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ChaEter I. 

It is not difficult to give an elementary conception of 

what is meant by a long poem. The primary qualification of a 

long poem is length. But once this simple fact is admitted, 

there are difficulties in the way of definition. For even the 

length which entitles a poem to be called a long poem is a 

disputed matter. And the poems that may be subsumed under the 

name "long poem" are of such different kinds, that it is hardly 

satisfactory to attempt a general definition. In the poems, 

however, that may be called long poems, from the time of Spenser 

to that of Glover, one may recognise four chief kinds. Those 

kinds admit to some extent of definition; although, indeed, 

even with regard to such definition, controversy rages. They 

are the epic, the religious or metaphysical, the didactic, and 

the narrative poem. As most of the poems to be considered fall 

under one or the other of these kinds, a brief discussion is 

given on each 

Much criticism on epic is worthless and inconclusive, 

because attention has been given, not to vital matters, not to 

the discussion of the essential qualities that create the poems 

themselves, but to the discussion of rules. The discussion of 

rules has been pursued to the neglect of the truth that all rules 

should be deductions from accomplished work, and should be subject 

to modification from successful work dating after the formulation 
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the Indian Ocean - as in the Luciada of Camoels ; in the West Indie 

as in the Arafteana of Alonzo of Ercilla: in Hell, in Heaven, - 

out of the limits of our nature, as in Milton - the poem will 

equally deserve the name of epic - unless you have a mind to 

honour it with another title proportionable to its merit." 

The second kind of long poem - the religious or metaphysical 

one - is generally inspired by genuine poetical apprehension, and 

is of fair poetical accomplishment. 

The third kind - the didactic poem - is not primarily 

poetical. It is merely a versified thesis. The chief poetical 

characteristic is that its language is "patterned" like the 

language of poetry. 

The fourth kind - the narrative poem - may be frankly 

pedestrian - not claiming to be invested with the highest 

attributes of creative activity. If so, its main object is to 

relate. It is a mere tale in verse, and should be judged 

accordingly. Such poems were the romances of the Middle Ages - 

the garrulous tales of Gower - the more complex stories of Chaucer. 

'these verse narratives were occasionally garnished with poetry. 

Sometimes a few lines in the romances stood out moving and 

poetical; once or twice the familiar octosyllable of Gower 

leapt into pathos. The beauty of Chaucer's poetry, like the 

beauty of much of the work of our modern versifiers, is often 

undeniable: but still it is the usual thing that the long 

narrative poem is versified prose, for there is always the fable 

to compensate for trie lack of poetry. 
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of these rules. The purpose of epic, the subject of epic, the 

characters of epic, the unity of epic - all these things have 

been disputed. From the dispute some things stand out - that 

an epic must be the crystallization of a noble apprehension of 

life or of a part of life, and that the characters should be 

noble, or if not, certainly of some magnitude; and that it 

must deal with a subject (preierably a noble one) in a noble 

manner. In the manner is the crux of the whole matter. If the 

manner is successful, the poem is also successful. If the manner 

fails m be the action great or the characters magnificent or the 

proportions perfect - it matters not - for the poem is a failure. 

Unity also is included in manner m for what is unity but 

a matter of artistic satisfaction. Unity is not an absolute 

term. What constitutes unity in one piece will not constitute 

it in another, so that to lay down rules for epic unity is 

manifestly absurd. Voltaire, who brought the light of his 

common sense to illumine the subject, saw how senseless it is to 

apply rigid rules to determine the nature of living organisms. 

He has said "Use alone has prefixed the name of epic particularly 

to those poems which relate to some great action. Let the action 

be simple or complex: let it lie in one single place, as in the 

Iliad - or let the hero wander all the world over, as in the 

Odyssey: let there be one single hero - or a great many: happy 

or unfortunate, furious as Achilles, or pious as Aeneas: let them 

be kings or generals, or neither of them: let the scene lie upon 
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In admitting poems for discussion into the following pages, 

length has been considered not the absolute, although the chief, 

standard. Sometimes a poem of no great importance is excluded 

in favour of one of shorter length, because the latter has other 

qualities that call for attention. Most poems of tolerable 

length in which the treatment is narrative, epic, or expository, 

have been included. In one or two cases poems whose length 

hardly seems to justify their inclusion have been admitted because 

of their connection with or influence on other Long Poems. The 

reasons for such treatment will in all cases be fairly obvious. 

Questions as to the possibility of the existence of a 

long poem (which have actually been put); as to the success or 

nonsuccess of the long poem in English; and as to the relation 

of the long poem to other forms of contemporary literature, will 

come in for discussion in the closing chapter. 
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Chapter II. 

Spenser. 

Spenser is the fountain head - not only of Elizabethan - 

but of all modern poetry. The appearance of the Faerie Queene 

(1589 -1596) has been compared to the sudden rushing of an 

"Arabian heaven" upon the night of our poetry. From the death 

of Chaucer to the time of Surrey and Wyatt poetry had been 

growing ever more and more impoverished - and after the death 

of these two innovators, poetry in the hands of the predecessors 

of Spenser was a thing of little beauty. Except for the fine 

performance of Sackville - adumbrating curiously in the archaism 

and delicate dialectalism of its diction the work of Spenser - 

there is nothing between the death of Chaucer and the publication 

of the Shepherd's Calendar that can compare in any way with the 

first supreme fruit of the English renaissance. The flood of 

Spenser's poetry contrasts curiously in its richness and 

sweetness with the poverty of preceding poems. 

And Spenser's poetry is important not only because of its 

extreme beauty - but because it is the ancestor of so much of 

the poetry that followed. When Spenser unlocked his heart and 

gave expression to his apprehension of life, by his gracious 

influence was accomplished more for English poetry than had been 

done by the brain sweat of centuries. 
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Part of the fruitfulness of the Faerie Queene arose no 

doubt from the diversity of the elements out of which the poem 

blossomed. Spenser had classical knowledge - Italian knowledge - 

French knowledge - and knowledge of English literature to fall 

back upon. His classical knowledge was fourfold. The poet 

had read Homer, and Vergil (the revered model of renaissance 

epic); and on the one hand he was enamoured of Platonic 

doctrine, and on the other, the influence of Ovid - the brilliant 

but somewhat meretricious favourite of the Renaissance - was upon 

him, and through him it worked upon the poetry of the seventeenth 

century. 

Italian literature from Sannazard and Ariosto to Guarino 

and Tasso, Spenser had before him. Spenser's work has often 

been compared with that of Ariosto m but the similarity between 

the two poets is superficial rather than real. In details 

the poems of Spenser and of Ariosto are much alike. There is 

the same lack of vraisemblance, the same employment of the 

simile, the same endless ramifications of the story. Even in 

episode there is similarity. The third canto of the Orlando 

Itirioso is certainly the ancestor of part of the Britomart tale 

in Spenser. But Ariosto mars his work by flippancy. In giving 

way to the comic spirit, in applying "the sword of common sense" 

to many a high sounding tale, in the ridicule that touches the 

reader even - he did himself injury as an artist. 

"Give me more love or more disdain, 

The torrid or the frozen zone." 
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was the stately love cry of Carew. And the cry may be applied 

to the Orlando Furioso. Love for romance such as that of 

Spenser m or the satire of Rabelais! But this intermediate kind 

gives less pleasure. The crackling mirth jars. Spenser's 

poem is the greater of the two m because Ariosto's mirth destroyed 

the milieu of the Italian poem. 

But there is some resemblance between the exquisite Angelica 

who finds her soul when moved to pity by the sight of the wounded 

Medora and the beautiful flowerlike women of Spenser. 

The influence of French literature shows itself rather in 

the minor poetry of Spenser than in the Faerie Queene. Some 

of the Spenserian melancholy may have been inherited from Du 

Bellay ® but the clarity and exquisite delicacy of workmanship 

of the Pléiade lyrists Spenser did not inherit, and there is no 

resemblance between his rich masterpiece and works like the 

cumbrous epic of Ronsard. 

There was a fair amount of English work for Spenser to 

assimilate. There were the mediaeval romances, notably the 

Morte d'Arthur and the romances of Berners; there was the poetry 

of Chaucer, for which Spenser had an acknowledged enthusiasm; 

there was the noble work of Sackville, the amplitude of whose 

allegorical imagination and the splendour of whose visualisations 

of such conceptions as Remorse, Dread, Revenge, Misery, Care, 

Sleep, Malady, Famine, and Old Age, is hardly surpassed by 

Spenser himself; and there were the direct predecessors of 

Spenser e Gascoigne, Tusser, Turberville, and Googe, who had 
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arrived at a real solid rhythm, which gave Spenser the starting 

point from which he succeeded in evolving metrical regularity and 

uniformity. 

All these influences were brought to bear on Spenser: all 

these influences helped to make the poem so unique - and so fitted 

for the inspiration of new poetry. Spenser gathered his material 

with lavish hands. Thus even in a poem so long, exhaustion seldom 

occurs - while at times the opulence is unparalleled - for lack of 

acesis is Spencerts most outstanding characteristic. Spenser 

shook together, as in a bottle, the various kinds of literature, 

and the rich mixture was the Faerie queene. He carried on the 

chivalric and allegorical traditions and to some extent the 

artificial pastoralism of the Arcadia, of some of the prose 

romances, and of much of the drama and lyric of the time. He 

produced from this blend of traditions a perfect quarry for the 

lesser men who came after, and who, not daring to attempt absolute 

imitation, confined themselves to the imitation of isolated phases 

of his genius. The Fletchers imitated his diction, rhythm and 

allegory. Browne and Basse imitated his pastoral vein, and the 

herioc poem.writers of the 17th century who discarded his allegory, 

retained something of the knightly tradition and deepened the 

artificiality of a pastoralism already artificial. 

The scheme of the Faerie Queene has always been - and probably 

will always continue to be, much criticised. Warton regretted 

the fact that the hero of the poem is forgotten in the hero of 

the book. "But" he acids "it is absurd to think of judging either 
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Ariosto or Spenser by precepts which they did not attend to. 

We who live in the days of writing by rule - are apt to try 

every composition by those laws which we have been taught to 

think the sole criterion of excellence. Hurd - one of the 

critics who helped to open the floodgates of romance when poetry - 

because of the neo- classic blight - was becoming intolerably 

impoverished - put in some words in favour of the Faerie Queene. 

"Judge of the Faerie Queene by tie classic models ", he has 

written, "and you are shocked by its disorder: consider it 

with an eye to the Gothic original, and you find it regular ". 

The unity and simplicity of the former are more complete: but 

the latter has that sort of unity and simplicity which results 

from its nature ". This admission settles the question; for 

no poem surely requires any other kind of unity than that which 

"results from its nature ". 

The entire question of the unity of romance was one of 

the most discussed in Italy during the 16th century - when it 

was not realised what an intangible and complex thing unity was, 

and how it was altogether dependent on different things in 

different poems. Giraldi Cinthio, who took up the cudgels for 

the romance writers - recognised, like Castelvet o - several 

distinct forms of heroic poetry. If one action of one man is 

imitated, he calls the poem an epic: °if many actions of many 

men are imitated he calls the poem a romantic poem: if many 

actions of one man, the poem is to be considered a biographical 

poem after the manner of the Theseid. 
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The Faerie Queene would seem to belong to the second of 

these divisions. It is a chivalrous romance. Yet technically 

it does not fall under this heading, for while it is taken up 

with the adventures of several knights, Prince Arthur is the 

ostensible hero. Thus the Faerie Queene is a hybrid kind; it 

falls under none of the recognised divisions. 

But it should be judged rather according to the scheme 

which Spenser has prefaced to it ( a scheme which applies only 

to the first three books) than according to any division of kinds 

which commended itself to the intellect of another. Spenser's 

expressed aim, as given in the Preface, is to fashion a gentleman 

or noble person in virtuous and gentle discipline. Thinking that 

it was best to sugar the pill of instruction as much as possible, 

the poet coloured his design under the historical fiction of Prince 

Arthur. He laboured to portray in Arthur the image of a brave 

knight, perfected in the twelve virtues of Aristotle. His Preface 

is the preface of a 'roman d'aventure' in which, although there 

is one chief knight, the various books are devoted to the 

adventures of the other knights, and in which all the stories 

go to the working out of one central dénouement -(to which in the 

Faerie Queene the poet does not arrive because the poem was never 

completed.) Judged by the Preface, the Faerie Queene does not 

lack unity. There are deviations in scheme, but they are all 

legitimate. For example, the fact that Scudamour does not attain 

his quest in the third book, involves no real violation of the 

plan. The first two books are quite regular. Book one, in fact, 
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is fine in structure. The stories have the orthodox beginning, 

middle and ending. 

In Book three the construction is looser. Sometimes the 

only reason for the insertion of the stories is that they are 

examples of chastity or the opposite. This, however is no 

violation of the plan. It is only a proof of desirable elasticity 

that so much scope should be possible. What is to be deprecated, 

however, is that Spenser had not supremely the story telling 

gift, and is apt to leave his adventures unfinished, or to 

involve the reader in a maze of dramatis personae. It must 

be remembered, however, that the adventures left hanging in the 

air have - as a rule - a constructional value - and serve to 

re- introduce the characters when the action has need of them, 

and to preserve a continuity of milieu in this "Eldorado out of 

space, out of time." And from the point of view of the Preface 

the stories are all of value, all building up a strong conscious- 

ness of the omnipresence of the virtue of chastity - or its 

opposite, and creating the background against which a militant 

Britomart is silhouetted. 

The fourth book is somewhat formless; but in it most of 

the adventures of book three are completed, and all the stories 

at least are illustrative of friendship - taking the word friend- 

ship in its widest sense. 

In books five and six Spenser returns to the comparative 

severity of structure of books one and two. Book five is the 

legend of Justice. In this book the narrative proceeds without 
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much deviation into minor stories. Book six is also noted for 

simplicity of motive and execution. 

Thus there is no need for severe criticism of the relation- 

ship between the poem and the Preface. The general scheme is 

clear enough, and is clearly enough worked out. What does cause 

perplexity is the riot of narrative in Books three and four - 

although, as has been pointed out, this profusion has a distinct 

relationship to the general scheme, and is of value in preserving 

the sense of continuity of atmosphere. Also Spenser's promis- 

cuousness has a charm of its own, the charm of romance - the charm 

of the Morte D'Arthur. The more numerous the shadowy forms that 

flit through the glades or ride over the plains or repose by the 

side of the fountains of Faerie Land, the more irresistibly does 

the reader feel transported into a land 

"Of charmed casements, opening on the foam 

Of perilous seas a in Faery lands forlorn. 

Spenser's allegory begot many poems in the 17th century. 

Like the scheme of the Faerie Queene - it is a much discussed 

matter. Spenser knew the defects of the allegory, and chose 

the kind with his eyes open. His choice was sealed by motives 

artistic rather than literary. It brought in its train four 

advantages: 

(1) that of reality 

(2) that of giving a legitimate outlet for exercise of 
the descriptive faculty. 

(3) that of supplying a unifying influence 

(4) that of prestige. 
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(1) The allegory did not flow, molten and inevitable - 

like the allegory of Langland or of Bunyan, from the poet's 

envisagement of life. Spenser wanted to teach. In order 

to do this he had to create the illusion of reality. The 

romantic portion of the Faerie Queene obviously was not real: 

therefore the poet cast over all the allegorical glamour, which 

made the poem seem like a disguised reading of life. 

The allegorical form is not stringent. In books three 

and four it is almost dropped (except in relation to the general 

ethical scheme). The moral is enforced here by means of the 

narrative rather than by means of the allegory. This perhaps 

accounts for the added promiscuousness. 

(2) The choice of the allegorical form gave scope for much 

exercise of the descriptive faculty. Allegory has been the 

hunting ground of descriptive writers, from Chaucer and Déguilleville 

through Bunyan and Swift - down to the present time - when it 

is used to heighten the effect in the working out of themes which 

though interesting enough, are so slight that otherwise the 

treatment meted out to them could hardly be called literary. 

Modern allegorical art is delicate, as mediaeval was cumbrous. 

But both were inspired largely by the passion for description. 

(3) In criticising Spenser's choice of allegory, the 

diversity of the elements out of which the Faerie Queene is 

composed must be remembered. Ariosto had blended together the 

opposite forms of fabliau and roman, through his outlook which 
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was that of a sceptical dweller in courts, viewing the genius 

of romance. The raillery - although it lessens the artistic 

value of the poem m he uses as a unifying influence. Spenser, 

not finding food in all things for a unifying raillery, and 

having to reconcile conflicting elements, disguised the diversity 

of things under the veil of his allegory. 

(4) In Spenser's day - in which educational and philosophical 

ideas were discussed with keen feeling, and moral philosophy 

studied with enthusiasm - the allegorical side of the poem was 

considered of much importance. 

The allegory of the Faerie Queene is by no means obtrusive. 

It is quite possible to regard the poem merely in a narrative 

light, so that in any case the allegory can hardly be considered 

an artistic fault. 

In the Preface Spenser says, "In that Faery Queen I mean 

glory in my general intention, but in my particular I conceive 

the most excellent and glorious person of our soveraine the Queene - 

and her kingdom in Faerie land. And yet in some places els, I 

doe otherwise shadow her. For considering she beareth two 

persons - the one of a most royall Queen or Empresse, the other 

of a most virtuous and beautiful lady, this latter part in some 

places I doe express in Belphoebe - fashioning her name according 

to your owne excellent conceipt of Cynthia, (Phoebe and Cynthia 

being both names of Diana) so in the person of Prince Arthur I 

sette forth magnificence in particular, which vertue, for that 

(according to Aristotle and the rest) it is the perfection of all 



15. 

the rest, and conteineth in it them all, therefore in the whole 

course I mention the deedes of Arthure applyable to that vertue, 

which I write of in that Booke. But of the twelve other Vertues, 

I make twelve other knights the pltrons, for the more variety of 

the history." 

In this outline something of the complexity of the Spenserian 

allegory is shown. The Faerie Queene is Glory, is Queen Elizabeth 

as Queen ® and is = in Belphoebe- a "vertuous and beautiful) lady ". 

Throughout the Faerie Queene the allegory is complex. Firstly 

it is ethical (sometimes ecclesiastical). The virtues are treated 

from a general Christian point of view e and yet an ecclesiastical 

allegory is worked in. Secondly, it is political - and thirdly, 

it is personal. In book one the ethical religious allegory is 

that of the spiritual growth of a young man who has been transformed 

by the sacrament of knighthood. The ecclesiastical allegory is 

not so clear. Theie is some satire on the monastic system. 

Archimago and Duessa vaguely designate Rome. Likewise rather 

obscure is the political allegory. The Red Cross Knight is 

probably England. Archimago is probably Spain. Duessa, who in 

book five is certainly Mary Queen of Scots, is not so clearly 

designated here. 

The personal allegory is very vague. It should be noticed 

that a certain amount of ethical allegory is in all the books. But 

the amount of political, ecclesiastical and personal allegory 

varies. 
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In Book two the political allegory falls into abeyance, 

/he delineation of Belphoebe is an allegorical delineation 

of. Queen Elizabeth. There is less complication in the allegory 

than there is in the first book. 

The allegory in book three is slight, and the spirit of 

romance is strong. Almost every incident has an analogous one 

in the Italian poets or the mediaeval romances of England - or 

the Greek and Latin classics. The book, notwithstanding the 

lack of allegory, is full of splendid descriptive passages. 

In book four there is the personal allegory of Tirrias 

and Belphoebe . 

Book five is largely political allegory. In this book 

where the allegory is so strict the poetry wanes. The allegory 

in this book rather hinders than helps the poet = because the 

having in his mind's eye a localized justice limited the scope 

of Spenser's imagination. 

In canto nine there is an allegorical description of 

Elizabeth and her court. 

Artegall passes on from the legend of justice to the 

sixth book of the Faerie Queene. In this book there is no 

political or ecclesiastical or personal allegory. The most 

charming episode is the pastoral one. 

Spenser did not couch his great epic in allegorical form 

(as has already been said) - out of thoughtlessness - for the 

vogue of allegory was over. He gained, as has been said, four 

advantages from the employment of allegory, including the 
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prestige that the poem derived because of the pedagogic value 

of allegory; so that the reversion to allegory may be taken 

as symptomatic of the Renaissance attitude to literature. 

But from an aesthetic point of view the allegory has drawbacks. 

Miss Warner has pointed out that in two places e the death 

of Amavia and the delineation of the misery of Pyrochles, 

Spenser clings to allegory at the expense of human feeling. 

This would be but a slight indictment for few of the incidents 

of the Faerie Queene are invested with human intensity. The 

real objection to the allegory is aesthetic. The allegory 

introduces an element that clashes with the romance "insouciance ". 

Malory's Morte d'Arthur is not ostensibly an allegory, yet we 

never lose the sense that the whole of this wonderful piece 

of literature is an allegory of human life, while at the same 

time the absurd practical questions aroused by the presence of 

a professed moral allegory are evaded. When Spenser supplied 

the allegory he under =rated the imagination of his readers, 

just as he did when he filled in every detail of his pictures. 

In the Morte d'Arthur, while conscious of an implied allegory, 

we are yet free from the obligations inevitable to allegory. 

We feel no surprise or scepticism when we read in Malory that 

"then Sir Lancelot thought himself to prove himself in strange 
adventures; then he bade his nephew, Sir Lionel, for to make 

him ready. So they mounted on their horses armed at all rights, 

and rode into a deep forest and so on into a deep plain ", or 

of how "Four queens found Sir Lancelot sleeping and how by 
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enchantment he was taken and led into a castle "; but a certain 

sense of incongruity is connected with those knights of Spenser 

who go on a quest and who yet imperil their lives in all sorts 

of adventures by the way and - as in the case of Sir Callido- - 

arrive almost at the limit of their time. 

This being the objection - is there anything that can be 

said in favour of the allegory? Assuredly there is. As the 

allegory has an aesthetic drawback = so it has an aesthetic 

value. The defence that can be made of the allegory of Langland 

can also be applied to the allegory of Spenser. The defence 

bases itself on the fact that both poems are successions of 

shifting visions full of the passage and dissolution of 

impressions, of the continual vanishing of old and the rhythmical 

rise of fresh visionary tissue. In the midst of the bewilderments 

of the weaving and unweaving of material, of the fantastic side 

issues (in Spenser) and of the mazy arabesque of the minor 

narrative 7 the allegory is the static element. It affords 

a steady background for the restlessness that runs through the 

earlier poem - the languorous and luxurious desultoriness of 

the second. This is the aesthetic justification, and this 

the defence, of the allegory of Spenser. 

Almost more important to the effect produced by the 

poem than the general scheme or the allegory 7 is the stanza 

of the Faerie Queene. This stanza is not only intrinsically 

beautiful / but exercised an incalculable influence on prosody. 

Most of the stanzas of the writers of long poems that followed 
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Spenser / are modifications of it. Spenser gave to English 

poetry an almost perfect form of verse. His stanza m employed 

in a modified form by his immediate followers = was used by 

Thomson, Scott, Byron, Keats and Shelley ' but its main 

characteristics were fixed by Spenserian use. As an instrument 

of narration it has one drawback - that of slowness. The 

Spenserian line is usually full of adjectives 7 and slow 

moving. Save for this one defect it is a perfect medium = 

capable of the greatest variety of rhythm. It is the very 

apotheosis of the smoother style of versification. It has 

been called "an instrument of many stops e meditative - observant 

plaintive - fervent ". Now languorous, now energetic, now on 

wings= it is the very "peach blossom and wine" of versification. 

Spenser's stanza is a splendid stanza for descriptive 

purposes. This was a consideration of much importance in the 

case of a man who "saw in images" as Spenser did. The Faerie 

Queene is extraordinarily rich in descriptive passages. Adequate 

illustration would lead to unending quotation: but some of the 

finest descriptive passages may be mentioned. Such are those 

describing the hermitage of Archimago, Una and the Lion, the 

counsellors of Lucifera, the Red Cross Knight when resting, 

the armour of King Arthur, the beast of. Duessa, Fidelia,Speranza 

and Charissa, the House of Morpheus, Belphoebe, Phaedra, the 

Isle of Phaedria, the cave of Mammon, the Garden of Adonis, 

the cottage of the witch who sheltered Florimell, Malbecco, 

the Masque of Cupid, Marinell's mother, Mercilla's court, 
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the Temple of Isis, the description of Radigund, the whole 

Pastorella episode, and the description of the wild man's 

reverence for beauty. 

"For Spenser as for Rossetti or Dante, the poetic way 

of seeing things is particularisation ", it has been said. The 

descriptive enthusiasm was very wide spread in the sixteenth 

century. It appears in the masque which was so popular a 

form of entertainment. It appears in poetry (like that of 

Spenser) which often tries to give in words the scenic effects 

of the masques The masque without its stage trappings has 

been compared to "the broken meats after a banquet" = but these 

splendid descriptive passages in Spenser owe their beauty to 

that which cannot perish - the imperishable splendour of the 

poetry. 

This passion for pageant is in part a phase of medi aevali sm 

in part an aspect of the Renaissance hunger for beauty. In both 

aspects it appealed to Spenser, who gives us the Vision of the 

Seven Deadly Sins (which is inspired by mediaeval reminiscences) 

the Masque of Cupid = and the vision of Colin piping to the 

Muses (which is inspired by Renaissance pastoralism.) This 

love of spectacular beauty finds expression in Sidney's "May 

Lady" in Jonson's "Masque of. Queens ", in the "Arraignment of 

Paris ", in Oberon, in the work of Beaumont and Fletcher, in 

Chapman's masques full of fantastic detail and semi -dramatic 

matter, and in those of Campion which have something of the 

charm of the prosodist's sweet versification. 
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Thus does this old -world allegorical romance illustrate 

the taste of the age in which it was written, and it is more 

than probable that it influenced in the pictorial direction 

all the departments of Elizabethan and Jacobean literature. 

There is but one matter in which Spenser's descriptions 

may be criticised adversely. Everything is said. Nothing 

is left to the imagination. Thus the impression of beauty 

(or of ugliness as the case may be) is given, but the description 

is deprived of the mystery which would add so infinitely to 

the charm. "The grandest efforts of poetry ", says Coleridge," 

"are where the imagination is called forth 7 not to produce a 

distinct form, but a strong working of the mind, still offering 

what is repelled , and again creating what is again rejected, 

the result being what the poet wishes to impress - namely the 

substitute of a sublime feeling of the unimaginable for a mere 

image , " 

The love of material beauty in Spenser exists side by side 

with a love of intellectual beauty as impassioned as that of 

Shelley. It gives warmth and richness of tone to the poem, and 

pours itself over his pictures like sunshine. The senses of 

the poet were eternally alert and unwearied, capable of response 

to the most minute as well as to the vastest impressions. 

"The angel face" of Una, affects his imagination as "sunshine 

in a shady place ". 

The influence of Spenser's delight in description may 

be seen in the bulk of poetical work that followed. Spenser 
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could not have given rein to this descriptive enthusiasm had 

he not prepared beforehand a vocabulary of elect words. For 

the writer of a long poem the possession of an abundant and 

beautiful supply of words is an essential thing. It is a 

debatable point whether it is not the most essential thing. 

The importance of Spenser's diction may be seen from the fact 

that Spenser gave to English poetry the ground -work of poetical 

diction. Yet contemporary criticism was divided as to the 

merits or demerits of this new vocabulary. E.K. in the case 

of the Shepherd's Calendar, is not sure whether Spenser uses 

such words "by casuality and custom = or of set purpose and 

choyse ", as thinking them fitted for shepherds, but he considers 

them delightful 

(1) because these rough and harsh terms enlumine the 
brightness of the brave and glorious word. s ; 

(2) because praise is due to him for endeavouring to 
restore such good and material words as have 
been long out of use. 

This criticism as applied to Spenser's work is not adequate. 

The second reason for appreciation is not indeed inadequate 

when considered in relationship to the Shepherd's Calendar ' 

for in that poem Spenser was feeling his way; but in the Faerie 

Queene he did much more than re- introduce the forgotten symbols 

of olden times.; And the first reason is based on an assumption 

which no lover of Spenser will admit m that the new strange 

words which Spenser baptizes with the baptism of his spirit 

are rough and harsh. 
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Seeing contemporary poetry was so impoverished . it may 

be asked whence Spenser could possibly have derived his diction. 

The answer is supplied when the question is studied from the 

linguistic point of view. 

A large proportion of the Spenserian vocabulary is romance 

and is connected chiefly (a) with chivalry (b) with Chaucer. 

Words connected with chivalric life and pursuits are 

"barbican ", "blacoyle ", "belamouP, "burgaxet ", "bauldric ", 

"habergeon ", "embossed ", " jesses ", "umbriere ", "velrttayle ". 

Examples of words which are due to the acquaintance of 

the author with Chaucer are "affide o agryz'd amate m besprent 

chamfred m crumenall depeincten e diapered maltalent 

debonaire 9 purf led trentals ". The list could be indefinitely 

extended. 

Many general romance words such as "bate coerule 

damayne m delice = and gorge" are included. 

Spenser does not borrow wholly words of classical or 

romance origin. He makes use of teutonic words like "folk mote" 

"checklaton" and "selcouth ". 

From Gower, Lydgate, Occleve, and Langland, and the 

aureated diction of the school of Middle Scots Allegorists, 

he also borrows. 

The use made of prefixes is remarkable. The prefix is 

influential as an intensifying force. This is seen in words 

like "fordammed" "forspent" "forpined ", and in words that Spenser 

has taken over from Langland such as "forswonck ", "f orwander ", 

"forwearied ". 
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There are a few words in Spenser which seem to have been . 

created by the poet. Some such beautiful words have been taken 

over by Fletcher. 

Spenser's vocabulary illustrates Carlyle's saying (only one - 

half true) that genius is but an infinite capacity for taking 

pains. All artists consciously experiment with language and 

engage in the struggle to collect the material whereby the 

quality of their thought becomes visible. But in few can the 

process be so readily analysed as in Spenser. This is because 

there is a slight artificiality in Spenser's vocabulary. The 

amount of material collected was so vast and strange that it 

could not altogether be the expression of the writer's spirit. 

Much of language is used decoratively, not spiritually, by Spenser 

and because so much of the material has been lifted bodily and 

is not disguised by being filtered through the mind, it is easy to 

trace. 

The fulness and the ardency of Spenser's vocabulary are 

already adumbrated in "the pride of dainty language and curious 

expression" of, and the enthusiastic gathering of "savoursome" 

words from)the Shepherd's Calendar. The power over language 

may be seen developing in the later poems, but it is in the 

Faerie Queene that this vocabulary of winnowed words becomes 

the very expression of the 'colouring of the spirit' of the man - 

the sensible image of his soul. 
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The mightiness of the Spenserian achievement can only be 

realised if we take into account the effort and the richness 

of mind and the brooding that must have gone to the creation 

of such a vocabulary. Every artist - as has been said already - 

plays with words, but plays within a certain circle of ideas. 

The work of the Celtic artist has generally a melancholy tone, 

because the phrases that appeal to the Celt and fructify in his 

imagination are those descriptive of the pity of. things. The 

writer of love poetry has but a limited vocabulary, the off- 

spring of the erotic imagination. Even the glorious vocabulary 

of Milton, rich, mellowed as it is, is the vocabulary of a man 

who moved in one circle of thought. For the vocabulary is 

born of the spirit and reflects the mind which has produced it. 

It is because of this that the imagination fails before the 
contemplation of a range like that of Shakespeare or Spenser 

(although in Spenser's case the wonder is slighter because the 

vocabulary is not in the highest degree original - for many of 

the words have been merely arrested from the river of literature, 
have been gathered artifically - have got no spiritual analogue. - 
have not been strained through the spirit as those of Shakespeare 

have been). Yet even taking into account this slight artificiality 
the vocabulary of Spenser is a colossal wonder. Because of the 

many sources from which these words "woven with canticles and 
wilful imagery" have been gathered, the poem has a most unusual 

complexity of atmosphere - courtly yet simple, luxurious, 

Picturesque, extravagant - yet sometimes melancholy, nay austere. 
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In Spenser the Elizabethan passion for words, the body 

of thought was justified of itself. The Faerie Queene is 

unique. 

That style has been called a decadent style which is 

complicated, ready to borrow from all sources, to carry away 

colours from all canvases, to lend itself to very fine shades 

of meaning. If this is so, Spenser's style is decadent. But 

for a decadent style it was surprisingly productive of new poetic 

material. 

Spenser's diction needs no excuse 
; 
but if an explanation 

be asked for it, the lover of poetry need not disdain to reply 

in a paraphrase of those words which Gautier wrote of Baudelailfe 

"Spenser was doing a new thing e expressing new ideas, taking 

upon himself a novel and a mighty task, writing a vision of 

human life m and a full and complex vocabulary was a sine qua 

non ". There had been allegories before, and there had been 

romances before; but never an allegory so full of the "brave 

translunary things" and never a romance so full of spiritual 

idealism. There was not enough colour in contemporary language 

to support such a vision = allegory m romance e ardream. Until 

the vocabulary had been created, the conception of life which 

the poet endeavoured to present in the Faerie Queene could never 

have been expressed. All honour to the beautiful framework 

which made a dwelling place for the spiritual tissue. 
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Spenser's favourite devices of style are those of epanaphora 

and alliteration. Spenser is also inclined to the antithetical 

placing of adjectives: 

"The dear remembrance of his dying Lord" 

"Her cole -black curtain over brightest day" 

"His cruel wounds with crudely blood congealed" 

nor does he despise the heaped -up adjective - 

"Forsaken, woful, solitary maid" 

"Dost thou sit wayting by black Stygian lake" 

The Spenserian simile has not the ineffable beauty and 

suggestiveness 

very obvious. 

although there 

the comparison 

of the Miltonic one. The analogy is usually 

Consequently there is no intellectual pleasure, 

is pleasure in the beauty of the language in which 

is worked out. The simile is taken over by 

Spenser, from Homer, Virgil, Ariosto and Tasso, as one of the 

recognised trappings of the epic. Its value is unquestioned 

by Spenser, and the desirability of introducing fine-ness and 

the redeeming element of strangeness is not considered. Some 

of the comparisons which Spenser uses are classical. The lovely 

face of Britomart, when her helmet is raised, is compared to 

Cynthia showing through a cloud 

The tone of the Faerie Queene is noble. John Wesley is 

said to have advised those Methodists who wished to go through 

a course of study, to combine with the reading of the Greek 

Testament and of the Hebrew Bible, the reading of the Faerie 

Queene. The poem is full of the love of that which is high, 
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the chivalry which is the rarest of all qualities. Many are 

they who enlist under the banner of the strong but to the 

service of the weak few are called. 

