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CHAPTER I. - ET,F,MENTARIT NOTIONS. 

Speaking of the rather coarse scene in. Ben 

Jonsones Poetaster (Act VA sea) in which the affected 

poet is made to disgorge -- literally - a great many 

flashy neologisms or learned accretions, Coleridge 

says - 

"It would be an interesting es' ay,, or 

rather series of essays in a periodical work, 

were all the attempts to ridicule new phrases 

brought together, the proportion observed of 

words ridiculed which have been adopted and are 

now comu_,pn , u.ch as strenuous, conscious, etc,. 
' i 1 $.J1 

and a trial made how far any grounds can be 

detected so that one might determine beforehand 

whether a word was invented under conditions of 

assimilability to our language or not. This 

much is certain,. that the ridiculers were as often 

wrong as right, and Shakespeare himself could not 

prevent the naturalisation of accoralDodatión,. 

remuneration , etc; or Swift the gross abuse of 

the word idea."// 
He / 

Literary Remains , Vol.. 1 , 2 - Oraniana p ..2'3 



He might have added nor Addison or swift words dealing; vita 
the military art lately imported from France. 

In the too pungent scene referred to vie have thi wi sp of 

dialogue - 

Cri sj_>snus (' who is i. arston) " -O - retrogade - reciprocal - incu- 

bus. 0 - glibber_ - lubri cal , - defunct - 0 ! .; ;,gnifi cate- 

spurious, - snotteries - chillblain'd. - cl um. sie. 0 - 

balmy froth - - puffie - inflate - tur i tous - 

ventosity - 0 - oLlatrant - furiLund - fatuate - strenuous - 
-rl- 

prorumped - snarling E-usts - quaking custard - obstui)ef_act Lc: 

It i s not propo sed here to wri to that e ssay or seri e s of 

essays, but to ask the question sugge cited by the quo on , h'.1ìr.t 

are the historical limits of the poetical. vocu.bulary from the 

]tenai ssance to our own day, and hour has that voc .üul nary been con- 

stituted at various times? Critics have never at any time been 

blind to the aesthetic colouring of words, but so far as we are 

aware, no one has attempted to give, except in the briefest out- 

line, rill account of the changing -.phases of taste in trh , matter. 

The cognate matter of prosody 1. ;_.s been voluminously treated in 

the hi storical manner, but it seems to have been assumed th. t the 

same could not be clone cati sfactorily for the language of poetry. 

`;e constituent and prevailing elements of 1r.nguage seemed to oe 

so much less sharply defined than prosodic elements: One could not 
reduce them to notation. l'fe could only ee that at various times 

XVJe 9 a nothing' here of Ben 7onsor.' s own l ü_qua e 

every student knows it a'Doun: ^ in. curious v:or s ,, see Char; 
111, But W.e ' ":ust note that Ben' c innova -s ions a,rt fc, r 
:fix °r,r:atic purpoc -Eeo HIP foreign ( chiefly lt?lianl ';vordr 
,Jrc ed only once or tvii ce and are not of tic ; .e r: ly í;tapid kind .y , .r: thon c, +,ove 

0 
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different tendencies prevailed., certain word. formations, cer- 

tain word groupings or artifices were popular. A new age dis- 

owned the favourite phraseological methods of its predecessor 

and invented new methods or took a new stratum of words for 

its favourites. It is gradually borne in on us that there are 

different strata of words - that words lie layer on layer from 

the mo st rudimentary onomatopoetic formations to the most 

grandiose, and that the poet can run up and down as great a 

scale of variation E, in the language he employs as the verse - 

master in his ryhthms. It is noticed further that a compara- 

tively small band of curious or novel words used artfully and 

insistently can move the whole mass of the poets ordinary 

language, just as a few companies of skilled Janissaries can 

police a population. In this way the poets cal] Pre -Raphael- 

ite effected a revolution in taste by the effective use - 

among other means of course - of a sprinkling of very common 

and very curious words, words of vertu and words of common use 

employed with a slightly uncommon emphasis. 

Then it is discovered or re- discovered that the various 

colouring effected by mere words is of less importance than 

that obtained oy collocation of words and phrases, that posi- 

tion and order are all- important. The student is loth to 

make the di scovery that words by thernselves,however gaudy or 

foreeful effect little in comparison with syntactic arrange- 

ment, that the hidden apparatus of speech, grammar and syntax, 
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an 
i s =ix instrument of mo st various stops. An aY(-1`4' sT like 
Swinburne in his cunning attempt to revive a past (1:1100MOtI 

. 

stage of speech in its grammar and syntax and word formation, 

makes thi s sunclear. If the student has not el ready di scover- 

ed it in leis study of Shakespeare's speech, the study of Swin- 

burne will force him to realise that mere words are of far less 
account than idjplji and grammar and syntax and that it may be a 

prerequi site of Success for the poet in on age of grammatical 

denudation to wrench back the language to a previous state of 

richness. These are elementary considerations, but the 

teacher knows how difficult it is to make them effectively 
understood. A true understanding of the language in its 
aesthetic no less than its ccs riu'\ s is 
necessary to the full enjoyment of our literature. 

Apart from the actual forms and accepted meanings of 
with 

words - and the poet can play more tricks W/ti e meanings of 

words, can effect more enlargement of them and impose them more 

accessful7y on his successors, than he can vary their forms - and apart 

from the variation s of idiom, grammar and syntax, there i s a 

whole world of variation to be got from the poets impo sing 

economy or the reverse on hi s style. Thi s belongs to Style in 

the large sen sel rather than to the narrower limits of our 

inquiry.Lut vie cannot altogether neglect it. The student of 

Tennyson, for example, soon cornes to tnink of him as a master 

of epithet; in his early poetry he finds him over -indulging 



the luxury of the adjective in those luscious scenes his 

youthful imagination, nurtured partly on Keats, delighted 

in. Then a work like Dora appears. The reader - we 

assume in this chapter the rather youthful but promising 

reader - is aware of a painful drop in style. If he is 

young he may resent such pitiful barenes- , he may 

imagine that small art is necessary for such cold 

literality, 
. but then perhaps he hears Wordsworth, 

never a generous critic, saying that in all his life 

he has vainly attempted to write in this pastoral 

manner. He goes back over it with mere observing 

eye1and makes the alarming discovery that the poet of 

exquisite epithet, this Lord of Language, has not 

used a single epithet in tht-5 admired poem of one hundred 

and seventy lines It is the only poem of any 

length in the language of which this can be said_ Our 

student will notice perhaps that the companion Idyll 

The Gardener's Daughter is of a very different complexion. 

It le 4n the full -blown Tennysonian manner, rather 

too artful indeed, -- 

"The fields between 
Are dewy-fresh, browsed by deep- uddered kine 
And all about the large lime feathers blow., 

The lime a sumaer home of murmurouP wings." 

Then the Maiden herself - 

"Those eyes 
Darker than darkest_ pnsies, and that hair 
More black thu;n ashbuds in the front of March.." 

With / 

There is the adjective patient (wife) and hard 
(words) but the latter is really part ofinactiocx a 
proverbial expression "to give hard words." 



-6- 

cacti 
With gc-o-e-d artifice is the gardener' s daughter tricked out, but 

Dora is merely "well to look at"! Seriously interested in 

the technical question, our reader now hies to Wordsworth's 

similar efforts - he i s aware by thi s time that Tennyson i s 

Wordsworth' s di sciple in this kl N[ - to let us say Mi chael. 

He finds that while the older poet has the same bareness and 

the same literality in the use of words, the same avoidance 

imagety, he does employ a few epithets but tho se of no di stinc- 

ion. 

"His days had not been passed in singleness, 

His helpmade was a comely matron, old - 

Though younger than himself full twenty years. 

She WaS a woman of a stirring life 

Whose heart was in her house; two wheels she had 

Of antique form, this large for spinning wool 

That small for flax; and if one wheel had rest, 

It was because the other was at work." 

This repellent bareness is not the mere result of abstinence 

from epithet. Wordsworth is here working as clo se to hi s 

theories of poetic diction as ne dare do and we are rather 
Ì 

amused to find by hill despairing tribute to Dora that he has 

not proceeded far enough in the process of denudation. 

Tennyson has gone further with his absolute abstinence from 

epithet and imagery. But the understanding reader knows that 

he has preserved the poetical character of the work by otner 

means, chiefly metrical, by his excellent blank verse, though 

k seccPc 
, 
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even here we must expect no great indulgence of the 

senses The observing student notices that Wordsworth . 

works so near his theories that passages of Michael 

may he read as sheer prose - 

"Therefore although it be a history 
Homely and rude, I will relate the same 
For the delight of a few natural hearts, 
And, with yet fonder feeling for the sake 
Of youthful poets., who among these hills 
Will be my second self when I am gone." 

If this had occurred in a prose pas age, a critic in 

search of metrical passages imbedded in prose, would 

probably have passed it by. There is even in this 

poem an absence of those childish little inversions 

from which Wordsworth often expects despite his 

theory, to obtain poetical fey ling, . We pas by also 

Wordsworth's numerous prosaic phrases,_ and his prosy 

sermonising, preferring to linger on those passages of 

genuine feeling which impressed Matthew Arnold. Hav- 

ping dot so far, our hypothetical student, caught by 

Wordsworth's insistence on his poem being a pastorûl, 

will recall other and widely different pastorals 

from Spenser to Arnold and later. He will note 

in passing that the latter singles out for highest 

praise the "bareness üs of the mountain top" of 

characteristic passages in Michael and kindred poems., 

a bareness which to the neophyte looks rather like the 

bareness of a blank wall, or a slate roof. Yet here 

is Arnold extolling that arid line - 

"And never lifted pp a single stone." 

Such a line apart from its context is nothing. It occurs 

therefore to the student that if Arnold is right, if this 

is a great though / 
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though bare line, there are two rinds of richness and 

beauty in poetry, the undoubted and external richness 

and beauty of a line by Keats, - 

"Through verdurous gloms and winding mossy ways" 

and an tort interior richness and impressiveness which 

depends on the context and on the mood of the poem, 

This opens up a large question. We will only suggefft 

here that the poetry of abstinence having an undoubted 

charm for certain temperaments, rejecting the i:: ediate 

appeal made by alluring word or rhythm, demands for 

the purposes of criticism lout a larger unit.. You 

cannot criticise it by lines, in the case of Michael,not 

even by blocks of lines, but by the total impression 

of the poem. The student however will have to settle 

it with his own artistic conscience whether poetry is 

an art which can afford to throw away so much of its 

time-honoured means of appeal and depend so much on 

the interior pathos of a situation. Drama certainly 

can, and he will be advised to go back to the Jacobean 

playwrights for successful examples of this sort. 

The modern passion for bleakness has given some sups ort 

to Arnold's admiration for Wordsworth in these blank 

moods,. Bleakness in mental outlook - a characteristic 

of our age -- is mirrored in the bleakness of nature 

But bleakness and ruin may be as vividly suggested in 

verse by pictorial elements as their opposites. Keats' 

Odd to Autumn is not more richly served in this respect 

than Browning's Childe Roland.. Tennyson's Mariana in 

the Moated Grange is as powerfully supported by painted 

circumstance as his Mariana in the South. The poetry 

of desolation need not be less luxurious in the art 

sense than its opposite. Crabbes' description of the 

heath outside Aldeborough is as rich in poetical circum- 

stance / 
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circumstance as Goldsmith's painting of the Deserted Village. 

Arnold himself affords the -- -- -- -- 

best examples in the abstinent mood. 
c 

"Then thin the pleasant human noises grow, 

And faint the city gleams; 

AlStY4 the lone pastoral hut; marvel not thou: 

The solemn peaks but to the stars are known, 

But to the stars, and the cold lunar beams; 

Abel% the sun rises, and alone 

Spring the great streams." 

But this pictorial parsimony has Elmo st always in Arnold its com- 

pensating traits of repetition and assonance; the manner is 

faultlessly fitted to the bleak mood..- It is rather when he 

goes further and relying on the mood or situation alone, proceeds 

to strip his art of its beautifying elements that we corne to what 

we are convinced was the goal of Wordsworth' s - that 

bare literalness which he found to some extent in ;rabbet and in 

its astounding nakedness in Tennyson' s Dora. That nakedness he 

would not nave found in another contribution to the 1842 voluzn 

u;, The lorte d'Arthur. For in first treating the nrthirivn theme 

the great Victorian poet is stirred to the same heroic mood as 
-&.;s 

inspired rte.. UlT, sses. Nobility, which i'.rofessor Elton decides is, 

the final note of true Victorian work, is stamped on every line of 

that poem. when however in 1856 Tennyson wrote Enid it appears 

he is still under the spell of the Wordsworthian ideal. Its 

subject, mediaeval story in its crude form, invited 4im to dawdle 

in silly fashion and thouL;h readable and not wanting in natural 
A- & t e k)f- 4 

figures and description has hrather too much of modern domestic 

\/ 
In the pasFlane quoted the persistent inversion is 

a main and legitimate souroe of the effect 
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feeling and languages which has been the bane of so much 

Victoriah writing about the middle ages 

"Bet never maiden think, however fair 
She is not fairer in new clothes than old. 

X X X X X 

Here ceased the kindly mother, out of breath 

X X X X X 

Who after turned her dau:hter round, and said 
She never yet had seen her half so fair." 

He needed the heroic inspiration of Ulysses or Morte 

d'Arthur to rise to the noble manner and shake off this 

mawkish and (to use Professor Saintsbury's word) 

"missish" manner, which we have suggested he got from 

Wordsworth, though he might have found it even in 

that sacred text of the rom:dntics , Coleridge°s 

"Christabel.X If the curious reader glances at the 

Morte d'Arthur as it was later encased in the longer 

Passing of Arthur first published twenty seven years 

later, he will find that thepoet has,. at will, raised 

the style of the encasing part xit to the heroic, and even 

occasionally grand style, of the original poem. There 

is no heavy humour here, no unbending to suit the 

domestic atmosphere And yet it is on the whole a 

triumph, a final triumph of the plain syntax and 

plain idiom and natural word -order for which the 

Wordworthians contend., 

Impressed as he no doubt is by Arnold's 

enthusiasm for Wordsworth's pastoral manner, it would 

perhaps suggest itself to our student to consult Arnold's 

own performances in the pastoral kind,. Thyrsis is of 

course a monody and elegiac and therefore not quite 

of the same sort as Michael or Dora But we will 

find there that the phraseology, although more varied 

únd 

See p. 
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and more literary,. with less prosaism,. is still of the 

same general character. Abstinence is still the key -note, 

abstinence from too ambitious or learned phrase, and an 

almost ostentatious resolve to use simple idiom and the 

homely names of villages and weeds. But the poet has 

richly compensated for this - and elegy being near to lyric 

demanded some compensation - by elaboration of rhythm and 

many obvious devices which place the poem with the classic 

pastoral ®r Spenser and Milton, rather than with the 

school of Wordsworth. 

"Too rare,.too.rare grow now my visits here 
But once I knew each field ,: each flower,: each stick; 
And with the country folk acquc,intance made 
By barn in threshing time,. by new -built tick. 
Here too of r shepherd pipes we first assay' d ,. 

Ah me, this many a year 
My pipe is lost,. my shepherd's holiday 
Needs must I lose them,. needs with heavy heart 
Into the world and wate of men depart,. 
But Thyrsis of his own will went away . " 

The secret of this beauty apart from the rhythm will be 

readily admitted to lie in the adroit combination of common 

and literary speech. The poet seems to avoid no vulgar 

word but also he compensates with phrases of literary usage 

and import. 

If our student is not weary of well doing,. he 

will pass to our modern exponent of hard pitiless, unorna- 

:mented writing - Mr. Wilfrid. Gibson ,.and here he will 

find the manner which Wordsworth inaugurated carried to its 

logical conclusion,. For exampleilet us take Mr. Gibson's 

The Drove-Road (from Livelihood) which is essentially 

pastoral, or at least, as much so as Michael or Dora 

"Hell, but it was cold; 

And driving dark it was - dark as night, 
He'd almost think he must be getting old 
To / 
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To feel the wind so. ,And long out of sight, 
The hearts had trotted. Well, what odds: 

The way 
Ran straight ten miles on, and they'd go straight 
They'd never heed a by -road. Many a day 
He'd had to trudge on, trusting them to fate 
And always found them safe. They scamper fast 
But in the end a man could walk them down 
They're showy troite s; but they cannot last 

And he'd been travelling hard on sixty year 
The same old road, the same old giddy gait; 
And he'd be walking, for a pint of beer, 
Into. his foffin,. one day, soon or late - 
But not with such a tempest in his teeth,. 
Half blinded and half-dothered, that he hoped! 
He'd met a sight of weather on the heath,. 
But this beat all. 

Here it will be admitted, is no concession to polite 

usages! Here is the language which .a man who lovingly 

observes the manners and speech of Wordsworth's peasants, 

deliberately adopts, safe. --ta .Çay. -- -that Wordsworth 

would have been perplexed by such a rigorous application 

of his own theories. The language of Michael is decorous; 

this admits realistic flecks of Shepherd speech. Every 

now and then a dialect word ap :ears Daft, dithering, 

dothered etc. and Wordsworth's selection of the real 

language of men, excludes these. All the same Words- - 

:worth cannot escape a share of such praise or blame as atro 

: taches to Mr, Gibson's excessively bare and even ugly 

language. Fidelity to nature has led English poetry to 

this pass. Does Mr. 3ibson even avoid a touch of 

vulgarity? We have no doubt that he would not be awed 

by the accusation, Fidelity , loving fidelity in the 

painting of ungenteel toiling lives is all he c.aims. Mr. 

Max Beer o,im admitted and excused the vulgarity of some 

of his Labour cartoons on the plea that the thing imitated 

was itself vulgar ar beastly.. So will Mr. Gibson. We 

should say he is inferior because of his inveterate senti- 

:mentality / 
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sentimentalityrrather than becauEe he uses the vulgar 

phrases his poor heroes actually use. And now the 

critic mind will travel back to the origin of the pastoral 

kind in English poetry - not indeed to Barclay's and 

(+ooge's Eclogues;-but to Spenser's Shepherd's Calendar,. 

He will ponder E.K's prefatory remarks and notes to that 

much -talked -of piece and will notice that the praise is 

all for Spenser's successful attempt to enrich the blood 

of the language and for his knitting -up the sentences 

into some sort of civilised syntax.. He will hurriedly 

glance at the nineteenth century poets, and find (leaving 

Thyrsis aside) that the syntax is uncommonly simple, 

not at all knit-up. He will find that many passages 

in the Calendar are innocent of syntactic complexity es-- 

,pecialïy in the more rustic sort, January February, 

September &c. where a more familiaar note is struck, and 

where the language teeo is correspondingly uplandish. 

