as can be seen in the following
example:

Love still has something of the sea,
From whence his mother rose;

No time his slaves from doubt can free,
Nor give their thoughts repose.

They are becalmed in clearest days,
And in rough weather tossed;

They wither under cold delays,

Or are in tempests lost.

SEDLEY, Love like the Sea

This lyric has an undoubted sweetness of expression, though it is artificial in thought.

2. Prose. Though the prose writing of the period is not great in bulk, it shows a
profound change in style. Previous writers, such as Browne, Clarendon, and Hobbes,
had done remarkable and beautiful work in prose, but their style had not yet found
itself. It was wayward and erratic, often cumbrous and often obscure, and weighted with
a Latinized construction and vocabulary. In Dryden's time prose begins definitely to
find its feet. It acquires a general utility and a permanence; it is smoothed and

straightened, simplified and harmonized. This is the age of average prose, and prepares
"the
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way for the work of Swift and Addison, who stand on the threshold of the modern prose
style. Less than forty years intervene between Dryden and Sir Thomas Browne; yet
Dryden and his school seem to be nearer the twentieth century than they are to Browne.
Not that Dryden's style is flawless. It is sometimes involved and obscure; there are little
slips of grammar and many slips of expression; but on the average it is of high quality,
and the impression that the reader receives is one of great freshness and abounding
vitality. Further examples of this good average style will be found in the work of
Temple and Halifax.

In the case of Bunyan the style becomes plainer still. But it is powerful and effective,
and bears the narrative nobly. Pepys and Evelyn have no pretensions to style as such,
but their work is admirably expressed, and Evelyn, particularly, has passages of more
elevated diction.

In some authors of the period we find this desire for unornamented style degenerating
into coarseness and ugliness. Such a one is Jeremy Collier (1650-1726), whose Short
View of the Immorality and Profaneness of the English Stage (1698) caused a great
commotion in its day. It attacked the vices of the stage with great vigour, but the style
of this famous book is so colloquial that it becomes in places ungrammatical. Thomas
Sprat (1635-1713) was another disciple of the same school. He wrote on the newly
formed Royal Society, which demanded from its members "a close, naked, natural way
of speaking." This expresses the new development quite well. A greater man than Sprat,
but a fellow-member of the Royal Society, was John Locke (1632-1704), who in his
famous An Essay concerning Human Understanding (1690) put the principle into prac-
tice. Locke's style is bare to baldness, but it is clear. We give an example:

Some men are remarked for pleasantness in raillery; others, for apologues, and apposite,
diverting stories. This is apt to be taken for the effect of pure nature, and that the rather,
because it is not got by rules, and those who excel in either of them, never purposely set
themselves to the study of it as an art to be learnt. But yet it is true, that at first some
lucky hit, which took with somebody, and gained him commendation, encouraged him
to try again, inclined his thoughts and endeavours that way, till at last he insensibly got
a facility in it without perceiving how; and that is attributed wholly to nature, which was
much more the effect of use and practice. I do not deny that natural disposition may
often give the first rise to it; but that never carries a man far without use and exercise,
and it is practice alone that brings the powers of the mind as well as
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those of the body to their perfection. Many a good poetic vein is buried under a trade,
and never produces anything for want of improvement. We see the ways of discourse
and reasoning are very different, even concerning the same matter, at court and in the
university. And he that will go but from Westminster Hall to the Exchange, will find a
different genius and turn in their ways of talking; and one cannot think that all whose lot
fell in the city were born with different parts from those who were bred at the university
or inns of court.

TABLE TO ILLUSTRATE THE DEVELOPMENT OF LITERARY FORMS
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In one prominent case we have a survival of the more elaborate style of the past, and that is
in the history of Gilbert Burnet (1643-1715), Bishop of Salisbury, whose The History of my
own Time was published after his death. The style of the book is modelled on that of
Clarendon. Burnet's style is not of the same class as that of his predecessor: it has lapses
into colloquialism; its sentences are snipped into small pieces by means of frequent colons
and semicolons; and he has not Clarendon's command of vocabulary.



CHAPTER VIII
THE AGE OF POPE

TIME-CHART OF THE CHIEF AUTHORS
The thick line shows the period of active literary work.

THE HISTORICAL BACKGROUND (1700-50)

In the beginning of the eighteenth century the old quarrels take on new features.

1. The Rise of the Political Parties. In the reign of Charles II the terms 'Whig' and "Tory'
first became current: by the year 1700 they were in everybody's mouth. About that time
domestic politicians became sharply cleft into.two groups that were destined to become
established as the basis of our political system. Domestie affairs, while they never
approached the stage of bloodshed, took on a new acrimony that was to affect literature
deeply. Actual points of political faith upon which the parties were divided are not of great
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importance to us here; but, generally speaking, we may say that the Whig party stood for
the pre-eminence of personal freedom as opposed to the Tory view of royal divine right.
Hence the Whigs supported the Hanoverian succession, whereas the Tories were Jacobites.
The Tories, whose numbers were recruited chiefly from the landed classes, objected to the
foreign war upon the score that they had to pay taxes to prolong it; and the Whigs,
representing the trading classes generally, were alleged to be anxious to continue the war,
as it brought them increased prosperity. In the matter of religion the Whigs were Low
Churchmen and the Tories High Churchmen.

2.The Foreign War. This War of the Spanish Succession was brilliantly successful under
the leadership of Marlborough, who, besides being a great general, was a prominent Tory
politician. The Tories, as the war seemed to be indefinitely prolonged, supplanted (1710)
the Whigs, with whom they had been co-operating in the earlier stages of the war, and in
1713 they concluded the war by the unfortunate Treaty of Utrecht. Contemporary
literature is much concerned both with the war and the peace.

3.The Succession. When Anne ascended the throne the succession seemed to be safe
enough, for she had a numerous family. Nevertheless, her children all died before her, and
in 1701 it became necessary to pass the Act of Settlement, a Whig measure by which the
succession was settled upon the House of Hanover. On the death of Anne, in the year
1714, the succession took effect, in spite of the efforts of the Tories, who were anxious to
restore the Stuarts. The events of this year 1714 deeply influenced the lives of Addison,
Steele, Swift, and many other writers of lesser degree.

4.The Spirit of the Age. After the succession of the House of Hanover the first half of the
eighteenth century was a period of stabilization and steadily growing wealth and
prosperity. The evils of the approaching Industrial Revolution had not yet been realized,
and the country, still free from any suggestion of acrimonious class consciousness,
underwent a period of comfortable aristocratic rule, in which local government rested on
the squires, typified by Sir Roger de Coverley. It was an age of tolerance, moderation,
and common sense, which, in cultured circles at least, sought to refine manners and
introduce into life the rule of sweet reasonableness. The balance of political power, in spite
of the fifty years' superiority of the Whig oligarchy, was so even as to preclude fanatical
party

.policies, while the Established Church pursued a placid middle way
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and all religion was free from strife over dogma and the fanaticism which it called
'enthusiasm' until Wesley and Whitefield began the Evangelical Revival. This middle
way of control and reason, and the distrust of 'enthusiasm,' are faithfully reflected in the
literature of the period.

THE PREDOMINANCE OF PROSE

The age of Pope intensified the movement that, as we have seen, began after the
Restoration. The drift away from the poetry of passion was more pronounced than ever,
the ideals of 'wit' and 'common sense' were more zealously pursued, and the lyrical note
was almost unheard. In its place we find in poetry the overmastering desire for neatness
and perspicuity, for edge and point in style, and for correctness in technique. These
aims received expression in the devotion to the heroic couplet, the aptest medium for
the purpose. In this type of poetry the supreme master is Pope; apart from him the age
produced no great poet. On the other hand, the other great names of the period--Swift,
Addison, Steele, Defoe-- are those of prose-writers primarily, and prose-writers of a
very high quality.

Some other outstanding conditions of the age remain to be considered. Most of them, it
will be noticed, help to give prose its dominating position.

1.Political Writing. We have already noticed the rise of the two political parties,
accompanied by an increased acerbity of political passion. This development gave a
fresh importance to men of literary ability, for both parties competed for the assistance
of their pens, bribed the authors with places and pensions (or promises of them), and
admitted them more or less deeply into their counsels. In previous ages authors had had
to depend on their patrons, often capricious beings, or upon the length of their
subscription lists; they now acquired an independence and an importance that turned die
heads of some of them. Hardly a writer of the time is free from the political bias. After
being a Whig, Swift became a virulent Tory; Addison was a tepid Whig; Steele was
Whig and Tory in turn. It was indeed the Golden Age of political pamphleteering, and
the writers made the most of it.

2.The Clubs and Coffee-houses. Politicians are necessarily gregarious, .and the
increased activity in politics led to a great addition to the number of political clubs and
coffee-houses, which became the foci of fashionable and public life. In the first number
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of The Tatler Steele announces as a matter of course that the activities of his new journal
will be based upon the clubs. "All accounts of Gallantry, Pleasure, and Entertainment shall
be under the article of White's Chocolate-House; Poetry under that of Wll's Coffee-House;
Learning under the title of Grecian; Foreign and Domestic News you will have from Saint
James' Coffee-House." These coffee-houses became the 'clearing-houses' for literary busi-
ness, and from them branched purely literary associations stash as the famous Scriblerus
and Kit-Cat clubs, those haunts of the fashionable writers which figure so prominently in
the writing of the period.

3.Periodical Writing. The development of the periodical will be noticed elsewhere (see pp.
216-217). 1t is sufficient here to point out that the struggle for political mastery led both
factions to issue a swarm of Examiners, Guardians, Freeholders, and similar publications.
These journals were run by a band of vigorous and facile prose-writers, who in their
differing degrees of excellence represent almost a new type in our literature.

4.The New Publishing Houses. The interest in politics, and probably the decline in the
drama, caused a great increase in the size of the reading public. In its turn this aroused
the activities of a number of men who became the forerunners of the modern publishing
houses. Such were Edmund Curll (1675-1747), Jacob Tonson (1656 (?)-1736), and John
Dunton (1659-1733). These men employed numbers of needy writers, who produced the
translations, adaptations, and other popular works of the time. It is unwise to judge a
publisher by what authors say of him, but the universal condemnation levelled against Curll
and his kind compels the belief that they were a breed of scoundrels who preyed upon
authors and public, and (what is more remarkable) upon one another. The miserable race
of hack-writers--venomously attacked by Pope in The Dunciad--who existed on the scanty
bounty of such men lived largely in a thoroughfare near Moorfields called Grub Street, the
name of which has become synonymous with literary drudgery.

5.The New Morality. The immorality of the Restoration, which had been almost entirely a
Court phenomenon and was largely the reaction against extreme Puritanism, soon spent
itself. The natural process of time was hastened by opinion in high quarters. William I1I was-
a severe moralist, and Anne, his successor, was of the same character. Thus we soon see a
new tone in the writing of the time
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and n new attitude to life and morals. Addison, in an early number of The Spectator,
puts the new fashion in his own admirable way: "I shall endeavour to enliven morality with
wit, and to temper wit with morality." Another development of the same spirit is seen in
the revised opinion of women, who are treated with new respect and dignity. Much
coarseness is still to be felt, especially in satirical writing, in which Swift, for instance, can
be quite vile; but the general upward tendency is undoubtedly there.

PROSE-WRITERS
1. JonaTHAN SwiFT (1667-1745)

1.. His Life. Swift was born in Dublin, and, though both his parents were English, his
connexion with Ireland was to be maintained more or less closely till the day he died.)His
father dying before Jonathan's birth, the boy was thrown upon the charity of an uncle, who
paid for his education in Ireland. He seems to have been very wretched both at his school at
Kilkenny and at Trinity College, Dublin, where his experiences went to confirm in him that
savage melancholia that was to endure all his life. Much of this distemper was due to purely
physical causes, for he suffered from an affection of the ear that ultimately touched his brain
and caused insanity. In 1686, at the age of nineteen, he left Trinity College (it is said in
disgrace), and in 1689 entered the household of his famous kinsman Sir William Temple,
under whose encouragement he took holy orders, and on the death of Temple in 1699
obtained other secretarial and ecclesiastical appointments. His real chance came in 1710,
when the Tories overthrew the Marlborough faction and came into office. To them Swift
devoted the gigantic powers of his pen, became a political star of some magnitude, and,
after the manner of the time, hoped for substantial rewards. He might have become a
bishop, but it is said that Queen Anne objected to A Tale of a Tub and had doubts about his
orthodoxy and in the wreck of the Tory party in 1715 all he could save was the Deanery of
St Patrick's, in Dublin, which he had received in 1713. An embittered man, he spent the
last thirty years of his life in gloom, and largely in retirement. His last years were passed in
silence and, at the very end, lunacy.

2. His Poetry. Swift would have been among the first to smile at any claim being
advanced for him on the score of his being a greats poet, though he always longed to excel
in poetry, yet in bulk his
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verse is considerable. His poems were to a large extent recreations: odd verses
(sometimes humorously doggerel) to his friends; squibs and lampoons on his political
and private enemies, including the famous one on Partridge, the quack astrologer; and
one longish one, Cadenus and Vanessa (1712-13), which deals with his affection for
Esther Vanhomrigh. In his poems he is as a rule lighter of touch and more placable in
humour than he is in his prose. His favourite metre is the octosyllabic couplet, which he
handles with a dexterity that reminds the reader of Butler in Hud bras. He has lapses of
taste, when he becomes coarse and vindictive; and sometimes the verse, through mere
indifference, is badly strung and colloquially expressed.

The following is from some bitter verses he wrote (1731) on his own death just before
the final night of madness descended. Note the fierce misery inadequately screened with
savage scorn.

Yet thus, methinks, I hear 'em speak:

"See, how the Dean begins to break!
Poor gentleman, he droops apace!

You plainly find it in his face.

That old vertigo in his head

Will never leave him, till he's dead.

Besides, his memory decays:

He recollects not what he says;

He cannot call his friends to mind;
Forgets the place where last he dined;
Plies you with stories o'er and o'er;

He told them fifty times before.

How does he fancy we can sit

To hear his out-of-fashion'd wit?