There is in Spenser a melancholy which appears in much 

Renaissance literature e a hunger of soul m a lack of satiety 

a too great desire. This melancholy is even stronger in the 

minor poems than in the Faerie Queene. It never deepens to the 

blackness of Tourneur or of. Webster or of Shakespeare. Yet the 

melancholy note is marked. Even over the pastoralism of Spenser 

there broods a weariness. 

The Faerie Queene is not merely an allegory or a narrative. 

It is also a vision. Although Spenser - to whom the hereafter 

was the reality, sang "All that's imperfect born below the moon" 

yet he deigned to write a vision of life. Thus the critic who 

criticises the Faerie Queene as an allegory alone i or as a 

narrative alone errs widely for The Faerie Queene is a vision 

and should be criticised as a vision. Yet it is no dim land 

of shadow. It is a coloured vision. Like Britomart in the 

palace of BusiYane, we wander through the chambers of the poem 

although, unlike Britomart, we wander dreamily i often unconscious 

of volition in this atmosphere of dreams which is also the 

atmosphere of genius. 

Maudsley denies the paradox in the statement that the 

creative work of genius is excellent dreaming and that dramatic 

dreaming is distracted genius; and in his essay on the sanity 

of genius Lamb has referred to the analogy between dreaming 

and imagination. 
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And to whom should dreams be more delightful than to the 

Elizabethan world, becoming acquainted with the myths, the 

dramatised and idealised myths of the Greeks and Romans: than 

to a world soaked in stories like that of Pygmalion's image 

which can only be attributed to the objectivisation of dream 

experience; like those of Glaucus and Scilla and the enchant- 

ments of Circe. This world drank in greedily Italian tales 

of wonder and Spenserian stories such as the birth of Amoret 

and Belphoebe 7 the transformation of Malbecco, and of giants 

born of our mother the earth. 

Dreamlike are the frail, shadowy, tender women, mere 

phantoms of the body. 

It is almost superfluous to enumerate the dream character- 

istics of the Faerie Queene. The imagery flows by in a 

continuous stream, always flickering, never wavering. We 

are m to use a metaphor which has been applied to sleeping 

consciousness - "gazing into a constantly revolving kaleidoscope" 

in which every slightest turn produces a new pattern somewhat 

resembling that which immediately preceded it - so that if the 

kaleidoscope were removed we should say that each picture had 

been suggested by the preceding pattern, but is yet more 

definitely novel. 

The movement of Spenser's work - one perpetual oscillation 

and ramification and transformation - gives the impression of 

a congeries of views dissolving as soon as presented. 
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Looking then on the Faerie Queene as a vision - we cease 

to be distracted by the perpetual gliding from one subject to 

another, and yet to another, followed by an infinite number of 

changes - by the arabesque of oscillation - by the distinctly 

circular nature of the action, We begin to feel at home in the 

atmosphere - to be enchanted by the story in which there is 

nothing lenten, by the opulent versification - by the unceasing 

intimacy of the imagery. We recognise a congruity in the 

procession of visions 7 and give ourselves up at last slaves 

to the almost Acrasian delights of this Garden of Dreams. 

In writing of Spenser, Lamb says that the fact that we 

can at one moment look at the wonderful vision of Mammon y and 

at his daughter Ambition before whom all the world kneels for 

favours - with the Hesperian fruit e the waters of Tantalus 

with Pilate washing his hands; that we should be at one moment 

in the cave of an old hoarder of treasure, at the next in the 

forge of the Cyclops - in a palace and yet a hill - all as it 

were with the shifting mutations of the mist coming down: and 

that our waking judgment should be neither willing nor able 

to detect the fallacy - is only a proof of Spenser's hidden 

sanity ". It is surely rather a tribute to the spell of the 

dream atmosphere the poet has created, without which the Faerie 

Queenewould not be the Faerie Queene, 

Thus Spenser presents life, under the guise of a dream - 

as Langland under the guise of a dream presents the harshest 
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and least palatable realities of life. In Piers Plowman the 

dreamer takes us just where the crowd is busiest and least 

savoury, and sketches the scene to the life, with just the 

lack of the tact of omission. Langland's figures are brutally 

human, but Spenser's have all the charm that comes from the 

contact with dreams. 

What gives most pleasure in the Faerie Queene is the 

sweetness in the poem. This the imitators of Spenser were 

unable to imitate. Spenser is not particularly passionate, 

"he does not give the peculiar pleasure of the lyric' his work 

does not glitter with the hard brilliancy of intellectual passion: 

he has not the highly coloured erotic flavour of the best 

religious poetry of the century. But it is good to come from 

meteoric shootings of intellect - or from passion like Donne's 

that is like the raw edge of a knife = or from the mystical 

eroticism - to rest 9 not indeed in the absolute peace of 

Traherne, but in a strong limpid tide of sweetness; to let 

the senses be filled with melody, and rejoiced with the infinite 

suggestiveness of quaint words, and the enthralling vistas of 

pagan colour and canvas. To all criticisms of the Faerie Queene 

can be given the answer of this surpassing sweetness. It is 

sweeter than anything that went before in English poetry, or 

anything that ever came after. Poets have sung to each other 

across the centuries of its sweetness - in ravished voices of 

its "flowers of Paradise ". 

The Faerie Queene is the sun of English poetry - and the 
sun - as said the gracious Traherne "is a glorious creature! " 
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Chapter III. 

Elizabethan and Jacobean Translators. 

In discussing the long poem, it is impossible to pass 

without notice the work of. the Elizabethan and Jacobean 

translators, in so far as it influences the Long Poem. In 

the eighteenth century, for example, there was much translation 

Pope, Pitt, Francis, Grainger, Fawkes, Garth, Rowe, Boole, 

fickle, all presented the world with translations of the 

classics. But we shall not estimate their work in considering 

the long poem in the eighteenth century. Their translations 

are not of much importance except as illustrations of the 

decline of poetry; for these writers found the language 

made, a spirit and a poetical diction established. Their 

work was largely mechanical. The matter they were translating 

had not taken hold of their imagination, and they fell into 

the conventional beat. One verse from Fawkes' Anacreon gives 

the temper of the movement. 

"While roses 
We'll gaily 
And lo: the 
Her thyrsus 

round our temple twine. 
quaff the sparkling wine. 
love - alluring fair 
brandishes in air." 

All the wildIpagan)alluring¡evanescent) perfume- tossing charm 

is away; all the delicate yet wanton and irresistible ardour. 

The century is adult and blasé and unpoetical, 

translators were little affected by the spirit 

translated. 

and the 

of the work they 
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But in the later sixteenth and early seventeenth century 

things were different. The eagerness with which translations 

were performed and perused was symptomatic. The spirit of 

literature was young and eager and voracious, and seeking with 

inextinguishable fervour that whereby it might grow. The age 

was suggestible = ready to break forth into singing and cry 

aloud as it came in contact with the beauty of the world and of 

classical mythology. It needed onlyto be guided ® and the 

translators supplied the guidance. In the case of religious 

poetry it needed support, and this was given it by Sylvester. 

The period was one of enthusiastic beginnings - and very strong 

was the impulse given to literary effort by the translators. 

Very strong was the influence of translation on spirit and 

arrangement; and the practice in language, in putting into 

words the new conceptions that were being presented, was as 

good as could be given by original work. Translation was a 

new activity e a wonderful Open Sesame to doors that disclosed, 

as they were flung back, new ways of envisaging the universe 

and unparalleled vistas of delight. It was a creative 

activity, for the language was adolescent and the translator 

had to fight the battle for expression, that usually falls only 

to the lot of the creative artist e the struggle sometimes 

resulting in a quaintness which affected the other departments 

of literature. But not only was translation in itself a 

creative activity m it led to the florescence of the spirit of 

creativeness. 
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The translators may be considered under three groups. 

The first of these consists of Harington, and Fairfax (who 

presented the matter of Italy) and Sandys (who translated 

Ovid), the least important of the translators. We shall 

consider, secondly, Chapman, who introduced to an age famished 

for deeds of heroism the glorious austere world of Homer. 

And thirdly the work of Sylvester, fantastic and wearisome 

as it is, must be considered, for the influence of Sylvester 

may be traced in the stimulation of the long religious poem 

until the time of Milton. 

The work of these men will be considered, in the present 

instance, not as translations, but merely in so far as their 

manner and the matter they introduced affected the literature 

of the time. 

The first three books of the Faerie Queene appeared in 

1589, the last three in 1596. Between the dates of these 

publications appeared Harington's 'Orlando Furioso', which 

could hardly have chosen a more propitious moment for making 

its appearance. The Elizabethan literary appetite had just 

been whetted by the first portion of Spenser's wonderful 

synthesis, and was waiting to seize on the second half. It 

was therefore ready to welcome a book which was in the prevailing 

taste, which was one of the sources of the new and astonishing 

epic, and which yet differed so essentially in spirit from the 

Faerie Queene that to the charm of similarity was added the 
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more pungent and piquant charm of dis- similarity: for Harington, 

not being, like Spenser, a Puritan, was able to sympathise with 

that large 'narquois' element derived by Ariosto from the 

Decameron and by the Decameron from the fabliaux. In the 

seventeenth century this spirit of subtle travesty fructified 

in work more delicate if less powerful than that of Ariosto - the 

heroic romance of Leoline and Syndanis. 

It is chiefly from the point of view of thought that this 

work of Harington influenced his contemporaries and successors. 

Harington presented to his generation the view of nature and 

society formed by the wit of the Italian Renaissance.. As a 

poet he was not great. His translation lacks richness and 

music; and from the point of view of expression he taught his 

generation little it had not known before. He did not introduce 

his contemporaries to the lively grace of Ariosto and the delicacy 

of his fancies. These qualities he could not translate. But 

Ariosto had brought the new life of the Renaissance into contact 

with the old life of the romances. He had touched the old crude 

romances with the new spirit. And this, Harington was the means 

of handing on to English readers. There is every reason to 

believe that the school of romancers of the later Caroline period 

owes in some measure its florescence to this transmission. 

The translation of Fairfax ranks high among those that "did 

so please Eliza and our dames ". Fairfax introduced a more 

regular form of epic than Spenser had presented or Harington had 

translated, for Tasso had wished to find a form of epic dignity 
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for the Italian genius of romance as shown in Boiardo and Ariosto. 

While Spenser's romance is significant of the conflicts of the 

sixteenth century, Fairfax introduced his contemporaries to the 

chivalric past of Europe seen through the medium of Catholic 

orthodoxy and classical humanism. Some of the episodes he 

translated would have been pleasantly familiar to readers of 

Spenser. Such an one is that of the temptations of Armid_a which 

Spenser changes little before he uses it in the second book. 

Tasso's language was of polished simplicity. This the 

translator could not reproduce. Fairfax translated many episodes 

(such as the fight of Clorinda and Tancred, and the gardens of 

Acrasia) with Spenser's treatment of the same passage or of 

similar passages before him. Consequently his manner and diction 

are decidedly Spenserian. His vocabulary is Spenserian with the 

more glaring archaisms shorn away. He uses the ancient prefix 

y in past participles, as in the word "y ®clipt', 'y- praised'; 

he uses the final n of the infinite as in 'approchen'; he uses 

the old indicative plural of the verb 'to be'; and he uses 

Spenserian figures and tricks of style (notably epanaphora). 

The influence of this Spenserian imitation in a much read trans- 

lation like that of Tasso, is readily seen. Giles Fletcher did 

not publish his longest poem till 1610; Phineas Fletcher did 

not publish The Purple Island until 1633. Drayton published the 

first part of his Polyolbion in 1612 and the second in 1622. All 

these men are to some extent affected by the Spenserian vocabulary. 
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The chances are that all had read Fairfax. Under the twofold 

stimulus of Spenser and Fairfax, even if conscious imitation 

was not intended, a certain amount of subconscious imitation of 

the Spenserian vocabulary was inevitable. 

In estimating the influence of Harington and Tasso, the 

possibility of their influence on Caroline writers of heroic romance 

must be taken into account, e although it cannot be said that in 

their cases we have almost proof positive as we have in the case 

of Chapman. In the case of Tasso, especially, there is now and 

again a suggestion of romance mystery, notably in the fifteenth 

book where the warriors enter into a boat manned by a damsel whose 

"eyes were courteous, full of peace and love ", 

into a boat that 

".. . . e e scant touched the troubled main 

But all the sea still hushed and quiet was." . e . 

The work of Sandys was of less importance than that of 

Harington and Fairfax. Ovid had been given to the public in 

previous translations and aroused less interest. 

Chapman was the greatest of the translators. The tone of the 

works Chapman translated, and consequently the tone of the 

translation, is noticeably different from the tone of the works 

of Harington, Fairfax and Sandys. None the less was the influence 

of Chapman potent. On Chamberlayne it is very marked. It 

introduces a curiously incongruous note into the easy -going romance 

of Pharonnida. Again and again the note sounds with bizarre 
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incongruity, challenging, calling for explanation, and at last 

the conviction comes that the explanation is in the work of 

Chapman. 

The greatest works of Chapman and the ones which had an 

appreciable influence on contemporary literature were the trans- 

lations of the Iliad and the Odyssey. The supremacy of 

Chapman as a translator has been challenged, but leaving this 

question aside, it is an undeniable fact that in 1598 Chapman 

presented to Elizabethan England the heart =beat of the Heroic 

Age of Greece; that he gave of the highest and purest of Grecian 

literature to minds that were just becoming aware of the culture 

of the past and groping towards a spiritual synthesis. It is 

as much a delight to read Chapman's Homer now as it was to the 

Elizabethans to read it in 1598. The tone of the poem is 

infinitely courageous and strengthening. The message was a good 

message for the almost diseased Cyrenaicism of the later 

Renaissance m a splendid antidote for'the black despair of 

Carnival grown old'. Chapman's Greek translations, the Odyssey 

as well as the Iliad, are altogether in the heroic tone, cold, 

sombre, austere, tonical. The note of greatness extends even to 

Olympus, and the tone of the work may be gauged from the scorn 

of Telemachus for those who "Vermin -like gnaw things sacred." 

Strong marks of the influence of this translation may be 

found scattered through the poetry of the period,and notably on 

the work of Drayton and Sandysa but most remarkable and most 
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unmistakable is the influence on Chamberlayne - a poet of 

altogether different character® 

Chamberlayne's reading was wide, for in his work we find 

traces of Du Bartas too. But the influence of Chapman is borne 

in on us in a much more unmistakable manner, the influence that 

frequently makes the macabre note break in on the inconsequential 

garrulity of Chamberlayne, with the oddity of a skeleton at a 

banquet or the sudden disclosure of an oubliette in the floor of a 

ball-room. Not only does the melancholy austere note break in, 

the ominous gloom, the acceptance of life as grey and cruel as a 

Greek tragedy, the attitude that regards unflinchingly 'the cruel 

habit of calamity', but the heroic tone of certain passages, the 

ethical standard, the noble treatment of situations, is reminiscent 

of Chapman's translation. 

At times the spirit may be best arrived at through form. 

The following are some of the phrases and lines which illustrate 

at once the influence of the tone and of the vocabulary of Chapman 

on Chamberlayne. 

(1) The fine phrase "his deathless head". 

(2) "For Fates that ordered sable deaths 
Enforced their tragedies." 

(3) "Woe is me m the gods have called and I 

Must meet death here 
Fate now conquers I am hers. 

(4) "Flamy funerals." 

(5) "Sorrow filled the tent." 

(6) "Both my sire and I 

Are born to suffer everlastingly." 
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Chapman's work shows something of that struggle for 

expression which is usually the peculiar torment of the creative 

artist. The vocabulary is distinctly Elizabethan. 

We have seen that Chapman influenced Chamberlayne. 

Chapman does more than this. He influenced the school of heroic- 

romance writers to which Chamberlayne belonged. A certain 
Chucked 

spirit of wonder in him influed the whole school. It 

reappears exaggerated in the amazement and half -childish fantastic 

charm of the romance writers. It is a spirit which, like the 

song of Demodocus, renders life 'sweet and passionate ". 

The school of heroic romance writers (no less than W. 

Browne) were affected by the appreciation of beauty 4* that 

appears in the translation of Homer, - an appreciation warmed 

and heightened by a note of half caressing sentimentality. 

This appreciation is showntin the description of Agamemnon 

drawing his silken sandals on to his soft feet, in the 

description of the goddess taking "Achilles by the yellow curls ", 

in the epithet "divine-faced" applied to Paris ? and in the 

phrase "his delicate tender fingers." 

Some of the phrases Chapman uses when in this mood 

resemble in style those of Shakerley Marrnion. Such phrases are: 

"Gold engraver with infinite device." 

"restful eyes ". 

"veils implied about her beauty." 
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The work of Sylvester, although professedly religious, 

is of very much less ethical value than the high and noble 

translation of Homer celebrating the 'old gods'; but the 

influence it exerted on literature was perhaps even stronger 

although Sylvester expressly disassociated himself from secular 

literature. Hall's irreverent juxtaposition of Ariosto and 

Du Bartas would have aroused the wrath of Sylvester3whose attitude 

to the mundane poetry that "charms souls to hell" is defined 

by the following lines:® 

"0 furnish me with an unvulgar style 

That I by this may win our wanton ile 

From Ovid's heilfes and their unhallowed spell." 

The translation of Sylvester is a tedious work. It is 

related of Lope de Vega that when acting the part of Adam he 

declaimed incessantly until at length he was obliged to stop for 

lack of breath; whereupon his fellow actor, Guevara (God) took 

up the dialogue with the remark "I repent me of creating so garrulous 

an Adam". Would that a contemporary had exercised just such a 

kindly restraining influence on the French singer of Creation; for 

the flashes of true poetry in his work are not intolerably rare, 

and if only the wine were not so diluted it might be palatable. 

Even in the unchastened condition in which it has always stood, 

the work of Du Bartas has found admirers, and the translation of 

Sylvester was so appreciated in England that as late as 1538 

Sylvester was grouped with Drayton and Spenser. 
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In Sylvester's work there is much material whereby poetry 

may be enriched m phrases that would adorn any poem. Traces 

of Sylvester's diction may be found in men as dis- similar as 

Benlowes and Pope. The influence of the translation of the 

'Semaine' may be traced in the work of several isolated secular 

poets: and (so strange and whimsical is the psychology of 

literary suggestibility) it is almost certain that Du Bartas 

and Sylvester influenced the great epic of Milton. 

Sylvester is of the school of poetical Euphuists. In 

helping to naturalise Du Bartas' style he helped to promote 

the popularity of poetical wit. He mitigates none of the 

eccentricities of his master, and by his enthusiasm for the 

compound epithet, he did much to strengthen the position of the 

compound epithet in the poetical vocabulary. Sometimes he 

exaggerates the grotesqueness of his master's imagery. Yet he 

is not altogether destitute of Jacobean felicity. This may be 

seen from the fact that he translates "l'aurore d'un clair 

grivolement" by "the opal-coloured morn". The time was one of 

fervent experiment 
/ 
and Sylvester might have had worse material 

to work on than Du Bartas, who was master of the Pléiade 

vocabulary, of classical culture, of scriptural association, 

of the sombre prose of Calvin, and of the splendid sonorous 

writings of the Latin fathers* 

It has been said that sacred poetry has some title to be 

reckoned an offspring of Sylvester's muse. This is not so: 

but Sylvester certainly gave strong impetus to the writing of 
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religious poetry. Nor was the influence of Du Bartas and his 

translation confined to the religious school. There are those 

who say that the so- called metaphysical vein was the legacy of 

Du Bartas. Also the secular work of Drayton, Breton, and Davies 

bears the mark of Sylvester. 

Thus an examination of Jacobean translation brings con- 

viction as to the enormous influence translation had upon the 

Jacobean long poem - secular and religious. Above all it was 

translation which gave poetry the complex atmosphere in which the 

best kinds of literature are generated. It was at this time 

that from English literature was removed the reproach of insularity, 

that English literature was introduced to the great literatures of 

the world, Greek and Latin, and Italian, and French, then the 

producer of literature of the first quality, -of lyric poetry that 

rivalled in polish and sparkle the lyric of the Greek anthology 

and of epic which encouraged imitation even if unsuccessful, as 

in the case of Ronsar d. 

In the words of Sylvester 

"A fire so great 

Could not live flameless long." 
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Chapter IV. 

Historians and Sir John Davies. 

The contents of the present chapter are somewhat varied. 

This is inevitable = for unless artificial demarcation be resorted 

to, it is impossible to get absolute clarity of outline. In the 

chapter we deal chiefly with the writers of long historical poems 

in the later Elizabethan and in the Jacobean period. Noses 

Te =ipsum e the fine philosophical poem of Davies, also comes in 

for treatment. 

None of the men here discussed were imitators of Spenser, 

although in matters of expression Drayton and Daniel show themselves 

somewhat affected. The direct imitators of Spenser will be 

discussed in the next chapter. 

The chief writers of historical poems in the period under 

consideration were Weimer, Drayton, and Daniel. The work of 

Warner belongs entirely to Elizabeth's reign. The work of 

Drayton and Daniel was partly Elizabethan, partly Jacobean. 

It is interesting as well as instructive to cdmpare contempormy 

estimate with the estimate of posterity. The contemporaries of 

Warner, the poetical attorney, thought him not unworthy to be ranked 

with Spenser, and called him the Homer and Vergil of his age. 

For us his chief claim to recognition is that he provides a link 

between the earlier and later schools. We rank him with 

Gascoigne, Turberville and Churchyard. His faults are obvious 

and his charm is very faint. 
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Warner bears some resemblance to Ovid, whose metamorphoses 

seem to have been his model. 

The scheme of "Albion's England ", published as early as 

1586, is very ambitious. The poem is an historical dictionary 

in ten thousand fourteeners. The writer begins at the Creation 

and comes down to his own time. Because of the amount of the 

material included, the presentation of the various tales is 

scrappy. Their specific value, their significance, is thus 

little dwelt on. Their charm is not emphasised. Even Gower 

in his unpretentious way can invest a story with more appeal. 

In Warner mere facts succeed one another without any elucidation 

of spiritual processes. 

Mr. Headly is giving Warner the most generous measure when 

he says that the tales abound with all the unaffected incident 

of the best old ballads without their cant and prolixity. The 

ballad matter - if the unvarnished truth be told - is sometimes 

of the most trivial nature, and the fun frigid and stupidly 

coarse. The "rire gaulois" may not be a bad thing - but it 

takes a writer of heart and intellect and abounding joie de vivre 

to carry it off. `Those who creep close to the earth like Warner 

should avoid the unfastidious ardour. Sometimes in Warner (as 

in the jest of Bathus) the fun is merely a brutality that repels 

by its cold inanity. 

Albion's England is written in fourteeners. Warner has 

lifted the metre above the rocking -horse motion which it acquires 
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with such discouraging rapidity = but all the positive qualities 

of poetry are lacking. In the "Chronicle" of Robert of Gloucester 

the metre is incomparably more vigorous (although in justice to 

Warner it must be remembered that the breaking up of his line 

in most editions to eights and sixes gives an appearance of foolish 

dislocation that is apt to affect the judgment). Still the metre, 

like the method, the conception of diction, and the psychology, is 

primitive. Warner was more of the old than of the new. 

One of the chief defects of the poem is that because of the 

encyclopaedic nature of the attempt, there is - there can be - no 

background. Everything is crowded into the foreground - confused - 

diffuse - heterogeneous. :here is no attempt at composition (to 

apply a useful term of art criticism), and little conception of the 

value of selection. And whether or no it be true 7 as extremists 

say 7 that art is an asceticism of the imagination, art is certainly 

in great measure selection. 

Another fault is that none of the spiritual value of mythology 

is brought out. The death of Hercules has been described with 

more feeling by the frigid author of the "Epigoniad" , yet of this 

episode Warner shows more appreciation than of most of the others. 

"His stoutness hid such torments long as else could 
none abyde, 

Yet till the baine his bowels and his very marrow 
fryde, 

But when his torments had no meane the altar down 
he throes 

And from his martred body rends the gory smoking 
clothes. 

And striving to strip off the shirt, he teareth 
flesh from bone 

And left his breaking synoes there - his entrails 
every one." 
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Warner has little in common with Michael Drayton, the most 

voluminous of the Jacobean narrative poets. An examination of 

the works of Drayton brings delight at the amount of good material 

there is -y and regret that so much good stuff should be practically 

waste matter m thrust away from the open market place. And yet, 

since of making many books there is no end, it is a good thing 

that selection and discrimination should be processes so natural 

that the verdict of the years should decree the drawing of a circle 

of indifference about the second best. Little of Drayton is now 

read except his pastorals, which are fresh and sweet and flower - 

bedizened and charming, and the gallant ballad of Agincourt. Yet 

it pays to brush the dust from the prolific children of the poet's 

industry. 

Most of Drayton's work is in the epic style, yet his works 

cannot be called unqualifiedly epic. They have not the conven- 

tional epic form, nor the concentration that good epic should have. 

The earliest attempts are "England's Heroical Epistles and Legends" 

(1594), and "The Barons' Wars" (1594). 

The Barons' Wars may be called a narrative epic. It is 

plain, bald, straightforward, and tells in six books of the events 

that led to the deposition of Edward II. The denouement lacks 

the terror, while it distinctly has some of the pity, of the 

closing scenes of Marlowe's "Edward the Second ". 

The paraphernalia of the epic is employed throughout the 

Poem, noticeably the lumbering 'full-dress' simile, which can be 
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so artificial a thing in the hands of the unimaginative and so 

infinitely suggestive in hands that can use it. The absorption 

in classical literature is seen from such similes as "misery like a 

Circe"; and from phrases which are echoes from the classics, such 

as *the lesser lights" - an echo of "minora sidera ". 

The stanza is an eight -lined one of decasyll abic lines rhyming 

a b a b a b c c. Sometimes there are distinct trisyllabic feet - 

as in the line 

"A lady's sleeve high -spirited Hastings wore ". 

The verse shows the influence of dramatic blank verse. The 

following lines illustrate this. Besides being in themselves good, 

they are illustrations of the irrepressible Elizabethan linguistic 

power, and might from their rhythm be supposed to have come from 

blank verse tirades. 

"The inveterate rancour in their bosoms bred." 

"When in the north, whilst honour yet was young" 

"He must perform the utmost that he durst 
Or undergo intolerable wrong." 

"His time to feast and wantonness supplies 
And with crown'd cups his sorrows doth suppress." 

"The grave delivery of whose vehement speech 
Graced with a dauntless uncontracted brow." 

Drayton does not lack linguistic power of the less transcendent 

kind. Not only does he use good phrases such as "his ravished 

blood "; he also coins words and phrases. The word 'dis @sense' 
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employed in the line "a potion to dis -sense the senses" is one of 

his coinages. Nor does he , although he turned away from the 

allegory and archaism of Spenser, disdain to borrow from the 

vocabulary of Spenser. Some of Drayton's coinages, notably 

'unparadised', are used by Milton. 

Considerable descriptive power is shown in parts, notably in 

the description of the Tower of Mars, with its fire of perfumed wood 

making the room seem sweet as with the savour of the painted flowers - 

and its walls frescoed with matter of mythology, with Phaeton on 

fire and Phoebus clipping Hyacinth and Mercury sporting with Hebe, 

and Io gazing at her own reflection and Cynthia with a thousand buds. 

The psychological handling is still crude. Drayton has not 

yet emerged from the psychology of type. 

On the whole, as Hazlitt says, in Drayton there are few flaunting 

flowers: but there are some passages which by virtue of their 

excellence stand out from the others. The second book closes with 

a fine lamentation beginning thus: 

"Ye sovereign cities of this woful isle 
In cypress wreaths and your most sad attire 
Prepare yourselves to build the funeral pile, 
Lay your pale hands to this exsequious fire; 
All mirth and comfort from your streets exile' 
Fill'd with the groans of men when they expire, 
The noblest blood approaching to be shed 
That ever dropped from any of your dead." 

The description of the night when Mortimer drugged his jailers 

and Isabella "pallid with grief" watched his escape, is good. 

In the scene in which the king is called on to give up his crown 

the imagery (it is remarkable how the temper of the time is reflected 

even in one who like Drayton stood somewhat aloof) is of the true 
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Jacobean quaintness: 

"Whose fair cheeks cover'd with pale sheets of flame, 
Near in a swoon he his first scene began 
Wherein his passion did such postures frame 
As every sense played the tragedian." 

England's Heroical Epistles are a series of quaint, stiff, 

awkward pieces in heroic couplets. They are attempts to 

resuscitate the passion of the past. From the psychological 

point of view they are frigid, lacking as they do the heat of 

humanity. Even Rosamund fails to awaken sympathy. The writers 

of the epistles speak in historical character. 

There are one or two passages lyrical in expression and just 

about to throb with feeling, m as when King Henry tells his love 

that her name will be poured on the sweet Spring air by the song 

of the birds; and when the Black Prince tells the Countess Alice 

that the flowers have lost their sweetness because all the sweetness 

of the world is in her breath. 

The following phrases are worthy of preservation: "breem seas ", 

the world's fair rose ", "the delicious London dame ". The word 

'breem'was introduced into English poetry by Spenser, who adopted it 

from the Northern dialect, 
The Historical Legends are of much the same character as the 

Epistles. Drayton is fond of working up his subjects in various 
forms. The second Epistle contains the good line 

"A prince's arms are stretched from shore to shore ". 

In the third epistle a curious air of falseness is given to 

the performance by the fact that Gaveston speaks in the first person. 
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It is highly improbable that Gaveston would be self-analytical; 

it is doubtful that he would own up to his "untamed desire and 

lascivious will ". It takes a Rousseau to talk aloud with such 

engaging frankness. 

The Miseries of Queen Margaret, which appeared in 1627, is 

quite a good piece. The stanza is the same as that of "The Barons' 

Wars ". In it we get again the heavy epic simile. Drayton's 

heroines, like Calderon's, are apt to be masculine. The poem 

contains one very good expression m "her half-burst heart ". 

The Polyolbion published from 1612 to 1622 is Drayton's 

magnum opus, and displays Drayton's powers at their fullest 

development. In the delightful and ingenuous preface to the 

Polyolbion 7,in which Drayton surely wins the heart of even the 

least susceptible to blandishment by wishing unto the reader his 

heart's desire e the author seems hardly sanguine as to the success 

of his poem. He blames 'the lunatic age'and the fact that 'the 

idle humorous world must hear of nothing that either savours of 

antiquity or may awake it to seek after more than dull and slothful 

ignorance may easily reach unto'. He also fears that the 'unusual 

tract' of the poem may perhaps seem difficult to the female sex: 

and anticipates the distaste of such 'as had rather read the 

fantasies of foreign inventions than to see the rarities and history 

of their own country delivered by a true native muse.' 

He points out to the reader the help of the argument to direct 

"thee still where thou art and through what shire the muse makes 

her journey and what she chiefly handles in the song thereto 
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belonging." And indeed, on coming to an examination of the poem, 

the reader finds that the argument is a prop to the wearied intellect 

(or rather, to the attention - it is hardly a question of intellect) 

trying to keep pace with the unflagging perseverance of Drayton's 

muse. 

The author - somewhat selfconsciously aware of the (to use a 

kindly word) statuesque style of beauty of his offspring, but yet 

stoutly claiming for his offspring the right to attention and 

admiration - nay more o impeaching the taste of those who refuse 

to recognise the peculiar beauty of the Polyolbion - goes on, in this 

wonderfully human Preface of his, timid yet not in the least servile, 

to assert the sincerity of his workmanship. This sincerity and 

honest industry are things that no one who has read the poem through 

will question. The Polyolbion is done in the 'true heroic' manner 

just as Gondibert is essentially false-done in the 'false heroic' 

manner® It is nobly wrought, mightily fashioned, magnanimous. 

The scheme of the poem as given forth by the author, inflamed 

by the "fascination of ancient and noble things ", is very ambitious. 

The author proposes to walk forth into the 'tempe and fields of 

the muses, where through the most delightful groves the angelic 

harmony of birds shall steal thee to the top of an easy hill, where 

in artificial caves out of the most natural rock thou shalt see the 

ancient people of this isle delivered thee in their lively images; 

from whose height thou mayst behold both the old and later times, 

as in thy prospect lying far under thee; thus conveying thee down 

by a soul -pleasing descent through delicate embroidered meadows 



53. 

often varied with gentle gliding brooks in which thou mayst 

fully view the dainty nymphs in their simple naked beauties, 

bathing them in crystalline streams, which shall lead thee to 

most pleasant downs where harmless shepherds are m some exercising 

their pipes, some singing roundelays to their gazing flocks." 

Does the poem, it may be asked, fulfil the promise of the 

prospectus? Not altogether e for though the poem enables us 

indeed to behold 'the old and later times', it fails to bring us 

into a pleasant land of trees and song and running water, It 

ÍttLs because it lacks inspiration,and above all, because it lacks 

milieu. This would -be drama of antiquity and pastoralism has 

no artistic atmosphere, owing partly to the heterogeneous nature 

of the elements of composition. It fails also because of its 

diffuseness. It has not the artistic concentration necessary 

to the creation of an artistic impression. This lack of power 

to carry out the gigantic aspirations of the intellect is somewhat 

pathetic, 

On leaving the charming preface and on coming to estimate 

the poem without reference to the preface, the first thing that 

strikes us is the inappropriateness of Drayton's asides to his 

muse. There are few readers who would describe the muse as 

'sprightly' notwithstanding the enthusiasm with which the poem 

opens. The poet's ingenuous encouragement of his muse throughout 

the poem is inartistic (Drayton, except in metrical matters, 

was not self-critical) even when the exhortation is as high® 
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spirited as in the following lines:- 

"Fill me a bowl of meath, my working spirit to raise 
And e'er seven books have end, I'll strike so high a 

string 
The birds shall stand amaz'd with wonder whilst I sing." 

Yet there is indeed a touch cf the heroic in Drayton's effort, 

in the honesty of the labour. 