But he will note that the tendency of the later eclogues is 

toward the ornementation repudiated by the later pastoral 

poets, and in art all lies in the tendency or direction. The 

conclusion would seem to be that neither Spenser nor any 

other poet in his age valued plainness for itself, but 

as merely affecting a closer imitation of natural surround- 

: ings , with perhaps sub- humo'. roux intent, Critics place 

all the stress on the means by which Spenser evaded - 

either by archaisms or learned accretions -the true 

language of his day. Clearly he relied on the uncommon 

nature of his language for a great part of the effect of his 

poem. It, matters not that the source of certain elements in 

his speech is in the dialects and the obsolete. The 

aesthetic intention is plain, and yet we must admit the 

colloquial basis of the Calendar and Faerie Queene, too 

colloquial at times. His admiration for Chaucer alone 

would / 
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Would have kept Spenser right here, Vordsworth, Tennyson, 
and Arnold makkx make few - - -- - - - - -- - 

inroads on dialect and old local speech. :ice -- gacert i,he Calendar 
yg fLí27 v-ie,Wed C S a more 

Ifthe first round in the fight ror /mx elevated diction and 
or rustic ,poetry 

syntax, just as Wordsworth' e rn.storal /1. ork i s, if we forget 
later 

Crabbe, trie first round in the /attempt to denude language and 

style in general of all the airs and graces which nad accumu- 

lated during our period of classical imitation. 'mat sucn 

denudation in one branch of technique can ue successfully borne, 

if the poet is cunning enough to exert himself in other direc- 

tions, is proved by the great success of 'Thywsi s and indeed of 

Arnold' s work generally. A poet may depress one element of 

technique such as language and maintain the elevation of art oy 
1 sect, 

cunning bestowed on another as imagery or metric. nut whether 
r 

an art like that U ; f a-d in Michael and some of Mr. Gibson' s 

pieces which disallows or depresses the three main means to 

poetical excitement,whether such an art relying as it does on 

interior pathos or spirituality can permanently appeal to human 

sympathy is doubtful. The bareness as of the mountaintop 

can be carried too far. 

But of all the things mentioned above calculated to pro- 

duce this depression of art, not unambitious or even monotonous 
4 

metre, certainly not the absence of fine imagery or fine word an 

certainly not excessive looseness of syntax (witness the success 
skcñ 

despite u-a,id looseness of the Idylls of the King) but the 

Y`L Q -r-e 2,7 

habitual use of prosaic phrase in a metre which is not ma.de 

monotonous, but which is no metre but prose rnytne ai sui sea as 

-Tht: eighteenth century succeeded in livAhing out of 

Court such elements for a time n See among= VS* 

things of the sort Cherchil:!.' n ProìfEieoy of Famine 
where the poet italicises his old words with :al ice - 

prepense sith, ken, emong, I wis etc.. On this other 
hand Collins in his Ode on Popular Superstitions 
indulges in a good many Scotch ternis 

W ,f U r 3 S w o 
01 0 ,. Fi. ti. a. tir f -4 h 
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metre, that is most deadly unless warred against by co?pensa- 

ating delights elsewhere. Paradise Lost and still more 

Paradise Regained are, as Addison and Johnson pointed out, 

full of such flaws of prosaism, but in such a context of 

beauty that they are almost desirable, certainly pardonable. 

The Idylls err -and sin phraseologically in almost as matey 

ways as Endymion,.but with such a noble variation of blank 

verse that we again pardon all or most- We look in vain 

for such compensation in Michael, and Mr. Dibson's Drove Road 

and are driven to find it , if at all, in that interior mood, 

to which we have referred. And soave are brought up aFrainAlt 

one of the questions aesthetics must ask - unless we dondemn 

such work outright - whether certain types of poetry, not 

dramatic, may by assuming or creating in the mind of the 

reader a mood of intense human and domestic pathos, strip 

themselves naked of every ordinary device which poetry 

needs to raise it out of the commonplace- 

Wordsworth, it is now admitted used the word 

'language' without clear definition. He seems to have 

been thinking merely of the vo /abulary which it has been 

suggested is of less importance than the hidden texture of 

the speech,. We are now admonished to view his heresy in 

the light of his indignant and just re-action against the 

lees and dregs of eighteen century poetry, a poetry which in 

his view sank below self -respect in its toying and mawkish 

imbecility., It is not the virile and colloquial tope he is 

re-acting against He singles out Gray for punishment, 

but did not Gray sometimes deserve it? Did not Gray reach the 

Limit / 

H, sl,, -awb 

But why did he select,one of Gray's earliest poems 
the Sonnet of 1742 written in Memory of West? 

' He does of course rail a little against Pope as Keats 
did too in'Sleep and Poetry, 
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limit of sufferable allusiveness and imitativeness and was his 

theory of poetic diction not a challenR.a to the Freedom of art 

in any age? With superior dialectic and cooler reason Cole- 

ridge could make the Wordsworthian theory appear as wrongheaded 

as even Professor Saintsburi,; would wish, and undoubtedly partly 

through the ambiguity referred to above, and partly from a 

narrow conception of the kinds of poetry, Wordsworth is in 

danger of appearing substantially in the wrong. But the 

commonsenoe of ordinary readers will always decide in his 

favour when the character of the poetry prevalent in his youth 

is considered. He combated two main types of error - the use 

of the worn -out mythological language by which the sun is 

always called Phoebus and no reference is made to natural pheno 

:mena but in the language of this decayed , once beautiful mythol) 

:ogy, and the habitual use of an inverted order of words. 

The use of the language of classical mythology is only one 

extreme instance of the violation of the principle of using 

the most direct and customary words to describe any object. 

In his own poetry Wordsworth sternly avoids this 1:,.nguage. 

But he often flagrantly violates the prose ordering of his 

words and where he does so , it is too often without any of 

the '.nuti rating neatness of his neo -clas' is predecessors. 

His inversions are the inversions of a child lisping its 

first exercises in poetry. They are not even artful enough 

to involve the penalty of eighteenth century inversions, viz; 

obscurity, and they achieve no compensating emphasis and 

vigour such as Pope achieves in typical lines like - 

Sunk in Tha le s tris ' arms the nymph he found." 

or / 

'See Gray's remarks on poetical diction -- thap,.Vll. 

The reader remembers Byron's ridicule in Don Juan, and 

it must be admitted that Wordsworth is not always the 

poet who can describe natural phenomena in unaffected 
language without gaucherie. For a discussion of the 

passage in Spenser cited by Coleridge against W. Words - 
:worth's theory -- or part of it - see Chap 111. p. 
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or the melancholy air affected by Arnold by the inversiong 

in the passage quoted above. But again we may say that the 

practice of modern poetry seams to give its approval to the 

Wo rdswo rthi an doctrine that t not only the vo cabularyt but the 

word -order of poetry is on the whole that of good prose. 

The modern critic -poet would not affirm this as a dogma. 

In a cloudy sort of. way he would as ent to the proposition 

that in the better class of poetry there is a tendency to ad- 

:here to the natural order of words and to the com on voca- 

:bulary. Almost all effects sought by the modern poet can 

be achieved in this why,. 'Natural' order may be inverted 

order en occasion of stress, as it may be in prose also. 

Only, any departure from the usual order of words must have 

due occasion, and the getting of a rhyme is recognised as no 

true occasion for such dep..,rture.. In practice Wordsworth 

is often sillier in his inversions than any of the predecessors 

he censures. 

Looking broadly at modern poetry, we should say 

that Wordsworth in the matter has gained too easy a victory. 

Except for traditional or "classical" poets like Mr. Herbert 

wrench, Mr. Lascelles Abercrombie, the late Mr. Ei T Flecker 

and a few others, the rout tiwards loose ungirt syntax and 

childish word -order (so- called 'natur 1') and unselective 

diction (unselective to the extend that they will avoid 

no word because of its shape and associations) has become 

quite alarming. Pushed further in this direction poetry 

will be in danger of becoming the City of Beautiful Nonsense. 

We might instance, some of Mr. Harold Monro's efforts 

(Milk for the Cat notably) and Mr,. Robert Graves The Cup - 

:hoard . The Poet Laureate himself despite his classical 

distinction /. 
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distinction has a marked tendency to this sort of uI.trw -- 

Wordsworthian simplesse. We have been told by certain 

aestheticians that poetry (and art generally) is remebering 

the childhood of man and of the world. But need such 

memories be conveyed in the lispings of childhood° We 

speak of course of only one school of modern poetry but it 

seems to be for the moment almost the prevailing school. 

It can be maintained with more than a show of reason 

that Pope's language corresponds accurately to Wordsworth's 

requirements. True his treatment and his themes exclude 

the higher exercise of imagin-tion, but granted such themes 

and emotions as Pope treats of, does he not to the letter 

fulfil the demands of the reformer. Is he not the most 

vivacious of colloquial writers, the most direct? That 

his epigrammatic cleverness did not please Wordsworth is 

nothing to the point. As a matter of fact the advocates 

of simplicity leaving Pope alone, (Wordsworth actually glances 

a word of praise at Windsor Forest, including it in works 

like Lady Winchelsea's Nocturnal Reverie, which have added 

fresh Íati ral images to poetry) agree in using Gray as their 

whipping boy,. Wordsworth rather unfairly took his early 

sonnet (1742) on West as an example of false diction omitting 

from his censure however lines 6 -- 8, and the envoy Pro - 

:fessor Grierson similarly places some rather unreal lines 

from Gray's over against Herbert's 

"0 day, so cool, so calm, so bright ." to illustrate the 

purity of the latter 

In his essay called in Grossart's edition of 

the / 
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the Prose Works efta..Ld 
o fpoetry 

as a Study, Wordsworth 

gives us a glimpse of the ideas which lay behind the famous 

Postscript to the Lyrical Ballads. He directs his attack 

against "men of palsied and indurated hearts ", and explains 

how it is that men of judgment who have been im ersed in 

business, return to poetry in middle life with the expecta- 

tion of being fired by the conventional graces and ornamenta- 

tion which their youthful tastes had once admired,. But the 

great poet cannot stand still. He demands just as nature 

does that the reader shall remain passive in his hands, and 

when the middle -aged readers who have not grown up1 ask of 

him to provide the excitements and rapture which were all 

very well for the heat of youth, he must deny them such 

gr-tific_,tion,. 

of English poetry, 
u 

that every author, 

Then follows a brief but sufficient review 

and the conclusion of the whole matter is 

asfar as he is great :end at the same time 

original, has had the task of creating the taste by which he 

is enjoyed" - a remark borrowed (and acknowledged) from 

Coleridge. Later in an es -ay "Of Poetry as Obsdrvation 

and Description," he descends into the tedious question of 

due bounds of Imagination and Fancy, and decides that "Fancy 

is given to quickert. and to beguile the temporal part of our 

nature, Im ,gintion to incite and support the eternal." 

In it word Fancy is the lower gift which rather beguiles 

and dazzles after the manner of the Jacobeans. Imagination 

is austere and ennobles 

Previously he had asked in orthodox fashion, What is 

a poet? and answered "a man speaking to men" , only a man 

endowed with more enthusiasm and power. And he had given 

us / 

In the Essay of the Principles of Poetry and the 

Lyrical Ballads (l79-1002.) 
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us the famous description of poetry, as the spontaneous 

overflow of powerful feelings ( "it takes its origin from 

emotion recollected in tranquility "). He explained what 

he meant by "poetic diction" by setting Dr. Johnson's 

scriptural paraphrase side by side with the prose original. 

Turn on the prudent Ant thy heedless eyes 
Observe her labours, Sluggard and be wise! 
No stern command, no monitary voice 
Prescribes her duties, or directs her choice 
Yet, timely provident, she hastes away 
To snatch the blessings of a plenteous day. 

"original" - Go to the Ant thou sluggard, 

ays and be wise; which having no guide, 

ruler, ° provideth her meat in the sumller, , and 

Contrast the 

consider her 

overseer, or 

gathereth her food in the harvest." 

Such ideas reveal a philosophy of life and poetry. 

We may take it that Wordsworth is the first poet to shape 

the modern conception of the immediate and vital connection 

between the two and to hint (it does not amount to more 

than a hint) at the necessity of a reform in society and 

one's whole 3tRx attitude to life before poetry 

could worthily take up its habitation among men, In 

his contemptuous and hectoring lecture to the business men 

of Bradford, Ruskin told these good people that their 

lives were such as to preclude the rise of art in their 

town. Viewed from this point of view, we see that poetic 

diction to Wordsworth is a mere symptom of something 

radically wrong with our conception of Life and Art. In 
X lhSc0.aJ 

a letter to Charles James Fox, he ̂the malady viz: - 

"the rapid decay of the domestic affections among the lower 

orders of society ". He draws a picture of the old sturdy 

yeomen and adds mournfully "This class of men is rapidly 

disappearing." As an example of the austerity of the 

new / 

`'Gros, art Prose Works , 11 - 2 0 - 4 
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new art he aimed at, the art which was to be in im:ediate 
taiN¡ 

connection with Life - life defined, or at least the 

precious part of it, as the cultivation of the affections 

among the poor - we may take his own reference 'to the 

Leechgatherer. It is an example which will appear silly 

to some people, -After refer- .ing to his own spiritual evolu- 

tion from blank despair to the consolation of nature, he 

goes on - 

"A person reading the poem with feelings like mine 
Will have been awed and controlled, expecting some- 
.. 

- - -._ -- thing 
spiritual or supernatural. What is brought 
forward? A lonely place, Qa pond by which an 
old man way, far from all house or home;" not 
stood, nor sat, but was -- the figure presented in 
the most naked simplicity possible 

Furtherlin answer to the objections of friends "You speck 

of his speech (the Leechgatherer's) as tedious. Every- 

:thing thing is tedious, when one does not read with the 

feelings of the author." 

His own imagination is great, he tells us, without 

boasting, but certain situations in nature are so 

impressive as be preclude further imagining on the part 

of the poet. Here we imagine is the explanation of 

Wordsworth's ideas on Poetry, and therefore on diction 

(for the one is for him but a limb of the other). The poetry 

resides in the matter. The poet's imagination 

seemingly is to be engaged on finding out the truly 

impressive themes "nd to the feeling heart, they are 

everywhere around us. These themes are of such 

compelling inner pathos, that the poet's armoury of 

trickiand devices for heightening effectiare seen at 

once / 

Gros art 11 -- 206 
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once to be unworthy. He allows himself to be the 

passive instrument of nature and hence speaks a language 

simple to the point of- imbecility, some would say - 

utter bareness 

Crabbe we hold was the chief influence in 

directing Wordsworth to these themes and that manner. 

But Burns and Fergusson - he was the only English 

poet to give sympathetic notice to Fergusson - 

inf]luenced him too. Cowper, one may think, not so much. 

Wxx If this he the true thought of 

Wordsworth, - and he categorically denies that 

what we call prosi.sms in poetry are so in effect - we must 

respectfully part company with him as a guide. For 

his theory makes too little of Art, and too much of the 

religious sense of Nature But we cannot part company 

without admitting that he seems to have bn the whole 

triump hed in some parts of the field. The poet today 

makes consistent use of the old modes of phraseology,. 

No poet today-certainly not the Poet Laureate boggles 

at the introduction of what we used to call prosaisrns 

The meEk and uncoloured phrase is everywhere and the 

vivid coloured epithet in disgrase e The cult of n it p li- 

p city overruns large tracts of the kingdom of the Muses. 

Ne words or phrases are now condemned to helotry,. 

Broadly speaking, the effect of Wordsworth's 

campaign is seen in this, that the modern critic regards 

it as the last praise that a poet has achieved a complex 

effect by using a simple language end syntax and the 'natu- 

o ral' order of words. The tendency topraise for such 

things is a healthy one1 but it sees to be carried too 

far in some quarters. The poet who regards words as the 

painter regards his pigments, that is as more or less 

divorced from customary associations and as - 

observing / 
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any order that his art imposes on them, will constantly pro- 

test against the Wordsworth doctrine. This is the type of 
fa 

poet who is nearer to Art than wri tten speech, who aims at the 

effects of music and the plastic arts. He is at the furthest 

remove from Chaucer. For him there is no stated word- order. 

He regards himself as bound by no tradition of common speech. 

He is not an inheritor of a disciplined idiomatic tongue which 
r 

reflects in countless ways the genius and history of the race, 

and which he must hand on to his successors unchanged, or 
d off L ¿Ccfrír>,y to Cr4 

changed merely that smallest degree which is 7.ft the poet's 

traditional boast. He has not ni s ear to the grounu to gather; 

up the & .- rn u.s living human speech. he has more regard 

for the physical shape of words, though he is not ignorant of l r rtr,'es 

the vertu of words and their age -long associations. he is 

hurS 

thinking in terms of Art rather than trie traditions _mod conven- 

tions of human speech. Chaucer we might take as trie type of 

the first kind of poet, perhaps .drowning as the other. In the 

one poet we look to find the true habit of durable English folk 

speech, in the other just such eeherence to the word - board, the 

word -order, syntax and idiom of the tongue as suits his dynamic 

or sculpturesque art. 

To the latter school belong not only poets. like Brovming 

whose minds are pre- occupied by the methods of the Fine Arts, 
U7 

who think aesthetically in terms of Art rather than narrative rrt 

c k S lö r+'1 4ry 1.11, 

;44r4K4e- J..{ l speech, but extreMe archai sts like Kr. uhashnoughty j 

oCi7/ -r -nLU,e1. a 
whose Lansoul pretends to be llike^,s;rinburne' s ' ?age a system 

atic and persistent restoration of an early stage of the Ehgli sY 

Cr/, y111r; (4.4r / I 
Ye) h h + (1 S , y l 

/ 

(,/, 7y . c /(-,` 4 A. 
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literary tongue, but is really the most extraordinary instance 
in literary history - - -- -- - 

-of tie making of a poetic r. Medium, tx*N- _1i.nxg.Itieraryxk.ex 
Sic../1 

We otill have occasion to refer to this work later, and need on13 

say here that where the poet's creative impulse extends so far 
m.ve 

beyond the tendency found in most great poets to make a tem- 

peramental alteration in certain parts of the language, ana 

works so desperately on its own word-medium, such a poet ranges 

himself with those who repudiate the ':'ordsworth doctrine in its 
ytf4icr 2-4 

very essence. Because they r _i e certain ancient idiona- 
L tic expressions, and even restore mosaic of idiomatic express- ', 

ion and.old words, and manufacture more they are often mis- 

taken for those who are genuinely concerned to observe the rituá 
of spoken or written speech. 