But he takes up with younger folks

Who for his wine will bear his jokes.

Faith, he must make his stories shorter

Or change his comrades once a quarter:

In half the time he talks them round,

There must another set be found."

3. His Prose Almost in one bound Swift attained to a mastery of English prose; and
then maintained an astonishing level of excellence. His first' noteworthy book was The
Battle of theJBooks, published in 1704 The theme of this work is a well-worn one,
being the dispute between ancient and modern authors. At the time Swift wrote it his
patron, Sir William Temple, was engaged in the controversy on behalf of the ancients,
and Swift's tract was in support of his kinsman's views. Swift gives the theme a half
allegorical, mock-heroic setting, in which the books in a library at length literally
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contend with one another. The handling is vigorous and illumina

ting, and refreshed with many happy remarks and allusionsTF The

famous passage where a bee, accidentally blundering into a spider's

web, argues down the bitter remarks of the spider, is one of Swift's

happiest efforts. *

_A_Tale of a Tub, also published in 1704/though it was written as early as 1696,is
regarded by many as Swift's best work. It certainly reveals his power at its highest. It is
a religious allegory, perhaps suggested by the work of Bunyan, on three men: Peter,
who stands for the Roman Catholic Church; Jack, who represents the Dissenters; and
Martin, the personification of the Anglican and Lutheran Churchejl Each of the three
has a coat left to him by his father, and they have many experiences, beginning with the
changes that they make on the coats that have been left to them. The book was intended
as an attack on the 'enthusiasm' of Roman Catholics and Dissenters alike, and
culminates in a fierce attack upon Jack. But, though Martin escapes comparatively
lightly, Swift's contempt is poured on so many of the fundamental principles of religion
that the bookjed many to suspect his own Christianity. Indeed, the scope ofyhe work
widens until it becomes a merciless dissection of human nature in general, and of
intellectual pride and religious hypocrisy in particulanj Within the narrative are
digressions on such subjects as critics and the value of madness to the community,
whigh reveal the deep irony of Swift's satire at its best. A Tale of a Tub is full of wit,
and brilliant in its imaginative power and the incisiveness of its thought. The style is
terse, and has a sustained vigourjDace, and colourfulness which Swift did not equal in
his later worksy) Many years after the writing of the book he was heard to mutter, while
looking at a copy, "Good God! what a genius I had when I wrote that book!"

The following extract shows the suggestiveness of his allegory, the corrosive power of
his satire, and his redoubtable style:

Whenever it happened that any rogue of Newgate was condemned to be hanged, Peter
would offer him a pardon for a certain sum of money; which when the poor caitiff had
made all shifts to scrape up, and send, his lordship would return a piece of paper in this
form:

"To all mayors, sheriffs, jailors, constables, bailiffs, hangmen, etc. Whereas we are
informed that A. B. remains in the hands of you, or any of you, under the sentence of
death. We will and command you, upon sight hereof to let tha said prisoner depart to his
own habitation whether he stands condemned for murder, etc., etc., for which this shall
be your sufficient warrant; and if you fail
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hereof, God damn you and yours to all eternity; and so we bid you heartily farewell.
Your most humble man's man, Emperor Peter." The wretches, trusting to this, lost their
lives and money too. It will be no difficult part to persuade the reader that so many
worthy discoveries met with great success in the world; though 1 may justly assure him
that I have related much the smallest number, my design having been only to single out
such as will be'of most benefit for public imitation, or which best served to give some
idea of the reach and wit of the inventor. And therefore it need not be wondered at if, by
this time. Lord Peter was become exceeding rich. But, alas! he had kept his brain so long
and so violently upon the rack, that at last it shook itself, and began to turn round for a
little ease. In short, what with pride, projects, and knavery, poor Peter was grown
distracted, and conceived the strangest imaginations in the world. In the height of his
fits (as it is usual with those who run mad out of pride) he would call himself God
Almighty, and sometimes monarch of the universe. I have seen him (says my author)
take three old high-crowned hats and clap them on his head three-storey high, with a
huge bunch of keys at his girdle, and an angling-rod in his hand. In which guise, whoever
went to take him by the hand in the way of salutation, Peter, with much grace, like a
well-educated spaniel, would present them all with his foot, and if they refused his
civility, then would he raise it as high as their chops, and give them a damned kick on
the mouth, which has ever since been called a salute.

A Tale of a Tub From a literary point of view, the next important period of his life was
from 1710, when he deserted the Whigs for the.Tories, to 1714, when the latter party
fell from power. (For them he wrote political tracts of great power, which made him a
leading political figure of the day. Several of them were written for The Examiner, a
Tory journal of which he was given charge, and the best known are The Conduct of the
Allies (1711), Some Remarks on the Barrier Treaty (1712), and The Public Spirit of the
Whigs (1714). To this period also belongs the Journal to Stella, which is a kind of
informal private log-book written by him and sent regularly to Esther Johnson) It has all
Swift's shrewdness and vivacity, without much of the usual scorn and coarseness. It is
not as intimate and revealing as the diary of Pepys, yet it gives us many glimpses of the
inner man: vain and arrogant, ambitious and crafty, but none the less a generous and
considerate friend and a loyal ally.

During the third period--that of his final stay in Ireland--the shadow deepens. The
earlier years produce one of the most compelling efforts of his pen. He supported the
Irish in their revolt against 'Wood's halfpence,' writing in their cause his The Drapier's
Letters (1724). This gained for him an almost embarrassing popularity. -



193

Then followed some miscellaneous political work, aimed at

the improvement of the lot of the oppressed and poverty-stricken

Irish, and then his longest and most famous book, Gulliver's Travels

(written between 1720 and 1225, and published 1726). The main

idea of this book is an old one being at least as old as the time of

Lucian, a Greek writer of the second century it deals with imaginary voyages, in
Gulliver's case among the pigmies (Lilliputians), the

giants (Brobdingnagians), the moonstruck philosophers (Laputans),

and the race of horses (Houyhnhnms), with their human serfs the

Yahoos.

Gulliver's Travels resembles its fellow-allegory The Pilgrim's Progress in its popularity
and human interest; but in temper the two books are worlds apart. Bunyan views human
failings with a discerning eye, but he accepts them with a benign quiescence, and with a
tempered faith in man's ultimate redemption. Swift, on the other hand, said to Pope, "I
heartily hate and detest that animal called man," and this book is an elaboration of that
attitude, (He magnifies man into a giant, and then he diminishes him into a mannikin,
and he finds him wicked and insolent and mean; he regards man in his wisdom, and he
finds him a fool; in despair, in the last book of the Travels, he turns from man
altogether.) and in the brute creation he discovers a charity and sagacity before which
humanity grovels as a creature beastly beyond measure. (the last stages of the book are
morbid and often revolting, but always we are aware of the clarity of the author's mind.)
The two earlier stages of the Travels have a charm and vivacity that delight old and
young. The satire lurks in the allegory, but it is so delicately tinselled over that it does
not repel. The crowded incidents are plausible and lively, and they are often spiced with
a quaint and alluring humour; his comments upon mankind are shrewd and arresting, as
well as satirical, and are yet not brutal nor obscene. The style is Swift's best: not
mannered or laboured; clean, powerful, and tireless; easy without being slovenly, and as
clear as summer noonday.

The queen, who often used to hear me talk of my sea-voyages, and took all occasions to
divert me when I was melancholy, asked me whether I understood how to handle a sail
or an oar, and whether a little exercise of rowing might not be convenient for my health.
I answered, that I understood both very well; for although my proper employment had
been to be surgeon or doctor to the ship, yet often upon a pinch I was forced to work
like a common mariner. But I could not see how this could be done in their
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country, where the smallest wherry was equal to a first-rate man-of-war among us, and
such a boat as I could manage would nevei live in any of their rivers. Her majesty said,
if I would contrive a boat, her own joiner should make it, and she would provide a place
for me to sail in. The fellow was an ingenious workman, and, by my instructions, in ten
days finished a pleasure-boat, with all its tackling, able conveniently to hold eight
Europeans. When it was finished, the queen was so delighted, that she ran with it in her
lap to the king, who ordered it to be put in a cistern full of water with me in it by way of
trial; where I could not manage my two sculls, or little oars, for want of room. But the
queen had before contrived another project. She ordered the joiner to make a wooden
trough of three hundred foot long, fifty broad, and eight deep, which being well pitched,
to prevent leaking, was placed on the floor along the wall in an outer room of the
palace. It had a cock near the bottom to let out the water, when it began to grow stale;
and two servants could easily fili it in half an hour. Here I often used to row for my
diversion, as well as that of the queen and her ladies, who thought themselves agreeably
entertained with my skill and agility. Sometimes I would put up my sail, and then my
business was only to steer, while the ladies gave me a gale with their fans; and when they
were weary, some of the pages would blow my sail forward with their breath, while I
showed my art by steering starboard or larboard, as 1 pleased. When I had done,
Glumdalclitch always carried back my boat into her closet, and hung it on a nail to dry.

Swift is the greatest English satirist. Unlike Pope he restricts himself to general rather
than personal attacks, and his work has a cosmic, elemental force.)which is irresistible
and, at times, almost frightening. His dissection of humanity shows a powerful mind
relentlessly and fearlessly probing into(follies and hypocrisy, but he is never merely
destructive?] Always underlying his work is the desire for the greater use of common
sense and reason in the ordering of human affairs Often the satire is cruel and violent,
and sometimes it is coarse and repulsive--perhaps the result of his own physical
disabilities, and his keen disappointment at his failure to gain the preferment which he
felt himself to have merited. But the terrible savagery of 4 Voyage to the Houyhnhnms,
and A Modest Proposal for preventing the children of poor people from being a burden
to their parents (by selling them as food for the rich) should not blind us to the great
range of his work. Between these two and the playfulness of Predictions for the ensuing
year, 1708, by Isaac Bickerstaff, Esq., or the almost boyish humour of his Discourse to
prove the Antiquity of the English Tongue, there is a range of satirical force which
indicates a fertility of imagination and an ingenuity of fancy unparalleled among his
rivals in this field.
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I1. Josern ApbisoN (1672-1719)

1.His Life. Educated at the Charterhouse, Addison went to Oxford, where he became a
Fellow of Magdalen College. He early made his mark as a serious and accomplished
scholar,) and seems to have attracted the notice of the Whig leaders, who marked him
out as a future literary prop of their faction. He obtained a travelling scholarship of
three hundred pounds a year, and saw much of Europe under favourable conditions.
Then the misfortunes of the Whigs in 1703 reduced him to poverty. In 1704, it is said
at the instigation of she leaders of the Whigs, he wrote the poem The Campaign,
praising the war policy of the Whigs in general and the worthiness of Marlborough in
particular. This poem brought him' fame and fortune. He obtained many official
appointments and pensions, married a dowager countess (1716), and became a Secre-
tary of State (1717). Two years later he died, at the early age of forty-seven.

2.His Poetry. In his Latin verses Addison attained early distinction. These verses were
highly praised at a time when praise for proficiency in such a medium was of some
significance. Then his The Campaign m .1704 gave him a reputation as one of the
major posts of the age. The poem is poor enough. It is written in the heroic couplet,
and with some truth it has been called a "rhymed gazette." The story is little more than
a pompous catalogue of places and persons; the style is but mediocre, and warms only
when it is feebly stirred by the ignorant enthusiasm that a sedentary civilian feels for
the glory of war. The hero is Marlborough, who is drawn on a scale of epic grandeur.
The most famous passage of the work is that comparing the general to the angel that
rides the storm. The poem literally made Addison's fortune; for after reading it the
Whig Lord Treasurer Godolphin gave him the valuable appointment of Commissioner
of Appeals.

Twas then great Maribro's mighty soul was prov'd,
That, in the shock of charging hosts unmov'd,
Amidst confusion, horror, and despair,

Examin'd all the dreadful scenes of war;

In peaceful thought the field of death survey'd.

To fainting squadrons sent the timely aid,

Inspir'd repuls'd battalions to engage,

And taught the doubtful battle where to rage.

So when an angel by divine command

With rising tempests shakes a guilty land,
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Such as of late o'er pale Britannia past, Calm and serene he drives the furious blast; And,
pleas'd th' Almighty's orders to perform, Rides in the whirlwind, and directs the storm.
His only other poetical works worthy of notice are his hymns, which are melodious,
scholarly, and full of a cheerful piety. The one that begins "The spacious firmament on
high" is among the best.
3.His Drama. Addison was lucky in his greatest dramatic effort, just as he was lucky in
his longest poem. In 1713 he produced the tragedy of Cato, part of which had been in
manuscript as early as 1703. It is of little merit, and shows that Addison, whatever his
other qualities may be, is no dramatist. It is written in laborious blank verse, in which
wooden characters declaim long, dull speeches. But it caught the ear of the political parties,
both of which in the course of the play saw pithy references to the inflamed passions of
the time. The play had the remarkabli run of twenty nights, and was revived with much
success. Addison also attempted an opera, Rosamond (1707), which was a failure; and
the prose comedy of The Drummer (1715) is said, with some reason, to be his also. If it
is, it adds nothing to his reputation.
4.His Prose. (several political pamphlets are ascribed to Addison, but as a pamphleteer he
is not impressive. He lacked the directness of Swift, whose pen was a terror to his
opponents. It is in fact almost entirely as an essayist that Addison is justly famed)
(These essays began almost casually. On April 12, 1709, Steele published the first number
of The Tatler, a periodical that was to appear thrice weekly. Addison, who was a school
and college friend of Steele, saw and liked the new publication, and offered his services as a
contributor. His offer was accepted, and his first contribution, a semi-political one,
appeared in No. 18. Henceforward Addison wrote regularly for the paper, contributing
about 42 numbers, which may be compared with Steele's share of about 188. The Tatler
finished in January 1711; then in March of the same year Steele began The Spectator, which
was issued daily. The paper had some variations of fortune, price, and time of issue, But
eventually, it ran until December 1712, obtained an unprecedented popularity(it was said
that in its palmiest days it sold ten thousand copies of each issue)(and exercised a great
influence upon the reading public of the period. In The Spectator Addison rapidly
became the dominating spirit, wrote 274 essays out of a complete
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total of 555)and wholly shaped its, policy when Steele tired of the project. Steele wrote 236
essays, (In March 1713 Addison assisted Steele with The Guardian, which' Steele began.
It was only a moderate success, and terminated after 175 numbers, Addison contributing
51)

In all, we thus have from Addison's pen nearly four hundred essays, which are of nearly
uniform length, of almost unvarying excellence of style, and of a wide diversity of subject.
They are a faithful reflection of the life of the time viewed with an aloof and dispassionate
observation. He set out to be a mild censor of the morals of the age, and most of his
compositions deal with topical subjects--fashions, head-dresses, practical jokes, polite
conversation.] His aim was to point out "those vices which are too trivial for the
chastisement of the law, and too fantastical for the cognizance of the pulpit.... All agreed
that I should be at liberty to carry the war into what quarters I pleased; provided I
continued to combat with criminals in a body, and to assault the vice without hurting the
person." Deeper themes were handled in a popular fashion-- immorality, jealousy, prayer,
death, and drunkenness. Politics were touched, but .gingerly.In all things he advocated
moderation and tolerance and was the enemy of 'enthusiasm) Sometimes he adopted the
allegory as a means of throwing his ideas vividly before his readers; and so we have the
popular The Vision of Mirza and the political allegory of Public Credit. (Literary criticism,
of'a mild and cautious kind, found a prominent place in the essays.) as well ' as many
half-personal, half-jocular editorial communications to the readers. And, lastly, there was
the famous series dealing with the Spectator Club.