So vast is the expanse of the Polyolbion that it is 

difficult to focus properly for criticism. Thus it is best to 

criticise the Polyolbion some time after reading it, when the 

confusion born of the diffuseness of the poem has vanished. 

The scheme of the piece is tedious. The muse is an artificial 

institution. Drayton sometimes forgets whether he is speaking 

in person or whether the muse is speaking or whether some stream 

is the speaker. Lack of attention to details like these 

continually offendathe reader. 

The poem is in reality a guide -book. Its content is 

encyclopaedic. It touches on geographical lore, mythical lore, 

historical legend, and matters of romance. Now and again there 

is a hint of the intolerable eighteenth century disinclination 

to call a spade a spade. The personification of rivers and the 

narration of their pale loves and imbecile bridlings and quarrels, 

becomes wearisome and a little ridiculous; and the artificiality 

is not excused by such pretty tinkling daintinesses as make 

so delightful a setting for the artificiality of Browne. 

In the Polyolbion is much famous matter of romance. We 

hear of the fight of Guy of Warwick with Colbrand, clad in red, 
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the victor's colour; of the exploits done by Bevis of Hampton 

in the name of his Redeemer; of the glory of King Arthur, of 

Excalibur, of the bigness and length of Rone, Arthur's spear, 

of Pridiwin his shield, of his bejewelled baudrick, of the 

Virgin's shape he bore as device, of his wars, of his kinsman Bowen 

brought from little Brittany, of the Lady of the Lake, of Merlin, 

and of Lochrine and Gwendoline (for whose high -spiritedness the 

poet has a great admiration). Nor are the shades of Sherwood, 

beloved of Greene and Jonson, neglected by Drayton. The poet 

is full of the joy of his subject. Like Milton, he feels that 

the Arthurian legend is sublimes In a line of heavy grandeur he 

promises to sing 

"In words whose weight best suits a sublimated strain ". 

But alas: desire exceeds accomplishment. 

Drayton had a wide acquaintance with romance. The lines 

"There when the labouring fish doth at the foot arrive 
And finds that by his strength but vainly he doth strive, 
His tail takes in his teeth and bending like a bow 
That's to the compass drawn, aloft himself Both throw." 

show knowledge of the voyage of St. Brandan, and of the curious 

fiction of Brandan to comfort the storm-distressed crew ® that 

they were on the back of "a great fish that laboureth day and 

night to catch his tail in his mouth." 

One of the defects of the Polyolbion is the lack of light 

and shade. There is no chiaroscuro. The same light beats on 

the heroic matter as on the tinsel. This strange "Herculean 

toil ", this titanic amorphous heap, lacks also the welding 
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architectonic touch. It contains splendid material for the 

artist. Those who have the eyes to see and the ears to hear 

can hardly return unenriched from its exploration. But all is 

unwrought and unpolished. And yet Drayton's treatment of metre 

is competent. The fourteener is managed with great spirit. It 

sometimes rushes along with the heavy impetuosity of an avalanche. 

Also Drayton has the faculty of gathering together good words 

words not indeed scintillating, coruscant, glowing with the power 

that brings assent to Hugo's assertion that "le verbe c'est Dieu 

but sweet, sonorous, and, as Drayton himself would say, "scentful ". 

The poet hag got = to quote again from Hugo - "la science des mots ". 

Some of his words come from Spenser. He is fond of the Spenserian 

words "watchet ", "meed ", "taudries ". Nor is he above taking 

liberties that Spenser might have considered inadmissible, for the 

sake of rhyme. Thus he a "peason" (as a plural for pea) to 

rhyme with "season ". 

he has to the full the compound adjective trick of his age. 

Some of his compounds are "all earth-drowning", "churlish-throated", 

"star =befreckled" (a beautiful compound), "stone- trophied ", "grim - 

visaged". 

Sometimes the turn of a phrase or of a line suggests classical 

reading. The lines 

"The early dawning strews the goodly Eastern skies 
With roses everywhere" 

are evidently suggested by Ovid's 'atria plena rosarum'. 



57. 

That Drayton takes conscious pleasure in combinations of 

words may be seen from expressions like "wanton wood -nymphs" 

and "eight -footed fauns", by the repetition of the onomatopoeic 

phrase "queachy washes ", and by the line "Cold Cumberland which yet 

wild Westmoreland excels ". 

We may conclude this analysis with a few observations on 

particular passages. 

Drayton begins by singing of the gigantic brood who lived 

among the rugged cliffs and brought Gogmagog to fight the Trojans. 

The great stone of Ambrose is described with enthusiasm. Indeed 

Drayton has much of the romance enthusiasm for 'things', the 

enthusiasm that led to the giving of names to horses and armour 

and weapons, thereby mysteriously investing them with an intimate 

charm, 

At the beginning of Song II there is a touching invocation. 

If Drayton fails it is not because he does not wear out the 

pavement before shrines, or offer tribute to the muses. 

"Thou pow'rful god of flames, in verse divinely great, 
Touch my invention so with thy true genuine heat 
That high and noble things I slightly may not tell 
Nor light and idle tones my lines may vainly tell." 

Drayton has the heroic spirit. The manner only was wanting. 

Like Q,uarles (who wrote prose that goes to the heart while his verse 

is mostly futile), despite the fact that he pitched his message in 

a resounding key, he is unable to deliver the message that the lips 

would fain utter. 
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Ihe moving tale of the North Wind to Cluyd is very fragrant. 

It is a song all of the "abundant sweets" of the vale's deep bosom, 

and of the velvet-leaved flowers that suffocate with scent and make 

of the wind a slow perfume. 

The sacred fount of St. Winifred is sung. St. Winifred is 

one of those metamorphosed maids so common in classical and 

renaissance literature. Her tears have grown into a fountain; 

her blood is the red stain on the gravel ; her hair has been wrought 

into soft moss; her sweetness has become the water of healing. 

At the beginning of Song thirteen is a delightful description 

of the glad joy of the morning, of the birds straining their throats 

to greet the light, and the clear air full of sound. 

Most brave is the description of Romney, her brows bound with 

"quivering reeds ", her flower - embroidered mantle all of "the green 

of summer". Indeed Drayton has got a good deal of pictorial 

enthusiasm. He is fond of studies in bright, wild colours. The 

description of the nymphs of Holland (commanded by Neptune in a 

strain that seems to foreshadow the inanities of the carte du tendre 

to come to Lovingland) all tricked up in corals and shells and 

amber and jet, is very charming. 

Song twenty-one contains a defence of the true poetry. 

Drayton, not content with mythological, historical, geographical 

and antiquarian matter, must needs also include critical matter. 

All is fish that comes to his net. 

In the twenty-fourth Song are celebrated those English saints 
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whom succeeding ages have enriched with "wondrous sumptuous 

shrines ". The hideous e yet glorious ® fanaticism of the abbess 

and the veiled virgins of Coldingham is touched on with approbation 

but hardly with the feeling and dignity worthy of the subject. 

The marriage of the Thames and Medway was probably suggested 

by the similar Spenserian passage. Spenser, indeed, may have 

been the catalytic force that caused all this formless geographical 

matter to boil over. 

Drayton's contemporary, Daniel, is more even than Drayton, 

but much less interesting. He presents us with less waste 

material, but he does not give us the romantic flashes of his 

voluminous contemporary. 

In 1594 Daniel published the "Complaint of Rosamund", which 

was received with much favour. The story is told in the first 

person, which is rather a mistake, although the psychological 

handling is by no means contemptible - and Rosamund's observations 

on things in general are very shrewd. 

There is sometimes much sweetness in Daniel's manner of 

expression, and Henny's lament strikes a splendidly artistic 

note at the beginning. "Pitiful mouth ", saith he. 

The following phrases and lines are of interest: "pure - 

blushing shame" (because of the coined adjective); "I had what 

glory ever flesh could get "; "costly jewels, orators of love" 

(because of the characteristic Elizabethan metaphor); "but fate is 

not prevented, though foreknown" (because this is the sorrowful 

burden of some of the greatest pieces of literature of the 
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seventeenth century); "this sorrowing farewell of a dying kiss" 

(because of sweetness of cadence). 

These historical tales, being well known to the audience, 

and involving no presentation of new material, are really no 

criterion of story -telling power m a power remarkably lacking in 

Spenser = in Browne m and in the Elizabethans generally. In 

Nash we get the storymtelling faculty, and in the pamphleteers. 

But in the romance writers the necessary clearness and conciseness 

are lacking. 

The Civil Wars - Daniel's longest work e published between 

1595 and 1609, illustrates the poet's capacity for trenchant 

moral reflection, and his lack of story-telling power. The first 

verse is fine and resonant. 

Daniel's muse is not 'sprightly' like Drayton's. Daniel, 

who had a somewhat Miltonic conception of the poet's art, invokes 

no muse but virtue. 

"Come, sacred virtue, I no muse but thee 
Invoke in this great labour I intend." 

The first three books deal with the woes of Richard the 

Second. The picture of Isabel "the young afflicted queen, whose 

years had never show'd her but delights ", waiting for her husband 

to pass, is drawn with delicate grace and that note of sweetness 

of which Daniel shows now and then he has the secret. 

The grace and beauty, the "sweet aspect" of Richard, are 

insisted on, as they are in Shakespeare's play. 
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Book four describes the wars of henry the Fourth. The death 

of the King is done with a fine touch. 

"I must leave him now 
And now into the ocean of new toils 
Into the stormy main 
Set forth my course." 

The portraits of Henry the Fifth and Henry the Sixth resemble 

those drawn by Shakespeare. The character of Lady Grey in book 

eight is finely drawn. 

"And drawing near his royal majesty 
A blush of reverence m not bashfulness 
Lightens her lovely cheeks and down she kneels, 
Gives her petitions for the wrongs she feels." 

"And in delivering it lifts up her eyes 
(The moving'st mediators she could bring) 
And strait withdraws them in submissive wise, 
Not fixing them directly on the king; 
Who, mov'd with her sweet fashion, bride her rise 
With gentle language full of comforting." 

On the whole, dulness prevails in the narrative - dulness 

and correctness in the metre, but now and again the Elizabethan 

stateliness and deliberation transform the drabness, as in the 

description of the place where King Richard the Second was 

captured, 

Not much delineation of character is given = that is to say, 

not much creative delineation. All the characters are conventional, 

drawn to suit the stereotyped conception of them, 

The following lines are worthy of notice:- 

"This is the bloody comet of thy woes 
Out of the cloudy darkness of the night." 
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"Placed the fair mark of glory in their eye, 
And blood bath never glory - mercy hath." 

"The cast of her side =bended eye" 

"And he beheld more sweetness in her eyes 
And saw her more than she was yesterday." 

Daniel tells his tale in honest, unadorned, straightforward 

manner. Being a mere presentation of material, the history can 

only with reservation be called a work of art (although it has 

artistic flashes); for as any material object lives only when 

perceived "ideally" (using the word in the original Platonic sense 

so any tale has distinctive life only when viewed ideally: that 

is, when it has been through the smelting pot of the writer's 

emotional and imaginative and intellectual identity. Daniel's 

tale would have been better if told in prose. In prose it would 

have had more sinew - more fibre. It might have caught something 

of the rushing quality of fate. As it stands it is but a crude 

torso. 

The chief work of Sir John Davies = the Nosce Temipsum - 

published in 1599, is of a different kind from the work we have 

been considering, and is of a higher quality. It is a philosoph- 

ical poem. Philosophy may not seem well suited for poetic 

treatment, but then, as Théophile Gautier said 

L'oeuvre sut plus belle 
D'une forme au travail 

Rebelle 
Vers e marbre - onyx - émail. 
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The chief excellence of the poem is uniformity of milieu. 

Nosce Te ®ipsum is of a beauty altogether classical. It is fine 

and restrained o containing few outbursts of finery or beauties 

of bedizenment. The piece rather excels by its sustained 

fineness. A narrow range is chosen, but within that range the 

tone is well sustained, and magnificent depths are sounded. The 

quality of the poetry is very rare. In the prologue is passion 

and a statement of the spiritual malady of the Renaissance. The 

last verse recalls Pascal's description of natural man "a Heed 

the feeblest thing in creation m but a thinking seed. He knows 

that he is miserable e but he is great because he knows it." 

Those verses on the soul which have been familiarised by 

Coleridge have a strange stateliness. 

As a logician Davies ranks much less high than as a poet. 

When he comes to a knotty point he is given to making unproven 

assertions. On the immortality of the soul he says 

"Her only end is never-ending bliss, 
Which is the eternal face of God to see, 
Who last of ends and first of causes is, 
And to do this she must eternal be;" 

and then, evidently feeling that such a method of reasoning is 

futile, he goes on to the argument from experience, which is 

only half an argument. 

There is a largeness about the utterance of Davies ® a 

splendid simplicity suggestive of the Bible. This is a quality 

readily felt but with difficulty analysed. 

Before closing the chapter we may consider more generally 
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the work that has been reviewed. The best work of the period did 

not go into the Long Poem. It went rather into the Drama (except 

in the case of Sir John Davies) and the Long Poem was consequently 

impoverished. If then the best work of the period went into 

drama, it may be asked what was the specific value of work like 

that of Drayton and Daniel, work by no means contemptible, but 

often wearisome and uninspired, sometimes pitiably uninspired. The 

value of this work is the value of practice a practice in prosody 

practice in diction - practice in the power of sustaining a heavy 

theme. Any evolutionist must acknowledge the value of a poem of 

such fibre as the Polyolbion, of such solidity, such sustenance of 

effort in an age of brilliant and erratic rather than of systematic 

and conscientious workmanship. Some of the most brilliant 

psychological stuff of any age or literature went into the drama 

of this age e some of the most transcendent poetry - while the 

psychological stuff of the long poem is negligible. In human value 

there can be no comparison between the drama or the lyric of the age 

and these leviathans of narrative verse. Yet the work of the 

narrative poets is very valuable because it gave a solid groundwork 

of language; because it provided linguistic bread while the lyrists 

and the dramatists provided the wine and oil; because it handed on 

the solid as opposed to the brilliant and evanescent linguistic 

accomplishment of the Elizabethan age. 

Language, it has been said, is the instrument of the intellect. 

This may be illustrated from the work of Drayton and Daniel, both of 

whom were literary craftsmen with an exalted function of their art v 
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and a thirst for the draughts of Helicon, rather than men of keen 

or subtle intellect. They lived in an age when there was almost a 

mania for transmuting all sorts of facts into the tissue whereby 

spiritual experience could be described; in an age when the 

linguistic faculty, arrogant, overweening, broke in derisively 

upon the artistic requirements of proportion and congruity. In 

Drayton and Diniel, the levelheadedness of intellect, the 

inability to see the world towards which their eyes are straining, 

the absorption with fact, the lack of spirituality, can in no way 

be better illustrated than by an examination of their linguistic 

tissue. 

But it is precisely by reason of this artistic density that 

they were such patient craftsmen; because of the prosaic nature 

of their talent that they did so well the work it was best for 

them to do. 
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Chapter V. 

Followers of Spenser - sensuous episode writers 

Ba kstead - Allegorists - Browne. 

Jacobean narrative poetry shows very strongly the influence 

of Spenser. This influence is seen in a group of short narrative 

poems which owe their existence very largely to the "sensuous" 

Spenserian pictures, and which satisfied the wants of the amatory 

market, Such poems are Marlowe's "Hero and Leander ", Lodge's 

"Scilla's Metamorphoses ", "Venus and Adonis" and "Lucrece "; 

Chapman's continuation of "Hero and Leander ", Harington's 

"Pygmalion's Image" and "Britain's Ida ". The florescence 

of this type of writing is, however, but one of the minor results 

of the influence of Spenser's genius. More interesting is the 

now neglected work of Balkstead, who inherited from Spenser both 

on the pictorial and romantic side, and who wrote the short 

romances of Mirrha and Hiren. These romances are almost more 

powerfully inspired by the spirit of romance than anything in 

Spenser. They have the peculiar delight in beauty of the 

Renaissance, the love of beauty of emotion and beauty of words, 

as well as beauty of material things. This is seen in little 

touches, as in the line describing the 'divine white' of Hiren's 

'crazy' hand, - and more opulently in the descriptions drawn with 

a broader brush. Romance, the 'angel playmate', has unmistakably 
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touched with its wings the imagination of the poet, whose spirit 

is imbued with the wonder and the love of strangeness which are 

the inspiration of most romances, and with the Elizabethan love 

of mythology. And the wrier is a poet. Yet his name - as Dr. 

Grosart has said - "has been writ in water ", has passed away as 

passes the flowing stream. 

But the work of Barkstead too is minor. Spenser's influence 

is shown to most effect in the work of the Jacobean allegorists 

and writers of religious poems, who inherited from Spenser on the 

allegorical and pictorial side; in the work of the pastoral poet 

Browne, who has left a long poem called "Britannia's Pastorals", 

inspired by Spenser, and the somewhat artificial pastoralism of 

the Arcadia - and in the work of the later allegorists which will 

be considered in the next chapter. 

The religious epic is a difficult 'kind' and one rare in 

English literature. More long poems of the religious or mystical 
type are furnished by the seventeenth century than by any other. 
Enthusiasm indeed was shown throughout the Renaissance for religious 
poetry. Sannazzaro is said to have devoted ten years to a song 
celebrating the Morning of Christ's Nativity. 

Notwithstanding the difficulty of the kind, the long 
religious poems of the early part of the seventeenth century were 
on the whole well accomplished. They do not sustain the exquisite 
strained vibration, the nervous rocket -like ecstasy, or the 
clangorous cry out of the depths, or the passionate sweetness, 
that find expression in the lyrical poetry of the period, because 
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the long poem necessarily cannot be the expression of one supreme 

moment. But much of them is good poetry. 

The poetry of the pictorial religious school is red, not 

with a transcendental glare, but with the suffusion of an emotion 

singularly human. Like the metaphysical school, the pictorial 

school was inspired by the contagious spiritual enthusiasm of 

the century, the interest in theology, ® but there the community 

of inspiration stopped. The pictorial school was mainly inspired 

by the sensuousness of the Renaissance. It is but 'the other 

side of the cloak' of Paganism. It is the fruition of the sensual 

apprehension of the things of the world directed into the channel 

of religion and taken under the wing of the Church. And it is 

the offspring of the seeking mood of the Renaissance. 

The group of Spenserian religious poems is very wide. It 

includes "Christ's Victory and Triumph", "The Purple Island", the 

minor poems of the school of Fletcher, "Christ's Bloudie Sweat" 

and "Perfect-Cursed-Blessed Man ", and the late poems on philosoph- 

ical theology by More and Beaumont, which will be considered in the 

next chapter. 

The masterpiece of Giles Fletcher is "Christ's Victory and 

Triumph" e written in an adaptation of the Spenserian stanza. We 

shall consider the poem to begin with from three points of view 

from the point of view of subject, from the point of view of 

diction, and from the point of view of pictorial faculty. 

Like Drayton, Fletcher seems to fear lack of interest in the 
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subject of his poem. He seems to expect that the singer of 

the white emotions will arouse but little enthusiasm. In the 

address to the reader he fortifies himself with the example of 

"Thrice honoured Bartas" and "our (I know no other name more 

glorious than his own) Mr. Edmund Spenser, who laid out their 

whole lives upon this one study ". The subject of the poem is the 

mystery of the Word made Flesh, of the Infinite drawn nigh unto 

us in human form. It is thus expressed in the first few verses: 

"The birth of him that no beginning knew 
Yet gives beginning to all that are born, 
And how the Infinite far greater grew 
By growing less. . . . . . 

The obsequies of him that could not die, 
And death and life and of eternity, 
How worthily he died that died unworthily. 

How God and man did both embrace each other 
Not in one person heaven and earth did kiss; 
And how a virgin did become a mother 
And bare that son who the world's father is 
And maker of his mother, and how bliss 
Descended from the bosom of the High 
To clothe himself in naked misery, 
Sailing at length to heaven in earth, triumphantly." 

As the black and yellow gonfalon of Lucifer is a necessary 

part of every spiritual picture s in the second canto Satan comes 

on the scene. Christ ® fed "upon the ambrosia that grows in 

Eden", resisted the temptations of the serpent. 

The third canto sings of Christ's Triumph over earth. If 

the poem flags anywhere it is here. But any failure in power is 

fully atoned for in the fourth canto, which is an account, written 

in a "continuous glow of enthusiasm and rapture ", of Christ's 

triumph over death. 
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One of the most remarkable things about the poem is the 

tone in which it is written - a tone which is the outcome of a 

sustained mystical rapture - of the Catholic gift of faith, and 

of a familiarity with things unseen, coming from belief and 

realisation. Although the God of Spinoza was hardly the God 

of Fletcher, Fletcher1like Spinoza -y may be described as God - 

intoxicated. *Of God Fletcher writes: 

"He is a path if any be misled 
He is a robe if any naked be, 
If any chance to hunger, He is bread. 
If any be a bondsman - he is free., 

Who can forget - never to be forgot 
The time that all the earth in slumber lies 
When like the stars the singing angels shot 
To earth, and heav'n waked all his eyes 
To see another sun at midnight rise. 

On earth was never sight of peril same 
For God before man like himself did frame 
For God himself now like a mortal man became." 

Christ's love is described as: 

"A depth without a depth - far better seen than say'n" 

There is a sustained ecstasy - a powerful rapture in Christ's 

Triumph after Death. 

"Ye primroses and purple violets 
Tell me why blaze you from your purple bed. 

But ah, I need not ask, 'tis surely so 
You all would to your Saviour's triumph go; 

Whose garment was before indipt in blood 
But now is bright'ned into heavenly flame 
The sun outgli tte rs . " 

At the end of the last book there is a splendid song of 

triumph, beginning with the lines 
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"Toss up your heads, ye everlasting gates 
And let the king of glory enter in. 

Christ is led to a more than Valley of Avilion = to the Courts of 

day', 

"Where never war nor wounds abide him more 
But in that house eternal peace doth play ", 

And the rapture rather increases than diminishes towards the 

end of the poem, which is a piece of sustained lyric. The eyes 

of the redeemeddrink in fire; their brains, the intoxication 

of the incense consumed on God's own altar; their intellect 

is enraptured with naked truth. 

The poem is not a tumultuous expression of conflicting 

emotion. There is in it none of the oppression that brooded 

over Pascal. "The poet" to quote from Treherne "saw every 

thing in the peace of Eden." 

The form serves well enough to coordinate the spiritual 

pictures which are the substance of the poem. And although the 

adaptation is not as good as the original Spenserian stanza, 

yet in the stanzas a Spenserian rhythm is managed. 

The diction of "Christ's Victory and Triumph" is varied. 

As it borrowed from Spenser and Drayton, so it was borrowed from 

by Milton. When the poet prepares to describe the 'sacred 

grace of mercy', he bemoans his style as 'deprostrate'. Few 

however would agree with the description. The style is any- 

thing but deprostrate. And when Fletcher takes fire in the 

true Spenserian manner, it is splendid (if somewhat florid) . 

Fletcher has the power of giving an almost material 

garment of words to elusive ideas. 
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Sometimes he displays the lusciousness of the pastoral - 

the love of the heaping up of perishable blooms. This tendency 

is not always displayed to good effect. It sometimes leads to 

a mannered decorativeness that gives the impression of incongruity 

as in the last few stanzas of Canto I. 

"Bring, bring ye graces all your silver flaskets 
Painted with every choicest flower that grows, 
That I may soon unflow'r your fragrant baskets 
To strew the fields with odours where he goes. 
Let what -so -e'er he tread on be a rose." 

The following words, phrases and lines give a better idea 

of the beauty and adequacy of Fletcher's vocabulary than any 

description. 

*unparadis'd" 

"with primroses befreckled" 

"so flamed the goodly flesh" 

"a mountain 
Whose snowy shoulders like some chalky shore 
Restless Olympus seemed to rest upon." 

" silent passion of grief." 

"Half insolent for joy began to show" 

"The wood's late wintry head 
With flaming primroses set all on fire" 

"Him that Sorrow now no more shall see" 

Christ's Victory and Triumph consists of a series of 

pictures. These pictures are drawn with an almost Pre -Raphaelite 

brush. Some of the best are those of Mercy and Repentance in 
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the first book; of our Saviour; of the Cave of Despair; of the 

Bower of Vain Delights; and of Judas. We shall discuss these 

in turn. 

Everything about the portrait of. Mercy °that paints the 

clouds with beauty' is rich, and the workmanship is very careful. 

The very language has something of the beautiful senseless 

profusion of a complex litany, as in the phrase "this place of 

all places ". A tenderness m a transfiguring pathos m as 

different as can be from Milton's sonorousness, sheds a light 

gracious and caressing over the theological abstractions. The 

picture itself A a sumptuous rich piece of decorative work 

descriptive of Mercy with cheeks of delicate rose leaf and white 

hands like lilies, and breath like the subtle perfume of flowers, 

and body of delight and breasts of ineffable peace = has a value 

quite apart from the soft tender rush of the versification. Of 

lawn enbroidered with rich working of the things of earth, seemed 

her upper garment; about the majesty of her head was a cypress 

veil all gloriously wrought with golden stars so that it seemed 

like a web of. fire. From her deathless canopy of spiritual 

substance was flung the sheer brilliance of diamonds, and the 

power in the flagrance of her face and hair was like a consuming 

flame, 

This portrait contrasts strongly with that of Repentance. 

Fletcher is much finer when evoking shapes of beauty than when 

evoking shapes of pity or terror. He wants to power of 

Sackville's " "pen. Repentance is represented as dwelling 
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in the Valley of the Shadow, drowned with her own tears. To her 

Mercy sent one of her graces 'to crown the fainting soul's true 

sacrifice.' 

The beauty of Christ is described with sentimental tenderness. 

This physicality is but another manifestation of the working of 

the mood which led the contemporaries of Fletcher to describe 

with enthusiasm the beauties of the heroes of classical mythology. 

Christ is described as having hair like the shadow of light and 

eyes of infinite power; flesh that flamed with the glory of the 

spirit and skin like rosebuds 'unbosoming their breasts against 

the light', and brow, although no laughter had looked upon it, 

yet one of all delight. The flesh tints are exquisite as those 

of a painting by Coreggio - yet the thing is marred by being 

too much in the light. It lacks the shadow of the cross. 

Fletcher's description is somewhat different from that given 

by Isaiah of the One whose visage was marred more than that of 

the sons of men. It is trifling in comparison with the terrible 

Hebraic vision of the world's Saviour. 

The Cave of Despair owes much to Spenser; yet it is not 

what Fletcher borrowed that makes the value of the picture. 

The thing is stamped with the Fletcherian genius. Despair is 

represented as dwelling in a cave on the roof of which sat the 

bird of Sorrow and the light in which was "like cloudy moon- 

shine in some shadowy grove ". It is remarkable that sixteenth 

and seventeenth century poets always draw Despair with malignity 

of touch. There is no pity for the eyes in which all the dreams 

of hope are buried. 
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But it is better to pass on to a species of description 

in which Fletcher is delightful, to a description full of 

warmth and light and colour, than to dwell on a picture which, 

spiritually considered, is but a travesty of the soul's "Far 

Country ". The 'snowie hill' to which Christ was brought after 

the temptation of Presumption changed suddenly to a garden of 

subtle vapours and perfumes, a garden fairer than Ida or Hybla 

or Rhodope, or the flowery plains of Tempe, or the garden of 

Adonis. 

The portrait of Judas in the third book is delineated with 

a fury perhaps simulated ® for the poet's conception of the 

'apostle for traitors' is thoroughly conventional. 

It is interesting to consider the extent to which Fletcher 

is Pagan. Fletcher's poetry was, of course, superficially 

Christian. His ideal was that of asceticism. But this means 

merely Christianity of superimposed attitude, not of temperament. 

This attitude is emphasised throughout the piece. In the 

scene between God, Justice and Mercy, Justice delivers an 

indictment of the world's paganism. The attitude is uncom- 

promising. Justice thus concludes her oration: 

"What need I urge what they must needs confess 
Sentence on them condemned by their own lust, 
I crave no more and thou c an' s t give no less 
Than death to dead men m justice to unjust." 

Also Fletcher's attitude to pagan poetry is - like 

Sylvester's e scornful. 

"Your songs exceed your matter = this of mine 
The matter which it sings shall make divine." 
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The poet repudiates the shadow of the vain world's 

"The life in which I once did live, I leave, 
The love in which I once did love, I loathe. 

A love, a life, a light I now obtain 
Able to save the sick and to revive the slain." 
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Yet the inspiration of Fletcher's poetry is pagan. This 

does not mean to imply that Fletcher in incongruous at the 

altar m as is Herrick. But the poetry of Fletcher = like that 

of the Pléiade is inspired by the senses.. The apprehension 

Fletcher has of the spiritual world is gained by means of the 

senses. Only, unlike the Pleiade writers, he realised that it 

is not the lilies and roses that make up the beauty of life, 

but the .mystery. He realised also that mythology, Christian 

or pagan, is but one of the means by which past ages have 

tried to express the mystery. Giles Fletcher plunges licentious 

hands into the mystery of mysticism and draws them out dripping 

with treasure. 

The influence of pagan mythology is seen in him e although 

not to the same extent as in his followers. It sometimes leads 

to incongruous effects. The astonishment of those below at 

the Assumption of Christ is compared to the astonishment of the 

guardians of the Trojan boy 

"r avi she d 
As through th'Idalian woods they say he fled." 

The long poem is not the storehouse of overmuch lyric, 

but in the last book of "Christ's Victory and Triumph" is a 
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fine lyric (translated from Tasso) in which the very note of the 

Pléiade is heard in the exhortation to gather the roses before 

the ruined rose-leaves swell the heap of useless things. 

Across the mystical eroticism the poem comes like a red dream 

of wine and women and roses. 

To conclude e "Christ's Victory and Triumph" is a poem to 

arouse enthusiasm. The stanza e an octave of seven decasyllables 

and an Alexandrine ® is not particularly well chosen, but 

versification, diction and cadence give much pleasure. The 

Spenserian quality is flavoured by a quaintness that in parts 

gives to the poem a charm more piquant than that of Spenser. 

And lastly m the poem has what is perhaps the most 

wonder -working power of poetry m the power to awaken the dream 

faculty. 

There are three poems "Mary Magdalene" published 1621, 

the" Perfect -Cursed- Blessed=Manz' (16289) and "Christ's Bloudie 

Sweat" that call for short notice. They belong to the school 

of Spenser and Fletcher, their Spenserian inheritance coming 

to them through Fletcher. 

The poem "Mary Magdalene" used to be dated before 1569, 

but it is now usually dated at 1621. There is an amazing 

amount of poetical feeling, of fine poetical expression, and of 

power of poetical suggestion in this neglected poem. The 

Spenserianism of the style is obvious. The very management of 

Spenser is seen at times in the alternation of the rising and 

falling of rhythm, in passages of sustained enthusiasm, and in 
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the long drawn out thoughtful lines of the stanza. The two 

lines that follow are unmistakeably of the Spenserian brand: 

"How night disrobed of her sad attire 
Put on the glittering robe of brightest day." 

As might be expected in a poem of the school of Spenser 

the descriptions are numerous and beautiful. Always in the 

descriptions this beauty of tone and language appears. This 

may be illustrated from the fine description of the pagan goddess 

of pleasure: 

"Within this palace dwells a tender spright 
Soft, sweete, smooth, tender goddesse of all pleasure 
Amorous, young, fair, slender Aphrodite, 
About her head a veile of laune she wore 
Her garments were of skarlet rosy red, 
A goulden boule in her right hand she bore, 
Wherein all pleasure and delight were bred." 

Lavish is the use of colouring matter. "Red" is not 

sufficient. "Rose red" is not sufficient. The combination 

"skarlet rosy red" is needed to describe the richness of the 

robe. This opulence of colouring is Venetian, and the vision 

the picture calls up is that, of a painting of the Venetian school, 

of a sumptuous figure in which the warm depth of colouring of 

the draperies, and the exquisite flesh tints are relieved by 

the whiteness of the lawn. 

Very beautiful and done with tenderness, is the description 

of Mary of the delicate fine feet, the "dove -like" feet - as the 

poet says - and the incident in which Mary rains kisses upon the 

Saviour from lips pale with emotion, and spills in a slow stream 

of perfume the alabaster box of ointment - is described with 

realisation. 
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In the literary use made of classical mythology there is 

a naivete and a crudeness which help to justify the otherwise 

preposterous attribution of the poem to 1569. In one stanza 

Christ is the well -beloved of the Father; in the next he is 

the "winged Perseus of the sky!". The courtly manner of Christ 

is like that of a knight of an old romance. In courtly wise 

the Saviour takes Mary by the hand and "stays her fainting head" 

and "bids her cheere ". 

In conclusion m the poem, like that of Giles Fletcher - is 

inspired by the sensual apprehension of the spiritual. Even 

the despair that surges up in rary's heart can only be expressed 

in the terms of material nature: 

"As by she passes each tree shakes his head 
Hating her shame and infamy of life, 
The flowers turn and some refuse her tread." 

And yet - despite the potency of sensual as opposed to 

transcendental apprehension - despite the fact that all the 

pictures are coloured with the red pigment of earth, the poem 

is full of true Christian fervour. Its inspiration is poetical - 

and it succeeds in impressing the reader with a strong realisation 

of the poetry of the things with which it deals: 

The clumsily entitled poem "The Perfect -Cursed -Blessed Man" 

is attributed to Joseph Fletcher. It is full of allegorical 

figures - justice and mercy - wrath and Peace and Truth - who 

discuss man's redemption. 

The poem is written in somewhat unpolished decasyllables. 

There is little poetry, although some of the words used (such 
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as "pale -lookt sickness ") are expressive enough. The poem is 

strangely barren of the visualising faculty that appears in the 

other poems of this school. 

"Christ's Bloudie Sweat" is much more interesting. By 

Hazlitt it has been attributed to Joseph Fletcher a by Collier 

to John Ford - but the second attribution - although picturesque 

must be discarded. Both Hazlitt and Collier were misled through 

the examination of a manuscript that proved to be merely professedly 

facsimile. The range of the poem is very wide - although the 

ostensible subject is the agony in the Garden at Gethsemane. 