On the whole. IttrweN:rr admiration is retained for those 

poets who can achieve subtle or bold effects by being simple. 
In" J VK po e t- 

Blake has perhaps affected. the rmodern^.iie,:re meee than Wordsworth' 

precept and example. Hi s e - aversion s, it is true, are numerous 

and childish, but most so in his studies of the child mind cheY< l 
s k LIB st Y4 C - - - - -- -1- - - - -- 

- Wordsworth probably got a good deal of ni s own simple sit from 

Blake - perhaps not a little from Burns. His debt to Burns is 

not always insisted on though he himself acknowledges it. The 

Kilmarnock edition cane out when the English poet was a boy of 

16 and it afforded such a contrast to the prevailing sort of 

poetical nonsense: The revived study to -day of the metaphysical 
c y,, ft ; wZFt1 

poets has also done a :;rent deal to encourage simplicity 



-19_ 

d hy`f-t 

of word. We can measure the distance we have , travelled h 

in this respect since the Restoration by citing Dryden' s "Paper 

of Verses "f To the Duchess . He tells that these were cen- , a E 

sured by the wits because "I did hum! errere - bitt I wanted 

not only height of fancy, but dignity of ::ords to set it off ". 

His answer was "I knew I addressed them to a lady -- - - -" . 

Hence the simplicity of the language. The colours of words an( 

elocution were in that day the very sinews of poetry. The 

epithet which we now grudge and belittle was then the main 

means to poetical excellence and indispensable in description! 

So Pope says in the Preface to his Odyssey land no man knew 

better thequalities of speech, allowing for the aesthetics of 

his day, than he who had wearied out ten years or his life on 
Cowlci s 

translations. In his acute analysis and censure of ku- s 
diction, Dr. Johnson complains that he lacks epitnets. As 

a15 i;, (uwlt 

a.- -- .LL_ the last of the metaphysics s that was natural enough, fos' 

to school as a whole -as1like some of our moderns,comparative- 
L, ') ' 

ly chary of the decorative elements of speech. The other 

great neo- classic translator, Dryden, complains that the 

narrow limititf the English heroic line preclude him from 

using more than - as a rule - one large handsome word in the 

line, whereas Virgil can accommodate two or three in the 

spacious hexamater. There is also the poverty of the mono- 

syllabic English to contend with. l'ho se who smile at this 

decorative view of language must reflect that Virgil in the 

fit C . _H . 1 Ì Î , ,. 
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Aeneid is a decorative poet on a plane of aesthetic not so 

far above that of the neo- clasrics at their best. And 

despite the Wordsworthians, there are traditional forms of 

art which demand a decorative diction We may say with'our 

moderns they are lower forms of art, but so long as the Aeneid 

gives the pleasure it does to cultivated readers so long 

we must admit the cogency of Dryden's complaint. Dante is 

more sparing in throwing about what Professor Saintsfury 

calls the large gold- pieces of language, and he admits a fair 

amount of low speech into the Divine Comedy But on the 

whole epic seems to be a kind of poetry which will have its 

grand language. Having regard to the disuse into which 

the more handsome parts of our poetic vocabulary are falling 

in the hands of representative poets like Dr. Bridges, Mr. 

Masefield, and Mr. Gibson, Mr. Bottomley and others, we may 

think that the only safe refuge for this part of the tongue 

is epic conceived in the oldmanner. But the modern poet 
[;t, 

fights shy of epic. Modern dramaAhas become largely a 

matter of nods and winks, The weird mood -poems of our 

younger pessimists make little call on the grand language; 

now and again an older tradition_,list like Mr. Watson tries 

to employ the greater c,,dences and the words of gold. No 

sustained use of them however appears anywhere. But when 

poets return,if ever, to the grand or grandiose mood in 

which epics are written, they will find it difficult to 

cold shoulder the "large gold pieces" of language. Davenant 

attempt,dd to do so and gave us Gondibert!. Cowley did so and 

we have the Davidetl) Not so Keats: His Hyperion broke down 

because - as perhaps he imagined - the Miltonic inversions 

and the "gold clouds metropolitan" are an insufferable 

weight / 

The sonnet for example has never been suffessfully 
written except in a rich language. quatrains of fine sonnets 

can be quoted which seems to challenge this , but not complete 

sonnets. Somewhere in the sonnet there must occur a far- 

gleaming or memorable phrase or turn of speech. 

See Mr, Herbert Warren's discussion of the language of 

the Divine Comedy in his .volume Poets and Poetry 
and also Prof,. 

Sáinstbury's article on Dante and the Grand Style 
in English -Sodiety 

Publications Vol .111 a 
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weight on a too slow- moving poem. They weighted the 

poem certainly, the Miltonic heaven -piled words, but 

the movement of it was already slowing to the inevit- 

:able dead -stop, because the action gave no true scope 

for epic display, and perhaps because his cadences are 

too ponderous, the breathing too deep. Of the grand 

language }we may prophesy, the chief element that will 

return1will be epithet. 

Compound epithet has always been a favourite 

with the true romantic, though Coleridge - most sub- 

:missive of poets to the critic's lash - discovered 

its unworthiness as early as his publication of 1797. 

Coleridge here pleads guilty also to turgidity but denief 

obscurity. He had discovered thus early - as what did 

he not discover? - that there is obscurity in the 

subject- matter for which the poet is not to be blamed 

(the obscurity of an abstruse subject), and obscurity 

in the style itself. A sun -clear style will not make 

Newton clear to the majority of minds. This in an 

:pollutant distinction which will have to be borne in 

mind when we come to talk of the great Victorians - 

Browning, Meridith - and - in prose - Henry James. If 

we want a clear instance,. we might point to the obscur- 

ity of Gray and Collins. The former is obscure on 

account of his learned and historical allusions and, only 

in a smaller degree on account óf that "extreme con - 

:ciseness of expression" he tells us he aimed at. He 

pleads in a letter that his allusions are matter of 

schoolboy knowledge. On the other hand Collins often 

is really obscure by reason of slovenly and cryptic 

expression. Instances of this are -riven later. 

To go deeper in the matter of style and diction 

De Quincey thought that Wordsworth had made a notable 

advance/ 

preface to Second Edition of his poems (179 7) 

X De quincey says - 
"By far theweight.est thing ever 

hPa,rd on the subject of styl?" See his Essay on Style 
,1 :-.49. 
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advance when he refined on the usual definition of lan- 

guage as biking the dress of thoughtY Wordsworth said 
the incarnation of thought. This anticipates in some 

way the modern view that natter and form are at a certain 

height of art, inseparable - or to go the full length of 

the paradox, the style is the matter of a poem of a certain 

class. The other common metaphor, language is a mirror 

or glas -, does not help very much, except as affording 

a glimpse of the Eternal difference betwe.n classical and 

romantic art. A pane of clear glass might stand for the 

former. The thought passes to the reader's mind with 

as little intrusion or obstruction on the part of the 

words as possible. On the other hand the romantic poet 

relies on his words for lovely stained hues. In the pref- 

ace to his Laon and Cythna Shelley deprecates the distrae- 

:tion caused by a mere word system.' The method of the 

true romanticist he declines. He will not be bound by a 

"System of mere words." But Shelley could not by mere wish- 

ing escape from the quality of his genius , which lay towards 
a 

the romantic exploitation of words although in /less degree 

than Keats. The poignancy and romantic charm of Keats' 
Y 

poetry is largely due, we hold , to the use of shadowy and 

exciting phrase where words in critical places have any but 

their dictionary signification. High romantic art indeed 

seems often to owe its power to the diffracting power of 

words to their oversoul Not that the classics did not 

understand and avail themselves of this power of words. But 

they refrained more, preferring a harder medium and a less 

temperamental. Nor for them the variegated hues, the hypnotic 

suggestiveness, the poetical vagueness which are obtained by 

playing subtly with the meanings and shapes of words. This 

fluid I 

See in this connection some interesting remarks by 

Mr ,H.,J.Massingham in his Letters to X letter 1. 
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fluid quality of words it obnoxious to the clan ie poet who 

desires fixity _ grammar and in the meaning o2 words. hence 

it is that the various attempts to set up an authority like 
the -'rent Academy to set limits to the tongue have occurred 

Qh llC 
in periods of reaction against charm and mystifica- 
tion. 'l'hus at the Restoration the proposal for an Academy 

was widely canvassed by the peopld who clamoured for a plain 
English. Dr. Johnson, it is true, in the next age opposed }tt, 
the setting up of an Academy, but moreA out of stuboorn in- 

dividuali sm than di staste for a strictly defined tongue. -i s 

ìctionary sufficiently attests his interest in definition,- 
huL - s CAk of kis },u1)l4)-.sh) of th, 42kl.trs oil %4 (Afeu J. K Lit 
Again in the 19th Century that part of i. atthew Arnold which 

was classical1 and which abhorred heatsian license in words, 

urged on his countrymen the necessity of - Authority.Not 

o.a.i..1-y the occasional magic, but the more ordinary slovenliness 

of phrases of the romantics di stressed him. He could not be 

fair to Keats. The over -loaded imagery and the violence 

done to the language by the latter aroused his dislike - a 
L h 

more yrformed dislike than that or the Blackwood reviewers, 

but none the less active. 
The search for some analogy which shall explain the 

en of language, is of some interest. The commone st 

analogy is that of colours. Sainte -Beuve said of Rousseau 

he _ ut green in French writing, meaning that ne. gave natural 

colouring to his words. We talk of the "coloursof rhetoric" 

The mediaeval poets and versewriters were almost limited in 
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their critical language to thtS analogy which came down to 

them from the ancients. Perhaps of all our ages of poetry, th, 

18th Century found the analogy ost true to its inner impulse. 
' h 

Colour is decoration and all the orthodox aestheticians of 

that age insist on the decorativa ftnction of word and im_gery, 

It is an analogy which uits use least well who demand such 

organic significance in every element of technique and to whom 

the axe- notion of mere decoration in art is nt. , 

trece ilic.eed the excess in some directions in past ages to 

this very nra.logy - the excess in epithets and imagery for 

e xample of 18th century poe pry_/ !Tor do we find any very 
the search J4 

what were helpful analogy from sculptur e. dr the plastic arts, but we 

ad _4 \`' 
rt. 5 6° obtain a glimpse of the modern tiLeory. Langua.ge,ue say is 

not marble, neither is it putty. Classical tendency would 

lean to the former, romantic to the latter. Those who prefer 
A l4 rk.4( 

a hard mail, that is a fixed and rigorous system of 

language - using the word in its Vide sense - may be likened 

to the sculptor with his marble; those who desire any degree 

e4 liberty, like E.eatsi mayfin extreme casestreduce the lence 
F..1 Z is A guage to the consistency of putty. Most of our great.oets 

have been of this latter kind. It is curious to note that 

Wordsworth who is suppo sed to oe our great romantic poet, is 

decidedly not of this latter class. He coined no words, 

he used the merest handful of archaic words, even in impass- 

ioned mood he rarely used words out of the ,tcommon r: eaning1 and 

still more rarely altered their customary form. In a word, 



his tendency here is as decidedly classical as Keats' is 

romantic. It might be asked in what way was Wordsworth 

romantic.? Least of all as a poet of the tender 

passion, or as a lover of past life. Those who have 

the impression that he is the poet of nature par excel- 

:lence, would be surprised to learn how few of his peer 

are devoted to actual nature- painting. Proportionatìly 

here he falls far short of many eighteenth century poets. 

Was he romantic only in the freedom of his themes and 

his singing of humble lives? His preváiling tendency to 

philosophise is not at all a romantic one. 

To return to the analogy of marble we may be 

reminded that Pater in his Essay on Style leans to the 

heresy ( "under the sanction of Wordsworth" - he might 

have added other noble names, Sidney and Shelley for 

example) that the restraint of metre is not a true and 

essential difference between poetry and prose. He is 

enamoured of the idea that the poem is like the sculptured 
y2Stles 

group, already it r-elgts in the block of marble. The 

artists' task is merely to chisel away unnecessary and 

irrelevant matter. This is of course an Aristoteliaìi 

notion, but apc,lied to the art of writing1 it would encour- 

:age the poet either to a scrupulous economy of word and 

image1to fineness and thrift, or to =a such a use of 

language as the late Mr. Stopford Brooke protested against 

in the case of no less an artist in words than Browning. 

The poet in this latter case will readily forsake the 

ordinary methods of spoken speech, its natural idiom and 

word -order, to gain a nearer aaroximation to the thing 

imitated. / 
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imitated. The effect on the ordinary reader may be 

that of wilful obscurity. He will cry out against a 

speech texture to which he is unaccustomed and which 

indeed se'ms violent and irrational. The perversity 

of the style repels him, and he will soon be doubting 

whether the matter is so intrinsically "difficult"as to 

require such unusual expression. He may end as many read - 

aers , not at all stupid, do, by w9rving much of this 

poetry aside as rigmarole. He will point to certain 

writers whose matter and mentality are as deep as Browningis1 

and who yet have contrived to be traditional and simple 

in their utterance. In this he may miss the point of differ- 

éence. Such readers do not realise that Browning is 
ht 

attempting a new art-mode, that is deliberately and forcibly 

doing violence to the customary modes of speech in order to 

make expression a closea2 imitation of the object described. 

Perhaps a clearer instance of this art -form of 

poetry is provided by Landor. His genius lay towards the 

imitation of Art-effects in verse1 and to this end he found 

classical syntax and idiom more suitable than those of a 

Teutonic tongue. His acute sense of workmanship ( "the 

name is graven on the workmanship ") reminds us of the 

renaissance insistance on that word. We suggest that he 

did not adopt classical syntax (as far, that is, as English 

will, even under pressure,- allow of such syntax) out of desire 

for novelty or from mere perversity, but because hat was 

aware that a better imitat:i.on of statuary groupin s and 

art objects generallytcan be effected in verse by using 

such phrase order and idiom then by using the colloquial 

English / 
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English grammar and syntax. In other words the classical 

tongues are by their word -order, by their vocabularies, 

and by their idiom and syntax more suggestive of the plastic 

arts than any Teutonic tongue,- t Loves of Gebir and 

of Tamar - 
Now came she forward eager to engage 
But first her dress, her bosom then surveyed, 
And heaved i- doubting if she could deceive. 
Her bosom se Hied , inclosed in haze like heaven, 
To baffle touch, and rose forth undefined; 
Above her knew, she drew the robe succinct, 
Above herileast, and. just below "her arms 

For the purposes of this sculpturesque art, Landor - and 

Tennyson in numerous pasrages of the Idylls - found that the 

delaying effect obtained by frequent use of absolute phrases 

and of participles. Gen.104e is of the greatest impor- 

tance even though such usage is against the grain of 

the English tongue. At other times when art effects 

are not sought after, Landor slips into an easy, slightly 

prosaic simplicity of spe_ ch which at once recalls 

Wordsworth when he is least wordy - when in effect, 

Wordsworth most nearly approaches classical work. 

Needless to say there is no touch of clas ical 

syntax or idiom in Browning1who is almost eccentric in 

his love of roughest English1and wrote his Aristophanes Apol- 

;ogy partly to refute the doctrine of special-- selectness 

of phrase and idiom. But in the end he is cn the same 

galley as Landor. They both aim at Art -effects, and 

they both alter the current of Adinary speech to gain 

those effects. Landor's alterations are in the direction 

of / 
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of Roman civility., Brownings in the opposite direction of 

Anglo Saxon roughness and looseness. But the impulse in 

both cases is the same, only t}ie arts they imitate are 

dissimilar. Landor desires to suggest chaste classical 

shapes, such as Collins and Keats also were enamoured of. 

Browning is the complex modern realist sculptor or painter, 

rugged and perverse. 

The beginnings of this deliberate art -mode are 

to be seen in seventeenth century poetry. The school of 

Donne-to-Cowley attempted this nearer approximation. The 

former poet has a marked resemblance to Browning; He 

also delighted in expression a rebours. He went against 

the grain of the language like Browning, he exploited 

cacophony, because like Browning, he desired to exploit 

ugliness - what is conventionally called ugliness.. His 

genius is like Browning's, essentially dynamic and dramatic. 