(It is certain that Steele first hit on the idea of Sir Roger de Coverley, an imaginary
eccentric old country knight who frequented the Spectator Club in London. Around the
knight were grouped a number of contrasted characters, also members of the mythical
club. Such were Will Honeycomb, a middle-aged beau; Sir Andrew Freeport, a city
merchant; Captain Sentry, a soldier; and Mr Spectator, a shy, reticent person, who bears
a resemblance to Addison himself. Addison seized upon the idea of the club; gave it life,
interest, and adventure; cast over it the charm of his pleasant humour; and finished up by
making the knight die with affecting deliberation and decorumy.) Sandwiched between
essays on other topics, this series appeared at intervals in the pages of The Spectator, and
added immensely to the popularity of the journal. In literature
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it has an added value. If Addison had pinned the Coverley papers together with a
stronger plot; if, instead of only referring to the widow who had stolen the knight's
affections, he had introduced a definite love-theme; if he had introduced some
important female characters, we should have had the first regular novel in our tongue.
As it is, this essay-series brings us within measurable distance of the genuine
eighteenth-century novel.

We give an extract to illustrate both his humour and his style.

His humour is of a rare order. It is delicately ironical, gentlemanly, tolerant, and urbane.
To Swift, with his virile mind, such a temper seemed effeminate and priggish. "I will
not meddle with The Spectator” he wrote to Stella; "let him fair sex it to the world's
end." (His style has often been deservedly praised) It is the pattern of the middle style,
never slipshod, or obscure, or unmelodious. He has an infallible instinct for the proper
word, and an infallible ear for a subdued and graceful rhythm. In this fashion(his prose
moves with a demure and (pleasing grace, in harmony with his subject, with his object,
and with himself.)

As I was yesterday morning walking with Sir Roger before his house, a country fellow
brought him a huge fish, which, he told him, Mr William Wimble had caught that very
morning; and that he presented it with his service to him, and intended to come and dine
with him. At the same time he delivered a letter, which my friend read to me as soon as
the messenger left him.

"Sir ROGER,

"I desire you to accept of a jack, which is the best I have caught this season. I intend to
come and stay with you a week, and see how the perch bite in the Black river. I observed
with some concern, the last time I saw you upon the bowling-green, that your whip
wanted a lash to it; I will bring half a dozen with me that I twisted last week, which I
hope will serve you all the time you are in the country. I have not been out of the saddle
for six days last past, having been at Eton with Sir John's eldest son. He takes to his
learning hugely.

"I am, Sir, your humble servant,

"WiLL WiMBLE"

This extraordinary letter, and message that accompanied it, made me very curious to
know the character and quality of the gentleman who sent them; which I found to be as
follow:--Will Wimble is younger brother to a baronet, and descended of the ancient
family of the Wimbles. He is now between forty and fifty; but being bred to no business
and born to no estate, he generally lives with his elder brother as superintendent of his
game. He hunts a pack of dogs better than any man in the country, and is very famous
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for finding out a hare. He is extremely well versed in all the little handicrafts of an idle
man. He makes a May-fly to a miracle; and furnishes the whole country with angle-
rods. As he is a good-natured, officious fellow, and very much esteemed upon account
of his family, he is a welcome guest at every house, and keeps up a good
correspondence among all the gentlemen about him. He carries a tulip root in his pocket
from one to another, or exchanges a puppy between a couple of friends, that live
perhaps in the opposite sides of the country. Will is a particular favourite of all the
young heirs, whom he frequently obliges with a net that he has weaved, or a setting-dog
that he has made himself. He now and then presents a pair of garters of his own knitting
to their mothers and sisters; and raises a great deal of mirth among them, by inquiring as
often as he meets them, how they wear? These gentleman-like manufactures and obliging
little humours make Will the darling of the country.

The Spectator

III. Sir RicHarD STEELE (1672-1729)

1.His Life. (Steele had a varied and rather an unfortunate career, due largely to his own
ardent disposition. Like Addison, he was educated at the Charterhouse, and then
proceeded to Oxford, leaving without taking a degree) His next exploit was to enter the
army as a cadet; then he took to politics, became a Member of Parliament, and wrote for
the Whigs. Steele, however, was too impetuous to be a successful politician, and he was
expelled from the House of Commons. He became a Tory; quarrelled with Addison on
private and public grounds; issued a number of periodicals; and died ten years after his
fellow-essayist.,

2.His Drama. Steele wrote some prose comedies, the best of which are The Funeral
(1701), The Lying Lover (1703), The Tender Husband (1705), and The Conscious
Lovers (1722). They follow in general scheme the Restoration comedies, but are
without the grossness and impudence of their models. Indeed, Steele's one importance
as a dramatist rests on his foundation of the sentimental comedy, avowedly moral and
pious in aim and tone. In places his plays are lively, and reflect much of Steele's
amiability of temper.

3.His Essays. (It is as a miscellaneous essayist that Steele finds his place in literature.
He was a man fertile in ideas, but he lacked the application that is always so necessary
to carry those ideas to fruition Thus he often sowed in order that other men might reap.
He started The Tatler in 1709, The Spectator in 1711, and several other short-lived
periodicals, such as The Guardian (1713), The Englishman (1713), The Reader (1714),
and The Plebeian (1719). After the rupture with Addison the loss of the latter's
steadying



200

influence was acutely felt, and nothing that Steele attempted had any stability.

working alliance with Addison was so close and so constant that the comparison
between them is almost inevitable. Of the two writers, some critics assert that Steele is
theworthier. In versatility and in onginalily he is at least Addison's equal. His humour
is broader and less restrained than Addison's with a naive, pathetic touch about it that is
reminiscent of Goldsmith. (His pathos is more attractive and more humane. But Steele's
very virtues are only his weaknesses sublimed; they are emotional, not intellectual; of
the heart, and not of the head. He is incapable of irony; he lacks penefration and power;
and much of his moralizingTs cheap and obvious. He lacks Addison's care and suave
ironic insight.) he is reckless in style and inconsequent in method. And so,-in the final
estimate, as the greater artist he fails.

The aim of Steele's essays was frankly didactic; he desired to bring about a reformation
of contemporary society manners, and is notable for his consistent advocacy of
womanly virtue and the ideal of the gentleman of courtesy, chivalry, and good taste.
(His essays on children are charming, and he is full of human sympathy.)

The passage given illustrates Steele's easy style, the uncon.) strained sentences, the
fresh and almost colloquial vocabulary, and the sentimentality to which he is prone.

[Mr Bickerstaff, the 'Mr Spectator' of "The Tatter," visits an old friend.]

As soon as we were alone, he took me by the hand. "Well, my good friend," says he, "I
am heartily glad to see thee; I was afraid you would never have seen all the company
that dined with you to-day again. Do not you think the good woman of the house a little
altered since you followed her from the playhouse, to find out who she was, for me?" I
perceived a tear fall down his cheek as he spoke, which moved me not a little. But, to
turn the discourse, I said, "She is not indeed quite that creature she was, when she
returned me the letter I carried from you; and told me she hoped, as I was a gentleman, |
would be employed no more to trouble her, who had never offended me; but would be
so much the gentleman's friend as to dissuade him from a pursuit which he could never
succeed in. You may remember I thought her in earnest; and you were forced to employ
your cousin Will, who made his sister get acquainted with her, for you. You cannot
expect her to be for ever fifteen." "Fifteen!" replied my good friend: "Ah! you little
understand, you that have lived a bachelor, how great, how exquisite a pleasure there is
in being really beloved! It is impossible that the most beauteous face in nature should
raise in me such
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pleasing ideas as when I look upon that excellent woman. That fading in her
countenance is chiefly caused by her watching with me in my fever. This was followed
by a fit of sickness, which had like to have carried her off last winter. I tell you
sincerely, I have so many obligations to her that I cannot, with any sort of moderation,
think of her present state of health. But as to what you say of fifteen, she gives me every
day pleasures beyond what I ever knew in the possession of her beauty, when 1 was in
the vigour of youth. Every moment of her life brings me fresh instances of her
complacency to my inclinations, and her prudence in regard to my fortune. Her face is
to me much mort beautiful than when I first saw it; there is no decay in any feature
which I cannot trace from the very instant it was occasioned by some anxious concern
for my welfare and interests."

The Tatler

IV. DanieL Derok (1659 (?)-1731)

1. His Life. Much of Defoe's life is still undetermined. He was born in London, became
a soldier, and then took to journalism. He is one of the earliest, and in some ways the
greatest, of the Grub Street hacks. He worked for both the Whigs and the Tories, by
whom he was frequently employed in obscure and questionable work. He died in
London.

2. His Prose. This is of amazing bulk and variety, and for convenience can be divided
into two groups.
((a) Political Writings. Like most of the other writers of his time Defoe turned out a
mass of political tracts and pamphlets. Many of them appeared in his own journal, The
Review, which) issued in 1704(is in several ways the forerunner of The Tatler and The
Spectator. His The Shortest Way with the Dissenters (1702) brought upon him official
wrath, and caused him to be fined, imprisoned, and pilloried. He wrote one or two of his
political tracts in rough verses which are more remarkable for their vigour than for their
elegance. The best known of this class is The True-born Englishman (1701). In all his
propaganda Defoe is vigorous and acute, and he has a fair command of irony and
invective)
(b)(His Fiction. His works in fiction were all produced in the latter part of his life, at
almost incredible speed. First came Robinson Crusoe (1719); then Duncan Campbell,
Memoirs of a Cavalier, and Captain Singleton, all three books in 1720; in 1722
appeared Moll Flanders, A Journal of the Plague Year, and Colonel Jacque; then
Roxana (1724) and 4 New Voyage round the World(1725).
This great body of fiction has grave defects, largely due to the immense speed with
which it was produced. The general plan of
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the novel in each case is loose and unequal; as, for example, in Robinson Crusoe, where
the incomparable effect of the story of the island is marred by long and sometimes
tedious narratives of other lands.) Then the style is unpolished but has a vigorous,
homely raciriess and a Colloquial vocabulary) which make it ideal for his purpose. (At
its best,/as in the finest parts of Robinson Crusoe, his writing has a realism that is rarely
approached by the most ardent of modern realists) This is achieved by Defoe's grasp of
details and his unerring sense of their supreme literary value, a swift and resolute
narrative method, and a plain and matter-of-fact style that inevitably lays incredulity
asleep. (To the development of the novel Defoe's contribution is priceless)

In the passage now given note Defoe's completely unadorned style, the loosely
constructed sentences, and the attention to the minutest detail:

I went to work upon this boat the most like a fool that ever man did who had any of his
senses awake. I pleased myself with the design, without determining whether I was able
to undertake it; not but that the difficulty of launching my boat came often into my
head; but I put a stop to my own inquiries into it, by this foolish answer: Let us first
make it: I warrant [ will find some way or other to get it along when it is done.

This was a most preposterous method; but the eagerness of my fancy prevailed, and to
work I went. I felled a cedar-tree, and I question much, whether Solomon ever had such
a one for the building of the Temple at Jerusalem; it was five feet ten inches diameter at
the lower part next the stump, and four feet eleven inches diameter at the end of twenty-
two feet, where it lessened, and then parted into branches. It was not without infinite
labour that I felled this tree; I was twenty days hacking and hewing at the bottom, and
fourteen more getting the branches and limbs and the vast spreading head of it cut off;
after this it cost me a month to shape it and dub it to a proportion, and to something like
the bottom of a boat, that it might swim upright as it ought to do. It cost me near three
months more to clear the inside, and work it out so as to make an exact boat of it: this I
did indeed without fire, by mere mallet and chisel, and by the dint of hard labour, till I
had brought it to be a very handsome periagua, and big enough to have carried six-and-
twenty men, and consequently big enough to have carried me and all my cargo.
Robinson Crusoe

OTHER PROSE-WRITERS

1. John Arbuthnot (1667-1735). Arbuthnot was born in Kincardineshire, Scotland,
studied medicine at Oxford, and spent the latter part of his life in London, where he
became acquainted with
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Pope and Swift. His writings are chiefly political, and include the Memoirs of Martinus
Scriblerus (1709), which, though published (1741) in the works of Pope, is thought to
be his; The History of John Bull (1712 or 1713), ridiculing the war-policy of the Whigs;
and The Art of Political Lying (1712).

Arbuthnot writes with wit and vivacity, and with many pointed allusions. At his best he
somewhat resembles Swift, though he lacks the great devouring flame of the latter's
personality.