The versification is sweet. Here again we get the Spenserian 

manner and rhythm: 

"What eye did ever see him laugh? What eares 
Have heard him speake the language of pleasure? 
But every eye that saw him saw his teares 
All ears that heard him heard him speak in measure." 

The linguistic faculty is seen in the use of the word 

"Siloam" in the line: 

"Christ's bloody sweat that Siloam is where he 
Must strive to wash his eyes who was born blind." 

The poet makes infinite claims for religion "that consuming 

wine" as a means of satisfying the senses. He calls on those 

in love with beauty to come and look at "the curious figures, 

shadowing delight" into which the blood and water of Christ are 

wrought; he calls on the poet or musician to satisfy the craving 

of the heart with the contemplation of the great white bowl of 

the sweat of the brow of Jesus; he calls on the epicurean to 

come and banquet on the sacred passion of the Lord. The erotic 
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caressing note is strong in this poem as in the work of Giles 

Fletcher, and the poet's ardour is fairly physicals 

Pagan verse is dismissed as 

"All idle vernish of quaint poetry" 

Yet it was rather the mystery and the sentiment and the bright 

colours wherewith was woven the mysticism of the age - that these 

men found appealing, than the "sorrow- drowned" figure of the man 

of men. All these poems, except that of Joseph Fletcher - display 

the visualising faculty. In all is the root of poetry. Literature 

would be poorer if the rich decorative work of this school were 

taken from it. 

The magnum opus of Phineas Fletcher was not published until 

1633 - yet the poem is the work of the author's early youth; is 

expressive of the author's reverence for Spenser, and was suggested 

by Spenser. The Purple Island is based on some stanzas descriptive 

of the body of man in Book II. of the Faerie Queene. It is an 

allegory of the body of man. The first half of it is purely 

physical; the second half - on the moral and intellectual qualities - 

is much more poetical. 

The diction is in a diluted way Spenserian. Familiarity 

with classical literature is shown in the tone throughout. Many 

are the classical comparisons, such as: 

"Not that bright spring where fair Hermaphrodite 
Grew into one with wanton Salmacis 
Nor that where Biblis dropt too fondly light 
Her tears and self may dare compare with this." 
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The following lines shew also the influence of classical 

reading: 

"Thus Orpheus won his lost Euridice 
Whom some deaf snake, that cou'd no music hear 
Or some blind newt that cou'd no beauty see, 
Thinking to kiss - kill'd with his forked spear." 

In one passage God is conceived of as a heathen deity - 

and is referred to as "the striking Thunderer." 

The pastoralism of "The Purple Island" is quite charming. 

The most appreciated parts of the poem are the pastoral descriptions 

pure and natural, at the beginning and end of the cantos, and the 

poem contains one really fine description of Spring. 

Phineas Fletcher has a fair amount of the descriptive and 

visualising faculty; but allegorical description given so 

lavishly as his cannot fail to get tiresome. In allegorical 

description he builds largely on Spenser. The worst of his 

defects is the lack of the selective faculty - a lack peculiarly 

unfortunate in his description of the body. Because of this 

lack the details he gives are sometimes grotesque. 

The passage which describes the desertion of the Isle by 

the saints recalls King "Hart "; that more poetical allegory 

which gives the transition to Spenser: 

"Soon as these saints the treach'rous isle forsook, 
Rush'd in a false, foul, fiendlike company, 
And every fort and every castle took 
All to this rabble yield the sovereignty." 

For the sweet -eyed figure of Mercy, the poet has a peculiar 

affection. 

All the sins of the flesh are visualised, with appropriate 
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mottoes on their shields. They accompany Caro m seeming "skin-deep 

most fair". There are also descriptions of Idolatry, Witchcraft, 

Heresy (a wrangling carl), and Hypocrisy, who masks 

" a rotten heart with painted face 
Among the beasts a mule: tmong bees a drone, 
°Mongst stars a meteor. 
His wanton heart he vails with dewy eyes." 

Some of the allegorical qualities are vividly characterised. 

The characterisation of others is pale. The appreciation of 

Humility is fine, Faith is described with enthusiasm: the 

description of Penitence is done with some tenderness. Parthenia 

(chastity in the single) is cescribed as .fairer than Hippolyta. A 

bed of lilies is on her cheeks, in the midst of which is set a rose. 

The description of the wounded Parthenia is very fine, and is done 

quite in the manner of Spenser. 

But the succession of descriptions becomes wearisome. Although 

some of the visualisations are good, the canvas is far too crowded. 

The thing is like a terribly confused frieze. The principal 

characters do not stand out clearly enough. All are huddled 

together so that despite the presence of good material a sense of 

monotony creeps over the reader and the interest flags. 

The Purple Island is not altogether a bad poem although it 

is a wearisome one. There are occasional fine phrases and passages. 

The worst fault is lack of taste, of "that sense of the soul which 

by a kind of Ithurial instinct examines every image and epithet, 

and rejects them where not in accordance with the dignity of art." 
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Any oddities that are in Giles Fletcher are rather pleasing 

- are generally kept inoffensive to the artistic perception - 

or are welded into unity by the passion in "Christ's Victory and 

Triumph ". This saving passion is absent in Phineas, although 

in one passage the allegorist gets inflamed when describing the 

love of God "that deep well of life ". 

Phineas Fletcher pursued to the bitter end, with something 

of the fascination with which frailty gives itself up to the 

pursuit of wills o' the wisp, an artificial subject, and this 

led him into grotesqueness, triviality and wearisomeness. Yet 

it should be remembered that if his poem is a desolation, Love 

can be "masked in desolation:" and that it was the love of the 

greatest English allegorical poet that led Fletcher to perpetuate 

this ungainly frigidity quickened only occasionally by the beatings 

of true poetry. 

We have considered in this somewhat heterogeneous chapter 

the influence of Spenser on secular narrative poetry and on 

religious and allegorical poetry. There remains for discussion 

the work of Browne, which shows very strongly the influence of 

Spenser in pastoral poetry. 

It is Sainte -Beuve who has said that nearly all men are born 

poets, but that the poet in us dies young. The truth of this 

statement has clearer demonstration in the minor poetry of the 

sixteenth and seventeenth centuries than usually falls to the 

lot of true statements. Never was there more work produced by 
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poets who wrote only in youth than at this time. William Browne 

belonged to the race of precocious poetasters. Yet Britannia's 

Pastorals have a maturity and artistic value unusual in the case 

of the work of one so young; and the quality of the love strain 

in them is more poignant than usually is the case in this type of 

poem. 

There are more influences than that of Spenser to be traced 

in the work of Browne; those of Chaucer, of Sidney, and of 

Drayton. But the Spenserian influence is most marked. 

Chaucer's influence is seen in the description of the cave 

of Famine which resembles that of Temple of Mars. 

Browne acknowledged his debt to Sidney in the lines: 

"Sidney began, and if a wit so mean 
May taste with him the dews of Hippocrene 
I sung the pastoral next e his muse my mover." 

and even without this acknowledgment, the delicate Euphuism of the 

style of Britannia's Pastorals would have recalled the "Arcadia ".. 

Some of Browne's descriptions are inspired by the Polyolbion, 

notably the description of Walla "Tavy's fairest love" clad in 

green and gold. The frequent metamorphoses also recall Drayton, 

but these may have been suggested in the first instance by Ovid. 

It is the influence of the Faerie Queene, however, that runs 

throughout the piece; an influence is shown particularly in the 

adventure of Marina, in the allegory of the Riot, in the romantic 

spirit, and in the promiscuousness. Thus Browne had plentiful 

material to work on. His imagination had not to create the 
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artificial Arcadia he was to sing. In him were blended all the 

strains of Renaissance pastoralism. 

Opinions on his work - as on the work of the feebler member 

of the pastoral school and imitator of Spenser, Basse a are 

varied. This is hardly surprising because in the criticism of 

such work much depends un the temperament of the critic. The 

lovers of things clean cut and polished and sharply defined 

will not get much pleasure from these dreamy meandering poems. 

The point of view of a hostile critic is given in the words "In 

the hands of Browne or Basse, Spenser's professed disciples, 

Spenser's lyre divine had degenerated into long poems easy and 

melodious but full of interminable discussions about things not 

worth discussing, futile digressions and silly dialogues.' On 

the other hands it is possible to find a charm in this land of 

quaint figurines and alembicated emotions, in this world from 

which every chalybeate influence is removed. There are 

enthusiasts who even go so far as to say that it is the dallying 

diffuseness of these poems that constitutes their charm. It is 

remarkable, however, that those whose appreciation of this 

diffuse quality is so marked, are the first to admit that it is 

impossible to give an intelligible summary of the adventures 

of the Dramatis Personae. This is not so, although any summary 

does not appear very intelligent, owing to the fact that the 

story, divorced from its digressions and from the piping music of 

the decasyllables in which it is told, has an air of poverty that 

renders it as unfamiliar and forlorn as some old garden of France 



87. 

deprived of its rococco grottoes and its statues and its 

fountains. And notwithstanding the violation done to these 

frail sweet shadowy personages who followed the pipes of Pan 

by bringing them out of their faint atmospheres of etiolated 

passions and rending them from the Arcadian background which 

part defines them and part softens their lack of reality m we 

shall proceed, because of the more than Spenserian promiscuousness 

of the poem, to give some analysis. 

The argument might practically be given in the classical 

words of Heine descriptive of the "old woe o' the world ". 

"Ein Junglang liebt ein Mädchen 
Die hat einen Andern erwählt, 
Der Andre liebt eine Andere 
And hat sich mit Dieser vermahlt." 

Britannia's Pastorals is really a continued story, or 

rather, an arabesque of stories = some of them inspired by the 

spirit of romantic adverture (inherited from Spenser), others 

dealing with pastoral loves ® the true love that did run smooth 

as well as the true love that did not. The first book tells of 

the love of Marina for Celand (who is a coxcomb if it is permissible 

to call an Arcadian shepherd a coxcomb), and of the grief of 

Marina on losing the love of the swains The musings of the 

love-sick maiden are psychologically true. They seem the result 

of accurate analysis. Marina longs to kill herself, but is 

deterred by the reflection that by doing so she will only feed 

the flame of Celand's vanity. She wonders whether it is better 

to have uncertain good or certain ruin. Finally, despair over- 

comes control and she throws herself into a fountain, but is saved 
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from drowning by a shepherd who happens to be near. The 

shepherd who rescues Marina becomes "enflamed by her sunlike 

eyes ". Marina refuses to be kind, so the youth seats himself 

by a stream to mingle his tears with the running water; but 

consideration for the feelings of the god who inhabited the 

spring so worked on him that finally he gives up his determinatiox 

to outweep the spring and betakes himself to a wood. A river 

nymph who heard the groans in which his sorrow becomes articulate 

seeks out " Remond, young Remond, that full well could sing 
And tune his pipe Pan's birth carolling, 
In framing of whose hand dame Nature swore 
There never was his like nor should be more; 
Whose locks (insnaring nets) were like the rays 
Wherewith the sun doth diaper the seas." 

She tells Remond of the grief -stricken shepherd, to whom 

Remond goes with the words of wisdom 

"Draw to the courteous, fly thy love's abhorrer 
And if she be not for thee be not for her." 

Remond also applies himself to the admonishment of Marina, 

"Alas poor Marine, thinkest to attain 
His love by sitting here? or can the fire 
Be quencht with wood? Can we allay desire 
By wanting what's desired ?" 

But his words have so little effect that Marina again 

leaps into a well m from which this time a beneficent god 

rescues her. The flood god sings a very pleasant song in 

octosyllables and summons the nymph, his sister, to whom he 

sings again in octosyllables. The brother and sister sing to 

the accompaniment of the spring a pleasing song of six stanzas. 
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"What's he, born to be sick, so always dying 
That's guided by inevitable fate 
That comes in weeping and that goes out crying 
Whose calendar of woes is still in date, 
Whose life's a bubble and in length a span, 
A comfort still in discords 'Tis a man." 

The god tells of the fountain of forgetfulness from which 

Medea took the water that brought Aeson from age to youth. Marina 

is given to drink of this water. But she is to have no peace, 

for a third lover appears m Doridon, whom the poet describes with 

great enthusiasm. 

"This was the boy (the poets did mistake) 
To whom bright Cytherea so much love did make." 

The youth woos Marina, who, being now heart -whole, tells 

him that "Love is a garden that doth shipwreck youth "; but the 

idyll that is beginning is cut short by a sharp flint which 

wounded the fair boy (Apollo sent a dragon to fetch his blood, 

and now it is called dragon's blood). The thrower of the flint 

seizes the unfortunate Marina and carries her away in a boat. 

There is a suddenstorm during which the ravisher's conscience 

smites him. 

Meanwhile the nymph comes and succours Doridon from "dooms 

of fate ". She brings the youth to his mother, Marinda, who gets 

a salve for Doridon's wound, that grieved that it could no more 

"weep blood for him ". But the grief of the heart was not cured 

so lightly. Doridon went to the sports of the shepherds, and 

listened to the sweet moving songs of Fida and Remond. He found 

that the felicity of others did not decrease his melancholy. 
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Here the story leaves the main narrative and turns to Fida. 

Fida had a beautiful and mysterious deer. When walking alone 

with her deer in the forest she sees Riot appear, hideous. 

shaggy, with hair like sow thistle and a mouth from which were 

poured volleys of execrable blasphemy. Riot siezes and devours 

the deer, out of whose ruins appears a creature of divine beauty, 

on whose forehead "as in glory" sat Mercy and Majesty. The fair 

creature is called Alethia. She tells Fida of the vicissitudes 

she has experienced, and discusses the woes of Endymion (Raleigh) 

and of the Earl of Essex "in wo no less ", to express whose unhappi- 

ness tears were but barren shadows, and who therefore stood 

"Distilling from his heart red tears of blood." 

At this stage the death of Prince Henry is mourned. The 

narrative then returns to Riot. In the description of Riot's 

transformation, Spenserian allegory is introduced. have 

accounts of Remembrance, or Remorse 

"Her eyes all swoln as if she seldom slept", 

tearing her golden tresses and trying to stop her breath with her 

own hair. Riot comes to two paths, the 

"One leading up a hill, repentance way 
The other headlong steep and liken'd well 
Unto the path which tendeth down to hell." 

In this second path Despair - that oft -reappearing figure 

in the poetry of the seventeenth century - has his abode. Riot 

was going to make choice of tle fatal path, when he heard a sweet 

voice saying 
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"Vain man - do not mistrust 
Of heaven winning, 

Nor though the most unjust 
Despair for sinning, 

God will be seen his sentence changing 
If he behold thee wicked ways estranging." 

So Riot chooses the path that leads to Repentance. His 

brutish shape drops as a garment; and his new beauty is such as 

would tempt Lucretia. The first book ends with the embraces of 

Alethia and the changed Riot ® embraces like "dangling cherries" 

or damask roses . 

In the second part of Britannia's Pastorals there is even 

less continuous story and more digression than in the first. 

The story returns to that hapless maiden of "overdrowned eyes" 

and perilous adventures, Marina, who, left by her cowardly lover 

upon a rock, is seized by Hunger and taken to his cave, the wall 

decoration of which consists of the Triumphs of Hunger. There 

follows some social satire, but the poet pulls himself up with the 

words 

"But stay, sweet Muse, forbear this harsher strain. 
Keep with the shepherds - leave the satyr's vein." 

However, he does not restrain himself from digression - 

but salutes Virgil, Ariosto, Petrarch, Tasso, Du Bartas, Marot, 

Ronsard, Garnier, and Spenser. Then various poets sing in honour 

of Thetis (who is introduced at this stage), Sidney, Chapman 

'of the heroic deeds of Greece and Rome', Jonson 'well languaged'.,,; 

Daniel, John Davies, and Wither, 
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After this the story comes back to Remond and Dorfdon, 

who are alarmed at the shrieks of Fida and proceed to look 

for her. They come on a boy,sorrowing, and beautiful as Adonis, 

whose silence remained unbroken by all their exhortations to him 

to tell them of his grief. A huntress who appears following a 

stag breaks off a bough of a tree near the youth, who kisses the 

torn bough and moans passionately. With the approach of a wild 

man of the woods the fantastic episode closes. 

The story here begins to have the strangeness without the 

congruity of a fairy tale. In this mixture of adventures culled 

from epic and romance and of Arcadian conceits, nothing is human 

except the excellent reflections and apothegms. 

The journey of Thetis through the various counties, and the 

entertainment made for her by the shepherds, is described. The 

poem now proceeds by digression. Thetis weighs anchor 'where 

Plyn and Thamar with embraces meet', and hears the Cornish Michael 

sing the 'mists of Eid.' In Cambria she is entertained with the 

meandering story of the wrath of Pan against Philocel and Coelia, 

who are about to be cast from a rock in consequence of an indignity 

unconsciously done to Pan's 'transformed love'. The words of 

Philocel would be worthy a place in a more serious poem. 

"Imperial fate lays ope the book to us 
And let us con it, still embracing thus. 

. e . . . 

Death severs many, but he couples few, 
Life is a flood that keeps us from our bliss." 

Thetis receives the two into her chariot and takes them to 
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her sea halls. Then on hearing the heavy song of Marina (who 

has been kept alive all this time through the ministrations of a 

robin, she releases the wretched heroine of this arabesque of 

stories. With her release the poem closes, or rather, the poem 

goes no further than this release. We hear no more of the 

love of Dorfdon, nor of the sorrow of the delicate mourning boy. 

The metre of "Britannia's Pastorals" is pleasant enough. 

It is a pleasant piping accompaniment (pretty little silvery 

tinkle that it is) for the flimsy matter; and the Songs with 

which the decasyllables are interspersed are well wrought and 

charming. 

"Britannia's Pastorals" is not the kind of poem of which it 

is possible to write with very much enthusiasm, although it is 

possible to recognise its beauty when judged according to its 

kind. It is rather an enervated poem. 

It is interesting to note that in 1647 the History of 

Polexander was done into English by W. Browne, gent. Unfortunately 

Browne was dead two years before this. Otherwise we should have 

little hesitation in saying that W. Browne, gent. was the poet of 

whom we are writing, for "Britannia's Pastorals" resembles both 

in diffuseness, in propriety of sentiment, and in preciosity, the 

French romance writers of the seventeenth century - and the 

appreciation that can be meted out to it is of a kind with that 

meted out to these half -boring, faintly pleasing works. The 

impression that "Britannia's Pastorals" makes is that of a faint 
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sweetness. All the emotions that the work arouses are faint. 

The hours spent in reading it are remembered with a faint pleasue, 

the 'love longing° with a faint melancholy, the workmanship with 

a faint admination. And how should it awaken any other feeling 

this 'world that is all adoze'? It was Horace Walpole who threw 

out the delightful suggestion that someone should give the world 

a series of lounging books. Browne would not be the least 

charming of such a series, for the mania that produced such 

artificial stuff is a sweet -voiced mania, and if the land into which 

the pipe of Browne (a travesty of the true whistle of Pan 'rich, 

wild, lewd') offers to lead us is not quite fairy -land, it is a 

quaint and entertaining country perfumed with 'odiferous buds and 

herbs of price'. 

"So fair a pleasaunce 
That you are fain 

Where last you walk'd to turn and walk again." 

It is not well to criticise Browne too harshly for a fault 

which taints all Renaissance pastoralism alike - the fault of 

piteous artificiality ® but yet the essential artificiality 

(despite occasional vividness of impression) of Britannia's 

Pastorals must always be kept in mind. Even the descriptions of 

sunrise and sunset are decorative rather than charged with the 

message of the evening or of the red dawn. 

The one genuine thing about the Pastorals is the faint 

eroticism - the love -longing (not as strong as the melancholy 

passion in Theocritus) that is a mood rather than an emotion, a 
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temperamental attitude rather than a passion. Those sweet old 

lines: 

"Now springes the spray, 
Al for love I am so seke 
That slepen I ne may." 

give the plaintive minor key in which Britannia's Pastorals are 

pitched, and are the measure of the note of pleasing melancholy 

that is sustained throughout. This melancholy is not a new 

thing. It is of a kind with that which Lodge distilled into 

Rosader's melancholy sonnet. 

It is difficult to understand why the pastoral should be 

so tainted with artificiality. The true pastoral is written 

from the heart. It is generally the offspring of emotional 

states in which the sweetness of nature sweeps over the conscious- 

ness with peculiar effect. Nature becomes at once the inspiration 

of mood and the background against which the moods of the soul 

are silhouetted. To the receptive mind "the juice in the flowers 

seems like blood, and the most familiar details of nature are 

invested with a troubled and troubling eloquence." The summer 

rain and the rose swinging in the winds of June, and the ravished 

bird notes, and the days and the nights and all the scents and 

sounds "making honey of the dark" and all things, seem part of 

love's "ideal and eternal communing." The poetry that is born 

of this mood, when mental states can only be expressed in terms 

of the emotional excitement that the outer world brings, is the 

true pastoral poetry. So the primitive pastoral may have been 

before the composition of Homer's hymns m the expression half 
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sad or half delirious of the longing for the love of (but in the 

frame of mind that makes for the writing of pastorals the yearning 

note usually predominates) the good red things of life. But 

even in the hands of Theocritas, the pastorals of: 

"Such as sat listening round Apollo's pipe 
When the great deity for earth too ripe 
Let his divinity o'erflowing die 
In music through the vales of Arcady." 

are touched with a slight artificiality. 

The Eclogues of Virgil - although the manifesto of a new 

poetry, are still more remote from reality. The Arcadia of 

Sannazaro gives but the Virgilian eclogue in prose; nor is the 

Galatea of Cervantes any less artificial. 

The Shepherd's Calendar, although it put new life -blood 

into the veins of poetry, did not bring back reality to the 

pastoral, The pastoral, consequently, in the hands of the 

followers of Spenser, was artificial, coloured perhaps - and 

fragrant - but without comfort; man would not desire to breathe 

deeply of the air of the "paste- board" Arcadia of these poets. 

And from Spenser to his followers m to Browne and that 

belated Elizabethan Basse - is a far cry. If as Calderon said 

"La Vida es Sueno", and if the pastoral life of Virgil and Spenser 

is but the shadow of a dream, then in Browne - and still more 

in Basse m we get the pallid shadow of a shadow. The Renaissance 

pastoral was becoming outworn. Its garland was faded - its 

wreaths of columbine and lilies and daffodils and pansies flung 

out to wither under the dust of indifference. The new wine 
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could not be poured into the old bottles - no - not though a 

Spenser or a Calderon tried to accomplish the transference. 
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Chapter VI. 

Later Allegorical and Metaphysical Poetry. 

The religious epic is a difficult "kind ". With the 

religious poetry that is based on feeling as opposed to narrative, 

it is almost always hit or miss. We either get poems that 

grip the imagination by their passion and their sombre or 

pictorial appeal - or poems that are heavy and fall flat. Some 

of the later religious poems of the seventeenth century are 

very dull, e although the dulness is lightened by flashes of 

good poetry. This uncertainty of quality comes from the fact 

that the genius of religious poetry is essentially lyrical. 

The hunger for the infinite is peculiarly apt to find expression 

in the lyric cry. But it is difficult to build on the lyrical 

note an adequate epic structure. Milton accomplished this. 

The first three books of "Paradise Lost" are the vast sombre 

magnificent crystallisation of the pent -up emotion of a life 

time. But there are few natures able - like that of Milton - 

to fling out in a molten stream the accumulated emotion of 

years. 

The later religious poems of the seventeenth century too 

are very long. They might take as their motto the piquant 

line of Suckling (although piquancy is far from them) "Passion 

0' me - how I run on ". Leviathans, they are, of a spent emotion. 
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Yet the best work of the metaphysical school (inspired by the 

intellectual passion which led to the production of so much 

lyric of the school of Donne), although disfigured by fanaticism - 

lack of perspective, and all the things that might be called 

the beauty spots of the imagination) has a pale passion that 

shows the inarticulacy to come from keen -ness rather than from 

poverty of thought. 

Henry More - that remarkable personality - almost a Newman 

of the 17th century - was full of theological enthusiasm. In 

his youth he was a Calvinist, but later he rejected Calvinism. 

After taking his bachelor's degree at Cambridge, he studied. 

the Platonic writers so enthusiastically that body and mind were 

curiously affected. He became emaciated, and believed that the 

new etheriality of his soul communicated itself to his body, 

which he claimed had at times the perfume of violets. In 1640 

he began to speculate on Psycho -Zoia - a picture of Platonic 

life in the soul, to which he thought himself directed by the 

hand of God. In 1642 he published "A Platonical Song of the 

Soul" in four books. The first book contained "a Christiano- 

Platonicali display of life ". The immortality of the soul was 

the theme of the second part. e "Psychathanasia; and the third 

book "Antipsychopannychia" confuted the notion of the sleep of 

the soul after death: the fourth "Antimonopsychia" was a 

confutation of the unity of souls. The poem is essentially 

the work of one who had lost the sense of relative values, and 
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who- because he was not of the world - was not able to affect 

the world. Of the scriptures More said "At this window I take 

breath, while I am choked and stifled with the crowd and stench 

of the daily wickedness of this present evil world - and am almost 

quite wearied out with the tediousness and irksomeness of this 

my earthly pilgrimage ". From an artistic point of view this 

isolation was disastrous. It led to the composition of a poem 

so egoistical in its conception and so narrow in its appeal that 

it had practically no influence. The poet said of his readers 

"for the pleasure they'll reap from this poem - it will be according 

as their genius is fitted for it ". Apparently there are few 

whose "genius is fitted for it ". Even to those to whom the 

dust of theology is dear - the poem is tedious. 

In several ways, the song of the soul shows the influence 

of Spenser. It is written in the Spenserian stanza; the diction, 

too, is Spenserian, slightly archaic words such as "aggrise ", 

"derv" and "glitterandly" being often used, while sometimes 

there are long Latinisations like "terriculament" which recall 

Browne: very vivid colouring is employed throughout the poem - 

and the descriptions of morning recall Spenser. 

It is one of the defects of this poem that in it there 

are many words that cannot be converted into the material of 

Poetry. Yet the poem contains many good phrases and lines. 

The extra - ordinary diffuseness of poetical ability at this time 

may be illustrated from the presence in the "Song of the Soul" 
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of phrases and lines like: 

"overflowed with beauty" 
"an all - sweeping ray" 
"sweet agony" 
"His beauty and his race no man can tell 
His glory darkeneth the sun's bright face ". 

" the never fading root 
Of all vitalitie ". 

Yet the poem - notwithstanding the fact that it is the 

fruit of a quaint and lonely spirit - has become one of the dead 

things of literature. 

The Psyche of Joseph Beaumont, not a better poem than the 

Song of the Soul, is yet more readable, although even the enthus- 

iastic editor qualifies his statement, that the reader will 

discover arresting passages, by the phrase "If you are at all 

awakes" 

Pope has said that "Psyche" contains a great many flowers 

well worth stealing, and that a man who has the art of stealing 

wisely will do well to read it. The best thing that can happen 

to these forgotten poems (and that which its authors would surely 

wish) is that they should live through a re-creation of their 

material in the work of better authors; and any writer who 

borrows from these poems should not do so furtively, but should 

consider it a privilege to rescue from the dust of oblivion the 

quaint flowers of old thought; to place the frequent jewels of 

expression where their beauty may shine; to perpetuate the inspired 

moments of these forgotten poets - whose labour after excellence 

was not rewarded. There is blood in these poems - blood that 

would carmine the veins of modern poetry. 



102. 

"Psyche" tells of the intercourse between Christ and the 

human spirit. The soul is portrayed as led to heaven by Divine 

Grace and its guardian angel, through all the temptations and 

assaults of its earthly enemies. 

Like "The Purple Island ", this poem is disfigured by lack 

of taste. Fine metaphors are disfigured by touches of grotesque- 

ness. This fault was common to the theological literature of 

the time. The effect of the blots of extravagance on the pages 

of Jeremy Taylor has been compared to the effect that a humorous 

extravagance of Hogarth would have at the corner of one of the 

pictures of Raphael. 

Beaumont has been commended for pictorial ability, yet 

even the pictures that have been commended leave much to be 

desired. The portrait of Satan has been approved of - yet it 

is crude, overdrawn, and lacking in nobility. Those who have 

read "Paradise Lost" can only consider the conception that makes 

Satan lie in wait, "worm -like, to gnaw things sacred" - as ignoble. 

The lines for the most part are "full of sound and fury, 

signifying nothing ". 

In a consideration of the personages displaying pictorial 

ability - the following passages may be noted - those dealing 

with the angel who visited Mary - the procession of the Seasons - 

the Cave of Oblivion - the Charm of Herodias - and the traitor 

Judas - The angel who visited Mary is well portrayed in a 

sentimental kind of way. The description at least does not 

lack exuberance: 
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The candor of his wings was no such kind 
Of glaring things as stars in Alpine snow 
Or in the Cignet's bosom is enshrin'd 
Or in milk's supple streams delights to flow 
But of a starry tincture pure and bright 
Made not by scorching but by whitening light ". 

In the procession of the seasons there is a richness and 

daintiness, but no realisation, no satisfying quality "no comfort" 

to quote Campion. The pageant has not lived in the imagination 

of the author, and is therefore conventional. The judgment that 

the Cave of Oblivion and its inmates need fear comparison with 

scarcely anything in either the "Purple Island" or "Christ's 

Victory" is more enthusiastic than discriminating. The charm 

of the sumptuous Herodias consummating the "delicious shipwreck 

of Herod's heart" and the "gorgeous hypocrisy" of the garments 

of the enchanting Jewish queen, are described with feeling. 

But a description of Judas - given in canto eleven - is 

shockingly overdrawn. The "lump of horror and despair in Judas' 

bosom gives rise to a most inartistic and unbecoming simile. There 

is one good phrase in the last verse 

"Full in the centre of damnation" 

but again the poet ruins the artistic value of his work and 

introduces a ridiculous note by being too lusty in his attempts 

to arouse horror. 

In Canto fourteen the passage descriptive of the love of 

Christ is well written. It is evidently the offspring of insight 

and vision. Canto nineteen contains, in reference to Solomon's 

harem, the curious phrase, "three centuries of concubines ". 
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One of the most pleasing things in Psyche is the treatment 

of flowers. This treatment is not quite natural - but it is 

pleasing. When Eve is welcomed by all creation 

"The marygold her garish love forgot 

And turned her homage to those fairer eyes" 

These poems are the latest and the most lengthy offspring 

of the allegorical strain "as opposed to the oaten /$eed" of 

Spenser. They have got to some extent the visualising faculty 

necessary to the allegorist, but in the work of Beaumont to a great 

extent the visualising is copied and artificial. The work of both 

poets contains notes that charm - but the waste matter almost 

swamps the things that would adorn any work of art. What is 

most remarkable in them is the power of continuation, shown in 

Drayton and shown magnificently in Spenser. 

The third writer whose work demands consideration in this 

chapter is Benlowes, who belongs to the metaphysical school of 

which Crashaw and Quarles were less voluminous members. Benlowes 

is one of the most curious of writers. It was at his expense 

that Samuel Butler was so amusing in his "character" of a small 

poet. The satirist describes the woes of Mr. Prynne, who, 

having put a new hat into a hat -box which had unfortunately 

been lined with leaves from Theophila, suffered from "singing 

in the head - vertigo - and even after blood -letting, a tendency 

to write harsh poetry". 

Theophila is a treatise on mystical theology and the 

passions of the soul - succeeded by a discourse on the sins of 
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the flesh. The preface to the poem is very interesting as a 

document of the inspiration of religious poetry. It is very 

fervid and unpagan, and exhorts the reader to peruse seriously 

"this spiritual poem which treateth on sub -coelestials, coelestials, 

and super -coelestials ". The poet is kind enough to explain 

these terms. The super -coelestials are intelligences altogether 

spiritual and immortal "excellent in their being, intuitive in 

their conception, such as are the glorious quire of the apostles, 

the swelling number of the prophets, the innumerable army of 

crowned martyrs, triumphing confessors etc., or the blessed 

hierarchy of angels - participating somewhat of God and man ". 

The various parts of a poem are defined - judgment, wit, 

fancy, and then the poet goes on to define his attitude towards 

religious poetry. ( "Sublime poets are by nature strengthened 

and by divine rapture inspired "). After which he proceeds to 

tell of the inspiration of his poem. The same account might 

be given of the inspiration of all the religious poems of the 

century. "I fell in love with our more divine Christian poesy, 

Hence from that high love, which hath no weapon but fiery rays - 

my spirit is struck into a flame to enter into the secret and 

sacred rooms of Theology ". The author, like many another 

religious poet - claims that the subject is balsam enough to 

justify the poem. 

The life of a true Christian is in the poem regarded as 

a continual conflict. Canto three contains a passionate 
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denunciation of paganism, and claims that intensity of spiritual 

life is of more value than the indulgence of the grosser side of 

human nature. This part of the poem has much charm. The poet 

. is filled with a real sense of the immeasurable and omnipotent. 

Some passages seem to be written out of a macerating sense 

of sin: 

"Thus from the bruis'd spiceries of her breast doth rise 
Incense, sweet smelling sacrifice, 
Whilst she lifts up to heaven her head, her hand, her eyes" 

"I'm sick with trembling, sunk with mourning, 
blasted 

With sinning andwith sighing wasted. 
New life begins to breathe. 0 joy too 

long untasted. 

This passage contrasts strangely with the beautiful tranquillity 

of Traherne, that fellow poet of the seventeenth century. 

In Canto four the inamoration is Theophila's love -song, 

which is indeed an ecstasy. The metre changes from triplets 

to couplets: 

"Self, oh how mean an harmony it breeds 
Jesus - all names this name of names exceeds." 

"Shoot like a flash of fire to th' ruby wine 
His precious blood transcendently divine ". 

"Gold, Beauty, Fame 
Are sublunary mists to this seraphic flame ". 

The tone of Cantos eleven and twelve is almost Catholic. 

Christ is a "Sweet rose in his own fadeless leaves enveloped ". 

For this curious poem of his Benlowes chose a not particularly 

happy stanza. It consists of three iambic lines rhyming a. a. a. 