Hiskucessors had not his excuse in violating the accepted 

usages of the language. Cowley had not his -- - 

dynamic / 

Professor Grierson (Introduction to his The 
Metaphysical Poets - Donne to Cowley) says of 
the school as a whole that it marks a return to 
the actual language of gentlemen after the 
jewelled and ambitious language of the Elizabethans 
That is of course true especi -lly of the vocabu- 
glary and idiom, and applies absolutely to George 
Herbert. But of Donne himself,and his more 
typical disciples,it is true to say that they 
put the utmost rigour on the tongue,. Their 
phraseology is pure and of the r..iddle sort, but 

. their sentences are put to the torture. 
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dynamic force, hie rugged power, nor had ne the wider aesthe 

tic which enables the modern artist to push back the fron- 

tiers of the really ugly and so extend the territory of the 

beautiful which is the subject matter of the arts. Accord .! 

ingly Dr. Johnson had an easy task in attacking his theory 

of imitation as disclosed in Lis use of words. Johnson 

naturally takes a limiting and superficial view of the 

matter because his aesthetic i s superficial. He i s con- 

cerned only with 
y 

Cowley's attempts to make sound echo sense .¡) 

k. F, i J! tw l t. y t-.`, +-y. cal {, 
'I 

-- -e since Dope approved and exempli 

fled the attempt in his Essay on Criticism. Johnson can 

understand the imitation of natural sounds in poetry, but 

not of other sense- phenomena)and certainly not of mental 

states. He was right, we hold, to censure as a whole 

Cowley' s uni di omati c and har shy poverty- stri cken l anguage. 
exough 

What was, we now allow, right41ra Donne, was not right in 

Cowley who lacked Donne' s compelling inner force. But John- 

son never envisaged the problem as we see it. As a neo -clase 

is he held for neat and customary language, plain things 
t e Atij 

said plainly and deftly /with a certain classical 

Hard -dealing with the literary tongue, rigour and tort 

applied to it for any aesthetic purpose, he suspected. We 
wtk 4,443 

to -day who have supped full of ter can sympa- 

thise with hi..s attitude. Thot the whole field of poesy, but 

many fair provinces we see subjugated by the new aesthetic, 

very often under cover of Wordsworth' s sanction. The inno- 

vators say that Wordsworth threw down all barriers and a 

poet may use or manufacture any mods of speech to express 
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the di stressful matter of his brain. But Wordsworth gave 

such sanction. On the contrary, he stood ror customary 

ways of speech. We have not seen the last of this mood, 

which regards language as plastic material. Perhaps our 

aesthetic has received a permanent widening. l orhaps wo 

shall always have poets who disregard the ordinary limits ax 

and usages of speech to attain verisimilitude: Perhaps .as 

modern psychology becomes more complex, speech -modes which 

were intended to express primary, ideas will nave to ne di s- 

,.:.!ra7ded to some extent. some will say, modern aesthetic£ 

says /:-1at it is not the poet's business to express difficult 

mental states, the states more or less darkly expressed by 

meredith and Browning. The poets business is precisely 

to recall us from a vexed modern psychology to primitive 

simplicity in which the speech -modes even of a peasantry 

are sufficient and beautiful. But this conclusion of mod- 

ern philosophy will be disputed.. by the poets who do not 
fay example. 

find in the ideas and ideals of the Irish schoolia con_,lete 

philosophy of their art. What we are witnessing in fact is 

a divergence of view and practice not unlike that which 

existed in Europe at various periods of phenomenal activity,, 

at the time of Dante for example and again in the early 17th 

The high literary tongue goes one way and the century. 

vulgar goes another. The mentality of the Court at these p 
X 
IoJ 7 Ilh 11 'J1A[l 

periods beeomes._complex. Looking back we may call it over- 

subtilised, affected, out of the course of ordinary human- 

ity1 and bound therefore to disappear. Lut it does not so 
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easily disappear. The Pe trarc1 n ideas with their tra.- 

ditior.s of fine language persist. Even the conceits of a 

Marino infect all Europe for a century. At such times 
. 
1 

ordinary di scourse, let alone peasants' speech, is held to 

be impossibly low and inadequate to express the Court 

psychology. If he modern aestheticians are right, if 

poetry ought to disregard the complex psychology of an 

artificial society, if, with other arts, it ought to busy 

itself with primitive Q nohoKS, then the learned and "con- 

ceited" strain in high poetry from Dante and Tetrarch to 

iLiltonimust regretfully be regarded as a mistake, in- 

finity of art mistakenly expended. But who is - prepared 

to rule out not only Tilton in great characteristic pas- 

sages, but Shakespeare in many a sonnet and other passage 
l 

where he adopts the fligh style and philosophical matter? 

We have no Court in the old sense to-day, but we have a 

wonderfully complex mentality, a Cody of ideas much more 

widely entertained than any body of ideas in any previous 

age saveithat of the ancient Greeks. I s that body of 

ideas to find no poetic expression, only a philosophic 

and scientific one? Whatever t he c-,n swer may be, it is 

clear the simple speech modes recommended by ','ordswo.th 

will be found inadequate. Our poets will e-e-in recondite 

phrase to express recondite things. It is true there 

have been times when a philosophy or religion has been 
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expressed adequately in simple phrase. On looking back- 

wards for a period when English poetry did employ ordinary 

language freely and even naively, Wordsworth rightly select- 

ed the so- called metaphysical period. Here in Vaughan and 

Herbert is the thing done to admiration. A relig. 

ious philosophy is artfully and adequately expressed in the 

simplest language with a potency of charm unsurpassed in 

our tongue, till -blake revived the manner. how remarkable 

is the contrast between Shakespeare's or Spen ser' s philo so- 

phi.cal verse and theirs. How involved, recondite and 

'difficult' the one, how naive and touching in,rnodest domes- 

tic dress the other: 
referred to 

To this we answer that the ketaphysicals/cxpressed 

rather a religious mood than a philosophy, and that the mood 

itself was one of self - surrender, the yielding up of all the 

glories of sense end return to childhood and therefore the 

adoption of the simplest word aid image and syntax was in 

itself conformable and indeed necc wary to the poetic presen- 

tation of that mood. Far different is it s ith the Intel- 
Meredith F `,íyC L 'LO\ 

lectual- amorous states described ink odern Love or a hundred 
/J n 

other presentations of mental states to -day. We have it 

is true beautiful presentations of the simple, more: e-e- is 

moods to -days as we have in this eclectic age, at- e y of 

all the schools. Therein we differ from the past. The 

simple, the naive is almost a prevailing school, but for the 

moment we are interested in that school which ' oe;, .accept 



and rejoice in all the complexity of the modern mind., and 

which courts the accusation of over- subldty or learning, or 

metaphysic in verse. Their dealing with language can 

never be simple. The ordinary modes of expression will 

' sink under them' as they did with U1il ton. They will ac- 

cordingly be read by the few. shat is the trouble with of 

our modern schools, our eclecticism, we have broken up 

into numerous sects. hence Dr. Courthope wisely drew his 
aE bv}eav 

hreat History of 7ngli sh Poetry to a conclusion * 1832. 
Our fIQr <ç little school; have f e /« little audiences.' 

Great as is the vogue of poetry to -day, its ,Ictìvities are 1 

so dispersed that we 5eem to see the poets surrounded 

by a group of admirers hymning each others' praises. 

while the large appeal to a national audience is gone. 

This di spersion of poetical force i s no doubt explained in 

part at least by the parallel dispersion of the national 

spirit. The same phenomena took place before the Civil 

War. 

Apart from political or social influences, however, 

there is one consideration which has relevance to our 

subject, that is the evolution of the relation between 

matter and form. It is clear that the old frontier lines 

have become increasingly blurred. In the earlier ages 

the poet is - to use Mr. Cihesterton' s definition "the bard 

praising the warrior." As civilisation proceeds he becomei 

also the teacher of the arts and crafts - hence Plato' s 

7Jdir`- JI_ v{ q ,iqY %J ir.r.r 

' '' L -r 

r fr A / , 'l h 

Dti o lts, 
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argument against the poet who pretends to be a master of 

various arts, military and scientific. Epic tends to be- 

come a record of race culture. Such it is in Paradise Lost. 

The 18th century imitators of Milton brought the long didacti( 

poem to a pitch of boredom it had never before attained. They 

succeeded a race of social satirists. Their mood was an 

expan si veljon e. It chimed with the mood of their day. Lord 

Karnes in his Elements of Criticism had said that satire was sr 

unworthy c- -4:^.e of the muse, that it was dying out in 

Prance and likely to dwindle here. He was right¡so far as 

the mood of the moment went 
/ 

but even as he wrote his own 

countrymen Burns, was indulging in that unworthy sort. Those 

who write on the romantic movement sometimes forget to in- 

clude this didactic expansiveness in thpix categories ofic.44 
i 

r 

O.aCIiv(-, j -J /L <4 WrQvQ /'J. c. htL,1 .. L`' hC . C. 

t/' 

True IA changed its subject from the discussion of the woollen 

industry or the pear (Dr. Johnson's gibes at these industrial 

poems will be remembered), to itlan himself and all his faculties 

One is not sure if that vast egoismus (instanced by work like 
.Q._ r L 

Wordsworth' s Prelude) is not the main artery of the,,ro:nantic 

movement. But anyhow the didactic -philosophic mood is 

dominant. In such poetry the line drawn between matter and 

form is absolute, and yet romance Re4 that species of art 

which tends to blur the lines: We know that whilst this 
c z,, G.,A w 6 k, I. 

didactic impulse is strong in,the early great romantics, they 

SiEF , are great as romantics for quite different work. Shelley' s 

matter is indeed easily severable from his form, so easily 
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that critics have held his transmutation or paraphrase of 

Godwin's philosophy to be a poor matteriwhile giving the 

best praise to the form of his poetry, So Professor 

Saintsbury and others. But there are few instances of 

nature having given a man supreme utterance,who had inferior 

wits. Still we say that where Shelley is supreme, Godwin 

disap ears . Are ate to say that the mere art becomes civil - 

iced , the less it tends to have a well- defined subject, story 

or what not? Arnold fought against the tendency in his 

Preface to Empedocles on M,it Etna and elsewhere. In 

his day the tendency was not so pronounced as it has since 

become. Impressionism and the pursuit of the intangible, 

and indeed unimaginable, were not so active.. The 

Aristotelian theory of the imitation of some defined story 

or object still survived.. In :Lrt the school of Manet 

and Monet challenged the theory. A canvas was beautiful 

for its own sake, for its design and disposition of colour, 

and not with respect to any imitated object. In litera- 

:ture even the short story has becorne,in certain master 

hands, a thing of silhouettes and vaguely suggested contours, 

rather than well-marked narrative . A story like Tchekoff's 

Y(usef, , for example , is almost about nothing, fugitive 

impressions with the emphasis laid, in seeming arbitrary 

fashion, on trifles - and yet it is a striking success. 

The stories of Leonard Mer--ick and Cunningham Graharhave 

something of the same quality, It is true we ha 

corresponding reaction to vigorous story -telling and highly 

objective description. Morris set the fashion here. Mr 

Masefield /i 

Prrofessor Saintsbury Sven suggests that if it were 

possibie to isolate the germ of poetry, it would be 

in Shelley's verse, yet his 'ratter' was crazy 
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Masefield carries it on. His books are, as Scott's and Byron1F 

were, almost social events, and Mr. WatPon still loudly 

announces a "Subject"', or thesis,and sticks to it with 

praiseworthy zeal. But he is of the elders. The main 

movement is characterised by the tendency to confound 

the arts - the talk of symphonic poems, night-pieceP, 

nocturnes, etc. is indicative enough. The jargons of 

the arts, once used exclusively are bandied about promis- 
) Al 

:cuously, - all counts in Nordau's and other indictments 

of degeneration. No doubt the setting aside of boundary 

lines is distressing. We cannot decide this question. 

We cannot say to the poeti You shall not indulge in those 

musical reveries, or pictorial phantasies which iu-geit 

the Schools of Art. We cannot be s o ungrateful for such 

things as Mr. Edward Sha Fe da ijnè with its 
overwhelming suggestion of both music and painting, or for 

Mr. Robert Nichol' s Seventeen - 

A jay, with sky-blue shaft 
Set in blunt wing, skimed screaming on ahead, 
She followed him. A merry squirrel eyed 
Her warily, cocked upon tail-plumed haunch, 
Then skipping the whitligig of last-year leaves, 
Whisked himself out of sight and re-appeared, 
Leering about the bole of a young be»ch; 
And every time she thought to corner him 

He scrambled round in little scratchy hands 
To peek at her about the other side. 
She lost him, bolting branch to branch, at la,s 

The impudent bra-tit But still high overhead 
Plight on exuberant flight of opal scud 
Ox of dissolving mist, florid as flame 

And still the huge wind volleyed, Save the gulls 

Goldenly in the sunny blast careering 
Or on blue-shadowed underwing at plunge 
None shared with her who now could not but run 

The splendour and tumult of the' onrushing spring. 

Whatever we think of this p poetry, we must know that 

a / 

Jvi -y. Noilesut'S P.Riehtra 



33be 

a new art is being attemptedland that its affinities are 

with painting and musics To attain these effects it must 

claim and exercise absolute liberty of rhythm, rhythms un- 

:attempted by Swinburne who was comparatively consistent 

once he settled down to a strange metre, and absolute 

liberty of word and phrase, to make and to mar, phrases 

hitherto de med prosaic, or botcherly, phrases magnificent, 

in short all the tones, language is capable of. ' A sort 

of blunt -nosed language, such as no former poets used, now 

appears in strength, and it comes to satisfy the strong 

craving of the modern poet IVarxx for the effects of the 

sister arty . So Mr. J. C. Squire in his The gtrdr . - 

And rooks their villages of twi . rafts 
Set on the tops of elms, where e ms grew then, 
And still the thumbling tit and perky wren 
Pop,. ed. through the tiny doors of cosy balls 
And the blackbird lined with moss his high -built 

walls 
A round mud cottage held the thrush's young, 
And straws from the untidy sparrows hung. 

fh 
It is quite true there is, in some passages an echo of 

the Elizabethans, a reminiscence of Drayton's Nymphidia for 

example, of that exquisite fairy kind of verse in which the 

Elizabethans were cunning. Mc4;14. ulada n X11 The 

old despised and rejected rubble of the language rich is 

eagerly seized upon for those strange effects of colour and 

tone. 

The burden of all this is clear. We cannot 

get those fugitive impressions demanded by the new art 

without putting great stress on the language When the 

matter was clearly defined and absorbed a good part of 

the readerleattention, there was not the same need to 

press rare and exquisite meanings, subtle nuances out of 

words. We now hear of the aroma and bougtret a d even 

tonality et Hedonic tone of words and phrases. Words 

are / 
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are on the rack as they have never been before. The 

excitement of mere words in understood today as never 

before. They are recognised for the brave things they 

are, and it is not the beautiful ones to which as of old/ 
A 

particular court is paid. The secret thoro nghly learned 

today is that not the ",Sleek" words or lubricious (to use 

Dante's curious phraseology) but Lather the shag- haired 

ones (îù1À) are, with temperate use, powerful. Students 

of aesthetics recognise in this the modern craze for 

cháráctérìstic rather than formal beauty Writers like 

Mr. Bosanquet claim that the evolution of the term beautiful 

from ancient times has added that he calls cháractérìStic 

.i.e.. significant detail, to the old formal notion of beauty. 

In certain quarters it would seem as if 'characteristic' 

were pushing out formal beauty altogether But a 

movement which is common to painting and mu^ic and poetry 

is clearly a movement which had to come. We need not 

distress ourselves about it. We obsdrve it coming on 

with the rise of the romantics. quite naturally we 

as ociate the main body of the romantics with the discovery 

of new and deeper flodds of melody. But romantic art is 

-rapacious and, unlike classical, quickly exhaustn its own 

moods. Browning, a true romantic, soon appears to shook 

Frederick Tennyson and the gener4lity by his cacophonous 

verse. Now all the lower and declassed forms of sppech 

are pres'ed into service. Words which never imagined 

they would again (that is since the Elizabethans) appear in 

high poetry,, come in in battalions,. In, spite of protest, 

Browning has been absorbed in English poetry. 'haracter- 

:istic' has wone the day. The general result has been 

that the poets' range of langugge has very greatly and 

happily / 
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happily increasedrand the professional writers on aesthetic 

bless the movement with the phrase 'aesthetic width.' 

This modern craving for charactéristic is mirrored 

Lfl the speech used by poets. In the eighteenth century 

we see it °reaping in in Cowper's detailed sketches of country 

parAtboys and waggoners and still better in Crabbe's Tales. 

In the latter we often get in wisps of converaation an 

approximation to the actual speech of the vulgar - never 

in Cowperswho was always the - gentleman regarding the vaga- 

bonds of the road with kindly patronage. Today the 

demand is for the actual raw material of human speech and 

gesture at its Lowest. What we used to call 

vulgarity and nastiness are reproduced freely by our choice 

poetsmas by Mr. Gibson in such a little poem as The 

Órchestrá or Mr. Masefield in Right Royal. Mo those 

who are disgusted by such vulgarity - as they de' m it -. in 

such writers, we might quote Wordsworth in that artonish- 

: ing chapter in Imagination and Taste in The prelude. - 

There are who think that strong affection, love 
Known by whatever name , is falsely deemed 
A, gift, to use a term which they would us e 
Of vulgar nature; that its growth requires 
Retirement, leisure, language purified 
By manners studied and elaborate; 
That whoso feels such passion in its strength 
Must live within the very light and air 
Of courteous usages refined by art. 

Whilst he would not himself descend to the speech of the 

gutter, he would insinuate a philosophy of man and his 

speech`which would urge later poets to do so. Not only 

poets, for the rage today in normally polite circles is 

for the lowest pothouse idiom. 

Without delivering ourselves into the hands of the 

aestheticians and philosophers, we may note that the other 

great school of modern poetry, the simple-sensuous school, 

gives colour to their theory that poetry is the result of 

happy / 
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happy intuitions and emotions. The philosophers with to make 

poetry as it were, the female to philosophy's male, in a word 

to de- rationalise it To take the hard thought out of it and 

make it,like all art1 a means of primitive and even barbarian refreshment 

to remind the civilised thought- tormented man of that other part 

of his being which ne is in danger of starving - the instinctive 
C4 "'rile !0o YY 

element. As we have said above this would lead us to abandon 

many noble tracts of poetry, and leads Jus back to the old ques- 

tion, l +.Ls Mr. Pope a poet? Nobody who has read through the -i 
Llc>>k. mamczawiliar in which Johnson, Byron, Campbell, Hazlitt, Bowles and 

others took part over half a century, will want to revive that 

argument. One need only note here that the idea suggested ay 

these people is an old one. inat the appeal of poetry is to the 

instincts and not to the intellect was argued for example in the 

'sixties of last century by D. S.Dalla.s in his "Gay Science". (1,ui te 

recently Mr. George li.00re in his Avow l redi scovered the spec - 

ious ZNAlta mitiX y4x 3 trut which has been admitted 
by philosophers for quite a long period,. 

He says - -- "Works in which reason plays a large part do 

not satisfy us. Our instincts are deeper than our 

reason, and it is pleasant to remember that art rises 

out of our primal nature and that the art that never 

seems trivial is instinctive: 

however Mr. iv',00re will alliow reason a place too, 

"The artist's instinct is the sail that carries 

the boat along and his reason is the rudder that keeps 

the boat's head to the wind.. The simile seems to hold 

good. An instinct will carry the 'arti st some di stance, 

but if he have not reason, he will drift like the rud- 

derless boat making no progress at all ". 
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Romance we may say destroyed the rational and intellectual 

basis of poetry. Poetry could no longer be what Dr. Courthope 

would nave it "an effluence of the national spi ri t"o when it 

returned sufficiently far back on the track of civilisation. 

Poetry under the influence of Romance abandoned territories it 

had long ruled over. it gained territories to which it nad a 

better claim. It abandoned the sciences, and to some ex tent 

satire. It gave up drama to the sociologists and farce-writ- 

ers. .VVith the 1Q ovaledges went her need for a vocabulary as 

intellectual as that of prose. It has been steadily pushed 

back on its true inner self and. function. I t abandons rhetoric 
J t4 Y G, C l O Y 

and becomes like c mess, low voiced and even monotoned. It 

is rather ashamed of colour and the palpable devices of rhetor- 

ic it abhors. It even fights sly of epithet, certainly of 

those brave accumulated epithets which enliven the pages of 

Shakespeare. It has given up palaces and culture and gone to 

peasants' huts to learn their speech._ Poetry in the person 

of John Synge f eavesdropping on peasants to catch the true 

accent of poetical speech is a r4'-ely humourous spectacle. 