2. Lord Bolingbroke (1678-1751). Henry St John, Viscount Bolingbroke, was one of
the chief political figures of the period. At the age of twenty-six he was Secretary for
War in the Tory Government; was thereafter implicated in Jacobite plots; was com
pelled to flee to France; was permitted to return to England in 1725; had once more to
return to France in 1735; then, after seven years' exile, was finally restored to his native
land.

Bolingbroke prided himself on being both a patron of letters and a man of letters. He
influenced Pope, not always to the latter's advantage. In 1753 appeared his Letter to Sir
William Wyndham (written in 1717); then in 1736 he produced A Letter on the Spirit of
Patriotism and in 1738 The Idea of a Patriot King. These reflect the Tory sentiments of
their author, are written with lucidity and a vigour that is often near to coarseness, and
have all the tricks and vices of the rhetorician.

3. George Berkeley (1685-1753). Born in Ireland, Berkeley was educated at Dublin,
where he distinguished himself in mathematics. Having taken holy orders, he went to
London (1713), and became acquainted with Swift and other wits. He was a man of
noble and charitable mind, and interested himself in many worthy schemes.

He was appointed a dean, and then was made Bishop of Cloyne in 1734. He was a man
of great and enterprising mind, and wrote with much charm on a diversity of scientific,
philosophical, and metaphysical subjects.

Among his books are The Principles of Human Knowledge, a notable effort in the study
of the human mind that appeared in 1710, Three Dialogues between Hylas and
Philonous (1713), and Alciphron, or The Minute Philosopher (1732). He is among the
first, both in time and in quality, of the English philosophers who have dressed their
ideas in language of literary distinction. He writes with delightful ease, disdaining
ornament or affectation, and his command of gentle irony is capable and sure.

4. Lady Mary Wortley Montagu (1689-1762). This lady, famous
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in her day for her masculine force of character, was the eldest daughter of the Duke of
Kingston. In 1712 she married Edward Wortley Montagu, and moved in the highest
literary and social circles. In 1716 her husband was appointed ambassador at Con-
stantinople, and while she was in the East she corresponded regularly with many friends,
both literary and personal. She is the precursor of the great letter-writers of the later
portion of the century. Her Letters are written shrewdly and sensibly, often with a frankness
that is a little staggering. She had a vivid interest in her world, and she can communicate
her interest to her reader.

5. Earl of Shaftesbury (1671-1713). Anthony Ashley Cooper, third Earl of Shaftesbury, is
another example of the aristocratic dilettante man of letters. He had little taste for the
politics of the time, and aspired to be famous as a great writer. He travelled much, and died
at Naples in 1713.

His books are written with great care and exactitude, and are pleasant and lucid without
being particularly striking. His Characteristics of Men, Manners, Opinions, and Times
(1711), though it contains nothing very original or profound, suited the taste of the time
and was widely popular.

POETRY
ALEXANDER PorE (1688-1744)

1. His Life. (Tope was born in Londom the only son of a considerable city tradesman. (From
his birth two conditions were to influence very deeply the career of the future poet: first, he
was puny and delicate, and, secondly, he was baptized into the Roman Catholic faith?) His
bodily infirmity, which amounted almost to deformity, caused him to be privately educated;
and to the end of his life his knowledge had that extensive range, joined to the liability to
make the grossest blunders, which is so often the mark of an eager and precocious
intelligence imperfectly trained. Pope's religious faith, though he was never excessively
devout as a Roman Catholic, closed to him all the careers, professional and political, in
which a man of his keen intelligence might have been expected to succeed. He was thus
forced into the pursuit of letters as his only road to fame. From his earliest youth we find
him passionately desirous of making his name as an author.

His youth was passed at Binfield, his father's small estate near Windsor Forest. Before he
was twenty years old he got into touch
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with Wycherley, now old and abesotted. Through him pope became acquainted with
Addison, Swift, and Steele, whose friendship he eagerly cultivated. His early verses,
admirably attuned to the ear of the age, brought him recognition and applause;his
translation of Homer brought him wealth; and from that point he never looked back. He
became the dominating poetical personality of the day. In 1719 he removed to his house
at Twickenham, whose pinchbeck beauties became the wonder, envy, and derisior. of
literary and social London. It remained his home till “’that long disease, his,”” was
finished in 1744

2.His Character. In this book it fortunately seldom that we are called upon to analyse
the character of an English writer in any detail, but in the case of pope it is necessary.
With no man more than Pope are such personal considerations relevant and cogent, The
complexity of his character is reflected in the contradictory estimates of his biographers.
One sees him as “’a good and exceedingly lovable man,’’and others as the
personification of be a mass of contradictions, and his own deliberate misrepresentation
and concealment of facts about his life, and parentage, and his editing of his cealment of
facts about his life, and parentage, and his editing of his published letters have done
nothing to help in the elucidation of his physical weakness, and the mental agony
occasioned by the taunts and sneers of his enemies. To this may be attributed much of
his sensitiveness to insult, and his virulence in making and replying to attacks. His life
was a series of skirmishes with rivals for poetic fame, many of whom, though beneath
his contempt, he treated with a coarseness and violence which, though typical of their
age, are none the less objectionable. He combined a sensitiveness to criticism, and a
pride in his own artistic gifts, with an eye which saw clearly the weaknesses them, His
animosity was intensely personal and vindictive and gave to his satirical portraits a
vigour and incisiveness which have made them immortal. On the other hand , pope
suffered much at the hands of his enemies, who spared neither his works, his family, nor
his personal deformities. He had, too a fine feeling for beauty, an exquisite artistic taste,
and a high sense of the poet’s vocation, which underlay many of his attacks on the
denizens of Grub street. The Dunciad (see later) was the product of an offended artistic
conscience as well as of personal malice. To his friends he was loyal and generous, as
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we may see from his treatment of Swift, Richard Savage, and Martha Blount, while his
claim to have been a good son to his ageing parents seems to have been justified. By
religion and physical deformity a social outcast, he saw literature as his one way to
fame. For it, and for poetry in particular, he 'lived; everything he wrote was stamped
with the joy of creation and his desire for perfection and permanency; and it is as.an
artist that he will finally be judged.

3. His Poetry. (Pope's earliest important work was his Pastorals. These poems, almost
certainly written before he was eighteen, were published in 1709. The characters and
scenery, based as they are on classical models, lack vigour and realityjput the work is
important as an experiment in verse techxha ue:"Tsope has already chosen bis medium,

the heroic couplet, which is here handled with great metrical skill, variation of speed
and tone, and delicacy of touch. .. The rich descriptions are, perhaps, overloaded with
epithet, and tire diction is often artificial. We give a specimen of his earliest
numbers:

And yet my numbers please the rural throng,
Rough satyrs dance, and Pan applauds the song:
The nymphs, forsaking ev'ry cave and spring,
Their early fruit, and milk-white turtles bring;
Each am’ rous nymph prefers her gifts in vain,
On you their gifts are ah bestowed again.

For you the swains rhe fairest flow'rs design,
And in one garland all their beauties join;

Accept the wreath which you deserve alone,
In whom all beauties are compris'd in one.

Summer:The second pastoral



In 1711 appeared An Essay on Criticism, also written in heroic couplets. The poem
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(Windsor Forest (1713) is another pastoral in the familiar-metre, ' Artificial still, it
nevertheless shows a broader treatment and a still stronger grip of the stopped couplet.
(In_1712 was published the first version of The Rape of the Lock, one of the most
brilliant poems in the language. In it Pope tried to laugh back into good humour two
families who had been estranged when Lord Petrie cut off a lock of hair from the head
of Miss Arabella Fermor. It is in the mock-heroic strain, and its effectiveness was
greatly increased when, in 1714, Pope added the machinery of the sylphs to the original
version. The poem combines with its humorous, epic treatment of the trivial theme a
delicate fancy and a good deal of satire on the weaknesses of the fair sex and on society
manners in general)For the most part, this satire is gentle and good-humoured, though
occasionally the last half-line of a couplet gives us a foretaste of the more incisive tones
of the later Pope.

"The Rape of the Lock has a flawless, airy grace and a sustained lighness of touch which
are unparalleled in our literature.) Ao. infinite variety of verba! music is included in its
fine descriptions, usually of the sylphs, which, for sheer pictorial beauty, are the finest
things Pope achieved. A close study of the workmanship of the poem reveals an almost
incredible subtlety of control over the texture of his verse. The first of the passages
quoted below is typical in its mock-heroic tone and gentle satire on the vanity of the fair
sex, while the second is a fair example of the delicate beauty of description:

And now, unveiPd, the toilet stands display'd,
Each silver vase in mystic order laid.

First, robed in white, the nymph intent adores,
With head uncover d, the cosmetic powers.

A heav'nly image in the glass appears,

To that she bends, to that her eye she rears;
Th' inferior priestess, at her altar's side,
Trembling, begins the sacred rites of pride.
Unnumber'd treasures ope at once, and here
The various offerings of the world appear;
From each she nicely culls with curious toil,
And decks the goddess with the glitt'ring spoil.
This casket India's glowing gems unlocks,
And all Arabia breathes from yonder box.

The tortoise here and elephant unite,
Transform'd to combs, the speckled and the white.
Here files of pins extend their shining rows,
Puffs, powders, patches. Bibles, billet-doux.
Now awful beauty puts on all its arms;

The fair each moment rises in her charms,
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Repairs her smiles, awakens every grace.

And calls forth all the wonders of her face:

Sees by degrees a purer blush arise,

And keener lightnings quicken in her eyes.

The busy sylphs surround their darling care,
These set the head, and those divide the hair,
Some fold the sleeve, while others plait the gown;
And Betty's praised for labours not her own.

Some to the sun their insect-wings unfold,

Waft on the breeze, or sink in clouds of gold;
Transparent forms, too fine for mortal sight,

Their fluid bodies half dissolved in light.

Loose to the wind their airy garments flew,

Thin glittering textures of the filmy dew,

Dipp'd in the richest tincture of the skies,

Where light disports in ever-mingling dyes;

While ev'ry beam new transient colours flings,
Colours that change whene'er they wave their wings.

By this time Pope was well known, and he set about his ambitious scheme of translating
the /liad, which was completed in 1720. As a translation it is faulty, for Pope had no
sound knowledge of Greek and was often led into errors by his reference to earlier
translations. On the other hand, it is a brilliant poem, fast moving, and full of eloquent
speeches, though it is far removed from the direct vigour of the original. The true epic
strain was not really congenial to Pope. The Iliad was followed, in 1725 and 1726, by
the Odyssey, translated with the aid of two classical scholars, Fenton and Broome. Both
works were so successful as to make Pope a wealthy man, but brought upon him
jealousy and criticism, and led to many quarrels, notably with Addison. The following
passage will give some idea of the general tone of the work:

The troops exulting sat in order round,

And beaming fires illumined all the ground.
As when the moon, refulgent lamp of night,
O'er heaven's pure azure spreads her sacred light,
When not a breath disturbs the deep serene,
And not a cloud o'ercasts the solemn scene,
Around her throne the vivid planets roll,

And stars unnumber'd gild the glowing pole,
O'er the dark trees a yellower verdure shed,
And tip with silver every mountain's head:
Then shine the vales, the rocks in prospect rise,
A flood of glory bursts from all the skies;

The conscious swains, rejoicing in the sight,



Eye the blue vault, and bless the useful light.
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Still more criticism was evoked by his edition of Shakespeare, published in 1725. This
was a task for which he lacked the necessary Elizabethan scholarship, but he prefaced the
work with a fine appreciation. His many mistakes and cavalier treatment of the text were
quickly seized upon by his critics, particularly by the Shakespearian scholar, Theobald, in
Shakespeare Restored (1726).

Theobald's criticism gained him the throne of dullness in 7he Dunciad, which appeared
anonymously in 1728, and again in 1742, with the addition of a fourth book and the
dethronement of Theobald in favour of Colley Cibber. In this poem, modelled on
Dryden's MacFlecknoe, Pope turns to rend the host of minor writers whose attacks had
been making his life a misery. But the poem is not merely a settlement of old scores; Pope
is concerned for the integrity of the art for which he lived. It shows his satirical powers
at their best and their worst. It is charged with a stinging wit, and has great vigour and
variety of pace, but is spiteful, venomous, and often coarse, and is too monotonous in its
method of attack. Too often Pope condemns the good with the bad. Yet here as
elsewhere, he has many fine passages, among the best of which is the conclusion, which
we here quote:

In vain, in vain--the all-composing hour
Resistless falls: the Muse obeys the Power.

She comes! She comes! The sable throne behold
Of Night primeval and of Chaos old!

Before her, Fancy's gilded clouds decay,

And all its varying rainbows die away.

Wit shoots in vain its momentary fires,

The meteor drops, and in a flash expires....

See skulking Truth to her old cavern fled,
Mountains of casuistry heaped o'er her head!...
See Mystery to Mathematics fly!

In vain! They gaze, turn giddy, rave, and die.
Religion blushing veils her sacred fires,

And unawares Morality expires....

Lo! thy dread empire, CHAOS! is restored,;
Light dies before thy uncreating word;

Thy hand, great Anarch! lets the curtain fall
And universal darkness buries all.

(Between 1731 and 1735 Pope published a series of philosophical poems, including 7o
Lord Bathurst, Of the Use of Riches, Of the Knowledge and Characters of Men, Of the
Characters of Women, and, most famous of all, An Essay on Man, in which he discussed
man's place in the universe. These Moral Essays were written under the

14
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influence of Lord Bolingbroke, and their confused reasoning shows Pope's lack of
philosophical training and background. They do, however, contain passages full of force
and beauty, and the verse has Pope's usual care and lucidity.

The years 1733 to 1737 mark Pope's last important period of production. In them
appeared his Imitations of Horace, in which, using the Latin satirist as his model, Pope
launched his attacks in a series of poetical epistles on the greed and corruption of his
day, and especially of the Whig party then in power. His famous Prologue to the
Satires, better known by its other title, Epistle to Dr Arbuthnot (1735), contains some of
his most brilliant and finished work. The style shows the ultimate development of
Pope's couplet in its ease, naturalness, and versatility.) The poem contains the famous
portraits of Lord Hervey and Addison, of which the latter is given below. They are
masterpieces of satirical portraiture.