The first line is usually decasyllabic - the second of eight 

syllables - the third an Alexandrine. 
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The diction of the poem is somewhat remarkable, and shows 

that tendency towards waywardness which is marked in the diction 

of Spenser. It includes out of the way catchwords like "remora" 

and "enthean ": hideously abbreviated words; grotesque coinages 

and conceits; quaintnesses, forced metaphors, contortions and 

bizarretés of all kinds.:¡ Yet it contains two beautiful descriptive 

passages, and two mystical passages of a glowing if sentimental 

beauty. 

Some of the good phrases and lines are "opal coloured" 

(borrowed from Sylvester); "gracious silence" (a phrase that 

occurs in Coriolanus); "her sweet breaste love's Eden "; 

"No majesty on earth is like to martyrdom ". 

The strange and erudite words are particularly objectionable 

in passionate passages. They compel too much of the attention 

of the reader, and thus the milieu of the passage is destroyed. 

Benlowes was not - like Crashaw = inspired by the canticles 

of St. John on the Cross or the books of St. Teresa, nor is his 

muse hysterical (although very eccentric). Yet his work is not 

untainted with the amorous phraseology of the Catholic metaphysicians 

a phraseology which mixes with a very odd effect with the robuster 

images that the world about him suggested to the poet. The 

poem shows considerable power of visualisation, less common in 

those poets whom "the game flavour of the Infinite" had "tainted 

to the bone ", than in the poets who were inspired by the sensuous 

side of religion. In the following lines: 

"Time, strip the writhell'd witch - pluck the black bags 
From off sin's grizzly scalp, the hag's 
Plague sores show then more loathsome than her loathly rags" 
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the description is almost morbid. 

On the whole, "Theophila" is an enjoyable and amusing poem 

to read, although, if the appreciation be analysed it is difficult 

to say whether it comes from pleasure in the occasional flashes 

of poetry or from a half whimsical liking for the odd erotic 

touches, or from a delight that is not entirely aesthetic in 

the robuster passages where the sprawling, sputtering, prosaic 

hypocondruncicus coining muse is at its most grotesque. 

The work of Benlowes is interesting as showing all the 

elements of which. Jacobean religious poetry was composed: 

quaintness, love of colour, fervour, mystical eroticism, and 

metaphysicality e but of these qualities metaphysicality is the 

preponderating one. 

Francis Thomson flattered the metaphysical school when 

he said that Shelley belonged to it (although indeed there is 

some resemblance between the beautiful hysteria of Crashaw and 

the spirit of Shelley's work) . The poets of the metaphysical 

school "cut imagery into shape with a pair of scissors ", and 

their comparisons e although interesting and perhaps stimulating 

are not poetical. The long poems of the metaphysicals are not 

of such artistic value as those of the earlier pictorial school. 

They give the impression of being raw = unchastened m unpolished. 

If the file were applied to them; if the tastelessness were 

expunged and the material that remained were better fused, it 

would be possible to speak of them with more enthusiasm. But 

as they stand, they are very unfinished. Even Crashaw's fragment 
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d'Herode cannot be compared for beauty to the best 

of the poet; nor can "Theophila" be read without a 

pity of those spots which have ceased to be "beauty 

imagination, and have become real disfigurements ". 
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Chapter VII. 

Heroic Romances of the Seventeenth Century, 

The spirit of romance did not die out with the immediate 

followers of Spenser. Before the neo-classic distaste for the 

strange and adventurous, it found expression in a group of mid 

and later seventeenth century poets m Chamberlayne, Shakerley 

Marmion, Chalkhill, Kynaston, and Davenant. Chamberlayne 

resembles Spenser in his involved method of story telling. In 

Chalkhill's heroic -pastoral romance traces of the atmosphere of 

the Faene Queene and of the Arcadia may be found. Kynaston's 

work is touched with a suspicion of burlesque. In Davenant's 

hands the heroic poem, having lost all its luxuriant irresponsible 

beauty and having been touched with a thinness, a pallor, a lack 

of richness, which would fain masquerade as classicism, reaches 

its nadir of interest. 

Macaulay has said of Mr. Robert Montgomerie "His writing bears 

the same relation to poetry which a Turkey carpet bears to a 

picture. There are colours in the Turkey carpet out of which a 

picture might be made. There are words in Mr. Montgomerie's 

writing which, disposed in certain orders and combinations, have 

made and will again make good poetry." 

This criticism may be applied with little modification to 
the work of most of the authors above mentioned. In every one 

of the heroic romances there are flashes of poetry and beautiful 
phrases, but the poems have been so little subjected to criticism 
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that the good work is often lost amid the work that is negligible 

or bad 

Between Chamberlayne's Pharonnida and the Greek romance 

(especially the Aethiopica of Heliodorus), the resemblance is 

very strong. There is the same graceful and erotic tone in both, 

the same subordination of character and abundance of adventure. 

The tone of Pharonnida is sentimental and the character delineation 

is feeble. There is no attempt at adherence to human type. The 

bad men and women are labelled bad; the hero and heroine are labelled 

good. Humanity is divided into the perfect, the imperfect and the 

nonexistent. There is just one episode - the Janusa one 

in which passionate human values are introduced; and this episode 

is marred, from an artistic point of view, by the moral didacticism 

of the author. Yet there is an approach to tragedy, and the 

atmosphere and the language and the quality of the metre of the last 

scene are distinctly of Jacobean tragedy. 

Far from conforming to the rule of epic unity, Pharonnida 

is an almost formless poem m formless with more than the formlessness 

of the mediaeval romance. Despite the amount of discussion on the 

subject of epic unity it was hardly surprising that the long poem 

writer in the seventeenth century should not know what to think of 

the matter. Yet there was before him the work of Ariosto, Tasso 

and Spenser, not to speak of the contributors to the French epic 

craze (just beginning to be ridiculed by Scarron in the middle of the 
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century), St. Arrant, who calls his Moïse Sauve an epic -idyll, G. de 

Scudéry, and Chapelain. 

Certainly the formlessness of the heroic epic in the hands of 

Chamberlayne is better than the drabness of the eighteenth century 

epic, in which the pseudo -classicism has choked all poetry. 

The story of Pharonnida is the story of the course of true 

love that did not run smooth. The vicissitudes that Pharonnida 

and Argalia experienced before they sailed into still waters are the 

substance of the poem. These vicissitudes are intricate, nor is 

their intricacy lessened by the manner of the telling. The author 

occasionally forgets the names he has allotted to his characters, 

likewise he forgets what fate he has assigned to them. He writes 

of Brumorchus and Armida 

"They're took and brought 
Before the prince, who, startled at the thought 
Of such a complicated crime, refers 
Their punishment to death's dire messengers." 

Yet some time afterwards Armida is found still living and "working 

bale ". In the long run the "heavenly-fair" Pharonnida is rescued 

from "Fate's dire labyrinth" and all ends happily. 

The metre of Pharonnida is the enjambed couplet. Because of 

the enjambment the rhymes are hardly noticeable. This is partly 

responsible for the effect of looseness - for much of the confusion 

is encouraged in poet and reader by the long interminably- linked 

sentences. 

Pharonnida, despite the crudeness of the psychology, is not 

crude. On the contrary, it is, if not decadent, certainly decadent 
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rather than unsophisticated. There is something in the subtle 

turn of line and phrase which gives the lie to the hypothesis that 

accounts for the poem as the offspring of a crude mind. Effect is 

carefully considered throughout m sometimes at the expense of 

verisimilitude. It gives a sense of incongruity when the poet 

talks of the 'great soul' of one of these sweet sad ladies. But 

the touches of preciosity and sentimentalism that in the later romance 

of Gondibert are so disgusting, are quite in keeping here. 

What is really wonderful about Pharonnida is the language which 

continually pulls up the indifferent reader and arrests attention. 

There is something suggestive about it. It is as if the words had 

been borne through many fragrant places and had caught something of 

their strangeness and fragrance. This comes partly from the spirit 

of the man, for Chamberlayne was emphatically a "lover of the 

splendid nards and lilies of the East". Sometimes the language has 

a note of pathos ® more because of a suspicion of something unsaid 

than because of anything said. This quality of language which does 

more than the narrative to invest the poem with the strangeness of 

romance - must always be taken into account in an estimate of 

Pharonnida. It is tempting to quote largely from quaint delightful 

Passages - but only a few instances are here affixed. 

"divorced 
From all the warm society of flesh." 

"Death were the smile of fate" 

"the torrid Zone 
Of her disdain." 

"I in a cold 
Dark urn must lie, whilst a warm groom doth hold Thee in thy nuptial bed." 
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"Such witnesses as have their knowledge bought 
At the expense of all their joy." 

"Swift as 'desire" 

"Whilst desperation all her beauty clad 
In the pale robes of fear." 

"Here the fresh onyx stood 
And Sardia's stone appeared like new drawn blood." 

"Love, the soul's commercive language" 

"Rich flowers of hope" 

"Her face, that frozen sea of fear" 

"Eyes that lost their light in tears" 

The eyes of the woman sent by Almanzer to solicit Pharonnida's 

love are described as 'heavy with ills to come'. 

None of the lines referring to 'sorrows' sables' or 'mysterious 

fate' have been given, because these lines are so numerous; yet they 

are all of importance in giving tone to the poem, and never seem to 

take on a hackneyed quality. 

Sometimes the rhythmical sweetness of a word combination is 

noticeable, as in the lines 

"the uncertain wind 
"Of wild ambition." 

Pharonnida, although approached by many students with dread, 

is one of those poems which gives a very peculiar pleasure, one 

such as few other poems give m for this pleasure depends largely 

upon the language. When it has been said that the character 

drawing is poor (and this defect is the slighter because the 

pleasure which the language supplies partakes of a psychological 
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character); and that the story is far from compelling the reader 

to follow it with enthusiasm, has, indeed, to be followed with 

painful care - and that there are one or two disagreeable tricks 

of style - such as the frequent employment of uncouth catchwords 

and abbreviations, and that sometimes liberties are taken with the 

construction, the chief drawbacks of the poem have been mentioned. 

And these faults are amply compensated by the peculiar obsession 

with fate (which impresses with the sense of a not uncharming 

artificiality - with the feeling that it has been superimposed on 

the poet by a stronger mentality) , by the beauty and quaintness of 

phraseology and imagery, and by the frequent passages of sustained 

poetry. 

And for anyone bent on securing a vocabulary to be the 

expression of the spirit - for the creative artist who does not 

wish to express his thoughts in the hackneyed style of others, 

the poem should be of much interest, being as it is, a store -house 

of beautiful phrases, quaint felicities of diction, and curious 

turns of thought. 

The 'Cupid and Psyche' of Shakerley Marmion is much shorter 

than Pharonnida and has much less of rush and exuberance and 

apparent inexhaustibility - but like Pharonnida, it is written 

in the heroic couplet. It is a charming romance. The subject 

is that legend which "looks as strange in the licentious fun of 

the Golden Ass" as if we had "a long episode of Spenser's Faeri e 

Queene in the middle of Gulliver's wahoos - that legend of which 

Pater has written with consummate charm in "Marcus the Epicurean ". 
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the tale of the indiscretion that almost led to tragedy, of the 

frail, shy, charming Psyche, sweet like the spiced fields in 

Autumn, like rich perfumes of Arabia. The story in itself has 

an attraction and a poignancy that are infinitely more touching 

than the heroic reversals of fortune. Beneath its brightness 

there is the movement of tragedy. 

The poem is full of fair pictures and of passages descriptive 

in a delicate way. Such are those descriptive of Psyche's 

appearance, of the transportation of Psyche by the 'delicate' 

Zephyrus, the picture of Pan, the whole of the central passage 

of the lamp in which occur the fine lines describing an effect in 

lines of beautiful abstraction. 

"A bright reflection and perfumed scent 
Filled all the room with a mixed blandishment 
Shot from his wings;" 

and the description of Venus coming perfumed from the nuptial 

feast. 

There are the same references to fate as in Pharonnida. When 

Psyche learns her fate, she says 

"'Tie now too late, we suffer under these 
Deep wounds of envy which the gods inspire ". 

Some of the phrases in "Cupid and Psyche" are extraordinarily 

good: "inevitable eyes", "to kiss him dead". It is a matter for 

regret that phrases like these should be buried even among pages 

as charming as those of "Cupid and Psyche". 

Churchill's "Thealma and Clearchus" is the longest represent- 

ative pastoral romance of the seventeenth century. This is one of 
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the poems to which circumstances would assign an almost 

impossible date. It will probably turn out some day that 

this poem is of the middle of the century just as it has 

turned out that "Mary Magdalene" did not precede Spenser. 

The breathlessness of the enjambed couplet - the volubility - 

the involution of phrase - the extraordinary indifference to 

clearness in narration - the habit of taking things for 

granted, more marked in this poem than in any other of these 

altogether rather untidy pieces of work - seem to point out 

that the poem was not written save by a contemporary or successor 

of Browne and Basse and Chamberlayne, and the tone suggests that 

it was written after the publication of the last part of 

L'Astree ". 

The tone and setting of "Thealma and Clearchus" are very 

delightful. The poem owes a great deal to the diffuse 

pastoralism of the Elizabethan pastoral romance, and particularly 

to the Arcadia. This pastoralism of "Thealma and Clearchus" 

has a kind of engagingness and recalls Browne. Moreover, in 

this it resembles Britannia's Pastorals, that the plot detached 

from the setting seems almost maniacal in its lack of motivation. 

The romance love of wonder has degenerated almost to insanity. 

It does not seem to be matter of surprise that Anexus should 

not recognise his sister. To go through the piece - commenting 

on weaknesses of construction - would be an easy matter, but as 

the piece is almost hopeless from the point of view of construction 

this would serve no critical purpose. It has, moreover, the 
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initial disadvantage of beginning, like the Faerie Queene, in 

the middle of the narration. 

Some of the descriptive passages are good. The poet has 

an eye to colour effects. As an example of his descriptive 

faculty may be cited the enthusiastic description of Clarinda 

in a short coat of silver tinsel fringed with gold, with silver 

buskins on her limbs, tied with azure ribbons in whose knots 

were gems. 

"Her hair bound up like to a coronet 
With diamonds, rubies and rich sapphires lac'd, 
And on the top a silver crescent placed 
And all the lustre by such beauty graced 
As her reflection makes them seem more fair." 

The 'kind' is sweet and hysterical. So artificial is the 

atmosphere that the touches recalling the real world which break 

in now and again have an odd effect. There are not as many 

phrases of rare value as there are in Pharonnida. One of the 

finest passages is descriptive. of Thealma: 

"She trick'd herself in all her best attire 
As if she meant this day t'invite Desire 
To fall in love with her. 

Acrosss the lightness of the poem there comes sometimes a 

curious graver note. it would be an interesting experiment to 

rewrite the whole in a deeper tone. 

Leoline and Syndanis is subtly different in tone from most 

of the heroic romances of the seventeenth century. The author 

of it is touched with the spirit rather of Ariosto than of 
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Spenser. Now and again the poem contains a suspicion of 

burlesque. It tells of the vicissitudes of Syndanis, a charming 

heroine, much too good for her lover. The misfortunes of 

Syndanis were caused by the selfishness of a French marquis, 

whose: 

"Matchless impudence appeared in this 
That he made love to beauteous Syndanis." 

The story is full of extraordinary complications; but if 

nonsensical, it is an agreeable tissue of nonsense. Mellafant 

is merely a lady: "sweet" Syndanis is much more. Leoline is 

a rather commonplace hero of romance. 

In parts the poet offends by lack of taste. There is 

little transcendent poetry in the piece, which unlike the romances 

previously mentioned is written in stanzas. 

The last romance to be considered is "Gondibert" an heroic 

romance which shows the influence of the classical ideal. Despite 

the pathetic appeal of the postscript, this is one of the few 

poems in criticising which respect for the message of another 

need not be the predominant feeling in the critic's mind. It 

would be excusable for criticism to degenerate into a post -mortem, 

for the poem is a dead thing, save for one or two flashes of 

poetry. It displays no knowledge of human nature. The all - 

pervading eroticism is a mere travesty of love. There is in 

fact something ridiculous and undignified in the mechanical way 

in which the emotion which has inspired most poetry is here 

represented. Heroic sentiment is at the best of times artificial 

stuff. But in Davenant's hands it is unspeakable. 
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In many ways Gondibert resembles the popular novel, in 

common with which it has the plentiful handling of situations 

likely to appeal to the multitude, defective psychology, and 

the intolerably false handling of fine emotions. Hothouse 

sentiment takes the place of real feeling; insane pugnacity 

the place of valour; vulgar amorousness the place of love. 

One of the Restoration poets has written the line, "Damm him" 

cries Shadwell, "he cannot write sense ". The portion within 

inverted commas may well be applied to Davenant. It is courting 

disaster to endeavour to create an epic out of heroic deeds 

without being consummately possessed by the subject; and 

Davenant's psychological habit was too artificial to permit 

of this. 

The poem is modelled on the tragedy of the time. Each 

book is supposed to correspond to an act. In trying to write 

an heroic romance that would please the enlightened classical 

audience, Davenant threw away all the whimsical charm that makes 

the work of Chamberlayne and Shakerley Marmion and Churchill 

attractive, and he had little else to substitute. Thus the 

defects of tone and treatment are displayed unpalliated - and 

are well -nigh intolerable. 

It would be of little value to give an argument of the 

piece, which is the history of the love of Gondibert for Birtha 

and of Hugo for Laura and of Hugonil for bashful Orna, and so 

on, to the bitter end. Such interest even as there might be 

in discriminating between the characteristics of the puppets 
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that serve as characters is taken away by the poet, whose excess 

of accuracy leads him to label his characters:- "furious 

Dargonet" ; "ripe Tybalt" ; "little Hugo". 

The one thing that pleases in Gondibert is the display of 

the phrase - making power. Some of the pleasing lines and 

expressions are: 

"Power is that luscious wine ". 
"With old lovers' vain poetic eyes ". 
"Love's wild wonder ". 

Such expressions make it seem like'y that Davenant had lyrical power. 

How much better it would have been if he had worked this vein 

instead of perpetrating enervating epics. 

All these mid- century poems which have been considered 

(always excepting Gondibert) are pleasure- giving, although 

artificial and removed from life. There is in them much 

delightful matter of snowy bosoms and lily hands, and hair that 

ensnares the soul,and delicate feet ,and tears running from the 

afflicted souithat is never afflicted to an unbecoming degree. 

The note of tender sentimentalism is never displeasing except 

in Gondibert where it has loosened into mawkishness. 

But their chief importance consists in their prosodic 

interest (which will be considered later) and in the fact that 

they are worthy of consideration as quarries of language. It 

would be a pleasure to any lover of words to bring out to the 

daylight the quaint flowers of expression of these sweet artificial 

poems (in which there is hardly a breath of the old stern austere 

heroic air). For these men were poets rather than psychologists - 
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dreamers loving to wander in a coloured labyrinth of fancy rather 

than poets - and men of letters, half unconsciously and wholly 

instinctively seizing on the beautiful word and rescuing it 

from destruction, almost more than they were dreamers and poets. 

It is probable that much of our modern minor love poetry 

is indebted to these neglected Caroline poets - and it is good 

that this should be so, for the Elizabethan and Jacobean and 

Caroline ages were the great ages of language. In the Elizabethan 

ages all the facts of life were recreated in language of extra- 

ordinary beauty and splendour. Even simple facts and ideas 

were wonderfully clothed. And in the Caroline period this 

great linguistic power was adorned with fantasy and quaintness. 



123. 

Chapter VIII. 

Milton. 

Milton's career did not begin in the magnificent isolation 

in which it ended. The early poems partake more or less of 

the general literary character of the century. But the later 

poems - Paradise Lost - Paradise Regained and Sampson Agonistes - 

bear little resemblance to either the philosophical allegorical 

poems, on the one hand, or to the school of heroic poem writers, 

on the other. In truth, the long poems of Milton differ from 

any long poems previously produced in English - for almost all 

the long poems down to the time of Milton had been influenced 

by the epic of Spenser - which was essentially romantic. Milton's 

epic was the first classical epic in our language. Eighteenth 

century epic - careless and frigid as it was - was to hold the 

Miltonic rather than the Spenserian ideal. 

Milton's great work is - as Coleridge has said - Milton. 

However, there are three influences that may be said to have 

affected Milton. The first is that of Du Bartas: the second, 

of Giles Fletcher; the third that of the school of minor poets 

who imitated Fletcher. The third influence was slight but the 

traces that there are in Milton of acquaintance with such poems 

as "Christ's Bloudie Sweat ", and "The Perfect - Cursed - Blessed 

Man" are unmistakable. The influence of Giles Fletcher was 

stronger. it is seen in the description given in Paradise 

Regained of our Saviour in the wilderness, and in the description 
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of Satan. Satan, it is remarkable - is quite clearly visualised 

in Paradise Regained - where the poet has got this earlier 

visualisation to work on The conception of Satan as an old 

man seems to have been fairly common in the painting of the 

sixteenth century. In "La Vita et Passione di Christi ", 

published at Venice in 1518, there is a wood -cut prefixed to 

the Temptation. In this, Satan is represented as an old man 

with a long beard, offering bread to our Lord. (So ancient 

is the manner of temptation that we have almost forgotten to 

regard it as allegorical. The tempter is the offerer of bread). 

In Vischer's cuts to the Bible - as noticed by Thyer- the tempter 

is an aged man. Thus also is he represented in the painting 

by Salvator Rosa. 

When Milton first sketched his drama, it was his intention 

to follow Du Bartas and Grotius and adumbrate the fall allegorically 

It is almost a pity that he did not do this. "Despair" drawn 

by Milton, would have been very wonderful. He turned, however, 

to the narrative style. 

To Sylvester also he owed something, but, as Professor 

Mackai7 has pointed out, in Milton there is an undeviating 

magnificence, while Sylvester's efforts are sometimes characterised 

by grotesqueness. Milton could hardly (somewhat deficient in 

the faculty of character m drawing as he was - unless it were 

a matter of introspection) have failed to have been influenced 

by the portrait of Eve in "La Divine Sepmaine ". It is likely 

also that the shadow -painted Rembrandtesque portrait of Satan 

in Sylvester may have been suggestive to him. 
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There is nothing finer in Milton than the dignity with 

which the fallen angels are treated. And in Tasso and Marino 

the treatment of these is grotesque. Yet it is possible - more 

than possible - that Milton found inspiration in the passage 

in Crashaw's translation of Marino's " Stragi degli Innocenti" 

that describes the transformation of the fallen angels into 

serpents. Such are the straws that genius (sometimes distrustful 

of its own power of flight) will clutch at: so transcendent 

is the use made of them. 

Paradise Lost is one of the poems that it is almost futile 

to attempt to describe or to criticise (except from an historical 

or from a formal point of view). No appreciation ever written 

has been able to convey the glory of this song of passion, and 

apathy and glory and shame. 

It is modelled on the classical epic. Its twelve books 

are concerned with one action. Milton's life was a preparation 

for the poetical output of his later years. Into "Paradise 

Lost ", "Paradise Regained" and "Samson Agonistes" there went 

the experience of a life -time. Paradise Lost was not finished 

until 1663. It was sketched in 1634. Because of this long 

mellowing of idea m Milton's chief poem has a Doric exquisiteness 

of finish and perfection of form, and clarity of outline. 

It is the mirror of Milton's mentality in so far as it 

presents us with conceptions of a Titanic splendour - and calls 

up in the imagination a vision of shapes of creatures of more 

than human size, "beautiful, miserable, distraught ". It is 
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also unconsciously self -revealing. But in character - like 

most long poems, it is essentially undramatic and not pre - eminently 

introspective. 

We will consider the poem, to begin with, from the points 

of view of diction, style, imagery, and metre. 

"Words - words - words ", said Hamlet impatiently to Polonius. 

In the expression much of the splendour of Paradise Lost is 

conveyed. For Milton managed to make of words living things. 

Into words he gathered all the charm of the wonderful, mythological, 

world, spirit begotten and spirit quickened. Into words he 

succeeded in infusing all the woe and desolation that flooded 

his imagination. Words became in his hands: 

"Shadowy arrows that pierce the brain 
Dulcimers strung with the beams of the morn. 
Psalteries fashioned with pleasure and pain ". 

His command over words is unique. He can produce the most 

wonderful "Dumpf- musik "; he gets the most wonderful turn of 

phrases - such as "excess of glory obscured"; he gets wonderful 

combinations of rhythm such as "horizontal misty ". Examples of 

his power are: 

"These thoughts that wander through eternity" 

"Unrespited m unpitied - unreprieved ". 

"With bright emblazonry and horrent arms ". 

"With one small drop to lose 
In sweet forgetfulness all pain and wo" 

"the fleecy star that bears 
Andromeda far off Atlantic seas 
Beyond th' horizon." 
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Some of the words he uses shed sweet influence. Others 

are rich, "horrent ", brocaded; others are full of a flowing 

vowel music; others speak of "the sobbing of litanies and the 

thundering of organs "; others are of a strange blasted beauty, 

such as 

"The blasted stars look'd wan" 
and 

"The blank moon ". 

At times Milton positively gathers the stars to shine in 

the night of his poetry. 

The passionate cold splendour of his vocabulary is the 

reflection from his spirit. The "pale" flowers of the middle 

earth are not for Milton ® but the glorious frozen magnificence 

of the stately plants of the rarified regions = or the "nectar'd 

lavers strewn with asphodel "; and the flowers that grow by 

"sandy Luton's lillied banks ", or the blooms of Stygian darkness. 

Warmth in Milton's vocabulary there is seldom. 

From the point of view of style Milton may be classed 

with Aeschylus, Lucretius, Dante, and Shakespeare. There is 

something so peculiarly magnificent about his style that we 

call it the grand style. The viiltonic grand style is in some 

measure the fruit of formalistic device - of devices such as 

the placing of adjectives one before and one after a noun of 

more than two syllables. A favourite device is that of reversing 

the rhythm - of having a short adjective and a long noun in the 

first part of a line - and a long adjective and a short noun in 

the second: 

"With bright emblazonry and horrent arms ". 
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Milton is fond of bringing up a run of dis- syllabic words with 

a long monosyllable "the horizontal misty air ". He generally 

prefers, when he uses two adjectives, to have the dis- syllabic 

one first. The chief secret of the style, in fact, is that of 

the preponderance of stately rhythm. The style itself is the 

result of an enormous and tireless care - of the hunt after 

perfection of technique that, as Arnold said, wears the heart 

out. It is the fruit of the power to place words so as to give 

the verse the fullest accompaniment of vowel music. And it is 

above all the fruit of selective activity - and of a strenuous 

restraint. For Milton realised that there is no seductiveness 

like Puritan seductiveness - no combination so mighty as that of 

restraint with power. 

The Miltonic simile and metaphor always show epic simile 

and metaphor at their best. They are things of magnificence 

bursting (in the case of the simile) from the teeming brain like 

an overflowing flood. Besides their beauty they have always 

a spiritual and imaginative value. Life is made up of complex 

associations. Because of its associative value the simile of 

Milton is powerful. It sounds forgotten depths and brings into 

the verse half forgotten memories of things seen and dreamed. 

The imagination of Milton, like that of Sir Thomas Browne,takes 

fire unexpectedly and perceives essential similarity in things 

apparently unlike. As Mr. Gosse said of Browne - his imagination 

is a tinder -box. One thing leads to another until a labyrinth 
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of beautiful lines and phrases of associative value is built round 

the central idea. Sin and Satan are compared to "two black 

clouds over the Caspian ". The legions of Satan are likened to 

"autumnal leaves that strow the brooks in Vallombrosa ". Some- 

times the simile is of a diffuse magnificence. From one thing 

the flaming imagination of the poet leaps to another, as in the 

lines: 

"Far less ábhorr'd than these 
Vex'd Scylla bathing in the sea that parts 
Calabria from the hourse Trinacrian shore, 
Nor uglier follow the Night Hag - when called 
In secret rioting through the air she comes 
Lur'd with the smell of infant blood to dance 
With Lapland witches - while the labouring moon 
Eclipses at their charms." 

Like a molten flood the beautiful lines pour forth from a 

brain ready to burst with the flame within it. 

Sometimes the similes are, like the chariot of God, "flashing 

thick flames" and "instinct with spirit" - of a strange concentrated 

magnificence; 

"On his crest 
"Sat horror plumed" 

"Satan alarmed 
Collecting all his might dilated stood 
Like Teneriffe or Atlas unremoved." 

Sometimes the simile is sombre - sometimes weird - sometimes 

a treasury of all delight. 

We have dwelt on the magnificence of the Miltonic simile; but 

the simile is sometimes more wonderful than when the hoarded 

treasures of the mind come pouring out in a torrent of rich and 
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relevant (for in poetry all that is beautiful is relevant) 

irrelevance. The simile is at its best when it is slightly 

touched with the metaphysical spirit. This fine -ness may be 

illustrated from that one descriptive of the parting of Gabriel 

and Uzziel. 

"As flame they part" 

In Paradise Lost Milton attempted a difficult metre ® but 

he has given to his undramatic blank verse such an astonishing 

grandeur of cadence that it seldom flags. Once or twice in the 

passages descriptive of the domestic felicity of Adam and Eve 

he almost parodies his o'n grander moments. His style is not 

fitted for the delineation of the lighter moments of life. 

Sometimes he inserts a foot that is indubitably trisyllabic, 

as in the lines: 

"Us timely of what might else have been our 
loss" 

and 

"Because thou hast hearkened to the voice 
of thy wife." 

Historically considered, the prosody of Milton is important. 

From the battle of the couplets he stood aside m but into non - 

dramatic blank verse he infused that quality which to this day 

is its distinguishing mark. 

The subject of Paradise Lost, the "justification of the 

ways of God to man" - the theology of the poem m and the narrative 

have been subjected to depreciation. But what is of the essence 
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of the poem is not affected by any of those. Without speaking 

with contempt, "languid" or otherwise, of subject - the critic 

may point out that other things in poetry dwarf subject. Sheer 

beauty does: 

"Beauty is truth, truth beauty - that is all 
Ye know on earth - and all ye need to know" 

9sno -where truer than in the world of poetry. The silent hills, 

that "took from God's hands the principle of beauty ", utter no 

message - "have no subject" - to use the formula of criticism. 

They themselves - their beauty and their form - are the subject. 

Just so sublimated beauty may in itself constitute the subject of 

a poem. Supreme utterance is message. In the world of trans - 

cendBnt poetical val ,.:es it is possible to love utterance as thought 

and thought as utterance. 

Paradise Lost does not owe its beauty to its subject - but 

to its atmosphere and to its sublimity that haunts the reader 

"like a passion ". The atmosphere of the poem is unique. There 

is a universality in it that is to be found in hardly any other 

great poem. That is to say, all the associations of the past 

are swept into it. It is rich not only with the "giant brood of 

Phiegra, with the "heroic race, that fought at Thebes and Ilium ", 

but with 

"what resounds 
In fable or romance of Uther's son 
Begirt with British and Armoric knights ". 

In sublimity - no other poem in English literature equals 

Paradise Lost. Burke suggested that sublimity arises from fear: 
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Bradley that the essence of the sublime is the austerity that 

crushes the sensual. In the case of Paradise Lost this can 

hardly be so ® for to read Paradise Lost is to experience a rapture 

that awes and pains, of sensual enjoyment, an almost terrifying 

abandonment to the luxury of a wonderful strain of words, to feel 

an emotional excitement as keen as that given by the painful 

tenuity of Donne m the music that hurts like a thin flame. 

The effect of Paradise Lost is (to use, for lack of a 

better word whose inadequacy is obvious) almost horrifying. If 

we analyse the peculiar painful impression that the poem makes - 

one of sombre terror m of horror perpetually awakened ® we find 

that it comes from the extraordinarily skilful distribution of 

lines that keep ever vibrating the chord of pity and terror. In 

the mediaeval romances the gnomic verse had this atmospheric 

function, In the "Idylls of the King" Tennyson has scattered 

lyrics that help subtly to create the atmosphere he is trying 

to build up. The skill with which Milton introduces the recurrent 

element of pain may be seen from the lines: 

"Here in perpetual agony and pain." 

"Thou wilt not leave me in the loathsome grave." 

To seek her through the world." 

"I to hell am thrust 
Where restless joy nor love - but fierce desire 

"faded splendour wan" 

"Chains of darkness and th' undying worm." 

"The hot hell that always in him burns." 

11 
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Each line is like a beat of pain within the brain. It 

seems to speak of some old woe m to arouse a passion tumultuous 

yet inarticulate. There is something secret and cabalistic 

about the linguistic combinations of Milton m some mysterious 

power. This it is that must have been felt by the writer who 

said that the poetry of Milton affects the mind like an incantation. 

One who had a passion for Milton said "The poetry of Milton 

differs from that of Dante as the hieroglyphics of Egypt differed 

from the picture writing of Mexico. The images which Dante 

employs speak for themselves; they stand simply for what they 

are. Those of Milton have a signification which is often 

discernible only to the initiated. Their value depends less 

on what they directly represent than on what they remotely 

suggest ". 

Again, it has been said "There is one particular picture 

in Dante to which I know absolutely nothing similar in Milton. 

And that is the great passage of the third gate of Purgatory 

with the first stair of flashing white - and the second cross -riven 

of sullen blue - and the blaze of blood -red porphyry above - and 

the sworded angel in the ashen cloak sitting on the threshold 

itself - his feet on the crimson step." 

It may be conceded that Milton lacks the visualising power 

of Dante and of the writers of the Spenserian school, but this 

lack is compensated by the presence of a power infinitely greater - 

that of evoking magnificent vague images of pity and terror. 

Milton, it is true, does not deal in flashing white or "sullen 
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blue" or in fierce blood -red; but he deals in things fiercer 

than any of these. He flings a blackness, palpitating, throbbing, 

across his canvas, and bediadems it with all the stars of heaven 

plucked by his arrogant hand - and lights it with a flaming 

lambency that seems just ready to beat through the tumultuous 

masses. A tremendous science of skiography was this of Milton. 

There never has been anything like it before or since. And yet - 

it is hardly with shadows that he paints. It is with masses - 

masses of a darkness whose infinite variety of tone and mystery 

must ever remain unfathomable. Eye hath not seen a mightier 

vision of God than that which fills the mind on reading the words: 

" thou 
With mighty wings outspread 
Dove -like sat'st brooding on the vast abyss 
And mad'st it pregnant." 

The description of the waste land in which Satan found 

himself is also of the greatest. There is "no middle flight" 

with Milton. 