Spenser and L. ilton are truly romantic, but they hold tenacious-: 

ly to their office as instructors, preachers, thinkers 
W ß..l1, f Y 

statesmen. They did not abandon the world to the politician. 
t' 

Blake first astonishingly attacked intellect in art, and law 

in government. he vehemently hated the schools with their 

institutional and rationalistic tendencies - .Lilton the poet 

and Reynolds the painter. The nistory of t he sister art of 

--rwe may remeLber the evesdropping on the 

peanent^ in the barn in Balzac'r Country 
Doctor. But that way for their matter Lore 
than their speech.. 
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painting illustrates something of the same evolutionary pro- 

cess from imitation to interpretatìon4 and from interpretation 

to the modern anarchy. 

Poets here and there will protest against the delimita- 

tion of their functions. Some will have it that there is 

nothing in nature or thought they cannot imitate or transmute. 

But this very process of transmuting philosophic truth into 

poetry has led to a great de a of tortured poetry of the 

schools and that it has placed an excessive strain on the lan- 

guage is proved by even Shake spear's comparative failure in 

this kind. His philosophic poetry, whether it is found in' the 

Lover's Complaint ól, the Sonnets or in his dramas is clearly a 
ti 

learned curiosity and no more. We shall have later on to ex- 

amine the sort of special philosophic jargon the Llizabethans 

employ for this purpose. It is also clear that the substance 

of a modish philosophy may be conveyed by poet's to their age. 

Indeed poets cannot avoid the implicit avowal of such philoso- 

phy. The snare is in the explicit treatment of a passing 

phase of philosophy or science. Tennyson fared little better 

than Shakespeare in his attempt to poetise the current philo- 

sophy. Shelley was too deeply read in Plato to renounce the 

doctrine of the poets "teaching the truth of things ". he says 

that "Shakespeare, .liante and Milton (to confine ourselves to 

modern writers) are philosophers of the very loftiest power ". 

We all recogni se the truth of this, but Shelley would, no 

doubt agree that it is when th- e- 3,rmasters are not consciously 

4 j[ 1,es , 
(<c iv. r. 
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philosophising that they are great. When they are direct 

teachers they often, like Lucretius , fail as poets. His 

own example bears this out. Tennyson was the last of the 

great poets who took it upon themselves to expound the 

current philosophy and science. The world of poetry 

has shrunk enormously. It is no logger coextensive with 

the activities of the human mind. From Keats' Sleep and 

Pöëtiir which challenges the cosmic view of the poet's office 

to Yeats' similar repudiation of knowledge and ideas ( "Liter- 

ature is dying of ideas" he says somewhere) we see 

the same rapid differentiation of function. Sociology 

may be imp libit in Mr. Wilfred Gibson's Daily Bread. 

It is not presented to us nakedly. So with the national 

spirit. In the eighteenth century England is still 

a unity. Its culture has a massive front, not yet 

eaten away by alien and subversive creeds and cosmopolitan 

pessimisms. The spiritual maladies were, surprisingly, 

not yet let loose on man. Settled laws and a proud 

antiquity - these are its dominant notes. 

Not unconnected with this reading of the function 

of the arts and this movement towards the primitive, is the 

suspicion and contempt of learning and culture (middle - 

class culture, it is called) which is not at all confined 

to proletarian and insurgent forces. The neo- catholics1 

if we may use that compendious term, are heart and soul 

engaged in this warfare. They reinforce earlier more 

mystical or rationalistic attacks. Wordsworth's 15rè1uae 

is as we Saw the first orderly repudiation, from the poet's 

point of view (and poet to him is complete man),of 

learning / , 
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learning and culture in the old senses. His attack on 

the old forms of speech and culture in the Prélúdé Book X111 

is almost alarmingly modern and subversive. He sneers 

at "men adroit in "speech " who belong to the 'talking' 

world "1 and develops an attach 
r 

which is not very different 

from Tolstoy's and later anarchists ° An the middle-class 

culruve of those who ?flattering self- conceit with words - 

That, while they most ambitiously set forth 
litidockinduiNxtrinsic differences, the outward marks 
Whereby society has parted rn:,n 

From man, neglect the universal heart" 
Bat "Men may be found of other mould than these 

Who lire their own upholders, to themselves 
Encouragement and energy and will 
Expressing liveliest thoughts in lively words 
As nature passion dictates` 

And yet we are told by sir Henry Newbolt in the Report 

published recently English Teaching in England, that the 

modern workers in shop and factory and mine find Words - 

:worth's middle -class world hopelessly alien to them 

They prefer Walt Whitman who '?tegins the world anew', who 

discards altogether the old modes of phraseology and of 

fe ling which come down from the Renaissance,. The quota - 

:tionä above (and his prose Letter to á Nóble 'Lord etc.), 

seem to show that if his world was alien to that of the 

modern proletarian, his theories are explosive enough to 

please our present -day =kg enrages . Blaket as has 

been remarked , expressed in more splenetic outbursts his 

dislike of academic culture. Tolstoy even more savagely, 

and with that almost Biblical impressiveness included the 

ordinary arts as practised in middle class society in the 

same time -wasting and hypnotic, conscience- deadening cate- 

:genies as tobacco and drink. The common man poisons 

himself / 
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himself by the latter, the refined hypnotises himself by the 

sensuous appeal of the arts. Neiteche in his Birth of 

Trágedr had accounted for the flowering of Greek Art in 
1. o',.a v.. 

much the same way,without reference,to conscience. Taedium 

vitae was sufficient explanation. The relevance of this 

account, if it be not overdrawn, of modern feeling on art, 

lies in the fact that amid a welter of movements and school 

influences, two great and hostile tendencies appear. There 

is the traditional imitative school in which we must place 

not only Mr. Watson but Mr. Yeats for all the fresh life he 

has given to the beautiful old themes and manner and of course 

Mr. Abercrombie, Dr. Bridges and Mr. De La Mare, Flecker 

and Trench and others.. There are degrees of imit tiveness . 

Mr. Hewlitt and Mr. Chas. Deaught present the extreme. 

In the traditional school we see the old phrases and rhythms 

refashioned, the old delight in the old words, the old 

curiosa felicitas and venerable but ever- pleasing device=s. 

In the other main school we have the poets who challenge 

tradition and lean to anarchy. On looking closer into 

their reputable works we discover usually more of tradition 

that they profess. How could it be otherwise?. It will 

be for the next agek or the next after the next, to say whether 

their protest was, amid such clamour and mere disorderliness, 

on the whole a fruitful demonstration. 

In conclusion, one remembers the old and academic 

debate some thirty years ago when Utopias were much discussed 

how / 
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how the poets, novelists and artists generally would fare 

when social bureaucracy has covered the earth - when the law's 

delays and so many of the pangs and shocks endured by mortals 

as are to be laid at the door of our present social eyetem1are 

removed. In the face of world -politics today such iMagin- 

:ings appear a grim ,jest, and yet men like the late Mr. 

Snow and Mr. Bellamy (in his Looking Backward) seriously dis- 

gcuassed the matter. It being recognised that the poet and 

artist having subsisted imaginatively since the world began 

on the emotions aroused by war, love-lust wnd blood -lust, 

how will they thrive when these wicked adventures are no mores 

Will the interpretation of nature and the contemplation of 

the beautiful be 4nough ?. There will still be, we are told, 

the soul's adventures. But what a pale copy of the 

old bodily encounter: One thing the Great War has done, 

it has assured the poets that the raw material of their 

art is in no danger of giving out. 

Language, the diction used by the poet, is the 

faithful shadow of his art, and to the connoisseur nothing 

is more interesting than to watch the changing fashions in 

this kind. From. the eager endeavour after classical or 

Italian finery in phrase at the Renaissancerto the extreme 

modishness of slang and the worst brutalities of spe. ch today, 

we can witness the most startling changes. And this is 

clear to usithat language is as sensitive to variation of 

aesthetic outlook as any other element of poetic technique. 

Sometimes / 

SeY also Oscar Wilde's The Artist udder Socialist:: 
Dr. Leete of Bel amjs Romance explains how his 

Utopians nourish their sense of art an the tales 

of the wicked pastiwhen dynasties and classes 
fought and bled. 

To Shakespeare the phrases, the "glosing rhetoric" 

seem to have been all -important in the fashioning of 

the sonnet - (see Nos. ) But he is attacking 

a r.ival,and his attitude is not to be taken as 

critical . 



Sometimes one is tempted to think it is most sensitive of 

all. We shall begin by describing in brief fashion the 

making of the polite language, and by language we do not, 

as Wordsworth se' ms to have done (he is ambiguous) mean the 

vocabulaty only but phrwse idiom, syntax, and grammar. 



CHAPTER II. The Making of the Poetic Language. 

In his preface to an edition of Sidney's poems 

Mr. John Drinkwater describes the bewilderment of the poet 

"who feels the impulse to sing, and yet lacks the inspir- 

;tion and aid of a single great voice before him." It is 

difficult for us to realise the sad case of such a poet. 

It was Chaucer's case however, and he was driven to foreign 

fields for that aid and comfort of previous achievement 

which all artists crave for. It is not merely or chiefly 

the themes of poesy which are lacking in such a case. 

Neither the rhythms which the youthful poet cons in his 

heart are there, nor are the spech- moulds ready with 

adaptable and approved poetic phrase. It is easy for our 

modern sWnsculottes, our Whitmans and Sas'oons to deride 

this view of the art, and to say that adapted and 

approved poetic phrase is the one thing the poet should 

avoid, - that the poet should speek from his heart in his 

own customary language without regard to tradition, but 

the history of poetry gives little countenance t) this view. 

There is no use appealing to the example of the ballad, 

for that naive species is as full of conventional, albeit 

unrefined phraseology as any other recognised species. 

The early Elizabethan poets were not quite destitute of 

poetic speech modes however, and even if they had been, 

they had a prose literature before them which was as 

rich a storehouse of poetic phrase au many an era of 

professed poetry provides. One could understand the 

shame _"'u.l rhythmical poverty of the early Tudor age. Even 

after the publication of Chaucer in 1526 and again 
in 1532, 

we / 
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we can understand the plea that this great poet was presented 

in such slovenly and erroneous guise that he did positive 

harm to the verse of the poets who surrounded the court 

of Henry Vlll. But we can only marvel at the equally slow 

growth of the true language of poetry. When modern 

writers from Tennyson to Mr. Watson are proud to rifle 

the old romancers and chroniclers for their phraseology, 

why should Barclay, Googe Surrey and Wyatt and even Sackville 

and Sidney not have done the same? Why, are we to profess 

pleased surprise when we find in the pages of these poets a 

growing, if intermittent stream of cadenced and individual 

expression, and why, must we ascribe that growth to the 

study of foreign models alone? Whatever the reason, 

it is a fact that rhythmical expertness and linguistic 

expertness proceed pari passu - that where the rhythm 

shows an advance on the lumbering structures of the poets 

of the times, the diction as a rule shows a corresponding 

advance. This bears out Coleridge's theory that the ex- 

citement of verse is normally accompanied by a heightening 

of the other elements of poetical technique, and chiefly of 

diction. 

We must be on our guard against the heresy that 

there accumulation of handsome classical or foreign 

phrases or words such as we meet with in the Ilaerie Queéne 

marks in itself the process bf the 'making' of the poetical 

language. In a sense the very title of this chapter begs 

the question.We now recognise that uncouth and beggarly 

as Skelton's tongue, or worse, Googe's appears,, that tongue 

so / 
4 
Se,:, Mr. Watson's naive confession of his 
robberies in the preface to his Wise in Exile. 



so far as mere vocabulary is concerned could be made to 

serve the aims of the higher P4rms of poetry. With a very 

small infusion of fine phrase, their language could be 

used for the highest purpose of the poetical art. It is 

rather in the swing together of words or phrases that they 

are lamentably deficient. And as a matter of fact there 

existed in their day and had existed for nearly a century that 
used 

high and senselessly ornate language , /for high purposes, 

which we call the laureate'. Poets had the learned words 

of eloquent discourse, but they used them without art 

and barbarously, and they kept them for that definite species 

of style which well nigh succeeded in establishing perpetual 

breach between learned and vernacular poetry. But apart 

from that high style which they all sighed after, it is strange 

that the reading of Malory or even Froi art did not urge there 
i 

towards the use of tolerable, though plain cadenced English. 

For Malory's language is a very plain one and yet no subtly 

cadenced as to move us to this day as few languages do. 

No doubt the feeble and constrained prodody forbade the free 

and natural combinations of phrases which are the glory of 

the prose romancers. Prose was free to be natural. Verse 

was not, and would not be until the courtly rhythms and 

cadenced speech of the continent had been introduced W the 
poets of Henry V111's later years. Still we should remeber 

that although in the later years of Elizabeth we are approaching 

an age of honied eloquence, in which poets vie with each other 

in the introduction of fine phraseology from abroad wa- ahould 

me k4er a that phrase was shortlived. By the turn of 

the century the school of Jonson and Donne is unloading a 

great part of the fine importations and talking very clearly 

and / 
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and frankly in the language of cultured gentlemen. For 

them the language, the actual vocabulary and idioms of the 

pre -Shakespearian.poets was sufficient, though of course, 

they use that language with an art ,uite beyond the 'ragged 

rhymers' whom Spenser bludgeons in the Tears of the Muses, 

When we talk of the 'making of the poetical tongue we have 

in view merely that finer and more copious language which 

became traditional from Spenser's time and is properly used 

in the higher species of writing. 

Skelton is dubiously regarded as a bold experimenter 

in doggerel metres and as a mere "pelter of. words." Like 

Hawes lDouglas, and others, he pays tribute to the 'Poets of 

Ancienty' , The girl in Philip Sparrow says - 

I am but a young maid; 
And cannot, in effect, 
My style as yet direct. 
With English words elect. 
Our natural tongue is rude 
And hard to be ennewed 
With polished terms lusty, 
Our language is so runty 
So cankered and no full 
Of frowards, and so dull, 
That if. I would apply 
To write ornately 
I wot not, where to find 
Terms to serve my mind. 

Nevertheless the laureate poet of Oxford has given us specimens 

of the aureate style which can compare with any other efforts 

in that amazing style. Someti;:.es as in his morality 

Ìvlágnif. icense , he gives us the styles side by side. His 

ordinary s.ytir'e work displays an extraordinary liveliness 

in mere words - plenty of shrewd and bitter vernacular 

speoch intermingled with learned monstrosities. The 

pages of Rabelais remind us of this ter ifying rabblement of 

words / 



'words with never a ,phrase that has pretentions to civility. 

Fits of Latin and French float about in the scum and only 

the bitter ironic intention warns us of a purpose underlying 

this unsavoury mess of words. His feat after all is 

just Butler's feat a century later. His combo rhymes, 

his learned absurdities and his welter of low English 

and the ingenious inventive capacity, all remind UP of 

the cavalier poet. Re lo>ks mad, but he is the master 

of his art and that art consisted in a mad dance of words 

gathered up from all sources. 

What Skelton did then was to mingle the two 

styles, the aureate and the vulgar, and the device will 

again be resorted to by satirists who desire to stab the 

objects of their fury in an atmosphere of the grotesç,ue, and 

amid the sheer r evelry of words. That he could attain 

pathetic effect from the saine source - -- as in hil.i-p Sparrow -. 

is an added laurel, though we must add that in the more 

pathetic passages of that work, the poet becomes prettily 

vernacular. 

I played with him Tittle -- tattle 
And fed him with my spattle, 
With his bill between my lips, 
It was 'my pretty Flips' 
Many a pretty truss 
Had I of his sweet muss! 

But it may be admitted that for the general advancement 

of the English tongue in civility, Skelton's example was 

of little use ,- of as little use as his experiments in 

doggerel were in prosody. We get a glimpse of his 

ideas on style and the language from the passage already 

referred to in which he pays the conventional tribute to 

the 'makers' of the past - 

Gower's English is old 
And of no valtke is told 

Only for his 'matter' is the moral Gower now considered. 

Also / 
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Also John Lydgate 
Writeth after a higher rate 

But he is diffuse and difficult to understand, he writes 

so 'haut;' 

Chaucer's matter is 'solacious and co}ft: endable' 

and "His English well allowed" (praised) 

For as it is employed" 
There is no English void, 
At those days much commended 

But "now men would have amended 
His English; whereat they bark 
And mar all thy work." 

In short, when he is not eccentric, Skelton stands for 

neat and customary English, not too ' haut' or difficult.. 

Here he diffOls from Hawes and others who were lost in 

admiration of the aro tic eloquence of Gower, although 

as we shall see Hawes realy marks the desertion of the 

aureate manner, and the movement towards the artful speech 

of Sackville and Spenser. 

Whilst the 'aur. eate language flourished the old 

epic strain of diction persisted as a mere literary fashion 

in alliterative poems right down to the latter half of the 

fifteenth century. The vocabulary of al .iter. ative 

poetry often surprises us by its comparative richness. 

No doubt the necessity of having three alliterated words 

in the line caused the poet to rack his brains for words. 

He was imitating an antique style and it behoved him to sprin- 

kle his work with venerable words. The anonymous poem 

Life and Death for example has a richer vocabulary than 

the general run of poems in Tottell's Miscellany. Some 

words indeed have not yet been explained. 

He abode before Barathron that berne while he 
liked, 

That was ever merk as midnight with mourning and 
sorrow. 

He cast a light on the land as learns of the sure. 

Then / 



Then cried that King with a clear steven 
'pull open your Ports you Princes within" 

This poet got most of his antique words from the study of 

Piers Plowman, but there is a residuum which may have 

to him from our ancestral poetry come 

This 

There, over that host eastward I looked 
Into a boolish bank, the brightest of others 
That shimler.ed and shone as the sheer heaven 
Through the light of a lady that longed therein. 

has some quality of the romance we find in the 

(probably) contemporary Morte d'Arthur of Mallory,. Such 

colour and richness of language as it possesses is very 

different from the merely faci radio us richness of such 

works as HHweA' Passetyme of Pleasure. Hawes is in a 

different tradition, that of Chaucer and his followers'. 