Peace to all such ! but were there one whose fires

True genius kindles, and fair fame inspires;
Blest with each talent and each art to please,
And born to write, converse, and live with ease;
Should such a man, too fond to rule alone,

Bear, like the Turk, no brother near the throne

View him with scornful, yet with jealous eyes,

And hate for arts that caused himself to rise;

Damn with faint praise, assent with civil leer,
And without sneering, teach the rest to sneer;
Willing to wound, and yet afraid to strike,

Just hint a fault, and hesitate dislike;

Alike reserved to blame, or to commend,

A timorous foe, and a suspicious friend,
Dreading even fools, by flatterers besieged,
And so obliging, that he ne'er obliged;

Like Cato, give his little senate laws,

And sit attentive to his own applause;

While wits and templars every sentence raise,

And wonder with a foolish face of praise:--

Who but must laugh, if such a man there be?

Who would not weep, if Atticus were he?

4. Summary. It is now useful to draw together the various features of the work of this
important poet.

(a)(Both in subject and in style his poems are /imited. They take people of his own
social class, and they deal with their common experiences and their common interests
and aspirations. Pope rarely dips below the surface, and when he does so he is not at
his best. With regard to his style, we-have-seen that it is almost wholly
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restricted to the heroic couplet, used in a narrative and didatic subject. He is almost
devoid of the lyrical faculty.)and the higher artistic emotions--"passion and apathy, and
glory and shame"-- are beyond his artistic grasp.

(b) Wihin these limits his work is powerful and effective. The wit is keen; the satire burns
like acid; and his zeal is unshakable. In serious topics, as in the Essay on Man, he can
give imperishable shape to popular opinions.

(c) Above all, he was a great artisi.) A study of his technique shows a meticulous
sense of the exact word in the exact place. One word, or the variation of the caesura, is
enough to crystallize a mood or an idea. His diction develops from the rather artificial
pastoral or mock-heroic language of the years before 1717 to the natural, everyday,
distinctive speech of his later satires. This naturalness, together with a great flexibility
and a condensed precision, is seen at its best in the Epistle to Dr Arbuthnot. Pope's is
the true art which conceals art. Well might he say:

True ease in writing comes from art, not chance,
As those move easiest who have learned to dance.
An Essay on Criticism

d)His metre. Pope's use of the heroic couplet marks a great change from that of Dryden.
The couplet is tighter and more compressed, and there are few of the alexandrines or
triplets which help to give Dryden's poetry its typical sweep. Instead we have
'correctness' and finish. But there is little monotony in Pope-- the range of his couplet
can be seen by a comparison of The Rape of the Lock with the Epistle to Dr Arbuthnot.
The latter is typical of his later work. Its epigrammatic pungency, often the result of a
skilful use of antithetical balance, shows us Pope's couplet in all

its strength, clearness, and point. For this kind of poetry it has never been equalled.

OTHER POETS

1. Matthew Prior (1664-1721). Born in Dorsetshire, Prior

studied at Cambridge, and was early engaged in writing on behalf

of the Tories, from whom he received several valuable appointments. In 1701 he
entered the House of Commons; and in 1715,

becoming involved in Jacobite intrigues, he was imprisoned. He

was liberated in 1717, and died in 1721.

His first long work is The Hind and the Panther Transvers'd to
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the Story of the Country and the City Mouse (1687), written in collaboration with
Charles Montagu, and ridiculing The Hind and the Panther. Other longer works are
Alma: or the Progress of the Mind (1718) and Solomon on the Vanity of the World
(1718). The first imitates Butler in Hudibras, and with fair success; the second, written
in the heroic couplet, aims at being a serious poem, but its seriousness is often marred
with levity, and it shows no wisdom or insight.

Prior's chief distinction lies in his miscellaneous verse, which is varied, bulky, and of a
high quality. In some respects it resembles the verses of Swift, for much of it is
composed in the octosyllabic couplet, and it has a fair amount of Swift's force and
dexterity. Prior lacks Swift's deadly power and passion, but he surpasses the Dean in
versatility, in an easy wit and impudence, and in sentimentality. In this pleasant ease of
verse and sentiment he is rarely approached. Some of the best of his shorter pieces are
The Chameleon, The Thief and the Cordelier, and a number of poems, To Chloe.

2. John Gay (1685-1732). Gay was born in humble circumstances,

and was apprenticed to a silk-mercer; but, being ambitious, he

entered the service of the Duchess of Queensberry (1712). His

poems having brought him some fame, he sought a public appoint

ment. He was only moderately successful in this search, and his

lazy and indifferent habits spoiled the chances that came in his way.

He died in London, an amiable and shiftless idler.

His chief works are The Rural Sports (1713), written in the heroic couplet, and
resembling Pope's Pastorals, The Shepherd's Week (1714), and The What d 'Ye Call It
(1715), a pastoral farce. Trivia, or The Art of Walking the Streets of London (1716) is a
witty parody of the heroic style, and it contains bright descriptions of London streets.
He is, however, best remembered for his Fables (1727), which are in colloquial, easy
octosyllabics, though only a few of them are really of permanent interest, and 7The
Beggar's Opera (1728). This last play had a great success, which has lasted to the
present day. It became the rage, and ran for sixty-two performances. It deserved its
success, for it contains some pretty songs and much genuine though boisterous humour.
It is also of importance as the beginning of the tradition of comic opera which
culminates in the work of Gilbert and Sullivan. Gay had the real lyrical gift, which was
all the more valuable considering the age he lived in. His ballad Black-eyed Susan is
still popular.

3. Edward Ydung (1683-1765). Young had a long life, and
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produced a large amount of literary work of variable quality. He was born in
Hampshire, went to Oxford, and late in life (about 1730) entered the Church. He lived
much in retirement, though in his later years he received a public appointment.

His major works are The Last Day (1714) and The Force of Religion (1714), which are
moralizings written in the heroic couplet; The Love of Fame (1725-28), which shows an
advance in the use of the couplet; and a poem in blank verse, The Complaint, or Night
Thoughts on Life, Death, and Immortality (1742). This last poem, which was inspired
by the death of his wife, had a great and long-enduring popularity, which has now
vanished. Like Young's other poems, it shows some power of expression and a sombre
satisfaction at his own misery. In the history of literature it is of some consequence, for
the blank verse is of considerable strength, and as a reaction against the dominance of
the couplet its value is undeniable.

4. Sir Samuel Garth (1661-1719). Garth was an older man than

most of the other poets mentioned in this chapter. He was a popu

lar physician assisted Pope in the young man's first efforts, and was

knighted when George I ascended the throne.

The Dispensary, published in 1699, is the one work which gives him his place. It deals
with a long-defunct squabble between physicians and apothecaries, and its importance
is due to its being written in a kind of heroic couplet that is a link in style between
Dryden and Pope.

5. Lady Winchilsea (1661-1720). Born in Hampshire, the daughter of Sir William
Kingsmill, Anne, Countess of Winchilsea, passed most of her life in London, where she
became acquainted with Pope and other literary notables. Some of her poems, which
were of importance in their day, are The Spleen (1701), a Pindaric ode; The Prodigy
(1706); and Miscellany Poems (1713), containing A Nocturnal Reverie.

Wordsworth says, "Now it is remarkable that, excepting the Nocturnal Reverie of Lady
Winchilsea, and a passage or two in the Windsor Forest of Pope, the poetry intervening
between the publication of the Paradise Lost and The Seasons does not contain a single
new image of external nature." This statement is perhaps an exaggeration, but there is
no doubt that Lady Winchilsea had the gift of producing smooth and melodious verse,
and she had a discerning eye for the beauties of nature. They were, however, the
beauties of a garden, rather than those of the wilds.
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6. Ambrose Philips (1675-1749). Philips was a Shropshire man, was educated at
Cambridge, and became a considerable figure in the literary world. He was a friend of
Pope until his Pastorals appeared with Pope's in Tonson's Miscellany (1709). Stung by the
praise lavished on Philips, the latter published a skilfully satirical 'eulogy' of his poems
which mercilessly exposed their shortcomings. The quarrel which followed led Pope to
immortalize Philips in The Dunciad and others of his works. Philips obtained several posts
under the Government, and passed a happy and prosperous life. He wrote three tragedies,
the best of which is The Distressed Mother (1712). He produced a fair amount of prose for
the periodicals, and his miscellaneous verse, of a light and agreeable kind, was popular in its
day. His poetry was called 'namby-pamby,’ from his Christian name; and the word has
survived in its general application.

7.Thomas Parnell (1679-1718). Parnell was born in Ireland, entered the Church, became
an archdeacon, and prospered in his post. His poems consist of miscellaneous work, and
were extremely popular in their day. The best of his work is contained in The Hermit
(1710), which is written in heroic couplets, and in places reminds the reader of The
Deserted Village. He shows skill as a versifier, and he has a genuine regard for nature.
8.Allan Ramsay (1686-1758). Born in Lanarkshire, Ramsay came to Edinburgh at the
age of fourteen, and became a wig-maker. He soon took to writing verses, which
admitted him into the society of the Edinburgh wits. He started a bookseller's shop in
the city, and became a kind of local unofficial Poet Laureate. His ballads became very
popular, and he brought upon himself the notice of the leaders of the literary world in
London.

Ramsay published much miscellaneous writing, of which a large amount was issued to
satisfy a passing demand. The quality can be poor enough; but some of it is more
meritorious. A piece like Lochaber No More is quite noteworthy, and others reveal his
freakish and pleasing sense of humour His The Gentle Shepherd (1725), a pastoral drama,
has many of the vices of its species; but on the other hand it contains pleasing natural
descriptions, some delightful though sentimental characters, and a few charming lyrics. As
a literary ancestor of Burns Ramsay is important. He influenced the poetry of the Ayrshire
man, who freely acknowledged the aid he obtained. Equally important was his publication
of many of the works of the old Scots "makaris" in The Evergreen (1724). This collection
led to a renewed appreciation of early vernacular poetry,
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and was largely responsible for a rebirth of interest in popular song. Ramsay also shows
how the natural genius of Scotland, while bowing to the supremacy of the school of
Pope, nevertheless diverged on lines natural to itself.

THE DEVELOPMENT OF LITERARY FORMS

The period under review marks a hardening' of the process discernible in the last
chapter. The secession from romanticism is complete; the ideals of classicism reign
supreme. Yet even at the lowest ebb of the romantic spirit, a return to nature is feebly
beginning. In the next chapter we shall notice this new movement, for in the next period
we shall see it becoming full and strong.

1. Poetry. In no department of literature is the triumph of classicism seen more fully
than in poetry.

a)The lyric almost disappears. What remains is of a light'and artificial nature. The best
lyrics are found in some of Prior's shorter pieces, in Gay's The Beggar's Opera, and in
Ramsay's The Gentle Shepherd.

b)The ode still feebly survives in the Pindaric form. Pope wrote a few with poor
success, one of them being On St Cecilia's Day, in imitation of Dryden's ode. Lady
Winchilsea was another mediocre exponent of the same form.

¢)The satiric type is common, and of high quality. The best example is Pope's Dunciad,
a personal satire. Of political satire in poetry we have nothing to compare with
Dryden's. Satire tends to be lighter, brighter, and more cynical. It is spreading to other
forms of verse besides the heroic couplet, and we can observe it in the octosyllabic
couplet in the poems of Swift, Prior, and Gay. A slight development is the epistolary
form of the satire, of which Pope became fond in his latter years. Such is his Epistles of
Horace Imitated.

d)Narrative Poetry. This is of considerable bulk, and contains some of the best
productions of the period. Pope's translation of Homer is a good example, and of the
poorer sort are Blackmore's abundant epics. We have also to notice a slight revival of
the ballad, which was imitated by Gay and Prior. Their imitations are bloodless things,
but they are worth noticing because they show that the interest is there.

e)The Pastoral. The artificial type of the pastoral was highly popular, for several
reasons. It gave an air of rusticity to the most formal of compositions; it was thought to
be elegant; it was easily
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written; and it had the approval of the ancients, who made free use of the type. Pope and
Philips have been mentioned as examples of the pastoral poets.

2.Drama. Here there is almost a blank. The brilliant and exotic flower of Restoration
comedy has withered, and nothing of any merit takes its place. In tragedy Addison's Cato
is almost the only passable example. In comedy Steele's plays are a survival of the
Restoration type, but they have a sentimental, didactic piety quite alien from their models.
The only advance in the drama is shown in The Beggar's Opera, whose robust vitality,
sprightly music, and charming songs make it stand alone in its generation.

3.Prose. In prose we have to chronicle a distinct advance. For the first time we have
periodical literature occupying a prominent place in the writing of the time. At this point,
therefore, it is convenient to summarize the rise of periodical literature.

(a) The Rise of the Periodical Press. The first periodical published in Europe was the
Gazetta (1536), in Venice. This was a manuscript newspaper which was read publicly in
order to give the Venetians information regarding their war with the Turks. In England
news-sheets were published during the reign of Elizabeth, but they were irregular in their
appearance, being issued only when some notable event, such as a great flood or fire, made
their sale secure. The first regular English journal was a weekly publication begun in 1622
by Thomas Archer and Nicholas Bourne, who were authorized to print information on
foreign wars. Such publications, concerned exclusively with foreign news, became known
as corantos, and they continued to appear until they were banned in 1632. But, in 1638,
they reappeared when Nathaniel Butter and Nicholas Bourne obtained a monopoly for the
printing of foreign news. It is noticeable that during this period, when the Press' was
coming into being, governments seemed to fear the power of the printed word, and
prosecutions of journalists and publishers, as well as suppressions of all periodicals, were
not infrequent. The political passions which led to the Civil War produced a spate of
journalistic writing, during which the corantos were submerged beneath the newsbooks and
Diurnalls which, for the first time, in 1641, began to print home news. These newsbooks had
most of the features of the modern newspaper, including editorial comments. The Civil
War proper gave rise to numerous ephemeral Posts, Spies, and Scouts, and to the
Mercuries published by both sides. On the Royalist side appeared the Mercurius Aulicus
(1643-45), the Mercurius Academicus (1645-
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46), and the Mercurius Pragmaticus (1647-50), while the, .Roundheads replied with such
journals as the Mercurius Britannicus (1643-46) and Mercurius Politicus (1650-52). In 1655
Cromwell suppressed the licensed press with the exception of the official organ, The
Publick Intelligencer, which appeared weekly until 1660. The suppression continued, with
a short break at the beginning of 1659, until the end of that year, at which time only three
people were allowed to publish journals. Among them was the greatest of all seventeenth-
century journalists, Henry Muddiman, who published The Parliamentary Intelligencer
(1659), the Mercurius Publicus (1660-63), and his greatest journal, The London Gazette
(1665). The office of Gazetteer became an official appointment, and Steele held it for a
time.