Yet in some of the descriptions there are distinct visual- 

ising touches - as in the vague description of the Fall - given 

by Satan to Be- elzebub. 

The picture of the tremendous bulk of Satan, with proud 

head uplift and eyes that sparkling blazed, is of divine magnificence 

and the lines: 

"It was a rock 
Of alabaster, piled up to the clouds." 

are of colossal simplicity. 
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It is when Milton gives himself up to vast impressions 

that he is most marvellous. There is a great difference between 

the tremendous Satan of Paradise Lost - an influence powerful 

gracious - smothering - suffering - sublime - and the grey 

visualised figure of Paradise Regained. 

It has been suggested that Milton meant to make Adam as 

clear as Palma Vecchio had made him. Very often the work of 

Milton recalls the work of the Italian Renaissance painters. 

The picture of God borne on the wings of Cherabim recalls the 

God of Michael Angelo - that sculptor and painter most Miltonic 

in temperament. The description of the expulsion of Adam and 

Eve who: 

"Hand in hand with wand'ring steps and slow 
Through Eden took their solitary way" 

is like nothing so much as the frescoes of the Creation in the 

Brancacci Chapel at Rome. 

The most terrible picture in Paradise Lost is that which 

in Crashaw is grotesque the description of the transformation 

of Satan to a serpent. All the images - all the associations 

called upon for background are of a nature to arouse a shudder. 

"Not so thick swarm'd once the soil 
Bedropp'd with blood of Gorgon on the isle Ophusia." 

The picture goes on in a crescendo of horror: the transformed 

angels rolled over each other thicker "than the snaky locks that 

curl'd Ivlúgaera ", until the picture concludes with the hateful 

description, the shattering dis- illusionment of the fruit that 

changed to ashes. 
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The psychological simplicity of Milton's work is marvellous. 

The lines of character delineation are as unadorned as those of 

the Beowulf. Milton could not create human types. But there 

is in his simplicity a grandeur that recalls Aeschylus. And the 

description of Eve's first awakening to consciousness recalls the 

delicate simplicity and wonder of Maeterlinck's Joyzeile. Milton 

was probably affected by the Jacobean attitude to the long poem. 

Drama in Jacobean times was usually "touched with flame ". It was 

the department of literature devoted to the working out in action 

of emotion. The epic poem was, as a rule, more impersonal. It 

was the fruit of emotion apprehended impersonally. The 

¢¢ 

difference 

may be seen from a comparison of Milton's epics with Sarison 
A 

Agonistes; which is much more introspective than any other poem 

of Milton, and more human. Paradise Lost is not read for its 

human or psychological interest ® but for the poetry, mighty, 

rushing, smothering, overshadowing, reverberant, for the crashing 

orchestration of sublime words, for the poetry of intense spiritual 

value m while Sampson Agonistes (not so sublime as poetry although 

polished to an immortal clarity and welded as in a white flame) 

is full of human interest as painful and powerful as that aroused 

by the figure of Orestes caught in the machinery of fate and 

haunted by terror unspeakable. 

Yet Paradise Lost is a tragedy ® a tragedy of tragedies - 

Tr2kturspel aller Tr t. erspelen Vondel called it ® although the 

tragedy is not the tragedy of the human creatures against the 

background of "Titanic Blooms and chasmed fears ". It is the 
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tragedy of a magnificence like that of Satan gradually and 

inevitably decreasing. Consequently Paradise Regained, although 

meant as a triumph, is also a tragedy - for in it the utter ruin 

of Satan is accomplished. The splendid Prince of Darkness has 

become but "a grey dissimulation ". It is intended that when 

Christ stands unfalteringly on the pinnacle Satan should recognise 

his doom. 

The lowering of the spiritual tension in Paradise Regained 

may be seen from the difference between the invocation to the 

Holy Spirit in Paradise Regained from that in Paradise Lost. 

That in Paradise Lost is of a splendour inexpressible: that in 

Paradise Regained is almost on a level with the lines of G.Fletcher: 

"0 thou that did'st this holy fire infuse 
And taught this breast - but late the grave of hell 
Wherein a blind and dead heart lived - to swell 
With better thoughts, send down those lights that lend 
Knowledge how to begin - and how to end 
The Love that never was, and never can be pen'd." 

The subject - that of the Temptation = is one that had been 

worked out by Giles Fletcher. The description of the table that 

Satan caused to rise up in the desert before Jesus ® with the 

attending Naiades bearing "fruits and flowers from Amalthea's 

horn ", and the "fair ladies of the Hesperides" owes something to 

Fletcher's description of the banquet set out in the Bower of 

Vain Delight. 

There is one passage in which Satan is invested with the 

old sublimity, the old all- compelling dignity, the one in which 

the arch -fiend now undisguised, answered: 
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"Tis true, I am that spirit unfortunate 
Who, leagued with millions more in rash revolt 
Kept not my happy station - but was driven 
With them from bliss to the bottomless deep." 

The verbal thaumaturgy of Paradise Lost shows itself 

sometimes. There is one very beautiful passage of name 

manipulation: 

"And ladies of the Hesperides, that seem'd 
Fairer than feign'd of old or fabled since 
Of fairy damsels met in forest wide 
By knights of Logres or of Lyones 
Lancelot or Pelleas or Pellenore." 

Undiminished is the mental power that produced the simile - 

as may be seen from the beautiful comparison: 

"Like an autumnal star 
Or lightning thou shalt fall from heaven" 

but the working out of the simile is usually invested with a 

paler poetical lustre . . . . . 

Milton has given to literature the two supreme epics in 

English. He stands aloof from the religious schools of the 

century. Although his is the finest religious work that the 

seventeenth century has produced, the early work cannot be said 

to have led the way to him, for he benefited only to the extent 

of a few words, pictures, and visualising phrases. The influences 

that played on his work from the publication of Cornus to the 

publication of Paradise Lost are all intra- Miltonic. 

All the other religious poets of the century made use of 
rhyme. Yet Milton dared to discard this accessory of poetry 
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"that exquisite echo which in the muses' hollow hill creates 

and answers its own voice" - rhyme which "in the hands of the 

real artist becomes not merely a material element of metrical 

beauty but a spiritual element of thought and passion." Yet 

so gorgeously has he played upon his lyre - stripped like the 

Greek one of this grace - that in the .full -toned magnificence 

of the notes he produces, the absence of rhyme is not even 

noticed. 

It has been said that Milton was a Puritan. In politics 

and religion he was - but then Milton was a Puritan only because 

he was an individualist. As the Renaissance love of beauty had 

led to the florescence of the religious school of Fletcher- so 

did the individualism which led to an undesirable lack of restraint 

in many cases, lead Milton towards Puritanism. Thus if Milton 

was Puritan in practice, he was not so in theory. In Paradise 

Lost the inborn Paganism of his nature triumphed magnificently 

over the superimposed Christianity. The wrenching of the poet's 

nature, the endeavour to tame to a Catholic submission a pride 
of 

as strong as that /Lucifer, the sublime fanatical waste (which 

can hardly be called waste, the results of it are so magnificent) 

invest the work of the poet with an intense fascination. It 

is the restraint in Milton that was so Puritanical, a restraint 

fanatical, yet justified by the awe that takes the place of 

spontaneity and sweetness. The grand style is the outcome of 

this restraint applied to words. Truly the brow that looks 

like marble is not often too unworthy a substitute for the brow 
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that smells like myrrh. 

Yet it must be acknowledged that despite the sublime cadences 

in Milton's poetry which give the lie to the exclamation of 

Ijconte de Lisle "0 Brahma, everything is but the dream of a 

dream" ® despite the exquisite rhythms and sonorities that, 

according to Michilet are the fruits of the most delicate faculty 

of a writer m there is a lack of sweetness in the work of Milton. 

In the poem on a May morning there is a human glow and sweetness. 

There is the desire of the earth and of the things of the earth 

in L'allegro. But in the main the poetry of Milton m to describe 

it negatively in the poet's own terms, is not the poetry "of 

dropping odours, dropping wine ", of the "eternal summer ", of 

the "musky wing of the west winds" - of the smell of nard and 

cassia and cedars and hyacinths and roses. This is because 

of a certain lack of humanity in Milton. Tears were rejected; 

love and all 

"the purple dyes 
That drop from the splendid wing" 

of love were rejected. The only human element admitted by this 
most arrogant of consciousnesses was the element of a pain too 
strong and proud to be other than stern; the only perishable 

blooms the poet considered worth culling were: 

"the sanguine flowr's inscribed with woe" 

Along with the sweetness the caressing note of the early Jacobeans 
is missing. Milton had by no means such a vivid apprehension 

of the beatific vision as had the lesser poet, Giles Fletcher. 
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I 
had in a peculiar degree the greatest power of all - 

the power of creating sublimity. He is sometimes as sublime as 

Isaiah. The eyes that could not look outwards looked inwards 

and flung into words the Titanic brooding of the spirit. Milton 

was truly "a garden inclosed, a spring shut up, a fountain sealed ", 

and it is this which gives in some measure the quality of 

tremendous and pathetic vagueness to his work, this which made 

the immortal song flow forth so tirelessly and sonorously and 

irresistibly affecting in the day when the north wind blew upon 

the garden and the spices thereof flowed out. 

Milton was as full of the sense of the sublimity of his art 

as Leonardo da Vinci, and he had something of the thoroughness 

of the most enthusiastic of Renaissance painters. Vasari relates 

of Masaccio that the painter studied perspective to such an extent 

that he would neither eat nor drink, and that to his pleading wife 

he would only respond "Oh how sweet a thing is this perspective." 

Milton had this very un- English enthusiasm, this tirelessness, 

this sense of responsibility. To the tremendousness of Angelo 

he added the cold perfection of Raphael's technique. 

On fact, he was the most classical of all our poets. Not 

only is his poetry the beautiful temple of an unacknowledged 

Paganism, not only does it translate everything into classical 

terms, it is a temple of Doric delicacy and finish - and of a 

workmanship, if not as thorough as that of Virgil, yet of a 

calibre entirely classical. It was the form of Milton, not the 
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spirit, that affected the epic of the eighteenth century - which 

never got at the root of Milton's classicism. It shows how far 

away the poets of the eighteenth century had got from the true 

classicism; it shows how pseudo -classicism - like "a living 

blotch of bale" was spreading; it shows how near the utter waters 

were to going over the true soul of poetry, that the later 

Augustans failed to realise the nature of Milton's supremacy 

failed to recognise the effort that went to the creation of 

this poetry, so splendid and so severe, caught into a garment 

of words - failed to perceive the search "day and night for the 

idea of the beautiful through all the forms and faces of things" - 

that they thought epic a matter of rules, and even that epic could 

be produced as the fruit of odd moments - and thus lost their 

heritage of bowing in reverence to strains that might "create 

a soul under the ribs of death." 
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Chápter_ IX.. 

The Long Poem in Couplet in the later Seventeenth Century. 

In considering the long poem in the hands of Cowley and 

the couplet writers e a digression on the change that had come 

over poetry may not be considered reprehensible. Towards the 

close of the 1%th century, Italian poetry, which had been the 

main source of inspiration for English poetry during the century 

became very impoverished. The Petrarchan tradition had dwindled 

into insipidity: pastoralism was beyond redemption artificial; 

there was no fresh or vigorous blood in Narinism. A classical 

revival was attempted but literature had not sufficient vitality 

to undergo a classical regeneration. 

In Germany)Opit.z, Stjernhjelm and Armebo were classical 

and the classical spirit was strong in Dutch literature also. 

The classicism that was to dominate England in the Augustan 

era had its origin in France ® but the earlier classicism in 

England was but little influenced by the French movement. It 

had an independence of its own, and was the outcome not only of 

a desire for formalistic improvement m but of a lack of patience 

with the literature that was quaint, diffuse, unexpected, romantic. 

The earliest poets of the new school were Waller, Denham and 

Cowley. As early as 1621 Waller wrote the verses to the king on 

his navy. He also made an attempt at a long poem - called "The 
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Battle of the Summer Island." This poem has one quality that 

the long poems of the Jacobean school lacked, the perspicuity 

which Hobbes in his essay concerning the Virtues of an Heroic 

Poem, considered as an essential of the epic poem. Its tone is 

one of artificial enthusiasm. The charms of the Island are 

enumerated in a mercantile fashion. "Incensed" is the most 

adequate adjective the poet can find to describe the "wallowing 

sea monsters ", infuriated by flesh - tearing weapons. This poetry - 

the so called poetry of good taste has a tendency to fall into 

inadequacy amounting to bad taste. 

Waller's poem on "Divine Love" is written with much propriety. 

It is very "temp'rate" as the poet himself would say. 

Save from the metrical point of view the poetry of Waller 

is unsatisfactory. A lover of poetry can get but little pleasure 

from its perusal. It is easy to understand the change in style 

and metre accomplished by the classical school. It is less easy 

to understand the lowering of spiritual temperature that came in 

the train of the heroic couplet. Of the poets of the classical 

school there is scarcely one distinguished even by flashes of 

spi*.ititality save Rochester. 

The perspicuity of Waller is a mean perspicuity: the verse 

is finished but frigid and feelingless. 

But the poems of Waller are only anticipations of long 

poems - and would not be mentioned in the present chapter were 

it not for their metrical importance, and for the fact that their 

metre is adopted in the epic of Cowley. 
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Cowley was half of the old and half of the new. He 

emerged from the school of Cambridge poets, More, Beaumont and 

Crashaw. His earlier poems show an extreme, although artificial 

metaphysicality. One qualification at least he had for the 

writing of epic, a sense of the greatness of his subject and 

of the task that lay before him. He was indeed full of the 

sense of the nobility of his subject which was a sacred one. 

Cowley, like Francis Thomson, regretted the separation of 

poetry from the church. "Too long the Muses' land hath Heathen 

been ", he wrote, in sorrow that poetry should centre round Pagan 

legends, and again "Amongst all the holy and consecrated things 

which the devil ever stole and alienated from the service of the 

deity - there is none that he so universally and so long usurped 

as poetry:" Having chosen a sacred subject, he realised that it 

must be treated with the utmost care. In the Preface he wrote 

"Neither must we think to cut and polish diamonds with as little 

skill as we do marble - for if any man design to compose a sacred 

poem - by only turning a story of the scripture, like Mr. Quarles, 

into rhyme - he is so far from elevating of poesy, that he only 

abuses divinity." 

The poet feels that he himself has not given his poem the 

attention or the polishing it deserves. 

In scheme the Davideis was intended to follow the epic 

of Virgil, but the author was not able to carry out his intention 

so that the poem as it stands contains only four books. 

It is literature - second class literature it is true - but 

yet literature. This is more than can be said of Cowley's 
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prodigious imitator - Blackmore. The poem was probably influenced 

by the Moyse Sauvé of Saint Amant. Its most striking fault is 

the slowness of the movement. So short is the main plot of the 

first two books that it could be told in a few lines. The 

digressions swamp the action. This is an unfortunate defect, 

for lack of narrative power is a serious drawback to an epic 

poet, although narrative power is not the chief thing. 

Yet the poem is not without moderate excellency of treatment. 

We get a clear conception of the characters of terrible Saul and 

sweet Michal and gracious Jonathan. The lines descriptive of 

the love between David and Jonathan are good. 

"Oh wond'rous prince, who a true friend could'st be 
When a crown flatter'd and. Saul threaten'd thee 
Who held'st him dear whose stars thy birth did cross 
And boughted'st him nobly at a kingdom's loss." 

and those descriptive of the natural dignity of Saul are not 

lacking in power, although more might have been made throughout, 

of the mighty figure of Saul "whom God forsook ". In some of 

the descriptions is a note of sentimentality. David is described 

as "Hot as ripe noon - sweet as the blooming day." 

In an epic poem, narrative is not the main thing, nor even 

treatment, but language. Cowley's poem in this respect does not 

compare well with the work of his predecessor Spenser, or his 

successor Milton, or even of the allegorists who succeeded 

Spenser. Yet the language, if not beautiful, is competent. 

The emasculation of Waller is not here. The influence of a 

more potent tradition (even here in thought and expression traces 
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of metaphysicality may ,seen) breaks through the primness. 

There are some flowers of expression, such as : 

"I consecrate my Magdalene to thee" 
"He and his host drank, up colsi death by me" 
"Jonathan pierc'd him through with'greedy eye" 
"What art thou, Love, thou great.consuming flame" 
"Gazing upon great Love's mysterious face" 
"Alarmed all by one fair strange. *ys eyes 
"The strange and wanton tragedy of their sirs" 

Occasionally the language is touched with preciosity. 

Sometimes the lines are left unfinished. This produces 

an impression of carelessness. The style, too, has its weaknesses, 

consisting chiefly of the tendencies to bathos m to exaggeration 

in metaphor and to the padding of the lines with commonplace 

adjectives. The grammar itself is not irreproachable. 

The monotony of the couplet is frequently varied with 

trisyllabic feet - and in one case the decasyllabic couplet is 

exchanged for two Alexandrines. 

The poem is pervaded by the sense of fate. David was 

the man of "strong fate ". Celestial or infernal councils 

decide upon the fate of the characters. Blackmore may have 

been indebted to Cowley for his eternal epic machinery. The 

fury Envy is sent from Satan to Saul as the Fury Persecution is 

sent to work mischief in Prince Arthur. 

Sonne of Cowley's descriptions are good. That of Hell is 

particularly so, and - moreover - can have owed nothing to Milton. 

"Here no clear glimpse of the sun's lovely face 
Strikes through the solid darkness of the place ". 

But Satan is treated with none of the grandeur of Milton. His 
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physical characteristics are described with too great particularity, 

and this leads to bathos. The description of the moon "with 

thousand stars attending on her train" gives pleasure. There 

is quite an anticipation of the manner of the eighteenth century 

in the description of Fancy. David in a dream sees the kinds of 

Israel down to Christ. This is a favourite theme in epic. The 

description of Mary is fine - and that of Gabriel who carries with 

him "his own glorious day ". 

In conclusion - the Davideis - although the subject chosen, 

the working of fate round David and Saul, is of the highest, and 

although most of the poem is competent (in criticism of poetry 

this is but poor praise) must be allowed to be inadequate. The 

impression of inadequacy may be due in some measure to the 

unpolished state of the poem = but is due largely to a lack of 

consistent elevation in treatment on the part of the poet who 

failed to realise to the full, the values out of which his story 

is woven. Cowley's conception of poetry is a little didactic - 

his sense of virtue a little mechanical. For the machinery of 

his epic, he was partly indebted to the earlier allegorical school 

of poets, and this machinery became stereotyped later in the 

eighteenth century. 

Cowley had no immediate successor in epic. Not until the 

time of Blackmore was there a revival of this kind of poetry - 

but account must be taken here of the work of Dryden, who 

employed the couplets in poems which if not epic are long poems 

of a kind. Such are Absalom and Achitophel, the Medal, 
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Macflecknoe, Religio Laici, and the Hind and the Panther. The 

first three of these are neither narrative nor epic ® but 

satirical. Their universal appeal comes from their consummate 

polish. Nothing more unlike the clumsy decasyllables of earlier 

seventeenth century satirists,or the consciously grotesque 

octosyllable, can be conceived, than the deadly polished couplet 

of Dryden, whose pen seems dipped not in ink but in a kind of 

incomparable vitriol composed of wit and malice. 

The Religio Laici is longer. It is an argumentative piece. 

Its verse has not the fire which along with the calm dignity of 

the earlier satires makes so inimitable a combination - but then 

the treatment does not demand fire. The poem is very highly 

finished. At the conclusion a humility is displayed, which, 

whether sincere or not, is the weapon whereby an enemy is injured, 

for Dryden concludes with the lines: 

"And this unpolished rugged verse I chose 
As fitting for discourse and nearest prose 
For while from sacred truth I do not swerve 
Tom Sternhold's or Tom Shadwell's rhymes will serve." 

It was this belief in the power of a sacred subject to rescue a 

poem from futility that Cowley had censured so severely. 

The Hind and the Panther - giving scope as it does for 

Dryden's talent for analogy m is still more admirable. The poem 

as a piece of reasoning is disqualified because the poet instead 

of trying to reason from Finite to Infinite, merely prostrates 

his intellect before the Infinite. But it is full of good and 

subtle comparisons, and of an allegorical skill which is used 
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unscrupulously for the belittlement of rival sects. The most 

exquisite faculty of this restoration Hercules was that of 

analogy. 

In Dryden's religious poems there is a curious combination 

of wide philosophical outlook and of intellectual abjectness. 

But they are all admirably poised. The fripperies and garnitures 

are directed with scrupulous care towards one end - the elucidation 

of the poet's idea. 

These poems of Dryden have, however, another - as well as 

their intrinsic value. All the poetical talent, owing to the 

suspension of the song faculty, was destined to be expended on the 

Long Poem - and in this way was poetry kept alive. If Dryden 

had not popularised the Long Poem and thus provided a vehicle 

for such pale sparks of poetical feeling as the next century 

emitted - poetry might have even fared worse than it did. 

Before passing on to the next century, we may note very 

briefly the publication of some poems in Heroic Couplet, 

Mulgrave's Essay on Satire, 1679 and Essay on Poetry 1682 - 

Roscommon's Essay on Translated Verse, 1687 - and Pomfret's 

Choice 1699 which is a piece of nature appreciation right at 

the end of the century. 
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Chapter X. 

The Mock Heroic Poem - Butler ® Garth - Prior - Pope. 

The chief writer of mock-heroic is Butler, whose work has 

passed into the front rank of this kind of poem. Hudibras is 

the first poem of its kind in our literature. There were no 

predecessors for Butler to imitate. Even the satirists Corbet, 

Cleveland and Marvell, could only have given him hints. It 

has been said, indeed, that in the work of Cleveland "flashing 

his random speeches at the enemies of his party and of his king - 

there are found the beginnings of the 

patient persistent laborious author of Hudibras." But although 

to some extent Butler made use of rough material he found in 

Cleveland, in the main he is indebted to him for tricks of 

manner. Tricks that Cleveland made use of in his formal satire, 

Butler used for grotesque effect. Such are the employment of 

double rhymes "gender -surrender" "have bred-feather-bed"; and 

the rhetorical zeugma of Cleveland. 

Hudibras is a mock -epic, whose hero is a Presbyterian 

magnate. Butler was influenced by the "character -writing" n 

contemporary prose but the idea of the poem is contained in Don 

Quixote. The story is that of a Presbyterian justice - who 

with his squire Raipho - sets out to amend abuses. A series 

of brilliant and malignant portraits is given, each of which 
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is taken from the life. In the third book, descriptive of the 

"wooing-weather" of Hudibras = the poem becomes broadly farcical. 

This third book is not of so much interest as the others. In 

proportion to the increase in farcical matter, the analogical 

irony declines. 

Each of the portraits given in the first book, of Hudibras, 

Ral,ho, Crowdero, Orsin, Bruin, Talgol, Magnam, Trulla, and Cerd -R- 

is of interest and is brilliantly drawn m but the appetite becomes 

cloyed with the continuous succession. 

Epic and heroic poems are not only parodied in the general 

scheme. Their manner is parodied too. This may be illustrated 

from the sneer at the fine line in the Aeneid, descriptive of the 

lightness of Camilla, and from the lines: 

"But Rudibras as yet lay fast, 
Where to the hard and ruthless stone 
His great heart made perpetual moan." 

Butler's work is less pleasing than Dryden's - because it 

is far more bitter. All weapons of the caricaturist - except 

the very important one of aloofness - are at Butler's disposal. 

One of the least pleasing powers displayed in Hudibras is that 

of creating a sordid and malignant atmosphere by means of a 

multiplicity of low touches. Those metaphors and similes are 

sought for that have ridiculous and sordid associations, as in 

the lines: 

"Thou wretched vermin 
"As e'er in measled pork was hatched." 

and: 
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"Tis strange how some men's tempers suit 
Like bawd and brandy, with dispute 
That for their own opinions stand fast, 
Only to have them claw'd and canvast." 

One of the chief defects of the poem is that there is too 

much psychological stuff and too little action. But despite. 

this - despite the poverty of the scheme and the inadequacy of 

the ending, Butler is the English satirist who displays the 

greatest intellectual power and the most complex gifts. Dryden, 

who is more brilliant, gives only portraits, where Butler gives 

figures grotesque, but living. The psychological knowledge of 

Butler was lacking to Dryden. 

An appreciative attitude was taken up by the eighteenth 

century towards Butler, who may have pointed out the way for 

its occasional flippant treatment of mythology. When Prior 

wrote: 

"My passion is as mustard strong 
T sit all sober sad. 
Drunk as a piper all day long 
Or like a March hare mad." 

he has caught the manner, although happily not the spirit of our 

greatest caricaturist. 
Before we consider the work of Prior in mock -heroic - we 

must consider the Dispensary of Garth, published in 1699. The 

Dispensary owed most of its interest to the contemporary dispute 

with which it dealt, the disagreement between apothecaries and 

doctors. As the subject is a serious one, it is not quite 
appropriate to treat it in a mock -heroic vein. 



154. 

Tie poem, which is written in six books, shows distinct 

literary and satiric power. Examples of this satiric power 

are: 

"This place - so fit for undisturb'd repose 
The god of sloth for his asylum chose." 

and the lines descriptive of Ursin: 

"Constant at feasts - and each decorum knew 
And - soon as the desert appear'd - withdrew." 

Garth keeps the conventional epic machinery and figures. 

The allegorical figure of envy is described as dwelling in a 

dark grot. She is visited and pressed into service. The mock - 

heroic manner may be seen in such a passage as the following: 

"With that - a glance from wild Aurora's eyes 
Shoots through the crystal kingdoms of the skies, 
The savage kind, in forests cease to roam 
And sots, o'ercharg'd with nauseous loads, reel home." 

The poem is not too long - and displays a sense of proportion. 

There is one line that might have been a warning to his contemporary 

Blackmore: 

"None but a Pheidias should attempt a gore." 

Prior's "Alma" has caught a good deal of the manner of 

Butler = to whom it contains one reference. 

"But shall we take the muse abroad 
To drop her idly on the road'' 
And leave our subject in the middle 
As Butler did his bear and fiddle ?" 

It makes delightful reading. The similes are used for humorous 

effect. This may be seen from the reference to the soul who: 

"Runs everywhere like Hamlet's ghost 
While everywhere she rules the roast." 
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Prior's method consists of innuendo: - 

"At Tonquin - if a prince should die 
As Jesuits write - who never lie." . . . 

The best known mock-heroic poem of the eighteenth century 

is Pope's charming "Rape of the Lock ", published in 1711. De 

Quincey called the "Rape of the Lock ", "the most exquisite monument 

of playful fancy that universal literature offers." Warton 

compared it favourably with the Lutrin of Boileau and the Dispensary. 

But the comparison between the Rape of the Lock and Garth's mock - 

heroic poem is hardly a just one, for the former is immeasureably 

superior to the latter both in wit and brilliance, and in happiness 

of choice of subject. It is a consummate work of art, and this 

is more than can be said of the mock -heroic poems of either Prior 

or Garth, good as these are in their way. 

The use of machinery in the second version of the finished 

"Rape of the Lock" is delightful - and contributes considerably 

to the mock effect. But perhaps that which gives most pleasure 

in the piece is the way in which the gently burlesque tone is 

sustained throughout, the tone of delicately turned raillery, seen 

in the lines: 

"With beating hearts the dire event they wait 
Anxious and trembling for the birth of fate; 
Not fierce Othello in so loud a strain 
Roared for the handkerchief that caused him pain." 

It is good to have so gentle and exquisite a piece of 

raillery from the biting pen of Pope. 
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On the whole - the mock -heroic poems of the later seventeenth 

and eighteenth centuries are better finished, and represent better 

work than the neroic poems. And they are certainly more amusing. 
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Chapter XI. 

Blackmore. 

The ftnerst writer of regular epic poetry after Milton was 

Blackmore, who discarded the stopped couplet of his master Cowley, 

from whom he took his machinery and general formulas; and the 

blank verse of Milton m and adopted once more the enjambed form 

of the couplet. Not only was Blackmore the first writer of epic 

after Milton. He was the most voluminous writer of heroic poems . 

in the eighteenth century. 

Blackmore's epics were not successful. His first epic 

"Prince Arthur ", had = it is true e the doubtful distinction of 

being admired by Locke; and "Creation" was well received by the 

"Spectator ". But the others attracted little attention. Dr. 

Johnson said that "Eliza" dropped still-born from the press. 

The reasons for this lack of success are not far to seek. 

They are as follows: 

I. Blackmore had a distorted conception of the essentials 

of epic. In the Preface to "Prince Arthur" he says that people 

fail in writing epic not so much from lack of genius as from lack 

of knowledge of rules. With the pleasant feeling that to be 

orthodox in the conception of epic leads to the production of 

good epic poetry he goes on to define an epic poem. "An epic 

poem is a feigned or devised story of an illustrious action, 

related in verse, in an allegorical, probable, delightful and 
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admirable manner, to cultivate the mind with instructions of 

virtue." 

Blackmore goes on to say "To make it delightful and admirable 

must concur sublime thought, clear and noble expression, purity 

of language, a just and due proportion, Relation and Dependence 

between the parts, and a beautiful and regular structure discern- 

ible in the whole." 

He fails to see that this definition clashes with his first 

statement, that good epic failed to be produced rather from lack 

of knowledge of rules than from lack of genius - for the qualities 

which he postulates as essential to the epic are such as come not 

through knowledge of rules, but are dependent on genius. The 

truth is - Blackmore's criticism like his poetry was raw and 

undigested, and therefore inconsistent. The belief in the 

efficacy of rules explains much of his false classicism. 

II. Blackmore's valuation of epic was ethical rather than 

literary. This ethical bias may be seen from the definition 

quoted above. Blackmore never grasped the truth that the ethical 

effect of a piece is only a secondary consideration from the 

artist's point of view - and that the artistic value of the piece 

is everything. Indeed he never got within sight of the pure 

literary point of view - writing as he did to provide pure 

literature for the young. Again in the Preface to "Prince 

Arthur" occurs the following statement: "In an epic poem where 

characters of the first rank and dignity are introduced, the 

fable, the action, the particular episodes are so continued 
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that either Fortitude, Wisdom, Piety, Moderation, Generosity, 

some or other noble and princely virtues shall be recommended, 

and their contrary vices made odious." 

III. The poet's belief in rules led him into the error 

in which he was followed by later epic poets of the eighteenth 

century ® that of copying the form of the ancient epic while the 

spirit is lacking. Although Blackmore was unlearned, Smart's 

line may be applied to his poetry, which is "By pedant affectation 

taught and bred." 

IV. Epic is a kind of poetry that demands a mind well 

stocked with the treasures of literature while Blackmore confesses 

that he had read but little poetry in his whole life -time. 

V. The literary epic (as distinct from the racial epic 

which is the accretion of time) requires infinite labour and 

thought. Virgil polished his work with tireless care. Milton 

did not begin Paradise Lost until he had the literary toil of 

a life -time behind him, and all he wrote is exquisitely finished. 

Blackmore, on the other hand, wrote his epics when going from 

place to place. The composition of his poems was very hurried. 

It is difficult to see how he could have hoped to produce adequate 

work in this way - for he was fully aware of the difficulties of 

epic, and is so exacting that hardly even to Milton will he allow 

the title of epic poem. He remarks that for nearly 1700 years 

no one has succeeded in the attempt e and that before this only 

Homer and Vergil. It is noteworthy that after the failure of 

Prince Arthur to secure universal admiration Blackmore bolsters 
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up his self-esteem by ruling out Homer and Virgil also from the 

ranks of perfection. "Tis certain" he says "that none could 

expect from me an epic poem in all degrees of perfection: there 

is no faultless writer of that kind has ever appeared in the 

world, not Virgil himself excepted, tho° his poem was a labour'd 

piece." He says that Homer also stands convicted of many 

defects. 

VI. Blackmore did not know how to produce sublime effects. 

This is shown from the fact that his imitations of sublime passages 

in his models are mere travesties. This lack of feeling in 

Blackmore with regard to his own work is somewhat strange - for 

he possessed the power of apprehending sublimity. He felt 

genuinely the sublimity of portions of the Bible, and says that 

he agrees with Cowley that there are no more 

poetry to be found than in the scriptures. 

VII. He is terribly deficient in good sense. 

noble subjects of 

"Machines" 

are used so inordinately and disproportionately in his poems as 

to give. a sense of falseness, almost of burlesque. 

The works of Blackmore are Prince Arthur; King Arthur, an 

epic of twelve books written as a sequel to Prince Arthur, and 

intended as an allegory of the wars of William the Third in France; 

a paraphrase on Job published in 1700; Eliza, an epic of ten books 

published in 1705; Creation, the best of his poems which appeared 

in 1712 = and Alfred published eleven years later. 

In Prince Arthur the hero is shown wrecked on the coast of 

Brittany by a storm raised by Lucifer and Thor; as that in the 
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first book of the Aeneid was caused by guns and Aeolus. He is 

taken to the court of. King Hoel, who entertains him hospitably, 

and who is rewarded for his hospitality by a narration of the 

Creation and the Day of Judgment. This covers two books. In 

the fourth book, Lucius, the friend of Arthur, tells Hoel of the 

adventures of Arthur after the arrival of the Saxons in Britain; 

in the sixth Arthur has a dream in which his father Uther reveals 

to him the long succession of British kings. This leads up to 

a panegyric on William, and to an allusion to the death of Mary, 

imitated from Vergil's passage about the young Massovian. 

It is legitimate to ask in what measure Blackmore carried 

out his own conception of epic. According to him the epic 

should narrate an illustrious action. This - "Prince Arthur" 

does. Secondly the epic should contain a regular structure 

discernible in the whole. This the poet gives, although he 

meets the requirement by copying the Virgilian structure slavishly. 