Like most of these followeyff, he protests overmuch his 

barrenness. -- 

and / 

I now simple and most rude 
And naked in depurad eloquence 
For dullness Rhetoric doth exclude _ 
Wherefore, in making I lack intelligence 

an obvious imitation of 
uh 

lands, 
A voice loud in that light, to Lucifer cried 
princes of this palace, priest undo the gatês etc. 

Xof Selcuth gems brame, berne fr .ke druries , menie, 
Yemé weeds, no man upon moulde, etc. are familiar to 
readers of the old alliterative romance. 77K 11"'4 (" i4 

1 
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0- Again at stanza 29 -- 

O Gower! fountain most aromatic! 
I thee now lack for to depure 
My rudeness with thy lusty rhetoric 
And also I miss as I am sure 
My master Chaucer! to make the .ure 

Of my pen; for he was expert 
In eloquent terms, subtle and covert. 



And yet he is not so naked, as witness - 

The Chamber, where she held her Consistory, 
The dew aromatic did oft degoSt, 
Of fragrant flowers, full of delicacy; 
That all ill airs did incense out. 
A carbuncle there was, that all about 
Enlnmined the chamber, both day and night 
Methought it was a heavenly sight. 

After the style of his school, he scatters his page with 

the most admired carbuncles of aureate wit, facund pulchri- 

tude consuetude, habitacle, beryl clarified, but he has 

also a fair number of the words and phrases Spenser adopt - 

¡ed - devoir, encheason, delicate and dulcet complacence, 

covetise, apparrelled royalty, chivalrous prowess, carnal 

frailty, Indeed no one reading Hawes can doubt that 

Spenser had caught something of his language, which is by 

no means mere aureation) .r On the contrary every now and 

then we get surprising phraseological experiments - 

mixed up of course, with a great deal of crude aureate 

stuff - which we are not likely to meet again till the 

last decade of the century. 

The Scottish Chaucerians were richer in 

language as in other things., that their English brethren. 

The vocabularly of Gavain Douglas's Prologue to his 

Aeneid is really astonishingly rich not merely in the 

words and variants but in the rude relishing hound of 

the / 

"His use of the -al suffixes is notable: - 

inferial divinal, infinal etc. Like many 

other 'minors' and even 'minimists' he is, 

more interesting, technically considered, than the 

major poets. Critics have culled from his work 
a score or so of aureate 'carbuncles' and inferred 

that he was of that school. On the contrary 

he is moving towards a truly artful style _,nd has not 

very much aureation. His case resembles that of 

Armstrong in the eighteenth century who by reason of a 

frigid phrase (gelid cistern -- cold bath) has been 

regarded as the monstrous offspring) linguistically, 
speaking of James Thomson. His language however, is - 

when he is not speaking as a doctor - rather pure. In 

his Sketches and Essays he protests vigorously against 

novelties of diction. 
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the words. An uncouth jargon, the southern reader maV 

at first sight be inclined to call this language, but 

on closer examination, he will admit the vigour and rude 

plenty of lt. Douglas was ambitipus of introducing his 

íß&e countrymen to the new culture. Almost ludicrous 

are the Myt` iological descriptions in the Prologues to 

his Aeneid which he expands beyond all reason. Coleridge 

might have Immix cited such a passage as the following 

to disprove one of Wordsworth's contentions -. it exhibits 

an even ruder language than the passage he chose for 

that purpose ( 1 Zl. 11.) from the Faerie Queene - 

Eous the steid; with ruby harnys red, 
Abuf the sey lyftis forth his hed 
Of 2ollour soyr, and suindeill broun as berry, 
For/to alightyn and glaid our Emyspemy 
The flank outbrastyng at his noyss -thyrlys; 
So fast pheton with the quhyp hym quhyNlys , 

To rott Appollo hys faderis goldyn char, 
That shrowdeth all the heyynnys and the ayr 

This surely is a vernacular enough rendering of classical 

mythology!. 6 ç vNrhvr Language is a curious amalgam of 

grandiose and dialect elements. Sometimes it se ms 

the mere outpourings of the Latin dictionary without sense 

or reason - 

Defundand from hys sege etheryall 
(laid influent asiectis celicall; 
Before hys regal hie magnificens 
Mysty vapour upsprrngand sweet risens , 

Dunbar is not so fantastic.. There are 'aureatious' 

enough in poems like The Thrissil and the Rose, but it 

is not senselessly 'aureate'. He has a good ear and 

being a considerable poet, he is saved in his professedly 

aureate / 
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prof Skeat says "partly from his profuse 

employment of Northern English words, and partly from 

the fre: °dom with which he introduces Latin and 

French terms, the worthy bishop has succeeded in 

producing many lines which puzzle even the exnerienceT 

Specimens of Engl. Lit. X1X 
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aureate work, from mere jargon. Even his poem to the 

Virgin Mary (Ave Maria Gracia plena), which is an extreme 

instance of aureate work is saved from being mere jingle and 

nonsense by the sense of harmony. In his purely native 

work, the Scotch dialect is used with the richest colour. 

The Twa Márrit Women is obscure - as it well might be - 

but its language is amazingly rich. 

It must be admitted that Hawes1aureations are 

very moderate and in fact, except when he comes before 

the curtain and addresses the reader, he is not truly 

to be described as of the aureate school, but rather as 

an English poet who has a propensity for 'learned accre- 

;tions',. In the reign of Henry Vill we see the 
aG 4yti ?; 

'aureate' manner disappearing. SkeltonAkeps the two 

manners, the aureate and the excessively vernacular e-uite 

distinct. Surrey in his trans latiaiof early bo::iks 

of the Aeneid - a work which might have tempted him to 

indulge in undue classicism, is thoroughly vernacular, not 

so stubbornly or so richly as Chapman in his Hoaer, but 

enough to suggest a resemblance with William Morris's 

dealing with Virgil. - 

It was the time when graunted from the godds 
The first stepe crapes most swete in every soll 
Lot in my dream before mine eyes, me thought, 
With rufull chere I sawe where Hector stood; 

Out of whoes eyes there gushed streames of tears, 
Drawn at a caste as he of late had be 

As an effort in blank verse Surrey's translation is 

considered rather primitive. If the ear does not in 

Professor Saintsbury's words "quiver for the expected tip" 

of the rhyme, it isnot gratified by any great swell and 

roll / 

Used of the eighteenth century blank verse poets - 
hot of Surrey.. The phrase can obviously be 

put to comical use. 
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roll of the rhythm., But the language is good central 

English with at last no vestige of the distemper of 

aureation. There is not much trace of Chaucer in it 

little resemblance, except such as will exist between 

poets who use the best part of the English tongue freely. 

Surrey has a gift of sweet and cadenced phrase as we know 

from his other verse, but in his Aeneid. translation, 

he has refrained from using it. The toil of translation, 

the unusual metre and perhaps respect for his original, 
him 

prevented /from tany display of that pretiness of 

language which he had acquired from study of foreign 

models. Hence the air of boorishness which sometiL:es 

reminds us of Chaucer's treatment of classical story -- 

as in the Knight's Tale for example 

It was in the zeign of Henry V11 that the 

main stream of classical learning began to reach our shores 

and we were happy in having such a public- spirited band of 

pioneers as Cambridge then contained. Public spirit, 
n 

always / 
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always a rare thing, seems to have wholly inspired these 

men,. Ascham's words explaining his use of the vernacular 

in Toxophilus are well -known - but we must excuse ourselves 

for quoting hackneyed critical passages - "Though to have 

written it in another tongue, had been both more profitable 

for my study and also more honest for my name, yet I can 

think my labour well bestowed, if with a little hindrance 

of my profit and name, may come any furtherance to my 

pleasure or corn»odity of the gentlemen and yeomen of England 

for whose sake I took the matter in hand. - 

- - - - - - - - - - - And as for the 

Latin or Greek tongue everything is no excellently done 

in them. , that none can do better; in the English tongue 

contrary, everything in a mmnner so meanly both for the 

matter and handling, that no man can do worse." In 

Scotland Gavain Douglas deploring the poverty- stricken 

language into which he had to turn Virgil "at the requests 

of ene lord of renowne" asks - 

auhy sold I then, with dull forhede and wane 
With ruide engine and harrand emptive crane 
Witt. had harsh speche and lewit harbour tong 
presume to write quhar thy sueit hell is rong 
Or contirfait so precious wordis dear') 

Ascham asserts his puritanism in the matter of sppech. 

The authority of Aristotle is cited to urge writers to 

" speake as the com on people do. Many English writers 

have done so, but using straunge words as latin, french, 

and italian, do make all thinges darke and harde." 

The Tudor writers had a sense of shame in face of continen- 

tal achievement. The classics filled them with a feeling 

of the hopelessness of emulation. However there were 

not wanting authors of a mere liberal stamp. Geo.gYe 'Pettie 

in. / 
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in his Petite'Pa1 oe of Petite his Pleasure answers Cheke 

thus - "If they (imported terms) should be all counted 

inkpot terms, I know not how we shall speak anything 

without blacking our mouths with ink; for what word can 

be more plain than this word (plain), and yet what can be 

more near to the Latin? What more manifest than (manifest) ? 

and yet in a manner Latin. But .Tou will say long use 

bath made these words current and why may not use do as 

much for these words which we shall now devisti? Why 

should we not do as much for posterity as we have received 

of the antiquity?" To which there is no answer. 

Still to understand their attitude, one has only to look 

at a page of Stephen Hawes "one of the four columnar 

marbles , the four allegorical poems on which rests the 

Faerie Queene" ,' as Mrs. Browning once said. professor 

Saintsbury would not allow that Spenser owes Hawes more 

than a very small royalty. We are not sure however 

that the royalty is not fairly large in respect of diction. 

This diction is an agglomeration of the rotund latinisms, 

which poets of a certain kind again and again try to 

acclimatise in English poetry, and even in English prose, 

Hawes is in no respect outlandish here,. except in the fact 

that he is not artist enough to carry off the thing. 

Such words as puleritude, facundioUS, tenebrous, sugratife, 

exornate, perdurable, celestine, occur in :alarming numbers, 

but these words are of the kind that Giles Fletcher and 

Milton and the eighteenth century didactic poets, not to 

speak of later schools introduced in droves. It may be 

said / 



said that until English foreswore the to copious use of 

such words, very little could be accomplished. And as 

a matter of fact Tottel's Miscellany, is remarkable because 

it largely abandoned the habit, and contrived to show how 

English poetry partly by returning to the example of Chaucer, 

and partly by adopting some of the fine continental lan -- 

:gunge of the sonnet, could be written without ' fne 

rhetorike' on the one hand, or overmuch rusticity on the 

other. George Gascoigne in the first piece of critical 

writing we have, the Certayne Notes of Instruction, 1574 

says -- "eschew straunge words, or ebsoleta et inusitata 

unless the Theame do give just occasion; Marie, in some 

places a straunge werde doth drawe attentive reading, but 

yet I woulde have you therein to use discretion" and 

later "Therefore even as I have advised you to place all 

wordes in their, natur.all or most common and usuell pronuncia- 

:tion, so would I wishe you to frame all sentences in their 

mother phrase and proper Idioma; and yet someti'es (as 

I have sayd. before) the contrarie may be borne but that 

is rather where rime enforceth , or per licentiam Poeticar_., 

than it is otherwise lawfull or corru..-.endable." "This 

poetical license" , he adds "is a shrewde fe l '_ow . " 

Hoby in the Introduction to his Courtier lays 

down the se mingly sound doctrine that only necessity, 

the actual lack of a word, is to justify borrowing, 

"and not to be sought for." Necessity for the artist in 

words is a very elastic term, but the age had small considera- 

:tion for the artist as such. Is it conceivable, one 

surmises, that. if the frowning doctrines of the Tudor 

purists had been accepted, if there had be n no Tot ells 

Miscellany, no Induction, no Shepherd's Calendar with 

its / 
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its metrical and linguistic experimets , that English could 

have bean got ready in time for the great age to be' ' Think 

of the interval, how short, between these narrow inhibitions 

we have quoted, and the writing of the early cantos of the 

aerie Queené, and then of Shakespeare's early dramas! How 

was it that the English Language had so breathed and 

exercised itself in the intervening quarter of a century 

that the language of Hawes, Skelton, and Barclay and 

Googe, has become capable of conveying matter of such 

great import, of such profound spiritual value 

Without underrating French or even direct 

classical influences it is without doubt the influence 

of Italiah added to that of Chaucer which chiefly made 

the change possible. One is tempted to descant on the 

inspiration of Italian, always predominant in mon..entr 

of excessive animation in our Literature. Is it too 

much to say that in Chaucer's case the Italian influence 

made all the difference betwe':n convention and art, conven- 

: tion not only in fable and ornament, but in the turn of 

phrase, the density of syntax and the flexibility of the 

metre? Look for example at the opening stanza of the 

Clerk's Tale, rightly admired by Lowell. Here we might 

say is something accomplished which almost amounts to a 

miracle, and which almost with one stroke turns English 

into a civilised tongue, capable of responding musically 

to the slightest impulse of living emotion. The noble 

poise of the stanza, the adroit ward and vowel arranger-.ent, 

the varied rhythm and artful cae rural pauses! The 

whole distinctive art of English poesy, we may contend, 

lies exposed in this stanza alone . For 

vivid / 



vivid realism and energy of expression what can surpass such 

things as this taken from the Prologue to the Chanoun Yeraan -.es 

Tale 

"In the suburbes of a toun" quod he 
Luckinge in hernes and in lanes blind 
Whereas thine robbours and this thieves by kind 
Holden her privie fereful residence." 

or for colour and animation, what picture can even equal 

the pursuit of the Fox in the Noune Preestes Tale') 

"And cryden 'Out! harrow! and way laway 
Ha, ha, the foxi" and after him they ran 
And eek with staves many another man: 
Ran colle our dogge, and Talbot, and Garland, 
And malkin , with a distaff in his hand, r, 

Ran cow and calf, and eek the verray hogges 
So were they fered for barking of the dogges 
And shouting of the men and wimen eek. 

or for rustic but not less remarkable manner take the first 

few lines of the Noune Prestes Tale. 

A poure wydwe somdel stope in age 
Was whilom dwellyng in a narwe cottage 
Beside a grove, stondynge in a dale 
This wydwe of which I tel.ke you my tale 
Syn thi lke day that she was last a wyf 
In pacience Liidde a ful simple lyf 

For litel was hir ratel and hir rente 
By housbondrie of swich as God hire sente 
She foond hirself, and edk hire doghtren two 
Thre large soaves badde she and namo 
Thre keen and eek a sheep that highte malle 
Full sooty was her bour and eek hire halle. 

This we may think is the English Wordsworth had in mind, but 

how much more fluid and vivid it is than anything in his mush 

praised Daniel, or for that matter in his own simple verset 

Dionysius of Halicarnassus said that all lay in the oydering, 

of the words not the words themselves. Here is the denonstra- 

tion: Masefield can sometimes come near such unpretentious 

art as in the opening of The Widów of the Bye -Street. 

But alas! English poetry had to travel many a weary 

mile before Chaucer's secret was again discovered. Chaucer owed 

something of his vivacity in his use of the vernacular partly 

the example / A 



example of the Italian novella. Here he discovered how 

native speech may be brightly and happily used, and with admired 

skill he conveyedthe style into his English Tales. No doubt 

the Elizabethans owed something of their colour and vivacity 

in vernacular usage to the same cause - intermediately through 

translation. 

We shall find Wyatt and other Court poets eagerly 

imitating Chaucer's phraseology, especially that of the 

Troilus and'Cresseyde and the Knightes Tale. The Chaucerian 

element in Wyatt's poems, notably his three Satires is very 

great indeed, and the borrowing is all in the direction of the 

vivid or quaint colloquial phrase, with which the Troilus abounds 

Whilst it may be granted that the Troilus and Cresseyde, the 

Knightes Tale and the Clerkes Tale, in parts, show definite 

Italian influence, an influence which has been fully instanced 

by various scholars, it will not be admitted that the easier, 

wholly delightful and vernacular style which appears in 
ox 

fabliau é like The Nóttne preestes Tale, and in fact the greater 

part of The Clerkes Tale and the Prologue , shows any admixture 

of actual Italian phrase. Chaucer has the two styles and 

they often appear side by side in the same poem. But we may 

still think that he would not have arrived at that easy 
ke 

dexterity in the vernacular style so soon, if *#r had not been 

exercised in the foreign schools, and chiefly the Italian. 

This is not unreasonable if we compare the expression of the 
9 - 

Romaunt which is certainly homely to the point of being,hardly 

literary at all, but mere dogge 1 in parts. The Boise of the 

Duches-e , written wholly under French influence, shows some 

advance in expressiveness,. But the moment we begin to trace 

another influence than that of the French, we perceive not only 

marked / 



marked improvement in elevated and philosophic passages (which 

now become more numerous) but that the poet has become absolute 

master of the familiar style, has in fact aiïtained a mastery 

which has never been surpas'fed. The Tibilus shows him 

most elevated, emulating with success the fine style of his 

Italian models though ever and anon dropping into his shrewd 

native manner, e .pecially in his imagery. The Clerkes Tale 

is throughout , as the pious theme demanded much more rustic. 

There is less philosophy and far less fine language. But 

the syntax is so free, the simple words so exquisitely and 

naturally poured forth that we once recognise in it a high 

artistic achievement, and not being able to believe in such 

beauty simply as it is dressed, being the result of anything 

hut costly and ever -vigilant art, we think that, but for his correo 

C ou,sL,.q 
,ixag i the higher and lower styles taught him by the Italian 

Chaucer would never have come by this wonderful style at all. 

So much is common ground amon the majority of critics. The 

vernacular strain was pursued in the fifteenth century by the 

more subterranean or local forms of poetry, by the ballad and the 

religious plays. There is, in many of the former, remains of 

a certain decayed finery in phrases here and there, a conven- 

:tional element which suggests an art come down in life rather 

than springing straight from the artless people When the 

allad was revi %ed by Percy, Scott, Coleridge and the rest in 

the romantic age, these writers had the greatest difficulty in 

keeping out Meretricious or sophisticated 'poetical' expressions 

and one may be pardoned for thinking that this was always the 

case with the English ballad. Meikle's Cumnor Hall which 

fired Sir Walter's youthful imagination is a good case in point. 
n. 