In 1682 the freedom of the Press was restored, and large numbers of Mercuries and other
periodicals appeared and flourished in their different fashions. Advertisements began'to
be a feature of the papers. In The Jockey's Intelligencer (1683) the charge is "a shilling for a
horse or coach, for notification, and sixpence for renewing." In 1702 The Daily Courant,
the first daily newspaper, was published, and it survived until 1735. Then in the early years
of the eighteenth century the fierce contests between the Whigs and the Tories brought a
rapid expansion of the Press. The most famous of the issues were Defoe's Review (1704), a
Whig organ whose writings brought its editor into disrepute, and its opponent The
Examiner, the Tory paper to which men like Swift and Prior contributed regularly.
These newspapers are almost entirely political, but they contain satirical work of much
merit.

Then in 1709 Steele published The Taller. At first it was Steele's intention to make it partly
a news-paper; but under the pressure of his own genius and of that of Addison its literary
features were accentuated till the daily essay became the feature of leading interest. The
Spectator, begun in March 1711, carried the tendency still farther. The literary journal
has come to stay. Steele's The Plebeian (1719) is an early example of the political
periodical.

(b) The Rise of the Essay. Johnson defines an essay as "a loose sally of the mind; an
irregular indigested piece; not a regular or orderly composition." This definition is not
quite complete, for it does not cover such an elaborate work as Locke's An Essay concern-
ing Human Understanding. But for the miscellaneous prose essay, which it is our
immediate business to consider here, the definition will do. An essay, therefore, must
in other words be short,
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unmethodical, personal, and written in a style that is literary, easy, and elegant.

The English essay has its roots in the Elizabethan period, in the miscellaneous work of
Lodge, Lyly, and Greene, and other literary free-lances (see p. 123). Sir Philip Sidney's
Apologie for Poetrie, published in 1595, isja pamphlet that attains a rudimentary essay-
form. But the first real essayist in English is Francis Bacon (1561-1626), who published a
short series of essays in 1597, enlarged in two later editions (1612 and 1625). His work
follows that of the French writer Montaigne, whose essays appeared about 1580 and in
English in 1603. In Bacon we have the miscellany of theme and the brevity, but we lack
the intimacy of treatment and of style. Bacon's essays are rather the musings of the
philosopher -than the personal opinions of the literary executant.

The defects of Bacon were remedied by Abraham Cowley (1618-67), who writes on such
subjects as-Of Myself, The Garden, and other familiar themes. His style is somewhat heavy,
but he has a pleasant discursive manner, different from the dry and distant attitude of
Bacon. He provides the link between Addison and Bacon. Another advance is marked by a
group of character-writers who flourished in the first half of the seventeenth century. They
gave short character-sketches, often very acute and humorous, of various types of people.
The best known of such writers are Joseph Hall (1574-1656), John Earle (1601-65), and Sir
Thomas Overbury (1581-1613). Overbury wrote short accounts of such types as the
Tinker, the Milkmaid, and the Franklin. His sketches are short, are pithily expressed, and
reveal considerable knowledge and insight.

During the Restoration period we have Dryden's Essay of Dramatick Poesie (1668), Locke's
An Essay concerning Human Understanding (1690), and Temple's Essay of Poetry (1685).
The two first works are too long to be called essays proper, and fall rather under the
name of treatises. Temple's essay, one of many that he published, is rather long and
formal, but it is nearer the type we are here considering.

With the development of the periodical press the short essay takes a great stride forward. It
becomes varied, and acquires character, suppleness, and strength. The work of Addison
and Steele has already been noticed at some length. In The Tatler (1709) and The
Spectator (1711) they laid down the lines along which the essay was to be developed by
their great successors. Other essayists of the time were Swift and Pope, who contributed
to the periodicals, and
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Defoe, whose miscellaneous work is of wide range and of considerable importance.
c)Prose Narrative. Much of the narrative is still disguised as allegory, as in Swift's
Gulliver's Travels and Addison's The Vision of Mirza. In his method Swift shows some
advance, for he subordinates the allegory and adds to the interest in the satire and the
narrative. The prominence given to fiction is still more noticeable in the novels of
Defoe, such as Robinson Crusoe. We are now in touch with the novel proper, which
will be treated in the next chapter.

d)Miscellaneous Prose. There is a large body of religious, political, and philosophical
work. Much of it is satirical. In political prose Swift is the outstanding figure, with such
books as The Drapier's Letters; and in religious writing his Tale of a Tub has a sinister
importance. Other examples are Bolingbroke's 4 Letter on the Spirit of Patriotism
(political), Berkeley's Alciphron (philosophical), and Steele's The Christian Hero
(religious).

THE DEVELOPMENT OF LITERARY STYLE

1. Poetry. In poetry we have to chronicle the domination of the heroic couplet. This
metre produced a close, clear, and pointed style, as we have noticed in the work of
Pope. Blank verse is still found in Young's Night Thoughts. Another example of blank
verse is found in the mock epic of John Philips (1676-1709) called The Splendid
Shilling (1701). The use of blank verse at this time is important, for it marks both a
resistance to the use of the couplet and a promise of the revival of the freer forms of
verse. The following is a fair example of the blank verse of the period. In style it is quite
uninspired, its philosophy is dull, but it is metrically accurate and has a certain dignity
and force.

Amidst my list of blessings infinite

Stands this the foremost, "That my heart has bled."
Tis Heaven's last effort of goodwill to man;
When pain can't bless, Heaven quits us in despair.
Who fails to grieve, when just occasion calls,

Or grieves too much, deserves not to be blest
Inhuman, or effeminate, his heart:

Reason absolves the grief, which reason ends.
May Heaven ne'er trust my friend with happiness,
Till it has taught him how to bear it well,

By previous pain; and made it safe to smile |
Youna, Night Thoughts
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The lyric still survives as a pale reflection of the Caroline species. A short specimen will
suffice to show the facile versification and the lack of real passion that marks the treatment
of the almost universal love-theme:

Blessed as the immortal gods is he,
The youth who fondly sits by thee,
And hears and sees thee all the while
Softly speak, and sweetly smile.

Twas this deprived my soul of rest,
And raised such tumults in my breast;
For while I gazed, in transport tossed,
My breath was gone, my voice was lost.
Awrose PriLps, A Fragment of Sappho

The only other kind of metre of any consequence is the octosyllabic couplet, which is
largely employed in occasional and satirical compositions. Its style is neat, sharp, and
dexterous, as can be observed in Swift's and Prior's verses.

2. Prose. In prose the outstanding feature is the emergence of the middle style. Of this
the chief exponent is Addison, of whom Johnson says, "His prose is the model of the
middle style;... pure without scrupulosity, and exact without apparent elaboration;
always equable, and always easy, without glowing words or pointed sentences." We now
find established a prose suitable for miscellaneous purposes--for newspaper and political
work, for the essay, for history and biography. The step' is of immense importance, for we
can say that with-Addison the modern era of prose is begun.

Along with this went the temporary disappearance of ornate prose. Prose of this style,
though it had its beauties, was yet liable to be full of flaws, and was unacceptable to the
taste of the age of Pope. It was therefore avoided. When ornate prose re-emerged later in
the work of Johnson and Gibbon it was purged of its technical weaknesses, a
development largely due to the period of maturing that it had undergone in the time we are
now considering.

While the school of Addison represents the middle style, the plainer style is represented
in the work of Swift and Defoe. Swift reveals the style at its best--sure, clean, and strong.
Defoe's writing is even plainer, and often descends to carelessness and inaccuracy. This is
due almost entirely to the haste with which he wrote. We give an example of this
colloquial style:

"Well," says I, "honest man, that is a great mercy, as things go
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now with the poor. But how do you live then, and how are you kept from the dreadful
calamity that is now upon us all?" "Why, sir," says he, "I am a waterman, and there's my
boat," says he, "and the boat serves me for a house; I work in it in the day, and I sleep in
it in the night, and what I get I lay down upon that stone," says he, showing me a broad
stone on the other side of the street, a good way from his house; "and then," says he, "I
halloo and call to them till [ make them hear, and they come and fetch it."

DeroE, 4 Journal of the Plague Year

[Table: TABLE TO ILLUSTRATE THE DEVELOPMENT OF LITERARY FORMS]



CHAPTER IX

THE AGE OF TRANSITION

[Chart: TIME-CHART OF THE CHIEF AUTHORS]
THE TRANSITION IN POETRY

The following table is meant to convey a rough idea of the drift of poetry towards
Romanticism. In the table the lateral position of
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the title of a work gives an approximate estimate of its approach to the Romantic ideal.
Such an estimate, especially in the case of the transitional poems, cannot be determined
absolutely, and need not be taken as final. The table, nevertheless, reveals not only the
steady drift, but also the manner in which the different stages of development overlap.

THE HISTORICAL BACKGROUND (1740-1800)

The period covered by the present chapter is that of the middle and later stages of the
eighteenth century. During this time several relevant historical movements call for notice.
1.Decline of the Party Feud. The contest between the Whigs and the Tories still
continues, but it is hardly of the previous bitterness. The chief reason for this change is
found in the weakness of the Tory party, which by rash management and precipitate action
made itself so unpopular that for nearly thirty years--those in the middle of the century--the
Whigs had hardly any opposition. With the accession of George III in 1760 the Tories
swiftly climbed into power, and, with the shadow of the French Revolution already
looming up, party feeling soon acquired additional ferocity.

2.Commercial and Imperial Expansion. Under the pacific
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management of the great Whig minister Walpole, and owing to the successful wars of
his successors, the eighteenth century saw an immense growth in the wealth and
importance of the British Empire. On literature this material welfare had its effect by
endowing and stimulating research and original work. The possession of India and
America in itself was an inspiration, and when the new territories brought new burdens,
like that of the American revolt, the clash of ideals led to fresh literary effort, as can
easily be seen in the work of Burke.

3.The French Revolution. Long before it burst, the storm of the Revolution was, in the
words of Burke, blackening the horizon. During the century new ideas were
germinating; new forces were gathering strength; and the Revolution, when it did come
in 1789, was only the climax to a long and deeply diffused unrest. Revolutionary ideas
stirred literature to the very depths; the present chapter, and the next as well, are a
chronicle of their effects upon the literature Of England.

THE AGE OF TRANSITION

Like all other periods of transition, the one under review is disturbed and confused. It is
a matter of great difficulty to trace the different tendencies, but with care the task may
be accomplished with some accuracy.

1. The Double Tendency. Two movements can be clearly observed

in the writing of the time, namely:

a)The allegiance to the old order of classicism. In this movement the chief and almost
the only figure is that of Samuel Johnson. He is a host in himself, however.

b)The search after the new order of Romanticism. In their different degrees, as can be
seen from the second table at the beginning of this chapter, many writers were engaged
in the search. It began as early as 1730, with the publication of Thomson's Seasons, and
though it lapsed for a time, it was to continue with gathering force during the latter
years of the century.

2. The New Romanticism. The general features of the Romantic

movement were:

a)A return to nature--to the real nature of earth and air, and not to the bookish nature of
the artificial pastoral.

b)A fresh interest in man's position in the world of nature. This led to great activity in
religious and political speculation, as will be seen on the next page.
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¢)An enlightened sympathy for the poor and oppressed. In English literature during this
time one has but to think of the work of Cowper, Burns, and Crabbe, and even of the
classically minded Gray, to perceive the revolution that is taking place in the minds of
men.

d)A revolt against the conventional literary technique, such as that of the heroic
couplet. On the other hand, we have a desire for strength, simplicity, and sincerity in the
expression of the new literary ideals.

e)Fresh treatment of Romantic themes in such poems as The Lay of the Last Minstrel,
The Ancient Mariner, La Belle Dame sans Merci. Writers turned to supernatural stories,
legends, and the more colourful periods of history, especially the Middle Ages.

In the present chapter we shall perceive all the above features dimly taking shape. In the
next chapter they will be the dominating features of the era.

3. The New Learning. The middle and later stages of the

eighteenth century show a minor Renaissance that touched nearly

all Europe. The increase in wealth and comfort coincided with a

general uplifting of the standard of the human intellect. In France

particularly it was well marked, and it took for its sign and seal the

labours of the Encyclopedists and the social amenities of the older

salons. Many of the leading English writers, including Gibbon,

Hume, and Sterne, visited Paris, which was the hub of European

culture.

In England the new learning took several channels. In literature we have the revival of
the Romantic movement, leading to (a) research into archaic literary forms, such as the
ballad, and (b) new editions of the older authors, such as Shakespeare and Chaucer. The
publication of Bishop Percy's Reliaues (1765), which contained some of the oldest and
most beautiful specimens of ballad-literature, is a landmark in the history of the
Romantic movement. Both Pope and Johnson were moved to edit Shakespeare, the
former's ingenious guesses at meanings and cavalier treatment of his text contrasting
strongly with the latter's shrewd, common-sense notes and attempt to restore the
original readings. Other editions, by Theobald and Warburton, were examples of
scholarly and enlightened research.

4.The New Philosophy. The spirit of the new thinking, which received its consummate
expression in the works of Voltaire, was marked by keen scepticism and the zest for
eager inquiry. Scotland very early took to it, the leading Scottish philosopher being
Hume.

15
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It would seem, perhaps, that this destructive spirit of disbelief would injure the
Romantic ideal, which delights in illusion. But finally the new spirit actually assisted
the Romantic ideal by demolishing and clearing away heaps of the ancient mental
lumber, and so leaving the ground clear for new and fresher creations.