But in the third and most important requirement Blackmore's work 

utterly breaks down. This third requirement is that the poem 

contains "Sublime thought, clear and noble expression, purity 

of language, and a just and due proportion." Blackmore's work 

never comes within sight of sublimity, while in beauty of expression 

and of language, and in sense of proportion, the poem is lamentably 

lacking. Indeed little but contempt can be given to the workman- 

ship. The good lines are very few, and the admiration they 

excite is qualified. 
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The poem is written in the decasyllabic couplet, but the 

rhythm bears in many places an artificial similarity to that of 

Miltonic blank verse. These resemblances are still more distinct 

in "Creation ". In the speech of Lucifer to himself in BOOK I. 

the Miltonic influence is seen: 

"Was not to me in the fam'd wars of heaven 
The chief command of all the forces given 

With Michael, pain'd with ghastly wounds, 
at length, 

I closed, and grasp'd him with immortal strength 
And down Heavens Precipice had headlong furled 
The great arch-angel." 

But the rhythm is by no means uniform. The ear of the 

poet apparently does not inform him that occasionally he is 

following two rhythms:, the one Miltonic and the other the rhythm 

of heroic verse. Lines that recall Milton and Dryden respectively 

are: 

"When fair Sabrina to her parent deep." 

and 

"Be mercifully just, severely kind." 

The workmanship throughout is careless m and the impression 

of lack of thoroughness which the reader receives is intensified 

by the disagreeable habit of the poet of copiously inserting 

unfinished lines in his work. Such a one is: 

"Then thus he to himself" 

and this is only one of many. In many cases the execution is 

positively childish, as in the lines: 

"If I chastise not this vain Briton's ride 
Who does insulting in the ocean ride." 



163. 

Entire passages are very badly put together. Defective 

grammar (as in the phrase "the chains of death shook off ") is 

not unknown, and defective rhymes such as "wood - flood ", 

"down - ground" are common, while other words, evidently intended 

to rhyme - utterly fail to do so. Some of Blackmore's lines, 

such as: 

"Unwieldy porpoises spout seas away" 

can only be called grotesque. 

The poet has one disability fatal to the writer of epic. 

That is, the lack of power to discriminate in words, and the lack 

of feeling in the use of words. It is this disability that leads 

to much stupid exaggeration e and to shocking defects of taste. 

This lack of linguistic power shows itself in grotesque combinations 

of words, such as: 

"So Arthur, boyling with heroic rage, 
Springs with a full career - King Tollo to engage 
Collected in himself, th' Albanian stood." 

The inability to distinguish between words leads to the 

introduction of words in themselves bathetic, such as: 

"obsequious", "officious", "uneasy" 

"The wond'ring dead arise and hasty come 
Obsequious to his call from out their tomb." 

"And now the moon had twice the silver field 
Of her fair orb with borrowed glory filled 
Since the uneasy Britons had remained." 

Uneasiness is not an heroic condition and should not be 

introduced into heroic poetry. Bathos is very frequently to be 

found in the poem. One example of this is given in the opening 
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of the tenth book, which contains a beautiful description of the 

sun on the mountains and of the clouds of gold and purple. And 

against this background is flung with intolerable bathos the 

figure of King Tollo "boyling with rage ". Blackmore's uncertainty 

of touch leads sometimes to positive vulgarity, Even a good 

passage like that of the seraphs in Book Five is blighted with 

this uncertainty of taste. 

When Blackmore touches mysterious things he does so with 

too crude a hand. Sometimes the crudity of his medium is a moral 

offence. In the account of the death of Christ he writes: 

"No form of cruelty his foes omit 
They give sharp stripes, and on his face 

they spit." 

The bad taste extends to the figures of speech employed. 

Hyperboles, such as those used in the description of Goliath, lose 

all meaning d and the epic simile when it is used, is of no value, 

owing to the exceeding obviousness of the comparison. 

Some of the descriptions are tolerably interesting. The 

appearance of Raphael to Arthur, described at some length, is 

passable, but the inevitable false note comes in, in the last 

lines: 

"Celestial sweetness mild and godlike grace 
Ineffable sate on his blooming face." 

In book nine the description of Elda, the wife of Lothian, recalls 

Spenser: 

"Fall'n on her knees, she did her helm unlace 
And shew'd the charming beauties of her face 
The blooming looks of spring and lovely red 
Of opening roses on her cheeks were spread." 
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The description of Prince Arthur in Book ten shews that all the 

old romance passion for beauty and description has become an 

artificial tradition. 

A series of portraits in the manner of Dryden is given in 

the poem. Of these the portrait of Dryden himself (under the 

name of Laurus) is one of the best: 

"Laurus amidst the meagre crowd appear'd 
An old revolted unbelieving bard 

Distinguished by his louder craving tone 
So. well to all the muses' patrons known 
He did the voice of modest poets drown. . 

The allegory is overdone. When Lucifer plots against 

Arthur, at his words the Fury Persecution creeps from her cell. 

This fury is described with more vigour than most allegorical 

figures. Crashaw, in his murder of the innocents, extreme 

though he is, does not equal Blackmore, who attempts to make up 

for quality by quantity, and to create an impression by rioting 

in ugly details: 

"P10 limbs distinct in th' odious fiend appear 
Her squallid bloated belly did arise 
Swolri with l?lack gore to a prodigious. size 
Distended vastly by a mighty flood, 
Of slaughter'd saints and constant martyrs' blood 
Part stood out prominent but part fell down 
And in a swagging heap lay wallowing on the ground." 

The Fury addresses herself to Rome in terms of approbation: 

"How often shall thy glorious sons, 0 Rome 
With martyr's flames inlighten Christendom." 

Surely in view of the penal laws imposed on the Irish Catholics 

in 1690, the sarcasm is a little misplaced. These personal 
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antipathies are out of place in an epic. The reader becomes 

weary of the procession of conventional allegorical figures,, such 

as Terror, Destruction, Anguish, fierce Despair and howling 

Lamentation, drinking up their vitals and tearing their heart- 

strings. 

One of the chief defects of the poem is its lack of 

atmosphere. This is in part due to the introduction of different 

mythologies. The Norse mythology mingles with the Christian. 

Thor is conceived of as one of the rebel angels. Lucifer goes 

to Thor and says: 

"I saw thy mighty deeds and kept my post 
Close by thee till that glorious day was lost. 
That faded splendour, and illustrious scars . 

From ghastly wounds, received in those just wars, 
I view with reverence." 

The most enjoyable parts of King Arthur are the very 

numerous descriptions of night and morning. Blackmore's 

descriptions - although copied from Virgil - seldom repeat each 

other. Some of them are quite charming - even if artificial . 

Such is: 

"The sleeping vultures drop their prey, the Dove, 
Ceases her cooing, and forgets to love. 
The jocund fairies dance their silent round 
And with dark circles mark the trampled ground, 
Tartarean forms skim o'er the mountain's. heads, 
Or lightly sweep along the dewy meads." 

It is possible that those descriptions led to the appreciation 

gained by the poem when first produced. 

The measure of the epic is given when it is said that the 

hero is a puppet, the language inadequate - the imitation of the 
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classical epic always artificial, sometimes grossly so; that 

the attempts at sublimity are grotesque; and that the poem lacks 

universality. It is a damning fact that in a poem of such 

length the good lines are few. Such lines and expressions are 

"sedgy moors": 

"Delights, those beautiful illusions play 
Around us e and when grasp'd they glide away." 

and 

"Such beauties, such mild glories shall we see 
In the glad spring of immortality." 

Blackmore was conscious of defects in Prince Arthur; defects 

which he states to have proceeded from "want of judgment and genius 

equal to, and sufficient for, so great and difficult an undertaking" 

from want of time and from ignorance of literature e but he seems 

to consider that the acknowledgment of these faults on his part 

should mean the overlooking of them by the critic, and makes little 

or no effort to improve in his second poem, King Arthur, on the 

first. This expectation of indulgence but shows the entire lack 

of the disinterested critical sense in Blackmore, the lack of 

realisation that a work must stand solely upon its own merits. 

In King Arthur the poet tried to create an epic out of 

national interests. The poem has much the same defects as that 

to which it is sequel m the faculty for bathos, the tendency to 

exaggeration, the turning of terror into burlesque. All these 

tendencies may be illustrated from the passage descriptive of 

King Clotar's tyranny: 
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"His dreadful court like a Cyclopian den 
Is fill'd with Rapine, and half -eaten men, 
Where lies of mangled limbs an endless store 
And widemmouth'd caldrons flow with humane gore. 
For he his subjects on his Table sets 
And their raw limbs (a horrid banquet) eats; 
With savage Riot on th' unnatural food 
He pours down mighty bowls of reeking blood 
Pleaz' d with the monstrous Luxury he draws 
Into a hideous smile his squallid jaws." 

The subject of the poem is the expeditions of Arthur e but 

the substance consists of suggestions from previous allegorical 

writers. The poem apes the national interests of the true 

epic. Louis of France is meant by Clotar, James II. by Sardan: 

"Whose great design was to emasculate 
Our martial youth and then destroy the state 
Thus he believ'd he might Neustrasia bring 
Beneath the yoke of Gaul's aspiring king. 

In book five there is a long digression on religions. Arman 

addresses King Arthur on the subject of Sectarians. 

The workmanship of the poem is to the full as displeasing 

as that of Prince Arthur ® but less need be said on it. As in 

the previous poem the epic simile consists of a too obvious 

comparison. Sometihes it is inappropriate, and only degrades 

what it is intended to illustrate, and gives the impression 

that much ado has been made about nothing. In the midst of an 

elaborate simile, such as that of an eagle bearing a snake 

through the air, comes the inappropriate passage: 

"The twining beast his crooked Pounces bear, 
Wriggling and hissing, swiftly thro' the air 
So swift a flight the wing'd Apostate made 
And in a moment reached th' Infernal shade. 

'satisfactory simile is so rare that the achievement of one is 
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worthy of note. There is one such in the description of the 

slaughter of Hermander and C oman : 

"So the fair lily and the poppy stand 
A gaudy harvest for the mower's hand." 

It is curious how mannered Blackmore's diction is ® although 

coming at the beginning of the eighteenth century. Pope had 

published little when Blackmore began to write. Yet the diction 

of Blackmore is quite in the most artificial style of the eighteenth 

century, 

The signs of Miltonic influence are writ large here as in 

Prince Arthur. In Book XI. these marks are everywhere. Lucifer 

is distinguished: 

"by his form so much decay'd 
And the deep scars by vengeful Lightning made." 

Something of the Miltonic vogue is in the lines: 

"Then th' Almighty from his lofty throne 
Which bright with untreated glory shone." 

There are parts that seem to reveal acquaintance with Spenser. 

The prince of Hell conveyed Arthur to the palace of the beautiful 

baleful Fascinea. 
, 1 

A certain love of description is shewn rin the preceding 

pieces. The description of Lucifer's palace standing: 

"High in the gloomy banks of Lethe's flood ", fails because of the 

lines bolster'd up with inane adjectives - yet here and there is 

some material, conventional but pleasing. No detail that might 

be supposed to give horror is left out - and nothing is left 

to the imagination. 
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In the description of combats there is no advance from the 

Battle of Maldon. The arrangement of the armies is stereotyped. 

This static poetry needed all the splendour of Milton to carry it 

off. In Blackmore it is unutterable boredom. 

The description of the female monster in Book I. outdoes all 

romance horrors. It is at once ridiculous and disgusting. 

The poem gives nothing new. The workmanship is poor: the 

scheme is conventional: the story is uninteresting: and the very 

imitation is second -rate.. Not the literary instinct but the blind 

mania for scribbling leads to the composition of such poems. 

Blackmore learned no humility from his own shortcomings. In 

the Preface to Job he assumes a censorious attitude towards the 

poetry of the age (which he considered from the only point of view 

he was capable of holding, the moral one). He touches on the 

interesting question, why pagan things have produced more poetry 

than Christian ones - and bestows his usual generous censure on 

the pusillanimity of those who base their poetry on "the pagan 

side of divinity:" His reason for regarding the Book of Job as 

of the epic kind is rather peculiar and characteristic. He says 

that "the conduct, the method, the machines, the incidents, and the 

episodes, which make up a great part of the conduct of the poem 

were formed in the poet's imagination and that therefore the poem 

is of the epic kind. There is a curious spark of independence with 

regard to the dicta of established criticism in this poem. Blackmore 

says that he considers the character of Job suitable for an epic 
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poem m for although Homer's and Vergil °s heroes were active - 

what commission had these two poets to settle the limits and 

extents of epic poetry ® or who can prove they ever intended to 

do so. Blackmore considers the sufferings of a great man a 

suitable subject for epic m and thinks the hero of epic should 

have some defects because (the extra literary attitude is again 

seen) a perfect hero rather discourages than encourages imitation. 

The workmanship of the poem is much like that of the two 

preceding ones. As in the others we have the ubiquitious 

adjective, and the inclusion of phrases such as "excess of day ", 

recalling "Paradise Lost ". Throughout the poem indeed there are 

good expressions, such as "afflict him to the breast ", and 

"consummate sorrow in his eyes appeared ", but these are obscured 

by the unwieldy masses of useless work. Some of the phrases 

such as "flaggy wings ", "craggy ridges" recall Spenser. Man 

is referred to as a being: 

"Who with vast draughts of sin himself extends 
And with hydroptic thirst for more contends." 

The metaphors are sometimes coarse and ridiculous. One of the 

tricks of style which leads to very frequent disaster is that 

of compressing a phrase into an adjective. This is common in 

second rate eighteenth century poetry. Gne ludicrous example 

is given in the following line: 

"And with paternal bowels feed the air." 

The style is also disfigured with absurd colloquialism, such as 

the reference to the tomb as "the rendez=vous of all that live." 
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Sometimes whatever measure of heroic atmosphere the poem might 

have is destroyed by the lack of nobility in the rhythms. The 

ending of the poem shows this tameness of style. 

"Each in his hand did for a present bear 
A coyn a golden pendant for the ear. 
His fruitful wife his offspring to restore 
Sev'n goodly sons and three fair daughters bore." 

The poem lacks the attempt at would -be nationalism of the 

other epics m but on the whole is more interesting. Equally 

interesting is the poet's attitude to the neglect of Christian 

themes for poetry. 

"Eliza" m published in 1705 - begins with an invocation to 

the muse. As in the others the workmanship is bad m the sublimity 

degenerates into tediousness - there is frequent bathos m the 

description of fighting is bombastic, and the diction is stereo- 

typed. Much use is made of machinery. Indeed Blackmore seems 

to feel that the introduction of "machines" liberates him from 

the necessity of making his plots coherent. It is an abuse of 

machinery that Satan is represented as taking part in all the 

machinations against England. This is nationalising Satan, 

instead of leaving him the mighty creature of "Paradise Lost ". 

Much old material is reworked in this poem e and the 

vocabulary of the other epics is repeated. What is good is 

due largely to imitation of Milton. One of Milton's most noble 

passages is ignobly paraphrased: 

"Of mischief you the greatest sweetness know 
And from revenge our pleasures flow. 
The only pleasures which in Hell remain. 
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The fury in this epic is the fury Bigotry who "on the 

floor in loathsome volumes sprawled ". This fury incites Philip 

of Spain to war with England and succeeds so well that Philip 

gets angry. This anger Blackmore describes in his own 

peculiarly dignified manner: 

"With sudden starts walked swiftly to the door 
Then turned as quick, and stamp't upon the floor." 

The description of the South of England is spoiled by the 

unintentional humour of the accommodating cows who 

"Some for Augustus' feasts prepare their chines, 
Fill out their points and load with fat their loins ". 

In Book III. there is an enthusiastic description of Eliza 

on her throne m also one of the Almighty on his throne of 

"independent glory ". Christ's body is now of stiffened ponderous 

glory made ". The provincialism of tone before referred to is 

again noticeable ® the putting of these mighty abstractions on 

mean errands. Gabriel, the minister of God, is called "the 

watchful prefect of Britannia's Isle ". In Book eight there is 

a very "pretty" scene, where Gabriel gives Eliza a 

"tuft of fragrant flowers 
From the blessed gardens and immortal bowers." 

He tells her that their odours will support her while she ascends 

to the court of. the Eternal. Eliza gets into Gabriel's chariot 

and ascends to heaven where she beheld 

"The adamantine gates and tower of Heavenly gold '.' 

To use a favourite word of the poet, Gabriel shows himself 

exceedingly "obsequious" towards Elizabeth, as no doubt Blackmore 
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thought was only right on the part of an archangel towards the 

queen of England. Eliza in epic and Spenserian manner is shown 

the line of succession. 

Blackmore finishes with a pleasant sense of accomplishment. 

"Thus as I could I've sung the great campaign, 
An army taken and an army slain, 
One of the glorious wonders of Eliza's reign." 

"71iza" was not appreciated even in the poet's own day. 

On "Alfred" the last of Blackmore's ponderous epics on historical 

subjects, little or no criticism is to be found. Alfred is a 

long epic poem of the nature of "Prince Arthur" and "King Arthur" 

It tells all the things about Alfred which do not require telling. 

Although written so late it exhibits little of the influence of 

Pope, and no improvement in workmanship. Unsuccessful rhymes, 

absurd similes, bombast, and intolerable garrulity ® all are 

here. 

Blackmore's best poem is his "Creation" which, although it 

is more the commonsense than the divinity of the Creator that 

the poet labours to prove, is the work of a cultured and 

contemplative if unoriginal and dull mind. This has been 

called o from the point of view of its philosophy = more consistent 

than Pope's Essay on Man. It is much better than Blackmore's 

other poems from the point of view of workmanship. Perhaps 

this improvement is due to the dire failure of "Eliza ". The 

poem as usual was written with an ethical, not a literary purpose. 

It was written to disprove atheistical tenets, of which Blackmore 

says "Those impious maxims, which a small party in the last age, 
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when inflamed with wine, hinted in private, are now the entertain- 

ment of the coffeehouse." Blackmore goes on to say that the 

existence of God has already been demonstrated in prose - that 

it is now time to do so in poetry. "I have therefore formed a 

poem on this great and important subject, that I might give it 

the advantages peculiar to poetry, and adapt it more to the 

general apprehension and capacity of mankind." 

Blackmore as usual pleads for indulgent criticism. He 

takes it for granted that in the philosophical and argumentative 

part of the poem "no judicious reader will expect the ornaments 

of poetical eloquence ", as if ornaments were added to poetry in 

this artificial manner. 

The plan of the poem is as follows. In Book I. we have 

proof of the Deity from the structure of the earth: in Book II 

from celestial motions: in Book III. objections that might be 

raised against the hypotheses of the two preceding books are 

answered. In Books IV. and V. the Epicureans and Aristotelians 

are confuted. In Book six the argument of the first two books 

is reverted to and the existence of God is shown from the Creation 

of the body of man; as in Book seven from reference to animal 

creation. The rest of the poem consists of recapitulation = and 

of a Hymn to the Creation of the World. 

The purpose of the poem is expressed as follows in Book I. 

"I meditate to soar above the skies, 
To heights unknown, through ways untry'd, to rise, 
I would th' Eternal from his works assert 
And sing the wonders of creating art." 



There are many things that recall Milton = but the beauty 

of the mighty Miltonic image is in most cases lost. The lines: 

' :Thou on the deep's 
Thou with almighty 
On the wild waves, 
Thy genial wings 

dark face, immortal Dove 
energy did'st move, 
incumbent did'st display 
and hatch primeval day." 
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are a blasphemous travesty of: 

"Thou with mighty wings outspread 
Dove-like sat'st brooding o'er the vast abyss 
And mad'st it pregnant." 

Blackmore's comparisons too, recall Milton. 

The style is of adjectives "all compact ". Passages recall 

Dryden. The words are sometimes stereotyped m sometimes 

inaccurately used. 

There also are some descriptive passages. The best part 

of the poem is the "Ilymn" at the end, which would be quite Miltonic 

in rhythm were it not for the interfering rhyme. 

The sixteenth and seventeenth centuries produced our greatest 

epics. Blackmore in the eighteenth deserves more attention than 

the actual merit of his work warrants because he tried to do what 

Spenser and Milton had done. Unlike Milton, and like Spenser, 

he tries to blend national interests in his epic, and fails w for 

his attempts are curiously bathetic. Yet the age was one to 

inspire men to epic, an age of great successes and great strivings, 

the age of the exploits of Marlborough, of the pen of Swift. 

But Blackmore was outside of the spirit of the time. There is 

more vitality = more of the spirit that might create epic, in 

Swift's pamphlets in the Examiner, than in all Blackmore. Even 
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more fatal than this is the lack of the true critical and literary 

attitude. 

Blackmore was fortunately not much imitated m his epic was 

found uninteresting. Although the century produced many poems 

that may be called long poems, they were mostly didactic m or 

descriptive (in this Blackmore's influence may count for something, 

for Blacknore's strong point was description) or philosophical, 

or macabre m or naturalistic poems and poems of the blank verse 

school. Blackmore very probably influenced = on the other hand 

the epic of Glover and Wilkie. 
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Chap,ter XII. 

There are few poems of epic length written in the heroic 

couplet during the eighteenth century, except the many epics of 

Blackmore. The heroic couplet, however, popularised by Dryden 

and further popularised by Pope, was the metre employed by a 

number of writers of long poems. The work done may be divided 

into the writings of the early group, belonging mostly to the 

reign of Anne - and of the later group, which consists of 

Goldsmith, Churchill and Falconer. Goldsmith's work is slightly 

romantic in matter, but the manner ranks him with the couplet 

writers. 

The early group consists of Prior, Gay, Parnell, and Pope. 

Prior has already been considered as a writer of a mock 

philosophical poem, a work much more amusing that his Solomon 

(published 1709). The Preface to Solomon is remarkable. Like 

Cowley, the poet feels the attraction of Christian subjects. He 

speaks of the difficulty in "grouping" from so many objects "pre- 

serving still the justice and uniformity of style and colouring" 

the simple "duntaxat ad unum" which Horace prescribes as requisite 

to make the whole picture beautiful and perfect. Prior goes on 

to say that he found it necessary to give some story to "give a 

kind of body to the poem ". He leaves it to the judgment of the 

reader whether the poem is to be called didactic or heroic. 
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Although he employs heroic verse he considers it too confined and 

"too broken and weak to convey the sentiments and convey the images 

proper to epic". The Preface is also remarkable for the 

comparative standpoint adopted in the criticism, and for the 

appreciation of Milton shown. 

"Solomon" is a poem that has no grip ® that makes no poetic 

impression - that has no greatness of character or amplitude of 

action. The best passages are paraphrases from the "Song of 

Solomon ". It contains even few lines distinctively poetical in 

quality, and the style is strongly marked with eighteenth century 

conventionality, although occasionally the epic manner breaks in 

curiously. The prosaic phrases are numerous. Such are "specific 

brood", "irksome anguish", "the edible creation". 

"To each new harlot I new altars dress 
And serve her god whose person I caress." 

The rhymes are sometimes barely passable. Yet despite these faults 

of taste and of workmanship,. the workmanship is on the whole 

competent, and good couplets are to be found, such as 

"Your very fear of death shall make you try 
To catch the shade of immortality." 

Gay's longest poem is the "Trivia" in three books. The poem 

deals with small things. Gay has taken his own measure accurately 

Cum he says "The critics may see by this poem that I walk on foot." 

Yet jay is an artist. His poems, although artificial, have 

atmosphere. Much of the Trivia is composed of genre portraits. 
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The style suits the subject well. It never becomes too low - or 

too high. Here it is at its lowest - 

"Poppies, she cry'd - but death her voice confounds 
And pip - pip - pip along the ice resounds. 

It is enlivened by mock -heroic classical touches, and allusions 

introduced for humorous effect. The following lines show it 

at its highest - 

"0 Trivia goddess m leave these low abodes 
And traverse o'er the wide etherial roads; 
Celestial queen - put on thy robes of light 
Now Cynthia named - fair regent of the night." 

The exact date of the publication of that curious piece, 

Parnell's "Hermit" is not known, but Parnell died in 1714, so it 

must have been about the beginning of the century. The poem shows 

how even thus early the metre lent itself to artificiality. It 

begins inauspiciously: - 

"Far in a wild, unknown to public view 
From youth to age - a reverend hermit grew." 

But it has good fragments, descriptions of nature that undoubtedly 

influenced Savage, who wrote, referring to Parnell, "At no time 

did Nature lack someone to sing her praises." 

Parnell's "Gift of Poetry" is one of the dullest of poems. 

The vocabulary and style are stereotyped - the rhymes are defective, 

and the constructions in some instances scandalous. The over -use 

of epanaphora gives an effect of weakness. Some of the lines are 

ridiculous - 

"And sickly birds on moulting feathers fly." 



181. 

The various biblical figures are tedious. Bombast takes the 

place of impressiveness. The bathos is sometimes beneath 

contempt. In, describing the death of Sisera, the poet writes - 

"Before her feet, reluctant on the clay 
He bowed - he fell ® he bow'd - he fell, he lay, 
He bowed m he fell - he died." 

The best of the pieces is that on Habakkuk. 

The greatest poet of this early part of the century was 

incomparably Pope, who, in addition to satires, epistles, 

translations, and occasional poems, published four poems of the 

class under consideration - The Essay on Criticism - The Rape of 

the Lock - The Dunciad = and the Essay on Man. The two last 

of these were published, however, towards the middle of the 

century m and Pope's work is a link between the beginning and the 

middle of the century. The Essay on Criticism is remarkable - 

not on account of the criticism it contains - but because of the 

dexterity with which the couplet is managed and the polish of its 

expression. In Pope the quality of the couplet is extremely 

varied. The lines 

"Not so when swift Camilla scours the plain, 
Flies o'er the unbending corn and skims along the 

main" 

are as light as the lines 

"At length Erasmus, that great honour'd name 
The glory of the priesthood and the shame 
Stemmed the wild torrent of a barb'rous age 

And drove those holy vandals off the stage." 

are dignified and stately. 



The Dunciad is a cruel poem, and is, in its final form, a 

dull one. In the First Edition the hero was Theobald. 
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In the 

later editions this place is given to Colley Cibber. The poem 

may be somewhat indebted in spirit to "Macflecknoe" m but has not 

the brillianceof Dryden's riposte to keep it alive. It is now 

little read, but its contemporary interest was considerable, as it 

poured its malice on Defoe and Blackmore and Ambrose Philips and 

Dennis. 

The Essay on Man is not of much value as a philosophical 

poem, for Pope was defective as a thinker, and this was an 

unfortunate kind of poetry for him to attempt. Warton gives the 

measure of the Essay when he says "the most solid observations on 

human life, expressed with the utmost elegance and brevity, are 

morality and not poetry," 

Pope's long poems have elegance and polish m but can hardly 

be called poetical. His satires are the most poetical of his 

works, because in them is the saving grace of passion. 

Warten would have said the last word on Pope when he wrote 

"in that species of poetry wherein Pope excelled he is superior 

to all. mankind - and I only say, this species of poetry is not the 

most excellent of the art" if the word 'verse' had been substituted 

for the word 'poetry'. 

At the end of Pope's first period a new style was being tried - 

and the followers of Thompson became perhaps more numerous than the 

followers of Pope. Towards the latter end of the century there 
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were three poets who adhered to the Popian tradition. These tore 

Goldsmith, who in 1757 published the Traveller, Churchhill, who in 

1763 published the Ghost, and Falconer who in 1763 published his 

Shipwreck, by no means an uninteresting poem. 

Goldsmith's "Traveller" has been called a perfect example 

of the eighteenth century didactic poem in heroics ® and Johnson 

declared it the best poem since the death of Swift. It is too 

short to require elaborate notice here. 

In Falconer's "Shipwreck" the chief fault is that, although in 

itself the workmanship is competent, the stopped couplet is not 

well suited to the poet's purpose. The poem contains real flashes 

of poetry, as the lines - 

"Her eyes 
Thrilled every heart with exquisite alarms" 

and 

"All mortals taste the bitter draught of woe ". 

Even if the vehicle is conventional, the poet's thought relieves the 

whole from the charge of conventionality. 

There is a good deal of pleasing description m some of which 

is worth quoting. 

"The sun's bright orb, declining all serene, 
Now glanced obliquely o'er the woodland scene, 
Creation smiles around - on every spray 
The warbling birds exalt their evening lay" 
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"The golden lime and orange there were seen 
On fragrant branches of perpetual green. 
The crystal streams, that velvet meadows lave 
To the green ocean roll with chiding wave. 
The glassy ocean hushsd forgets to roar 
And, trembling, murmurs on the sandy shore, 
And lo, his surface, lovely to behold 
Glows in the west - a sea of living gold." 

Some of the descriptions are realistic and powerful > but the 

poem is uneven ® and despite the pleasure given by these passages, 

the attention of the reader flags. The description of the changing 

colours on the dolphin is very fines 

Parts of the poem come near to the attainment of sublimity, 

but it must be remembered that some of the good phrases are the 

common stock of poetry, and that the poet shares the artificiality 

of the century. 

With Falconer the long poem in couplet of the eighteenth 

century draws to a close, and in no very mean fashion. None of 

the work that has just been reviewed is bad e while some of it is 

even good. It is in epic that workmanship in heroic verse reaches 

its nadir. 
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Chapter XIII. 

Towards the middle and the close of the supremacy of Pope 

a school of writers was beginning to be active, who represented 

either in form or in matter a revolt from the Popian tradition. 

The forms tried were blank verse - the octosyllable, and the 

Spenserian stanza. Thomson is generally regarded as the chief 

representative of the Blank Verse School. All the writers of 

blank verse who followed him in this century were affected by 

the tradition of his poetry. But before his time an imitation of 

Miltonic Blank Verse had been given to the world in the poems of 

Philips, "Cider" and "The Splendid Shilling ". Philips' work, 

despite the severe criticism which says "He imitated Milton's 

numbers indeed ® but imitates them very injudiciously; and 

whatever there is in. Milton which the reader wishes away - all 

that is obsolete, peculiar or licentious, is accumulated with 

great care by Philips" - has been found pleasing by many. Yet 

the tone of Miltonic burlesque seems rather a pity and the matter 

inappropriate for poetical treatment. 

"Cider ", published in 1705, is competent and artistic, and 

with a faint flavour of burlesque. It begins after the manner 

of epic with an invocation. Some of its cadences are genuinely 

Miltonic, but often the lines are stopped, and the rhythms too 

stilted to be entirely successful. "Cider" is the first of a 

series of didactic poems of this kind, culminating in the "Hop 

Garden" of Smart, 
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The style certainly gives a mock effect, but the ear used 

to the Miltonic cadences objects to see Milton's metre put to 

such trivial uses, and sometimes falling into unintentional 

bathos. Even into the Miltonic rhythm the eighteenth century 

artificialities of expression break e such as "thy specular orb ", 

"the nocent brood". There are occasional beauties of expression, 

but the spoils the poem gives on close investigation are very 

slight. 

Thomson's "Seasons" were written between 1726 and 1730. Not 

only are they important metrically (the blank verse of Thomson 

being the best of the century until Cowper produced his work), 

but they poured new colour, new potency of phrase into poetry, 

and reveal a new ideal on the part of the poet. 

"0h pour 
"The mazy running soul of melody 
Into my varied verse" 

Thomson writes e and the lines illustrate a different conception 

of melody from that of Dryden and Pope. The object of Thomson was 

to describe the changes wrought by Nature on the earth during the 

different seasons, so as to communicate to the reader the influence 

of each season. A delightful series of pictures is given, each 

containing lines that get at the very quality of the effect 

described, such as 

"Though the whole loosened Spring around 
her blows" 

A better and more expressive word than 'loosened' could hardly 

be found. This subtle expressiveness is very rare in the diction 
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of eighteenth century poetry - and it is not always to be found 

even in the Seasons, where the diction is sometimes stereotyped 

and tinged with falseness. In the earliest of the series - 

Winter - there are phrases like "the plumy race ",, "the bleating kind" 

"the officious wife ", "the gelid cliff ", that annoy by their 

conventionality. On the other hand this piece contains traces of 

Spenserian diction, as in the line 

"The sons of riot flow 
Down the loose stream of false enchanted joy ", 

and hints of Miltonic phrasing: "the blue serene ", "the horizontal. 

sun" - 

"The muse expands her solitary flight 
And Hecla flaming through a waste of snow ". 

although there are touches of mannerism in the occasional 

gloom of the piece, some passages give pleasure both from the 

picture they recall and from the manner of the execution. Such 

an one is the following:- 

"When from the pallid sky the sun descends 
With many a spot that o'er his glaring orb 
Uncertain wanders stain'd, red fiery streaks 
Stagger with dizzy poise - as doubting yet 
Which master to obey - while rising slow 
Blank in the leaden colour'd east, the morn 
Wears a wan circle round her blunted horns." 

The quality of Summer is somewhat varied. It has a good 

deal of conventional diction, but the piece contains much fine 

rhetoric, and a certain amount of poetry. There are many good 

single lines, such as 

"Lost in the near effulgence of thy blaze" 

and "Of every evening tint 
The purple streaming amethyst is thine" 
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and some touches that show how the memory of Milton was always with 

the poet, as when he wrote "Ceres- void of pain ". The following 

passage has a touch of romance mystery: 

"How shall I then attempt to sing of him 
Who light itself, in uncreated light 
Invested deep, dwells awfully retir'd 
From mortal eye, or angel's purer ken, 
Whose single smile has, from the first of time 
Fill'd overflowing all those lamps of heaven 
That beam for ever through the boundless sky. 
But should he hide his face, th'astonished sun 
And all th'extinguish'd stars would loosening reel 
Wide from their spheres, and chaos come again". 

"Spring" exhibits the same defects and beauties, convention- 

alities that mar the poem and phrases that could only come from the 

pen of a poet. The close of this piece is unfortunately marred 

by ludicrous pedantry. Some of its phrases "to teach the young 

idea how to shoot" and "an elegant sufficiency" have almost become 

vulgarisms. 

"Autumn" is the best of the pieces. It has a distinctive 

atmosphere, the tone of which it strikes at the beginning of the 

piece; and its blank verse is very good. Some of the descriptions 

are extremely fine. 

Thomson's "Liberty ", written between 1734 and 1736, is much 

inferior in interest and in beauty to these pieces. It is in the 

form of a poetical vision, the scene of which is placed in the ruins 

of ancient Rome. The Goddess of Liberty speaks throughout tin:: 

whole. Each part of the poem deals with a different century. The 

verse shows an increase in artificiality and in mannerism s the 
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dignity of the "Seasons" becomes pompousness, and the moralising 

strain = not over-pleasing even in Thomson's best work - takes the 

place of description for which Thomson had so great a gift. An idea 

of the pompous dulness of the result is given by the following lines: 

"I see the fountains purged, whende life derives 
A clear or turbid flow; see the young mind 
Not fed impure by chance by flattery fool'd 
Or by scholastic jargon bloated proud 
But filled and nourished by the light of truth. 