The poet striving to keep the balance between, supposed artless 

strains / 



strains of the true ballad and his native eighteenth century 

phraseology affords an excellent study in kinds As for 
Scott, he frankly gives over the attempt and in the Bridal of 

Triermain and the Lord of the Isles provides the most awful 

jumble of false ancient and gimcrack modern imaginable. Still 

the ballad in the fifteenth century was free from the ambition 

of phrase which was converting poetry into a maze of aureate 

expressions. It has not the vernacular and familiar 

cunning of Chaucer, which is, despite its outward se ring,, an 

artful manner. An analogy holds between Chaucer's familiar 

style and Bunyan's. Bunyan's was not the unlearned style 

spriisging straight from colloquial usage which it is often 

imagined to be. It is really what Professor Earle called a 

"quaintly figured" Puritan style and artful in its own way. 

The religious plays of the fourte nth and fifteenth 

senturies are nowadays praised for their comely but plain modes 

of speech,. One can point to speeches in them which rise to 

a real height of dignified feeling , and yet une only the 

plainest language . Such are the admired passages in Everyman. 

But again, it is useless to explore the fifte nth and sixteenth 

century moralities for artful use of familiar expression. It 

is not there. If we do not find that however,. we someti;. es ,. 

as in Skelton's Magnificence find the same play housing the 

two styles - the dull vernacular style and the extravagant 

and learned poetic style of language. Just at that moment 

English was in serious danger of becoming bilingual. We cannot 

say that the danger finally passed till the great dramatists 

settled the matter in Elizabeth's reign. 

The points we would stress in this brief su.r-Yey are 

that the 7ernacular style is as capable of high art as the 

grand / 

eighte, nth center imitations of the ballad are 
often most ludicrous, -- See for example Shenstone8 
Jemìay Dawson. In such an atmosphere did Fercy 
compile his Relignes t ¡ rie kts 



grand manner, and that we hardly get that even in the ballad 

or morality, much as we admire these things for their own 

sakes, and secondly that if the Court poets associated in 

Totel _' = Miscellany had not gone abroad for models, fbr themes 

and technique, and so broken the evil spell of 'aureate' poetry, 

the Elizabethan dramatists might have arrived to find the 

lanuage utterly unexercised in what we may call the natur_,l 
oitt- 

o. n4 modes of speech. It is therefore with fe.lings of 

reverence that we turn to the Tottell Miscellanists,'to Wyatt, 

Surrey, Grimmald, Dyer and the anonymous band who round off the 

volume. And we would again remark that such,,public as 4i slit 

, was not unaware that a considerable change was being 

deliberately planned by these authors,. They were not writing 
hIqc 

in the dark. Tottel hwas as deliberately carrying out 

literary programme as the Leicester House literary people in 
F,h.J 

the next generation or - on a much less scale of course, 

the poets of the Pleiade in their own generation. Very soon 

after its publication, we find evidence that the reading 

public was aware of the change attempted by the writers of this 

famous collection. Puttenham's words are well -known - 

"Ín the latter end of the same king's reign (Henry VIII.) 

sprung up a new company of courtly makers , of whom Sir Thomas 

Wyatt, the elder and Henry, Earl of Surrey, were the two 

chieftains, who having travelled into Italy, and there tasted 

the sweet and stately measures and style of the Italian 

poesy, as novices newly crept out of the schools of Dante 

Ariosto and Petrarch, they greatly polished our rude and 

homely manner of vulgar Poesy, from that it had been before, 

and for that cause may justly be said to be the first reformers 

of our English metre and style" 

As / 



As a matter of fact there is scant tr_,ce of either 

Dante or Ariosto in these poets. It was the PetrarcI ,n 

sonnets with their selected phrase and courtly feeling 

which these fine spirits had the honour of bringing into 

England. No one will qua rel with Sir Sidney Lees statement 

of our debt to France in that age. But his thesis seems to 

many people to be pushed to extremes. "Paris presents 

itself as the chief mission- station of Renaissance culture." 

One may feel that he makes too much of actual French influences 

on Wyatt and Surrey, certainly on the former. The inffluence 

was there, but it was at first rather a matter of imitation 

of verse form and sentiment and conceits than of phrase. And 

after all the most glaring defect of English poetry was its 

lack of polished phrase. Coleridge was no doubt right in 

holding that a heightened etric involves a heightened lan- 

:guage. e . But we cannot disriminate betwe n French and g 
tv 

Italian influences in noting such hopeful phraseological 

novelties as undoubtedly appear in these Court Sonneteers. 

These hopeful appearances may be catalogued as - 

1. Most significant - the abandonment of the aureate language 
G 

andion the wholei the alliterated style. 
r 

2. A new individuál note of sentiment and a personal 

phraseology. 

3. An occasional deft satiric touch with a fer:ble attempt 

here and there at conciseness and epigram. 

4. Fitful appearance of classical figures -- mostly rudi- 

mentary, illustrations from some incident or name in class- 

ical story - here and there a touch of classical allusion. 

5. A certain amount of embellished speech, but a rigid 

avoidance of the sugar °d rhetoric of the past age. A 

few notable compounds appear like dart- hurling death, 

people- pestered London, etc. 

It is a matter of comparison of course, and the 

ordinary 



ordinary reader is probably more struck by the crude homely 

expression of Tottel:.'s Miscellany than by the advance made 

towards cultured speech. As we have said their chief 

praise is to have abandoned'the stupid aureate style. 

Lastly - but important - these writers have 
o 

learned to respect grammar. They avoid anacoluthon and 
n 

the hideous deformities which arise from uncertainty as to 

idioms and syntax and the meaning and position of our 

difficult English prepositions and conjunctions. They 

are not always successful in reducing these particles to 

order, but they make the attempt. Puttenham, already/ 

quoted, refers to Wyatt and Surrey as "the two chief lanterns 

of light to all others that have since employed their pens 

upon English poesic" and says that "their conceits are lofty, 

-_ J their styles stately end their conveyance clearly, their terms 

proper, their metre sweet and well -proportioned, in all 

imitating very naturally and studiously their Maister Francis 

Petrarch" The Petrarch sonnets by uncertain authors are 

not very uncouth - here and there are fluent and courtly 

phrases- - 

0 Petrarke hed and prince of poets all 
Whose lively gift and flowing eloquence 
Well may we seke, but finde not how or whence 
So rare a gift with thee did rise and fall 
Peace to thy bones and glory immortal. 

Here is a density and coherence and harmony we have hardly 

been used to since Chaucer's attempts in the same direction. 
crowe'"9 

Another Petrarchan sonnet shows a geater sense of art - 

Ech line of just proportion to her height 
Her colour freshe and mingled with such sleight 
As though the rose sate in the lilies lap. 

For this sonnet we may claim that here we have almost at 

a step arrived at such expertise as the Elizabethans reached 

in this kind. We do not claim for the matter of the piece 

an j 
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an advance in aesthetic. It is the conventional art, bytt 

conventions, work in the schools, was precisely what 

English needed then. The late Mr. Wyndham was inclined to 

underrate the work of the Tottel. Miseellanists. His aim - 

like that of Sir S /dney Lee - was to show that what of 

courtliness and beauty came to England in Elizabethan times 

was due to Rosard and his fellows. No doubt the later 

company of cultured poets, Sydney, Spenser,' and Lodge looked 

to Paris as the "chief mission station" of culture. Miss 

A. K. Foxwell - Poems of Sir Thomas Wiat vol.Il p.6.n. _ 5475 

"I differ from Sir Sidney Lee in the question of French in- 

;fluence." Miss Foxwell concedes more of this influence in 

the case of Surrey. She dissents from Sir Sidney Lee's 

view (French Renaissance in England VIII, 110) that "It was 

in France rather than in Italy that both Wyatt and 

Surrey acquired a substantial measure of the Italian taste 

and sympathy - - - - At every turn of our story, Paris 

presents itself as the chief mission station of Renaissance 

culture." But Tottel.. shows that Tudor speech with a little 

assistance from fine rhetoric could express with some fluency 

the ideas of the Petrarchan sonnet. Critics have sometimes 

been led astray by the archaic strain and the lumbering 

long measures of certain poems in the Miscellany. When one 

of these uncouth pieces occurs before a more polished one, 

we certainly note the step from clownishness to something like 

grace. The thing called Against a Cruell Woman for 

example is a miracle of clowning - the jolting measure and 

dumpish phrase and silly alliteration. But in some even 

of these poems of archaic strain we find traces of the new 

phraseology - e.g. - in All Worldly Pleasures Fade. 

The Spring is come the goodly nymphs now dance in 
every place 

Thus hath the yere .)st pleasantly of late y- changed 
his face, 

Hope for no immortality, for wealth will wear away 
As we may learn by every yere , yea hours of every 

day 
For / 



For Zephyrus doth mollify the cold and blustering 
winds 

The Somer's drought doth take away Ye spring out 
of our minds. 

The old measure is not incompatible with cultural expression. 

Elsewhere in these poems, flakes of good phrase occur like 

Wyatt's - 

Man's wandering wil and doubtful life 

or It (the river) trilleth down with still and subtle 
course. 

or Grimmald's "Amid such peares, and solemn sights, in case 
convenient time 

You can (good lady) spare, to read a rural poet's 
ryme :W 

which gives quite the modern touch. 

The eader .of Elizabethan poetry knows how often 

the renaissance idea of curious workmanship occurs, and 

how in sonnets, and elsewhere the poets love to speak of them 

:salves as craftsman, limners, painters aid so on. It is 
L 

one of the renaissance motifs. The Pletade encouraged the 

use of language and imagery taken from the arts and crafts. 

The Elizabethans extended the vogue to include every 

possible field of man's creative effort. In viewing 

poetry as workmanship, not as a course in morals, they made 

a great advance. This motif - borrowed of course, from 

abroad - is discovered in Tottell in more than one poem, and 

is expressed in not too clownish a manner. 

By heaven's high gift incase revived were 
Lysip, Apellas, and Homer the Great; 
The most renowned, and ech of them sans pere 
In gravyng, paintyng, and the Poet's feat 
Yet could they not, for all their vein divine 
In marble, table, paper more or lesse 
With cheezil, pencil or with poyntel Fyne 
So grave, so paynt, or so by style expresse 
(Though they beheld of every age and land 
The fayrest books, in every tong contrived 
To frame a fourni, and to direct their hand) 
Of noble prince, the lively shape descrived 
As in the famous work, that Eneids hight 
The naamkouth Virgil hath set forth in sight. 

Here / 



Here we suggest is the beginnings of the art language of potty 

We are in new aesthetic world , not far from that of the eigh 

:te 'nth century when poets thought of the Aeneid in terry, of 

the sister arts and not mainly as instruction or moral. But 

the significant thing is the phraseology and the denser syntax. 

We are worlds away from the early Tudor poetry. The sonnet 

despite Wordsworth's pretest has often ben scorned. But 

not the least of its good offices has be .'n that of tutoring 

English in conpiseness and mastery of phrase, as it did in 

Tudor times. One cannot relax in the sonnet as in the diffuse 

mediaeval allegory, and one must strive for brilliance 

of phrasing. We se its almost dramatic effect on English 

style in these transition years. Its excellent effects on 

prosody have be »r pointed out by Profes or Saintsbury. 

Since Wyatt is the pioneer of the Tot a1 poets we 

may be pardoned for dwelling on 'some' features of his lan- 

guage . Wyatt is after Chaucer our first master of nervous 

and colloquial English. He was an excellent classical 

scholar, a profound student of Chaucer, and in close touch 

with all the literary movements on the Continent.. Nature 

had given him a liking and a gift for ready, forcible, expree- 

:lion, and after he attained tolerable mastery of his metres - 

his stain ering to which critics have taken exception belongs 

more to his early period, -- he at ained a real and not merely 

relative mastery of tense expression. The study of Chaucer 

was corron to the Court, but no one so im..ersed himself in 

the early master as did Wyatt. Miss FoxwelJ asserts that all 

the principles of his somewhat rugged versification can be 

derived from Pynson's edition of 1526. We seem to mark the 

decided improvement in his technique generAly from the time 

of the later / 

4-Turberville , who could not write, says of him 

- Our mother tongue by him bath got such 
light 

As ruder speech therby is banisht quight. 



later edition by Thynne in 1532. 

His sonnets for example wre full of Chaucerian 

reminiscence. No. 37 - 

You that in love finde lucke and habundaunce 
And live in lust and joyful jolitie, 
Arise: for shame, do away your sluggardie 
Arise, Isay, do may some observaunce: 

This contains echoes from the two works he enthusiastically 

studied, the Knightes Tale and Troilus and Cresseyde. 

For may will have no slogerdye or nyght 

K.T. 1034,1041 -2 

Do wey your book rys up and lat as daunce 
And lat us don-to may some observaunce 

T. & C. II,III, 2. 

Wyatt's language is deliber"tely archaic and thoroughly 

English. He had the pipp royal of the later critics, Gas - 

;coigne and Puttenham. The former in his Epistle to the 

Reverend Divines Worlds, 1.5. says "I have always bene of 

opinion that it is not impossible eyther in Poemes or in 

Prose too write both compendiously and perfectly in our 

Englishe tongue - - - and therefore I have more faulted 

in keeping the olde English wordes (quamvìs jam obsoleta) 

than in borrowing of other languages; such Epithets and Ad- 

jectives as smell of the Inkhorne." Puttenham likewise 

cautions the poet not to use big words "from the Latine 

inkhorn or borrowed of strangers ; the use of them is nothing 

pleasant ". This critic approves the first two lines of 

Wyatt's Sonnet XII. - 

I find no peare and all by Warr is done 
I fere and hope, I burn and friese like yse 

because of their monosyllabic char...cter, t:--_e character of 

the / 



the sonnet throughout, comparing Petrarch's sonnet 

Pace non trovo et non o da far guerra 

of which Wyatt's is a translation, we may think the 

English too unadorned. We may think that for poetry 

of this kind, a sprin,l.ing of handsome words is necessary. 

But the Tudor writers thought otherwise. Gascoigne in 

his Notes of Instruction advises the poet to "thrust as 

few words of many syllables into your verse as may be" 

alleging as a reason that "the most ancient English words 

are of one sillable." So Puttenham- "verses made all of 

monosyllables do very well." 

We have not the space to trace out Wyatt3 numer_. 

;ous phraseological obligations to Chaucer. They are 

as numerous in the poems after 1556 as before. For 

example the first stanza of the rather fine T rugh this 

port - 

Though this port; and I, thy servant true, 
Arid thou thy self dost cast thy beams from high 
From thy chief house, promising to renew 
Both Joy and eke delight, behold yet how that I 

Banished from ry bliss, carefully do cry 
"Help now, Cithrea, my lady dear 
My fearful trust," On vogant la galere 

is pure Chaucer, as in Troilus and Cres eyde 11 - 

And also blisful Venus arayed 
Sat in her seventhe hous of heaven the, 
Disposed well. 

and III - 1254 -5 

0 Love, 0 charitie 4 
Thy mother eke, Cithrea the sweate . 

In the late Penitential Pda1m, the language of the Bible is 

Closely imitated or borrowed. Miss Foxwell claims for 

F 
the Psalms "all the best qualities in Wiat" and even talks 

of their "grandeur of language" 

The Lord bath herd I say and sen me faynt 
Under your hand, and piteth my distress; 
He shall do mak my senses, by constraint. 

Obey / 

,y 1 

j bass quxw -sir 
Z,,Irfkco k" 



Obey the rule that reson shall expresu 
Wher the deceyte of yower glosin.g haite 
Made them usurp and poure in all excess 

Shamed be they, all that so ly in whaite 
To compas me, by missing of theire prey; 
Shame and rebuke redound to suche decayt. 

The poet copies closely from the 1530 Psalter here. In 

assessing the various elements which went to the making of 

the poetical tongue, we must not forget the ever present 
and 

influence of "the Psalters /of the Bible as a whole." 

Sometimes Wyatt adopts the phrase of the 1550 Psalter, 

sometimes of the great Bible, and the difference between 

the language of the Psalms and of the Prologues which 

are paraphrased from Aretino is often considerable. 

The Satires are masterly and exhibit the strong- - 

;est traces of Chaucerian influence. The collocuial 

ease of Tràhilu.s and the Knights Tale is stamped on every 

line. The close study of Rëra ©e has added to the 

vivacity of the language,. His own personality neverthe- 

;less shines through especially in those shrewd proverbial 

sayings of which he is so fond and which were to b a 

feature of Elizabethan work later on Satire more than 

any other kind exercises a language in vernacular expres- 
t 

sion,. In Wyatt's performances we note the roivived use 

of a mass of such expression. Often rude enough as - 

Grin when he laugheth that beareth all the sway 

or None of these points would ever frame in me 

or This is the cause that I could never yet 
Hang on their sleaves that way, as thou mayest see, 

6Y, A chip of chance more than a poi nd of wit_. Wyatt 

has been credited chiefly with having first introduced 

i petrarch.an conceits into English. Some would re-nard 

this as a doubtful claim to fame, but there is no doubt 

that / 
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that the sonnet did as much to exercise English in the 

choicer parts of poetic language as the satire did in the 

lower and shrewder parts. A critic says - 'It is 

startling to find how inartistic Petrarch'sitra- conceited 

style is at times when resolved into another language and 

robbed of the perfect grace of his setting." : 
It is true that we can better tolerate the enig- 

matic conceits of this kind when clothed in gracious words, 

the words of Shakespeare's sonnets or even Spenser's or 

Sidney's garbed in the intolerably bare language which 

Wyatt had at command in his earlier period, the conceit 

appears frigid indeed. 

How oft have I, my dere and etuell foo 
With those your eyes, for to get peace and truyse 

etc. 
Pro,fer'd you mine herte but you do not use 
Emong so high thinges to cast your minde so lowe 

This is beggarly. The sonnet demands a rich speech. 

We do notice an improvement in the later sonnets (that is, 

after No .19) . The harshness of language is somewhat 

softened and a little of the civility of phrase we meet 

with in Sidney's sonnets appears, phrases like 'false fained 

face.' etc. 

To sum. up, we find Wyatt hardly so remarkable a 

portent as his late editors would ch,,im . We would not 

talk of the "grandeur of language" of any part of his work, 

but he points the way in quite decisive _fasWon. Surrey 

has only to keep on refining the tongue, and to add to the 

store of choice phrase which was common to the civilised 

tongues of Europe. Wyatt restored a good deal of Chaucer's 

vernacular phrase. He is indeed more remarkable on this 

side than on that of refinement. We see in him the 

beginnings of that vivacious nervous colloquial speech of 

the Elizabethans rather than of the cultured language 
of 

European poetry. 

Grimmald's contributions to Tottell. are in some 

ways / 

/' - Miss Foxwell Op.cit. p. 45. 



ways very promising for the new technique. Here and 
outdo 

there are flashes of phrase that sometimes /Wyatt. 