5.The Growth of Historical Research. History appears late in our literature, for it
presupposes a long apprenticeship of research and meditation. The eighteenth century
witnessed the swift rise of historical literature to a place of great importance. Like so
many other things we have mentioned, it was fostered in France, and it touched
Scotland first. The historical school had a glorious leader in Gibbon, who was nearly as
much at home in the French language as he was in English.

6.The New Realism. At first, as might be expected, the spirit of inquiry led to the
suppression of romance; but it drew within the circle of literary endeavour all the ranks
of mankind. Thus we have the astonishing development of the novel, which at first
concerned itself with domestic incidents. Fielding and his kind dealt very faithfully with
human life, and often were immersed in masses of sordid detail. In the widest sense of
the word, however, the novelists were Romanticists, for in sympathy and freshness of
treatment they were followers of the new ideal.

7.The Decline of Political Writing. With the partial decay of the party spirit the
activity in pamphleteering was over; poets and satirists were no longer the favourites of
Prime Ministers. Walpole, the greatest of contemporary ministers, openly despised the
literary breed, for he did not need them. Hence writers had to depend on their public,
which was not entirely an evil. This caused the rise of the man of letters, such as
Johnson and Goldsmith, who wrote to satisfy a public demand. Later in the century,
when the political temperature once again approached boiling-point, pamphlets began
again to acquire an importance, which rose to a climax in the works of Junius and
Burke.

THE REACTIONARY SCHOOL
SamuEL Jonnson. (1709-84)
1. His Life, Johnson has a faithful chronicler in Boswell, whose Life of Samuel Johnson

makes us intimate with its subject to a degree rare in literature. But even the prying zeal
of Boswell could not extort many facts regarding the great man's early life. Johnson was
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born at Lichfield, the son of a bookseller, whose pronounced Tory views he inherited
and steadfastly maintained. From his birth he was afflicted with a malignant skin-
disease (for which he was unsuccessfully 'touched' by Queen Anne) which all through
his life affected his sight and hearing, and caused many of the physical peculiarities that
astonished and amused the friends of his later years. After being privately educated, he
proceeded to Oxford, where he experienced the miseries and indignities that are the lot
of a poor scholar cursed with a powerful and aspiring mind. Leaving the university, he
tried school-teaching, with no success; married a woman twenty years older than
himself; and then in 1737 went to London and threw himself into the squalors and
allurements of Grub Street.

In his Essay on BoswelVs Life of Johnson Macaulay has given an arresting description
of the miseries endured by the denizens cf Grub Street; and in this case even the natural
exaggeration of Macaulay is not quite misplaced. We know next to nothing regarding
the life of Johnson during this early period. It is certain that it was wretched enough to
cause the sturdy old fellow, in after years, to glance at this period of his life with a
shudder of loathing, and to quench the curiosity of Boswell with ultra-Johnsonian
vehemence. Very slowly he won his way out of the gutter, fighting every step with
bitter tenacity; for, as he puts it in his poem of London,

Slow rises worth by poverty depressed.

From the obscure position of a publisher's hack he became a poet of some note by the
publication of London (1738), which was noticed by Pope; his Dictionary (1747-55)
advanced his fame; then somewhat incomprehensibly he appears in the limelight as one
of the literary dictators of London, surrounded by a circle of brilliant men. In 1762 he
received a pension from the State, and the last twenty years of his life were passed in
the manner most acceptable to him: dawdling, visiting, conversing, yet /iving with a
gigantic vitality that made his fellows wonder.

It is in these latter years that we find him imperishably figured in the pages of Boswell.
All his tricks of humour--his bearishness, his gruff good-will, his silent and secret
benevolences; his physical aberrations--his guzzlings, his grunts, his grimaces, his
puffings and wallowings; his puerile superstitions; his deep and beautiful piety; his Tory
prejudices, so often enormously vocal; his masterful and unsleeping common sense; the
devouring immensity of his
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conversational powers: we find all these set out in The Life of Samuel Johnson.

1.His Poetry. He wrote little poetry, and none of it, though it has much merit, can be
called first-class. His first poem, London (1738), written in the heroic couplet, is of
great and sombre power. It depicts the vanities and the sins of city life viewed from the
depressing standpoint of an embittered and penurious poet. His only other longish poem
is The Vanity of Human Wishes (1749). The poem, in imitation of the Tenth Satire of
Juvenal, transfers to the activities of mankind in general the gloomy convictions raised
ten years earlier by the spectacle of London. The metre is the same as in London, and
there is the same bleak pessimism, but the weight and power of the emotion, the
tremendous conviction and the stern immobility of the author, give the work a great
value. There are many individual lines of solemn grandeur. The following passage
shows all he has to offer to the young aspirant to literary fame:

When first the college rolls receive his name,
The young enthusiast quits his ease for fame;
Resistless burns the fever of renown,

Caught from the strong contagion of the gown.
O'er Bodley's dome his future labours spread,
And Bacon's mansion trembles o'er his head.
Are these thy views? Proceed, illustrious youth,

And Virtue guard thee to the throne of Truth!

Yet, should thy soul indulge the generous heat

Till captive Science yields her last retreat;
Should Reason guide thee with her brightest ray
And pour on misty Doubt resistless day;
Should no false kindness lure to loose delight,

Nor praise relax, nor difficulty fright;

Should tempting Novelty thy cell refrain,

And Sloth effuse her opiate fumes in vain;
Should Beauty blunt on fops her fatal dart,
Nor claim the triumph of a letter'd heart;
Should no disease thy torpid veins invade,
Nor Melancholy's phantoms haunt thy shade;
Yet hope not life from grief or danger free,

Nor think the doom of man revers'd for thee:

Deign on the passing world to turn thine eyes,

And pause awhile from letters, to be wise;
There mark what ills the scholar's life assail,
Toil, envy, want, the patron,and the jail.

See nations, slowly wise, and meanly just,
To buried merit raise the tardy bust.

If dreams yet flatter, once again attend,
Hear Lydiat's life and Galileo's end.
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3.His Drama. When he first came to London in 1737 he brought the manuscript, in part, of
Irene, a solemn, ponderous, undramatic, blank verse tragedy. In 1749, through the heroic
exertions of his old pupil David Garrick, who was then manager of Drury Lane Theatre, it
was given a hearing, and had a run of nine nights. Even Johnson's best friends had to
admit that it was no success, and it then utterly disappeared, taking with it Johnson's sole
claim to dramatic merit.

4.His Prose. (Johnson's claims to be called a first-rate writer must rest on his prose. His
earliest work appeared in Cave's The Gentleman's Magazine, between the years 1738 and
1744. For this periodical he wrote (1741-44) imaginary Parliamentary debates, based on
the mere skeletons of facts which he could obtain without attending the House, and
elaborated by his own invention) and embellished with his own vigorous style. In 1744
appeared The Life of Savage, his penurious poet friend, who had recently died in gaol. It
was later incorporated in The Lives of the Poets and throws much light on Johnson's early
hardships and struggles. Greater schemes were now contemplated, but his first move
towards his edition of Shakespeare came to nothing owing to the impending appearance of
Warburton's edition.

Then,(1747, he began work on his Dictionary of the English Language. This was his greatest
contribution to scholarship. It has its weaknesses: it was a poor guide to pronunciation; the
etymology was sometimes inaccurate; some quotations lacked dates and references; some
definitions were incorrect, some prejudiced, some verbose. But it was vastly superior to
any previous dictionary; for the first time, authorities for the actual use of words were
quoted; it showed Johnson's remarkable talent .for definition based on common sense,
though marred occasionally by humour; and it was introduced by a very fine Preface
setting forth his lofty aims)-to "preserve the purity and ascertain the meaning of our
English idiom," and prevent the language from being overrun with 'cant' and
Gallicized words,

(While working on this_project he also wrote periodical essays for The Rambler (1750-52).
The papers, which appeared twice a week, are full of deep thought and observation, and are
founded upon his own experience of life, but they lack the elegance .of The Spectator, and
they were too obviously didactic to be popular though, when issued in volume form, they
ran through several editions during his lifetime. [Even so, The Rambler re-established the
periodical essay
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at a time when it was in danger of being superseded by the newspaper.) In these essays
the mannerisms which came to be known as the distinguishing features of 'Johnsonese'
(see p. 231) are more vious than in his later work, but there is frequent evidence of his
enchant force and vigour.

He wrote Rasselas, Prince of Abyssinia (1759), in order to pay for his mother's funeral.
It was meant to be a philosophical novel, but it is really a number of Rambler essays,
strung together through the personality of an inquiring young prince called Rasselas. It
is hardly a novel at all; the tale carries little interest, the characters are rudimentary, and
there are many long, dull discussions. | In the book, however, there are many shrewd
comments and much of Johnson's sombre clarity of vision.

During this period (1758-60) he was contributing a series of papers, under the title of
The Idler, to the Universal Chronicle, or Weekly Gazette. They were lighter in touch
and shorter than those of The Rambler.

(Then came Johnson's second truly great work--his fine edition of Shakespeare,
published in 1765. Based on a wide reading in Elizabethan literature, the edition offered
nothing new in the way of method, but aimed at the restoration of the original, text
wherever possible)and the clearing away of the jungle of fanciful conjecture which had
led to its corruption He succeeded in producing a purer text than any then in existence
and the trenchant common sease which underlies his notes has given many of them a
permanent place in modern editions.(There can have been few saner attempts to
elucidate the obscurities of the texti and (the Preface is remarkable for its forthright
honesty in recognizing Shakespeare's faults and in defending him against the charge of
having ignored the classical

unities) and for its analysis of the causes of corruption in the text.

(Johnson's preface to his Shakespeare is a landmark, not only in Shakespearian
scholarship, but in English criticism as a whole. It established firmly his belief that
"there is always an appear open from criticism to nature."

His later years were almost unproductive of literary work. Yet he kept himself deeply
interested in the events of the day. For instance, he started a violent quarrel with
Macpherson, whose Ossian had startled the literary world. We give a letter that Johnson
wrote to the Scotsman, which shows that he often wrote as he spoke-- crisply, clearly,
and scathingly:
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MR JaAMES M ACPHERSON,

I received your foolish and impudent letter. Any violence offered me I shall do my best
to repel; and what I cannot do for myself, the law shall do for me. I hope I shall never
be deterred from detecting what I think a cheat by the menaces of a ruffian.

What would you have me retract? I thought your book an imposture: I think it an
imposture still. For this opinion I have given my reasons to the public, which I here dare
you to refute. Your rage I defy. Your abilities, since your Homer, are not so formidable;
and what I hear of your morals inclines me to pay regard not to what you shall say, but
to what you shall prove. You may print this if you will.

Sam. JoHNSON

(His A Journey to the Western Islands of Scotland (1775), a travel book, shows the
faculty of narrative, and contains passages of great skill. His last work of any
consequence was The Lives of the Poets (1777-81), planned as a series of introductions
to the works of fifty-two poets. In Johnson's hands the introductions, half biographical,
half critical, grew beyond their proposed size, and they are now regarded as criticism of
great and permanent values.) The poets dealt with are those of the seventeenth and
eighteenth centuries, the period which Johnson found most congenial. He is best when
truly in sympathy with his subject, as in the lives of Dryden and Pope, and, though
personal antipathies distort his judgments of Milton and Gray, there can be no doubt of
his intention to try to be just. Indeed, the forthright honesty of his opinions, based on
strong common sense, and phrased with a pithy, concise vigour, is the distinguishing
feature of the work. Though he shows limitations as a critic, such as his uncertain ear
for the delicacies of melody and rhythm, Johnson here stands revealed as a level-headed
adherent of the classical standards, resting his judgment on a strong sense of reality, and
anxious to destroy affectation and extravagance in literature, that it might once again
recapture the power of speaking direct to the heart on themes of universal interest.

5. His Style.(Johnson's prose style has been the object of much ridicule! epitomized in
the popular conception of johnosnese as pompous,[artincial verboso prose. While this
veiw undoubtedly contains some truth, it reflects but one aspect of his writing.In his
early work, and notably in the Rambler and in Rasselas, Prince of Abyssinia, the prose
is heavy, rhetorical in structure) full of affectation, and (hughly Latinized) and, at all
periods of his life, when Johnson wrote on a trivial subject, he was in danger of
becoming
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pompous and over-elaborate. These early mannerisms steadily disappear as we follow
the course of his writings, until, in The Lives of the Poets, his prose has the ease,
lucidity, force, and vigorous directness of his conversation.) Given a subject worthy of
his mettle, Johnson writes in sentences packed full with meaning, and their dogmatic
tone is but a challenge to the reader to give them the thought which they demand and
deserve.

When we come to estimate the man and his work we shall probably arrive at the
conclusion that the towering eminence which he held among really able men was due as
much to the personality of the man as to the greatness of the writer, but to attempt to
deny the latter would be pointless.

We give below two specimens of his prose. The first is typical of his early period and
has earned for itself the title of 'Johnsonese'; the second is the mature Johnson.

In this work, when it shall be found that much is omitted, let it not be forgotten that
much likewise is performed; and though no book was ever spared out of tenderness to
the author, and the world is little solicitous to know whence proceeded the faults of that
which it condemns, yet it may gratify curiosity to inform it, that the English Dictionary
was written with little assistance of the learned, and without any patronage, of the great;
not in the soft obscurities of retirement, or under the shelter of academic bowers, but
amid inconvenience and distraction, in sickness and in sorrow. It may repress the
triumph of malignant criticism to observe, that if our language is not here fully
displayed, I have only failed in an attempt which no human powers have hitherto
completed. If the lexicons of ancient tongues, now immutably fixed, and comprised in a
few volumes, be yet, after the toil of successive ages, inadequate and delusive; if the
aggregated knowledge and co-operating diligence of the Italian academicians did not
secure them from the censure of Beni; if the embodied critics of France, when fifty
years had been spent upon their work, were obliged to change its economy, and give their
second edition another form, I may surely be contented without the praise of perfection.
Preface to "Dictionary"

It is not to be inferred that of this poetical vigour Pope had only a little, because Dryden
had more; for every other writer since Milton must give place to Pope; and even of
Dryden it must be said, that if he has brighter paragraphs he has not better poems.
Dryden's performances were always hasty, either excited by some external occasion, or
extorted by domestic necessity; he composed without consideration, and published
without correction. What his mind could supply at call, or gather in one excursion, was
all that he sought, and all that he gave. The dilatory caution of Pope enabled him to
condense his sentiments, to multiply his images,
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and to accumulate all that study might produce or chance might supply. If the flights of
Dryden therefore are higher, Pope continues longer on the wing. If of Dryden's fire the
blaze is brighter, of Pope's the heat is more regular and constant. Dryden often surpasses
expectation, and Pope never falls below it. Dryden is read with frequent astonishment,
and Pope with perpetual delight.