Before a discussion of the blank verse of the remainder of the 

century, the work of Savage must be noticed - belonging to this school 
tto msdtlopv, 

in manner although not in matter. Of the "Wanderer", published in 

1729, it has been said that "The whole performance is not so much 

a regular fabric as a heap of shining materials thrown together by 

accident." This criticism is just. There are finer lines in 

the "Wanderer" than there are in most of the poems of the period; 

the diction of Savage is less drab than that of most of his contemp- 

oraries. Some of the lines contain the germs of romanticism and of 

vowel music = but the whole thing is loosely put together and in 

consequence lacks convincingness. It is so badly told.- this 

rigmarole of hermit and poet and meteor - that the reader fails to 

follow unless the attention is anxiously concentrated; and the 

improbability of the incidents - because the sorcery of poetic 

atmosphere is lacking - nearly gives a feeling of ludicrousness. 

The poem is full of descriptive passages - nor does the poet 

lack the descriptive faculty; but, as is usual in these poems of 

the eighteenth century, the transferred epithet is overdone, the 
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adjectives are frequent, and the diction is artificial. Savage 

at his best is seen in the following lines on beauty: 

"Beauty who sways the heart and charms the sight 
Whose tongue is music and whose smile delight, 
Whose brow is majesty _ whose bosom peace, 
Who bade creation be, and chaos cease; 
Whose breath perfumes the spring, whose eye divine 
Kindled the sun, and gave its light to shine." 

Some of the good lines and phrases are 

"The soft wild wailing amorous passion stole" 

"a robe she wore 
With life's calamities ernbroider'd o'er." 

"the scentful hay" 

"Sooner shall splendour leave the blaze of day 
Than love so pure - so vast as mine - decay." 

"And floods of living lustre flame around" 

"His robe with unconsuming crimson bright" 

The Blank Verse of the remainder of the century is a mixture 

of Milton's and of Thomson's. In 1734, Somerville o a great 

admirer of Addison - published the "Chase ", in prosaic blank verse, 

rather of the stopped kind than of the flowing blank verse of 

Milton. Such criticism as has been bestowed on the poem is very 

guarded. One of Somerville's critics remarks that if "blank verse 

be not tumid and gorgeous, it is but crippled prose ", and according 

to this criticism Somerville's poem is but crippled prose. Yet 

it is interesting, with its description of the chase in our country 

and in other countries, and despite its occasional baldness of 



191. 

phraseology and inadequacies of rhythm, it carries the reader with it, 

so vividly does the writer feel the excitement of what he is.trying 

to portray. The poem is full of classical comparisons which are 

not inappropriate, and seems to be the work of one equally sports- 

man and scholar. Such descriptions as the following are pleasing 

in their way, largely because of the enthusiasm of the writer for 

what he is describing: 

"See how black she looks 
"The sweat that clogs th'obstructed pores 

scarce leaves 
A languid scent. And now in open view 
See, see she flies; each eager hound exerts 
His utmost speed - and stretches every nerve. 
How quick she turns - their gaping jaws eludes 
And yet a moment lives; till round enclos'd 
By all the greedy pack, with infant screams 
She yields her breath - and there reluctant dies. 
So when the furious Bacchanals assail'd 
Threician Orpheus - poor ill -fated band." 

Somerville is at his best in scenes of excitement. He had not 

true literary feeling, and, in calmer moments, when lacking such 

stimulus, he sinks to such impossible bathos as 

"Unhappy quadruped - no more, alas" 

"Sing, philosophic muse - the dire effects 
Of this contagious bite on hapless man" 

"the tender brain 
And stomach suffer most." 

The verse of Young is of a very different kind. It is that 

of a man of letters through and through. Young belongs to the 

graveyard school, to "the ghosts that gibber with low melancholy 
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sounds. The Night Thoughts, published in 1742, is one of the 

longest and best poems of the century. Miltonic influence in it 

is very apparent. It is a philosophic poem, inspired by 

antagonism to the Deistic movement and by family bereavement. 

Young says in his Preface "as the occasion of the poem was real, 

not fictitious, so the method pursued in it was rather imposed 

by what spontaneously arose in the author "s mind on that occasion, 

than meditated or designed: which will appear very probable from 

the nature of it, for it differs from the common mode of poetry, 

which is from long narrations to draw short morals. Here, on the 

contrary, the narrative is short, and the morality arising from it 

makes the bulk of the poem. The reason of it is that the facts 

mentioned did naturally pour these moral reflections on the 

thoughts of the writer." 

The poem is addressed to one, Lorenzo, to whom Young tries 

to show that virtue and happiness are intelligible only on the 

basis of immortality. 

The -poem is full, of rich imagery`.: r.' It has much in common 

with the seventeenth century. Many of the lines bring to mind 

lines from the seventeenth century dramatists and poets. Such 

are 
"Night 

Even in the zenith of her dark domain 
Is sunshine to the colour of my fate" 

and "That ghastly thought would drink up all your joy 
And quite unparadise the realms of light." 



193. 

Some parts of the poem are Jacobean in tone. One rich 

passage positively resembles Giles Fletcher - the passage 

beginning with the lines 

"Lift up your heads, ye everlasting gates 
And' give the king of glory to come in." 

The language in parts in splendid - for Young has got passion, 

that powerful aid to the muses: 

"Oh ye cold- hearted, frozen formalists 
On such a theme 'tis impious to be calm 
Passion is reason, transport temper - here." 

And the thought (although the poem throughout is gloomy) is in 

parts equal to the language, as in the passage 

"Wounded oft ourselves 
Though bleeding with our wounds, immortal still. 
Nothing is dead - but that which wish'd to die, 
Nothing is dead but wretchedness and pain. 
Nothing is dead, but what encumber'd, galled, 
Block'd up the pass, and barr'd from real life." 

"To read creation: read its mighty plan 
In the bare bosom of the Deity." 

The address to Night is majestic - although defaced by such 

faults as 

"And stick thy deathless name among the stars." 

Despite the magnificence of the language, despite occasional 

beauty and majesty of thought, fine imagery and rhythms, the poem 

cannot be called a success. It is too long: the verse is not 

a good medium for conveying the thought: and the attention of the 

reader flags in the spaces between these beauties. Still, the 
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whole thing is a big birth for the eighteenth century. 

Blair's "Grave ", published in 1743, resembles "Night 

Thoughts" in a certain sombreness of idea. The verse of this 

poem is more consistently Miltonic than that of Young, whose 

lines are frequently stopped ® but also has something of the 

quality of Jacobean dramatic blank verse, as in the lines 

°See how the great GoliaL 
Just like a child that brawled itself to rest 
Lies still." 

The imagery is even more sombre than that of Young's poem, 

and is more direct in its poetic appeal. 

The nature poem - the poem that is half didactic, half 

nature poem o and the two poems of sombre contemplative mood, have 

been discussed. We come now to a type of poem from which less 

is expected, to the didactic epic, a kind of poem produced by 

Thompson, Armstrong, Akenside, Smart, Dyer, and Cowper, 

Thompson's little known poem, of the prepossessing title 

"Sickness ", was first published in 1746. In the first book the 

author speaks of the folly of employing poetry on "wanton or 

trifling subjects" m which shows an absence of critical faculty, 

as the subject itself depends on the treatment. Yet the subject 

is not unpoetically treated. In the second Canto the "sad 

magnificence" of the Palace of Disease is described. The various 

diseases are visualised. Book five contains a reference to Young 

who "sows with poetic stars the nightly song ". Some enthusiasm 
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in the treatment of the Deity is caught from Young. There are 

also passages which seem to reveal an acquaintance with Blair. 

The diction of the poem is very stereotyped - the verse would -be 

Miltonic. The poem is as pleasing as such a one can be. 

Armstrong's "Art of Preserving Health ", also in would -be 

Mittonic blank verse, was published in 1744. In his "Reflections 

on Didactic Poetry" Warton has said "To describe so difficult a 

thing so gracefully and poetically as the effects of distemper on 

the human body, was reserved for Dr. Armstrong, who accordingly 

hath nobly executed it at the end of the third Book of 'The Art of 

Preserving Health', where he hatb. given us that pathetic account of 

the sweating sickness. There is a classical correctness and 

closeness in this poem that are truly admirable, and the subject 

is raised and adorned by numberless poetic images." Yet the 

subject is not a promising one for poetry. The ornamental passages, 

even when good in themselves, are unsuited to the context. But 

the poem is more interesting than might be expected, and passages, 

despite the fact that the diction shares the artificiality and 

pedantry of contemporary poetry m are. undoubtedly pleasing. 

In the Book on the Passions, Armstrong declares his belief 

in the immortality of the soul. The advice he gives in this book 

is very sensible. 

"But may not thirst of fame 
Nor love of knowledge urge you to fatigue 
With constant drudgery the liberal soul. 
Toy with your books: and as the various fits 
Of humour seize you, from philosophy 
To fable shift - from serious Antonine 
To Rabelais' ravings - and from prose to song 
While reading pleases - but no longer -- read" 
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Despite the sensible nature of the thought, there is one 

shockingly bad line: 

"How chang'd you rise - the ghost of what you was ". 

Akenside's "Pleasures of the Imagination", published in 

1745, is more philosophical than didactic. It was first 

published by Akenside at the age of twenty -three and was a blend 

of Addison and Shaftesbury. Afterwards the poetry was overlaid 

by the moralisings. Dodsley reports that when Pope first saw the 

piece he said that this was the work of no common writer - but 

though the workmanship is competent, the poem is very distinctly 

second class. 

Smart's "Hop Garden", published in 1752, is written in 

what had now become the conventional manner of the blank verse 

didactic school. It recalls the work of Philips. Smart's 

lyrics, on the other hand, are unconventional. The didactic 

poem was now becoming very common. In Dodsley's "Agriculture" 

(1754) the decadence of the style may be seen. Dodsley is unable 

to give even a fair imitation of the Miltonic manner. Smart 

had succeeded better. His poem begins with the announcement 

that he sang "in verse Miltonian" - but he would have done better 

to say "in verse Thomsonian ". He carries to absurdity the style 

he adopts. 

"Armies of animalcules urge their way" 

His invocation to the "fancy" so lacking in the poem, is worth 

noting. 
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"Come, fair magician - sportive fancy - come 
With wildest imagery, thou child of thought 
From thy aerial citadel descend 
And (for thou canst) assist me." 

There are just one or two good phrases in the poem, as there 

are in his lyrics. One of these is "to drink eternal apathy ". 

Dyer's "Fleece ", published in 1757, is one of the poems 

that is better than its title. Parts of it are necessarily 

prosaic - and sometimes the attempt to speak of mean things in 

ornate language does not improve matters. But there are many 

pleasing pictures in the poem - such as the one of the sheep - 

washing - and of "many-coloured evening" sinking behind the purple 

woods and hills while the silver harvest moon rises - and of 

spring with 'rosy finger' and of the 'scatter'd mists' revealing 

the dusky hills, and of the grey dawn preceding the golden morn. 

These slight pictures are evidently copied from things observed 

and appreciated, and are very enjoyable. In the beginning of the 

third book the poet seems to assume that the poem is intended to 

be (as indeed it is in reality) pastoral rather than didactic. 

He says 

"Proceed, Arcadian muse! resume the pipe 
Of Hermes long difus'd, though sweet the tone 
And to the songs of nature's choristers 
Harmonious.'' 

This poem would have made a very pleasing prose piece. Even 

as it stands it can give pleasure. 

It is otherwise with Grainger's "Sugar Cane ", published in 

1764, at which Johnson scoffed. This is a very dull and lifeless 

piece. Even its commentator can only say forlornly that the 
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poem might have charm if readers could be found for it. 

Cowper's "Task", which appeared in 1785, a few years 

before the publication of the Athenaid, is the best poem of 

the artificial school of blank verse. It has been said of this 

poem that it seems to include every subject and every style 

without dissonance or disorder. The tone of the piece is well 

sustained throughout. There are still traces of artificial 

diction, and the verse is sometimes like that of Wordsworth 

in his pedestrian mood; but there are glimpses of that intensity 

native to Cowper, as in the lines 

"And play his brilliant parts before my eyes 
When I am hungry for the bread of life ". 

In much of the description there is genuine feeling, 

although much is inadequate because Cowper fails to catch what 

he himself calls the "evanescent glory" of nature. 

The second group of rebels on the formal side are the 

writers of octosyllabic verse. These are Green and Churchill. 

The first of these was the author of a pleasant poem called the 

Spleen "; the second published the "Ghost ", late in the century. 

This is written in dull octosyllables, evidently imitated from 

Butler, but lacking the spicy quality of Butler's lines. The 

poem is a long satire and is tiresome because of its undis- 

criminating recrimination. 

The third group of reactionists is the Spenserian one. 

It consists of Thomson and his imitators, Shenstone and West. 

The pieces of Shenstone and West need not be considered 
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particularly, as they are slight and not of much importance. 

Thomson's "Castle of Indolence" on the other hand, is one of the 

best poems of the century. Published in 1744, it has a good 

deal of the Spenserian quality in addition to a quality of its 

own. It is truly poetical throughout, and some of the lines 

have the element of strangeness which the most enchanting kinds of 

beauty have. This quality may be illustrated from the lines - 

"Sent forth a sleepy horror through the blood" 

"The deep vibrations of his witching song" 

"It was a fountain of nepenthe rare" 

"Placed far amid the melancholy main" 

It is a curious thing that, notwithstanding the excellence 

of Thomson's management of the stanza, there seems in the 

imitators of Thomson to have been a consciousness that the 

Spenserian had something ridiculous about it. When Shenstone 

sought to imitate the language and metre of Spenser, it was with 

this consciousness upon him. The metre became popular, was 

employed even for translations, and thus this attempt of 

Thomson - which might have put new blood into the veins of poetry 

turned to artificiality too. 

Of the three schools considered o the blank verse, the 

octosyllabic, and the Spenserian - the first was by far the most 

considerable. It may be seen from the existence of these schools 

that so far as the long poem is concerned, heroic verse did not 

bear the honours in the century. Yet the rebel schools, 
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although representing a revólt from the conventional couplet 

became themselves artificial - so that towards the end of the 

century poetry was more artificial than at the beginning. 
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Chapter XIV. 

Later Eighteenth Century Epic. 

At the beginning of the century - epic was written in heroic 

verse. The imitators of Milton were not writers of epic. Now 

we come to the later epic school, the chief member of which = 

Glover - imitated Milton in verse ® as in kind of poem and manner. 

The later a as the early epic of the eighteenth century, 

is a very barren thing. The spirit in which epic was regarded 

may be seen from the criticism of the time - which always criticises 

the externals and not the essentials of a poem. Pemberton, for 

example, thinks Leonidas a great epic poem because in its action 

it exhibits "the most shining example of military powers and public 

spirit united in one person that the extent of history can furnish ". 

The truth is - this species is not poetry. It is a verse 

exercise. Glover is the best known of the epic writers of the 

eighteenth century m and yet in Glover there are no passages of 

first -class poetry. His "Leonidas" published in 1738 - is a 

readable poem, and one from which some gratification may be 

obtained, but the gratification is not that of poetical pleasure. 

Glover's second epic, the "Athenaid" - is a masterpiece of the 

genre ennuyeux. 

"Leonidas" was in its day much admired - but part of its 

success was due to the fact that it was written to undermine the 
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peace policy of Walpole. In workmanship, it is far superior to 

the poems of Blackmore, who had no idea of what conscientious 

workmanship meant - yet the poem abounds in faults of taste, in 

prosaic expressions, and in inadequacies. An example of the 

manner in which the poem is defaced by prosaic passages may be 

seen from the description of the altar of Pan, in which occurs the 

line: 

"Time presses = god of peasants - bless our course" 

and from the inartistic habit of clipping words, which shows with 

ridiculous effect at the death of Teribazas, when Hyperanthes: 

"with wat °ry cheeks 
In speechless anguish clasps his dying friend." 

Other weaknesses are too great love of exclamation and repetition 

(both of which have an undesirable effect) ; too much inversion 

and the over- erployment of the rhetorical question; a tendency 

towards pedantry; extreme conventionality of manner; the intro- 

duction of occasional carelessnesses of construction to suit the 

rhythm; and the employment of the base style where the grand 

style only should have been employed. The blank verse, too, 

is very bald e and except in one or two cases in which the rhythm 

is obviously copied, fails to catch the Miltonic swing. The 

sentences are very short, almost like those of plain prose. 

A very serious defect in such a poem as this is the lack of 

richness in the vocabulary. Yet Glover had the literary sense 

in connection with words. He recognised the literary value of 

words that had pleasant associations connected with them m and 

about his use of the epic simile there is freshness. 
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The poem would have been more interesting than it is had 

the character portraiture and the treatment of great movements 

been less inadequate. There is a lack of conviction about the 

character of the hero, who is too priggish, and who lacks the 

power to rivet the attention of the reader, which the epic hero 

should have. Instead of the great figure Leonidas should have 

been vie get the "virtuous" hero of the poet's imagination. 

Leonidas' "virtue" is emphasised too much." 

The subject chosen by the poet for treatment is a magnificent 

one for epic e but because of its very magnificence it was a 

difficult one to treat adequately. It would have been easier 

to give the poem the rapidity and intensity it requires, in a 

ballad. To a certain extent the sheer deeds, the terrific 

chances of life, and death - apart from any quality of narration 

are enthralling, but a poem consists more in the treatment than 

in the subject. When the subject is sublime of itself and is 

recreated by the poetical imagination - the result is sublime. 

"Leonidas" however, has only magnificence of subject. It lacks 

magnificence of treatment. It suffers too from the fact that 

too much of the poem is but prelude. 

"Leonidas" is not the kind of poem one would read with 

sustained excitement a but as well as tasteless passages there 

are some pleasing ones to be found in it. Because it is always 

well to comment on beauty when possible we shall quote the 

following good lines: 



204. 

"South °d by the blessing of such perfect lips" 

"The Caspian savage feels 
His heart transpierced, and wonders at the pain." 

"Beyond my view illimitably stretch'd 
One vast expanse of horror." 

"I have the mark of bondage to erase 
My blood must wash the shameful stain away." 

The later epic of Glover, published in 1788, is a more 

barren work. It is a sequel to "Leonidas ". The lack of 

portraiture - which makes the first epic somewhat lacking in 

unity = is more emphasised here. There is no hero to whose 

fate the mind is exclusively drawn, and only the presence of 

such a hero could keep the mind interested throughout thirty - 

seven weary books. 

Even more than "Leonidas ", this poem is defaced by mean 

comparisons, by the clipping of words, and by prosaic lines. 

Yet like Leonidas - it contains many fine passages - such as 

the vision of Aeschylus appearing to Leonidas - the Dream of 

Timon - the March of the Persian army, the vision of the Temple 

of Fame, and the dirge of Ariana. 

The second writer of epic was Wilkie (whose work was praised 

by Hume) the author of the "Epigoniad ". Wilkie was a better 

critic than poet e although his work both in the departments of 

criticism and of poetry is somewhat second -rate. His epic has 

the same faults as that of Glover, - lack of a sufficiently 

arresting central figure - lack of character drawing - lack of 

unifying emotion. But the work is worthy of some attention, 
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not so much because of its own merit, as because of his interesting 

critical attitude of which his work is an illustration. All the 

stock epic debateable points, such as the value of fable and the 

use of allegory, and of supernatural machinery, are discussed in 

the preface, which is interesting in its very artificiality, as 

showing the milieu in which such work could be produced. 

The "Epigoniad" is in nine books. The story is told with 

sufficient clearness in the hum -drum couplet to which the writer 

reverts. Indeed obscurity of narration is not one of the faults 

of these writers - for they copied more or less the structure of 

the classical epic. The chief defect in the structure of the 

"Epigoniad" is that the main action (the loves of Diomed and 

Cassandra) does not stand out from the minor ones with enough 

clearness. But the main fault is the artificiality of the poem 

everything about it is second-hand. It has been said that the 

battles are in the spirit of Homer. This is not so - they are 

mere dull lifeless imitations of Homer. Only the heroic elemental 

emotion of the Homeric age can be realised by more sophisticated 

eras. Any attempt at reproduction of the externals has something 

false about it. Many things which flowed from the heart of Homer 

have in Wilkie become mere senseless imitations. 

The poem has no grip of character - and only a conventional 

grip of language. Some of the descriptions - such as that of 

Cassandra for sacrifice = are good in a rococco style. 

No regeneration for eighteenth century poetry was to be 



206. 

found in epic m for the epic of the eighteenth century was 

essentially an artificial thing. In 1885 = two years before 

the production of the "Athenaid ", however, Cowper had produced 

his "Table Talk ". In this new elements are found m and a new 

music. The way was being paved for the advent of Crabbe,Blae 

and Burns, who were practically to consummate the poetical 

revolution. 

The poetry we have been considering is damned - not so 

much by positive errors or faults of execution v as by the taint 

of the second or third best that clings to it. It is fatally 

easy for classicism to become pseudo- classicism - and for 

classical ideals to lead to the second best. It can be said 

of many of the writers "I1 rase le prose ", but of few of them 

can this statement be legitimately modified to "Il rase le prose, 

mais avec des ailes." The workmanship has no longer the vigour 

and polish of the best classical period. Boileau's maxim: 

"Polissez sans cesse et le re polissez 
Soyez a vous mème un severe critique." 

has somewhat fallen into desuetude. 

At length poetry became so utterly impoverished = and 

criticism went so far astray that even such work as that of 

Hayley was considered great. 
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Chapter .XV. 

General Review. 

We come now to the point where we can proceed to general 

discussion without being accused of nebulousness. The first 

question that presents itself to be answered is the oft-asked 

one "Can there be a long poem? Is not the phrase "long poem" 

a contradiction in terms ?" This question is answered by the 

ancient literatures. The Iliad, the Odyssey, and the Aeneid 

are surely sufficient answer. It is answered, too, from Italian 

literature, which has influenced the world mostly through the 

Divine Comedy of Dante. It may be answered just as effectively 

from the fact of the existence of Paradise Lost. These examples 

surely dispose of the question. That the long poem is a glorious 

possibility has been gloriously illustrated in three literatures. 

Why then ® it may be asked m in the face of such flaming 

examples, is there such wide-spread doubt as to the possibility 

of the existence of the long poem? The answer leads to another 

consideration = that of the success of the long poem. The 

successes in this kind of literature are enormously outweighed 

by the failures = and the failures are of so depressing a nature 

as to bring disrepute on the kind. Ronsard was a fine lyrist, 

yet his long epic poem is a dead thing. Observations such as 

this lead to the conclusion that the long poem is an impossibility. 
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The fact is, the long poem requires very peculiar gifts °° requires 

a keen-ness of perception and a feeling for words and for form 

which the lyrist has; but requires also a sustained concentration 

which the lyrical poet often has not. The lyrical power must 

be there, with the second and rarer power added. From lyric, 

the fine poet trains his powers towards the magnitude of epic. 

Our two greatest writers of epic were both fine lyrists. In 

truth, the finest epic is sustained lyric, the finest epic writer 

he who to lyrical power adds width and intensity and the architect- 

onic touch. The first three books of Paradise Lost are a 

magnificent frozen wave of lyric. Milton knew the exactingness 

of the epic. All his life he had prepared for these books. 

For them he had drunk deep of the mythology of Greece and Rome: 

for them he had looked on the beauty of Italy, on the paintings 

of the Italian Renaissance: for them had steeped his soul in 

music: for them had drunken of the waters of Marah. And at 

length streamed forth his great vision, in words still coloured 

with the outer darkness. Lesser poets can write lyrics. But 

a sustained sublimation such as the epic can be e only a Titan 

should dare. 

The perpetrators of dead failures in epic are generally 

writers of little poetical perception who failed to see that 

poetical perception applied to a larger field than that to which 

it is applied in lyric, must be the basis of epic; = who failed 

to see that although the long poem throughout cannot be sheer 
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poetry, that although (to use a metaphor for illustration) the 

country must have its plains to give the hills their value, the 

flat places are the inevitable accidents, not the main thing 

and that when the poem is looked on as a whole, the flat parts 

are entirely minor, have indeed, if the poem is correctly 

proportioned, only the value of contrast. Such poets are 

Cowley, Blackmore, Glover and Wilkie. The work of some of 

these is not poetry - is sometimes not even literature m is 

nothing but a meaningless rhythmical rush of words. 

The writers of didactic poems should not be included among 

the perpetrators of failures, because the didactic poem is one 

of the lowest kinds of poem. Its success is not so much dependent 

upon its poetical power = as upon gifts which should be pre- 

eminently illustrated by prose = perspicuity and competent 

workmanship. Less then is demanded from the didactic poet, 

who attempts work of not the most exacting nature. But epic 

is one of the highest kinds of poetry, is, indeed, the highest 

of non -dramatic kinds. 

A distinction should also be drawn between epic poetry 

which is a failure in our literature except in the two outstanding 

cases already mentioned - and narrative poetry which on the whole 

is successful. Narration has from the beginning of English 

literature been one of the most successful literary activities, 

as is shown by the body of mediaeval romance, by the tales of 

Gower m and by the poems of Chaucer, Lydgate, and Occleve. But 
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between narrative poetry and epic there is this difference. The 

narrative poet stands outside the story - whereas the great writer 

of epic adjusts the values of the story to his own personality, 

makes of it a means of setting out his own apprehension of things 

to use an oft -used phrase, sees all he presents, illumined by his 

own poetical imagination. The result is - the good epic is fused, 

intense. That is why the form of the classical epic is so clean 

cut., so strained almost. In proportion as the writer of epic 

loses this classical concentration (which Milton had in the 

highest degree) he loses his concentration of form m and becomes 

more narrative than epic. Spenser did this e that great father 

of our narrative poetry, whose epic has been called the romantic 

epic to distinguish it from the packed yet clean -cut, vibrating, 

intense kind. It approaches the domain of narrative poetry 

a delightful domain, but distinct from that of epic. 

The distinction between epic and narrative may be illustrated 

from the juxtaposition of Milton and Chamberlayne = or of Carlyle's 

French Revolution m that grand epic like a whirlwind tearing through 

the author's brain = and Morris' Earthly Paradise. 

Thus although epic poetry in English is for the most part 

a failure - English literature would be considerably the poorer if 

the body of long poems were taken from it. In the sixteenth 

century there was the Faerie Queene, which contained the suggestion 

for so much literature that followed, which brought into the web 

of English literature the mythology of Greece and Rome and the 
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memory of mediaeval romance; which stimulated the writing of 

romance and the school of sensuous episode writers, much of the 

allegory of the seventeenth century, and a considerable amount 

of pastoral poetry - and which bore a resemblance in some respects 

to the Caroline heroic romances. In the sixteenth century we 

have too the historical poems of Daniel and Drayton, which what- 

ever else they did, gave prosodic and linguistic stability to 

the language 0 at the time when these were most needed. 

The end of the seventeenth century gave the glorious work 

of Milton e the work of Cowley which is of prosodic if not of 

aesthetic value = and the brilliant work of Dryden. In the 

later seventeenth and early eighteenth centuries were produced 

the amusing mock-heroic poems of Butler, Garth, Prior, and Pope. 

And now we come to the point where it must be conceded that the 

value of the long poem becomes problematical. Few will feel 

inclined to quarrel with those who call the epics of the eighteenth 

century vast follies. In truth this epic was a futile thing, 

decadent, and without any of the reprehensible beauty decadent 

things are supposed to have. Prosodically it was of no use. 

The couplet and blank verse had both been brought to perfection 

and the use of these metres in the eighteenth century was marked 

by inexpressible deterioration. It led to nothing. Its 

vocabulary was limited and artificial. Words had ceased to 

represent spiritual facts. The use of words was exactly the 

opposite of that of Flaubert, who wore himself out in trying to 
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other fields = matters were not much better. Whatever remarks 

the critic . may make as to the didactic poems of the time are of 

little value - for such work is not worth much criticism. The 

one valuable thing the century gives is the work of Thomson - 

who introduced a new note into blank verse, and who caught 

something of the specific quality of the Spenserian stanza and . 

something of the Spenserian spirit, in an atmosphere most 

unfavourable to poetry. Thomson's work was liked - but it 

failed to fructify. The work that followed was modified only 

in so far as it was an artificial imitation of blank verse, 

composed of a blend of Milton and of Thomson - instead of being 

an artificial imitation of the organ music of Milton's sonorous 

and sublime verse. If a choice had to be made from the work 

in the long poem of this century of what was worthy to be 

preserved, little would be kept except the work of Pope - who 

yet had not the imagination and fire necessary to fill the long 

poem with the glow of poetry; some of Blackmore's descriptions 

(pleasing although artificial), Young's "Night Thoughts" 

Blair's "Grave" - a few lines from the "Wanderer ", the descriptive 

passages of Dyer's "Fleece ", Thomson's "Seasons" and "Castle of 

Indolence ", the "Traveller" and a few passages from Falconer's 

"Shipwreck ". Literature would suffer little if the remainder 

were given to the flames. Voltaire said of Pope: 
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"Incapable peut -étre du sublime qui é leve l'âme - et du 

sentiment qui l'attendrit, mais fait pour éclairer ceux à qui 

la nature accorda l'un et l'autre - laborieux, severe, précis, 

pur, harmonieux, il devint enfin la poète de la Raison ". 

What is this reason that the eighteenth century made so much of? 

It led those who followed Pope in any case into a quagmire of 

bad art, and platitude, and futility. The Augustan ages are 

the most barren in English poetry. When poetry had been before 

in an impoverished condition - the poverty had been caused 

largely by difficulties of technique. In the Augustan ages - 

there was, on the contrary, the sheer exhaustion of the poetical 

spirit. The Augustan poets looked upon the highest things in 

poetry as diseased. The things they thought worth having were 

the things that it is hardly worth the putting out of a hand to 

arrest. To quote from Sylvester they: 

"Resemble spiders that with curious pain 
Weave idle webs and weave them still in vain." 

They were like irritable children. The seventeenth century had 

pulled one way, and consequently they were pulling the other. 

Mysticism - that powerful poetical background - they rejected. 

They turned away from the wild rich appeal to the senses of the 

poetry of the early Renaissance - and from the pictorial appeal 

of the Jacobean writers; from the metaphysical and romantic and 

intellectual appeal of the later seventeenth century. They 

copied not nature - but a wretched understudy of nature. They 

dealt not in colours - they banished the impression that the world 
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makes on the senses - they suffered not wonder to come nigh unto 

them. One would think they had lost the use of the senses. So 

grey is their work that the attempt of Croxall, the author of the 

"Vision "; and of the "Fair Circassian" to "set off the dry and 

insipid stuff of the age, by publishing a whole piece of rich 

glowing scarlet ", although in heroic couplets, is welcomed with 

positive enthusiasm. 

The long poem is a kind that varies very much according 

to the nature of contemporary kinds. When in another kind of 

literature the chief expression of human feeling is to be found, 

the long poem is apt to deteriorate. In the sixteenth century 

it was considered of the first value, and the best talent of the 

century went into it. Criticism was pre -occupied with it, in 

Italy, in France, and in England. Spenser put into his achieve- 

ment the very pulse of the time. The "Faerie Queene" is a vast 

synthesis of Spenser's impressions of the world, physical, moral 

intellectual and spiritual. In the early seventeenth century 

so much attention was not given to the epic. After the Elizabethan 

drama had flowered, the keenest life is to be found in the drama. 

Towards the end of the century Milton and Cowley alone had the 

renaissance ideal of epic - and Milton alone achieved it - although 

Cowley's epic was what epic ought to be in so far as it was the 

outlet of one feeling the sublimity of his subject. The eighteenth 

century despised poetry. It was occupied with the perfecting 

of prose types e and therefore the long poem was not treated 
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with much attention. The best writers of the age produced 

little poetry. Swift's verse is the outcome of his leisure 

moments, and obviously is not the expression of the author's 

potent personality. Even the criticism of the long poem is 

wooden - and concerns itself with rules rather than with essentials. 

The indifference to epic may be gauged from the fact that the 

writing of epic in the early part of the century was left to one 

of the butts of the Dunciad. 

Although the present century has produced many long poems, 

our literature seems to have lost the "knack" of epic- writing 

since the time when epic occupied the foremost place in criticism 

and was considered the noblest kind. 

Many regard the study of the long poem as a pilgrimage 

through a valley of dry bones - yet if some of the bones are 

dry there are yet to be found many nourishing pickings. It 

must be remembered, too, that the long poem was once a living 

organism - and that other kinds of literature were fed from its 

bosom. It was not until the eighteenth century that the spirit 

of life went entirely out. 

And the long poem, despite all that is said in disparage- 

ment of it - has been of great importance in the history of 

English literature. It was the work of Spenser, Milton and 

Dryden, that made English poetry what it is now, and the poetical 

vocabulary of a century was supplied by Spenser. From the 

aesthetic point of view, it is also worthy of study. Many 
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things of beauty may be gathered from it, many jewels of five 

words long. The less -known of the seventeenth century minor 

poems are frequently delightful, and fully repay investigation. 

Even from the lesser writers of the eighteenth century some 

things of price may be gathered - although the gain is not 

sufficient to recompense the expenditure of energy. 

The Long Poem, too, it must be remembered, has been a 

perfect garden of literary suggestion in which all sorts of 

rare spices have grown. It has been full of stories and 

suggestions that have had the power to inspire new literature. 

And its range is incomparably wide - a range that embraces the 

work of Spenser, of more grace than Rubens and as warm a 

colourist ", and the dreary work of the eighteenth century. 

It is a field in which the artist in search of inspiration 

may roam for evermore, always sure of finding something to 

prove an open sesame to the land of dreams, something to bring 

on the rare mood in which it is possible to catch "a glimpse_ 

of something that is at a differently tilted angle, so to speak, 

from our own, and for which our minds would ordinarily need a 

different focus ", to bring the power: 

"To see a world in a grain of sand, 
And heaven in a wild flower, 
Hold infinity in the palm of your hand, 
And eternity in an houri" 

to bring to the creative artist the one mood in which supreme 

creation is possible. 

These things render the Long Poem well worthy of 

exploration. 