The Lives of the Poets

THE TRANSITIONAL POETS
L. James THomson (1700-48)

Thomson can hardly be called a great poet, yet in the history of literature he is unusual
enough to be regarded (chronologically) as a freak. As such he is important, and it is
necessary to give him some prominence.

1.His Life. Born near Kelso, close to some of the loveliest valleys on the Scottish side
of the Border, Thomson early came to London (1725) to seek a patron and fame. His
Winter (1726), though its novelty embarrassed the critics, brought him recognition and
afterward praise;, he obtained the patronage of the great, and assiduously cultivated it;
travelled as a tutor to a noble family; obtained Government places and emoluments; and
passed a happy and prosperous life at his cottage near Richmond.

2.His Poetry. His Winter was afterward quadrupled in size by including the other three
seasons, and became The Seasons (1730). It is a blank-verse poem, and consists of a
long series of descriptive passages dealing with natural scenes, mainly those with which
he was familiar during his youth on the Scottish Border. There is a great deal of
padding, and the style is often marked by clumsy expressions; yet on the whole the
treatment is exhilarating, full of concentrated observation and joy in the face of nature.
Above all, it is real nature, obtained from the living sky and air, and not from books;
and, coming when it did, the poem exerted a strong counter-influence against the
artificial school of poetry.

Thomson also wrote Liberty (1735-36), a gigantic poem in blank verse, intolerably dull.
It had no success. As Johnson says, "The praises of Liberty were condemned to harbour
spiders, and to gather dust."

In the last year of his life he published The Castle of Indolence, which is even more
remarkable than The Seasons. The poem is written in Spenserian stanzas, and in the true
Spenserian fashion it gives a description of a lotus-land into which world-weary souls
are invited to withdraw. The work is imitative, and so cannot claim to



234

be of the highest class, but it is an imitation of the rarest merit. For languid
suggestiveness, in dulcet and harmonious versification, and for subtly woven vowel-
music it need not shirk comparison with the best of Spenser himself. Yet the likeness is
confined to similarity of tone and technique; Thomson's sentiments are too
commonplace to merit comparison with the more profound thought and philosophy
which underlie Spenser's work. We give three verses of this remarkable poem. Coming
at such a period, and expressing as they do the essence of romantic idealism, the verses
are well worth quoting:

Joined to the prattle of the purling rills,

Were heard the lowing herds along the vale.
And flocks loud-bleating from the distant hills,
And vacant shepherds piping in the dale:

And now and then sweet Philomel would wail,
Or stock-doves 'plain amid the forest deep,
That drowsy rustled to the sighing gale;

And still a coil the grasshopper did keep:

Yet all these sounds yblent inclined all to sleep.

Full in the passage of the vale, above,

A sable, silent, solemn forest stood;

Where nought but shadowy forms was seen to move,

As Idless fancied in her dreaming mood.

And up the hills, on either side, a wood

Of blackening pines, ay waving to and fro,

Sent forth a sleepy horror through the blood;

And where this valley winded out, below,

The murmuring main was heard, and scarcely heard, to flow.

A pleasing land of drowsyhed it was,

Of dreams that wave before the half-shut eye;
And of gay castles in the clouds that pass,

For ever flushing round a summer sky:

There eke the soft delights, that witchingly
Instil a wanton sweetness through the breast,
And the calm pleasures always hovered nigh;
But whate'er smacked of noyance, or unrest,
Was far far off expelled from this delicious nest.
The Castle of Indolence

Thomson also wrote some dramas, including one bad tragedy, Sophonisba (1729); and
in collaboration with Mallet he produced the masque Alfred (1740), which happens to
contain the song Ride, Britannia. The song is usually said to be Thomson's.



I1. OLiver GorpsmiTh (1728-74) As another typical example of the transition poet we
take Goldsmith
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whose work was produced a full generation after that of Thomson.

1. His Life. Much of Goldsmith's early life is obscure, and our knowledge of it rests
upon his own unsupported and hardly reliable evidence. He was probably bom at Pallas, a
small village in County Longford, in Ireland, and he was the son of the poor but admirable
curate of the village. His father, the village, and various local features are duly registered,
and unduly idealized, in the poem The Deserted Village. In 1744 Goldsmith proceeded to
Trinity College, Dublin; graduated, after some misadventures; and then tried various careers
in turn--law, medicine, and playing the flute--at various

places, including Dublin, Edinburgh, Leyden, Venice, and Padua. At the last-mentioned
place he graduated, according to his own account, as a doctor, and claimed title as such.
In truth, a settled career was beyond Goldsmith's capacity. He had all the amiable

vices .of the stage Irishman: he was shiftless and improvident, but generous and humane;
unstable and pitifully puerile in mind, but with bright, piercing flashes of humour and
insight. During his years of wandering he roved over Europe, playing the flute for a
living; then in 1756 he returned to England, poor, unknown, but undaunted.

Then followed desperate attempts at making a living. In succession he was apothecary's
assistant, printer's reader, usher in a school, and finally (the last refuge of the literary
down-at-heels) publisher's hack and a denizen of Grub Street. In time, however, by their
sheer merit, his writings drew upon him the regard of famous persons, including Dr Johnson
and Charles James Fox, the eminent politician. Once recognition came, it came with a rush;
money and praise poured in; but his feckless habits kept him poor, and he drifted about
in mean London lodgings till his death in 1774. It was said that he brought his doom upon
himself by over-use of a patent medicine. He left debts for two thousand pounds. During
his latter years he was a member of Johnson's famous club, where his artless ways--his
bickerings, witticisms, and infantile vanity-- were the cause of the mingled amusement,
admiration, and contempt of his fellow-members.

2. His Poetry. Though his poetical production is not large, it is

notable. His first poem, The Traveller (1764), deals with his wanderings through Europe.
The poem, about four hundred lines in

length, is written in the heroic couplet, and is a series of descriptions

and criticisms of the places and peoples of which he had experience
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It contains descriptive passages of considerable beauty phrased in simple language, and
the couplet is melodious and polished. The poem has his characteristic charm and grace,
and reveals a clear perception of the sufferings of the poor, where "laws grind the poor,
and rich men make the laws." His only other poem of any length is The Deserted
Village (1770). In this poem, as he deals with the memories of his youth, the pathetic
note is more freely expressed. His natural descriptions have charm and genuine feeling;
but his remedies for the agricultural depression of Ireland are innocently empty of the
slightest practical value.

The peculiar humour and pathos of Goldsmith are hard to analyse. Both emotions arise
from simple situations, and are natural and free from any deep guile, yet they have a
certain agreeable tartness of flavour, and show that Goldsmith was no fool in his
observation of mankind. Often the humour is so dashed with pathos that the combined
effect is attractive to a very high degree. The passage given below illustrates his artless
emotion naturally expressed:

In all my wanderings round this world of care,
In all my griefs--and God has given my share--
I still had hopes my latest hours to crown,
Amidst these humble bowers to lay me down;
To husband out life's taper at the close,

And keep the flame from wasting by repose:

I still had hopes, for pride attends us still,
Amidst the swains to show my book-learned skill
Around my fire an evening group to draw,

And tell of all I felt, and all I saw;

And as a hare whom hounds and horns pursue,
Pants to the place from whence at first he flew,
I still had hopes, my long vexations past,

Here to return--and die at home at last.

The Deserted Village

Goldsmith's miscellaneous poems are important, for they include some of his
characteristic humorous and pathetic writing. The ballad called The Hermit is done in
the sentimental fashion, the witty Elegy on the Death of a Mad Dog is suggestive of
Swift without Swift's savage barb, and the fine lines beginning "When lovely woman
stoops to folly" are among the best he ever wrote.

3. His Drama. Goldsmith wrote two prose comedies, both of which rank high among
their class. The first, called The Good-natur'd Man (1768), is not so good as the second,
She Stoops to Conquer (1773). Each, but especially the latter, is endowed with an
ingenious and lively plot, a cast of excellent characters, and a
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vivacious and delightful style. Based on the Restoration comedy, they lack the
Restoration grossness. The second play had an immense popularity, and even yet it is
sometimes staged.

4. His Prose. The prose is of astonishing range and volume. Among his works of fiction
we find The Citizen of the World (1759), a series of imaginary letters from a Chinaman,
whose comments on English society are both simple and shrewd. This series was con-
tributed to The Public Ledger, a popular magazine. He wrote many 'other essays in the
manner of Addison, almost as well done as those. of Addison. His other important work
of fiction is his novel The Vicar of Wakefield (1766), which is in the first rank of the
eighteenth-century novels. The plot of the novel is simple, though sometimes
inconsistent, the characters are human and attractive, and the book has all the Goldsmith
qualities of humour and pathos.

We give an example of his style. The passage is taken from one of his essays, in which
he sketches the character of a man who, while he pretends to be hard-hearted, is in
reality of a generous disposition. The humour is typical; it is artless, but it is acute and
pervading, and shows us quite plainly that the writer was by no means the zany that
Boswell (who disliked Goldsmith) desired us to imagine in his Life of Johnson.

He was proceeding in this strain, earnestly to dissuade me from an imprudence of which
I am seldom guilty, when an old man, who still had about him the remnants of tattered
finery, implored our compassion. He assured us that he was no common beggar, but
forced into the shameful profession, to support a dying wife, and five hungry children.
Being prepossessed against such falsehoods, his story had not the least influence upon
me; but it was quite otherwise with the man in black; I could see it visibly operate upon
his countenance, and effectually interrupt his harangue. I could easily perceive that his
heart burned to relieve the five starving children, but he seemed ashamed to discover his
weakness to me. White he thus hesitated between compassion and pride, I pretended to
look another way, and he seized this opportunity of giving the poor petitioner a piece of
silver, bidding him at the same time, in order that I should hear, go work for his bread,
and not tease passengers with such -impertinent falsehoods for the future.

The Citizen of the World

In addition, Goldsmith produced a great mass of hack-work, most of which is worthless
as historical and scientific fact, but all of which is enlightened with the grace of his style
and personality. Some of these works are An Inquiry into the Present State of Polite
Learning in Europe (1759), his first published book; The History of
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England (1771); and An History of Earth and Animated Nature, a kind of text-book on
natural history, which was published posthumously.

5. Summary. Goldsmith's work is so varied and important that it is necessary to
summarize briefly. The following are its main features:

(a) Variety. In his projected Latin epitaph on Goldsmith Johnson

gives prominence to the statement that Goldsmith touched on nearly

every type of writing and adorned them all:

Qui nullum fere scribendi genus

Non tetigit, Nullum quod tetigit non ornavit.

b)lts high quality.is also apparent. In grace, charm, and amiable good-humour he is in the
first flight of our writers.

C)As a transitional poet he is worthy of careful observation. In the mechanics of poetry--
such as metre, rhyme, and rhetorical devices--he follows the older tradition; but in his
broad humanity of outlook, in his sympathetic treatment of natural scenes, and in the
simplicity of his humour and pathos he is of the coming age.

OTHER TRANSITIONAL POETS

1. Thomas Gray (1716-71).] Gray was born in London, the son of a money-scrivener, a
kind of lawyer) who was in affluent circumstances. Gray, however, owed his education
largely to the self-denial of his mother; he was educated at Eton and Cambridge, at the
former of which places he met Horace Walpole. With Walpole he toured Italy and France;
then, returning to the university, he took his degree, finally settling down to a life that was
little more than an elegant futility. He was offered the Laureateship, but refused it
(1757); he obtained a professorship at Cambridge, but he never lectured. He wrote a little,
travelled a little; but he was a man of shrinking and fastidious tastes, unapt for the rough
shocks of the world, and, fortunately for himself, able to withdraw beyond them. [ His first
poem was the Ode on a Distant Prospect of Eton College (1747), which contained gloomy
moralizings on the approaching fate of those "little victims," the schoolboys. Then, after
years of revision and excision, appeared the famous Elegy written in a Country_
Churchyard (1751). This poem was smooth and graceful; it contained familiar sentiments
turned into admirable, quotable phrases; and so, while it was agreeably familiar, it was
fresh enough
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to be attractive. Its popularity has been maintained to the present day. His Pindaric
Odes (1757) were unsuccessful, being criticized for their obscurity. The Bard and The
Progress of Poesy, the two Pindaric odes in the book, certainly require some
elucidation, especially to readers not familiar with history and literature. At the first
glance Gray's odes are seen to have all the odic splendour of diction; in fact, the
adornment is so thickly applied that it can almost stand alone], like a robe stiff with
gems and gold lace. (Gtet the poems have energy and dignity) Johnson, who had a
distaste for both the character and the work of Gray, cavils at the work, saying that it
has a strutting dignity. "He is tall by walking on tiptoe. His art and his struggle are too
visible."

The prose work of Gray is notable. (It consists partly of letters written during his
travels, describing the scenes he visits. In them he shows vigour of style, and a sharp
eye and a generous admiration for the real beauties of nature) His descriptions, such as
those of the Lake District, are quite admirable, and well in advance of the general taste
of his age.

In spite of its slender bulk, Gray's achievement both in prose and verse is of great
importance. He explored the origins of romance in the early Norse and Celtic legends;
his sympathies with the poor and oppressed were genuine and emphatically expressed;
and his treatment of nature was a great improvement upon that of his predecessors.
Johnson's final estimate of Gray is not unfair, and we can leave the poet with it: "His
mind had a large grasp; his