There is moreover a fine pleasantry and modernism in 

his sentiment - 

Either thy fire restrains thy free outgate 
0 woman, worthy of far better state; 
Or people- pestred London likes thee nought 
But pleasant air, in quiet contrie sought. 

One wonders sometimes why rimmald has been brushed 

aside by the critics. Barnabe O-ooge did him more honour. 

It is his adher/ ce to the old lumbering measures and 

to the "alliterative system to which E. K. demurred in the 

case of the Sheperd's Calendar, that hides the liveliness 

and modernity of his phrase. A piece like The Garden 

for example, how pleasant it is 

In praising certain things in C}rimm.ald one 

does not mean to question the generally superior art of 

Wyatt and Surrey. Wyatt i.s 'the stronger' though more 

stammering genius. Surrey's praise lies in his adoption 

of new measures but also in a new lightsomeness of fancy 

and grace of phrase, which we miss in Wyatt. It is 

the purpose of thiq study to lay emphasis on the pI'ase 

At no time should we scant the appearance of concise or 

novel phraseology so eagerly as now. Since Chaucer's 

time there had been little of the sort of turn of speech 

which meets us every now and then in Surrey. In a sense 

the poets of this period are merely trying to restore 

the lost Italian or Frenc.grace of style and phrase 

which Chaucer had successfully attempted two centuries 

before. Eery student knows what excitement the rhet- 

orical phrase aroused in the age succeeding 'Chaucer. 

Idolatry / 



Idolatry of the master led poets to place the whole 

emphasis on phrase alone and like Dryden (in some of his 

critical places) and like Wordsworth, they limited the 

scope of their interest in the matter to mere vocabulary. 

Chaucer had learned the "High style" with its "termes, 

colours, and figures" from Frances Petrark 

'whos retorique swete 
Enlumyned al Itaille. of poetrie' 

The poetic aesthetics of his followers set -mf never to 

have advanced much beyond this servile adulation of the 

aureate phrase - their highly, senselessly, embellished 

speech suggests that their test of the poet lay in his 

ability to employ this speech to prove his mastership of 

the craft. Dunbar adopts the style in some serious 

pieces, but the shrewdness of his genius forced him to 

the use of the vulgar medium when he was genuinely 

inspired and he employed it with extraordinary gusto. 

AN Skelton as Laureate of Oxford wrote in the high style, 

but his ri bald genius preferred a style and phrase which 

are sometimes Rabelaisian. But few of these writers 

had much sense of the true artistic use of the well- turned 

phrase. The Tottel Miscellanists were not at all 

remarkable in their vocabulary. What they did was to 

show how with a mere sprinkling of fine foreign words the 

native medium could be turned to harmony and order 

.. :. _. - ` , .e t Surrey's phrase is' 

fluent and often pleasantly antithetic. He takes not 

the phrase, not even the line, but rather the quatrain 

as his poetical unit. The appeal of his pieces rtx is 

pictorial and sentimental, and he uses the time-honoured 

artifices in the ordering of words and phrases, but not 

to excess or ostentation. We see the poetic speech 

being / 



being at last hammered out on theanvil of foreign imita- 

:tion or emulation. 

These poets were aware that they were sons of the 

dawn. They had like Spenser the missionary spirit. 

Their appeal was to the courtly band who would understand. 

"If perhaps some xlislike the stateliness of style removed 

from the rude skill of common ears; I ask help of 

the learned to defend their learned friends, the authors 

of this work, and I exhort the unlearned, by reading to 

learn to be more skilful and to purge their swinelike 

grossness, that maketh the sweet majoram not to smell to 

their delight." So the Printer to the Reader in Tottel.. 

With all this there is a great deal of boorish 

phrase in Tottell. As a matter of fact English poetry 

even at its Elizabethan height was not to lose its pre - 

:vailing rusticity of language. The greatest things 

in our tongue are clogged with such phrase. It was not 

till the Restoration that the campaign for the purging out 

of mean diction and idiom fairly started. France had 

been earlier, in the field with her reforms. Five years 

after Marotts death, the Pletade started its crusade for 

the beautifying of poetic speech and later the academy 

standardised the French tongue. Over -civilisation is 

however as great an evil as too much rusticity-land most 

moderns rejoice that our greatest era of creative 

imagination was over before the purifiers got to work. 
elf rAI 2 Sa-w, 

Sackville is the intermediary betwen the Tottel.. 
A 

group of poets and Spenser. At first sight of his 

Induction, the student is inclined to reard Spenser in 

the same light as Shakespeare's early detractors rightly 

enough regarded him, -s one wearing other men° s plumes. 

Later / 



Later he se :,s the Induction in its true perspective, as a 

work which indeed both metrically and linguistically suggest- 

:ed the style of the Faerie Queene, but whose art falls far 

short of that work. It is fashionable to say that its 

gallery of allegorical portraits bears comparison with 

Spenser's gallery. They are etched as powerfully in places 

perhaps. 

Sackville inspired the Mirrour for Magistrates that 

0to1d and glom y landscape" as Campbell called it. But the 

first version of 1559 has nothing of his. It was the 
for 

issue of 1563 /which he wrote the Induction and Legend of 

Buckingham. At first sight, we say, the reader asks what 

secret had Spenser that is not in Sackville's art, save the 

ampler and more sonorous stanza: Discounting the first 
4}-tCtZ s praise, we may admit that Sackville is fluent as 

no one since Chaucer had been, and he uses language as an 
7A .c 2/1 5«cAk 

artist. It is an essay in the glo ,nay art and the gloomier 

colours of speech are artfully displayed. It is concentra 

;ted and realistic and the stanza is truly the unit of com- 
r 

:position. It has after the opening verses a discreet 

element of the archaic - just as much of it as Spenser him- 

:self affected in the Faerie Queene. And it is dramatic. 
are on the whole 

Sackville's syntax and density /also thasty of Spenser, and he 

is likewise fond of the Spenserian parenthesis, though he 

does not wrench a whole stanza by overlengthy use of this 

device. - 

And at by him pale malady was placed; 
Love sick in bed, her colour all foregone; 

Bereft of stomach, savour, and of taste, 
Ne could she brook no meat but broths alone; 

Her breath corrupt; her keepers every one 
Abhorring her; her sickness past recure 
Detesting physic, and all physic's cure. 

This / 
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This is good enough, but looking closer into the texture 

of the poem, we see that, suggestive as it is, for 

richness of diction, for the gleaming lights, for the 

incantation and spell of words, we must wait till 

Spenser comes.. And this sort of allegorical writing 

becomes tiresome, without such artful confectionery as 

Spenser knew how to serve up. Still in the realism 

of the Induction we may fancy we see the beginnings 

of that ghoulishness which is a favourite ingredient 

of romantic art from Spenser to Coleridge and later - 

The naked shape of man there saw I plain 
All save the flesh, the sinew and the vein. 

A line like That to the hilts wüs all with blood 

imbrued" reminds us of Milton's "With blood of Scots 

imbrued" while 

No peers, nor princes, nor no mortal wight 
No towns, nor realms, cities, nor strongest 

tower. 

But alb', perforce, must yield unto his power. 

faintly recalls the grand Miltonic device of accumula- 

ztion. The manner of Sackville's Induction is all 

the more surprising if we consider the dull humdrum 

of his Gorbod;e , unenlightened by a single elegant or 

energetic phrase. 

Of George Gascoigne , Whetstone and Turber -- 

;ville, we must say a word, especially as in our 

opinion = = s the first - naTr ed has 

's ZE 
been seriously underrated, Whetstone, shockingly 

And yet his Remembrance of George Gascoigne 1571 has 

some relish. It is written in the manner of those 

heavy / 



heavy tales which make up Baldwines part in The Mirror 

for Magistrates. Its interest lies in its extraordinary 

fabric of crudest English, word and idiom. A mere 

curiosity now it shows us from what a bog of loutish 

colloquialism English poetry had to dig itself, if it 

were ever to reach to refinement - and that on the 

very eve of tkx Spenser's first apnearance,. Hardly 

a gli;n.er of respectable cadenced phrase lights up 

its darkness. This cannot be said of the poet he 

celebrates. Indeed Gascoigne in his day, was richly 

and in our opinion, rightly praised for the sweet 

savour of his "poetic posies" of Flowers, Herbs and 

Weeds, and we must confess that as so often happens 

with despaired -of minors or minimists, he almost 

in parts repays reading. He is very copious and like 

most of the school very clear because unsophisticated, 
R7ukf& 

Sometimes he is even tart ,,generally rather dumpish. 

"Gascoigne's Voyage into Holland" is sufficiently lively 

to remind us of Wyatt. It is probably his best 

work. Indeed it would be difficult to name a better 

example ofits kind in that age. The language 

especially in the humorous and sdbtirical part runs 

ee with almost the tripping ease of Mat. priores 

similar efforts in the eighteenth century, and the 

critic is almost constrained in relief at finding so ::such 

of colloquial ease in such a sea of rude art as Gascoigne 

^coffers, enerally, to make for him the ambitions claim 

of having discovered the adroit use of the familiar 

style more than a century before it reached its height 

in / 
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in Prior and Swift. We have not the space to 

quote from it, but let the candid reader ask himself if 

with such things as this and Wyatt's work, before 

him, English poetry did not then narrowly miss estab- 

,lishing that familiar style which needs no foreign 

decoration and for which we need se:k no 'influences', 

bilt-34Lha . 
- t ,. This 

its satiric 
poem is similar in /style and diction to Spencer's 

Mother Hub9ard' g Tale. Both works show discipleship 

to Chaucer. Another poem of his Dan Bartholomew 

of Bathelwritten in rhyme royal displays surprising 

ease in that stanza and chews Kn even closer following 

of Chaucer. It is difficult to tell how critics have 

failed to credit the author of this piece with a mas- 

tery of Chaucer's metre and language which had not 

been hitherto attained, the example of which was 

passed on to the true Elizabethans and may have helped 

to influence the liquid and honied flow even of the 

stanza poems of Lodge;!. Shakespeare not to mention 

the Fae_rie Quecne To quote a stanza - 

At last (with pain) the first word that he spake 
Was this; alas, and w °1` '' he stayed 
His feeble jaws and hollow voice could ?rake 

None other sound, his thoughts were all dismayed 

His hairy head full low in bosom laid 
Yet when he saw me Lark what he would sexy 

He cried right out Alas and welaway 

Who does not perceive that a writer who could turn out 

numerous stanzas after this pattern has caught Chaucer's 

secret of prosody and phrasing, and that even without 

foreign drill in the sonnet or other kinds, English 

poetry could have come into its great heritage. Never - 

;theless it was better to have that breathing and coursing 

in / 
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in Continental forms, Only we would say that as 

long as English poets had the Chaucerian ?model of 

prosody and diction before them, they needed not to 

have been so humble before foreign achievement, Take 

Skelton's test work, Wyatt's satires where he is 

least under foreign influence, Gaseoigne's better 

class work and the poems like Mother Hubbard's Tale 

in which Spenser is most English, and we have a body 

of achievement in the natjwe tradition which might 

not have encouraged poets in the luscious, erotic 

highly painted styles, but which certainly constitutes 

the middle path of competent English work,. In any 

case the public quickly tired gf the embellished and 

rather sickly foreign phrases, as is seen by the nu,mer- 

:ous protests against tglosing rhetoric' by the sonneteers 

engaged in that very manner., For this reason we 

repeat th:;,t the title of this Chapter may seem. to some 

a misnomer -- a beg:ing of the whole question of poetic 

diction, 

So sudden was the improvement of the tongue 

in these years that Gascoigne affixed marginal explana- 

tions to nu-mbrous words in the second edition of his 

drama Jocasta 

Sydney is for wit and fancy nearer the true 

Elizabethans.. His sonnets are often reminiscent of 

the Tottel sonnets in sentiment and phrase. But 

there is really a great advance in fluency both of 

rhythm and diction, and phrases are flooding in which 

were to form the groundwork of the Elizabethan rhetorical 

manner. 

Having the day my horse, ry hand, :'y lance 

Guided no well, that I obtained the prize 

Both by the judgment of the English eyes 
And / 
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And of some sent from that sweet enemy France; 
Horsemen my skill in horsemanship advance, 
Townsfolks my strength; a daintier -judge ap:lies 
His praise to sleight which from good use doth rise 
Some lucky wits impute it but to chance; 
Others, because both sides I do take 
My blood from thém who did excel in this 
Think nature me a man of arms did make 
How far they shot awry!, the true cause is 
Stella looked on, and from her heavenly face 
Sent forth the beams which made so fair my race. 

Here is matter for the Shakespeariwn sonnet language! Every- - 

:where we light on phrase destined for august use - joy's livery, 

wanton, wind, imp feathers, unflattering glass, etc., And then 

those compounds which he advocated in his Apologie for Poetry 

are here, feeble indeed, but setting a fashion. The opening 

lines of his second sonnet are a marvel of romantic art. - 

With how sad steps, 0 moon'. thou climb'st the skies 
How silently, and with how wan a face: 

Mr. Drinkwater rightly says of this "It will be observed that 

there is no word here which is in the least uncommon, and yet 

by their disposition and through the conviction and feeling 

behind them, they take on a distinctive atmosphere and 

become poetical in the best sense of the terms'. 

Doubtless a touch or so of this romantic use of 

common words may be instanced in Surrey (hardly in Wyatt) but 

in Sidney we begin to expect such effects. He may claim the 

honour of being the first romantic poet in England, at least 

in his use of words. Chaucer in Troilus and Cres^eyde is 

deply romantic, but hardly in this special sense. And yet parts 

of the Knights Tale, notably the description of Emily's appear - 

:ance in the temple of Diana seam to gizte the true 'romantic 

thrill' - 31- f"."(*('' "r ti 1.4 k 14. 424-41 clear 
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The lines quoted have a haunting quality curio a.sly heard 

again in Coleridge's - 

Hast thou a charm to stay the Morning -Star 
si coy,s$? So long he se ms to pause 

On thy bald awful head, 0 sovran Blar.c, 

a / 

r Introduction to Sir Philip Sidney (Muses Library) 
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a poem in which we strongly note the same romantic over -soil 

of the language. With all his word mastery Spenser hardly 

gives that special charm of romantic poetry. 

We know of course from the Arcadia that if Sydney 

had not "Poetry enough for anything ", he had enough to serve 

The famous pas age contwining the description of the hilly 

fiastures - 
"Each pasture stored with sheep feding with 

sober security; while the pretty lambs, with bleating oratory 

craved the dam's comfort; here a shepherd's boy, piping as 

though he should never be old, etc." proves that if the writer 

had been less busy with experimentation and imitation he might 

have bean one of the more considereeble poets As it is, 

we must search the Arcadia for his tending poetic phrase 

rather than his avowed poetry,. Nor was the Arcadia lost 

to his age,. In reckoning up the tributary strear!in which 

fed the Elizabethan flood, we must give it an honourable place. 

Shakespeare's debt to it is not confined to the episode he took 

from it for his subsidiary action in Lear. He must have gained 

something from its mere rhetoric and golden phraseology. 

In Si..ey we see the first appearance of that 

intellectual and conceited poetry which was to figure no 

largely in the Elizabethan muse,. One cannot say that he has 

always happily transferred the Petr /archian matter to English 

poetry ;. certainly not so happily as it afterwards wan con- 

veyed by Shakespeare and his fellows. The praise is his 

however that he presented his succes orn with models for 

various types of verse and he carried the language to the 

point where great work could begin. One has only to ra.. e 

the hymeneal poem. in the Arcadia to recognise the :::ode l of 

the great ceremonial poems to follow by Spenser, Ben Jonson 

and others - 
O he av' n awake, show forth thy stately face 
Let not these slu:ìbering clouds thy beatifies hide 

But with thy cheerful presence help to grace 
The honest bridegroom and the bashful bride, 

Whose / 
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Whose loves may ever hide, 
Like to the elm and vine 
With mutual embracements then to twine; 
In which delightful pain 

'C) Hymen, long their coupled joys maintain. 

The instrument is now forged. With such smooth and 

gracious forms of language and such varied rhythm 

poetry may do anything. One may think too that the 

verse fabliau in the Arcadia written in the lower style 

of language may have given a hint to the author of Xenus 

and Adónis - 

With ,dumpish. look, hard words, and secret nips 
Grumbling at her when she his kindness sought; 
Asking her how she tasted courtier's lips 
He forced her think that which she never thought, 

In fine, he made her guess there was some sweet 
In that which he so fear'd that she should meet 

There is even a suggestion of Keats' more domestic manner 

here. It is not only that Shakespeare uses this metre 

in the Venus and Adonis . The trick of the thing is 

in Sidney 

When once this entered was in woman's heart, 
And that it had inflamed a new desire 
There rested then to play a woman's part; 
Fuel to seek, and not to quench the fire, 
But, for his jealous eye she wel_ did find 
She studied cunning how the same to Ùlind. 

Needless to say the Venus and Adonis, one of the greatest 

poems in the language, is infinitely more various --nd 

indeed prodigal in all the decorative qu.:,lities than 

this little poem of Sidney's. But the critical ear 

will detect the same little tricks of antithetic 

phrase, strong caes ral pauses, and themingling of fine 

language with the most characteristic and indeed freakish 
k 

Then there are Sey's more characteristic 

petrarchian strains. Who does not remind himself of the 

Shakespearean sonnet with its involved intellectual 
language 

when 

X In saying thr,t we are not forgetting the claims 

of Lodge's Glaucus and Scyla 1-9 first of the 
erotic poems We think Mr. Gosse (1.th century 

Studies Art. Lodge) has made out his 
case for 

Lodge as the im ed ate influence on Shakespeare's 

'firstfruits'. But there is something to be said 

forSi.ney too. 
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when he reads - 

Trans farm' d in show, but more transform'd in mind 
I cease to. strive ,,with double conquest foil'd 
For wee is sae, my powers all I find 
With outward force and inward treason spoil'd 
For from without came to mine eyes the blow, 
Whereto my inward thoughts did faintly yield; 
Both those conspired poor reason's overthrow; 
False in myself, thus have i lost the field, 
Thus are my eyes still captive to one sight, 
Thus all my thoughts are slaves to one thought 

still,, 
Thus reason to his servants yields his right, 
Thus is my power transform'd to your will; 
What marvel then I take a woman's hue 
Since what I se:,, think, know, is all but youz'' 

The Philomela poem has the true accent of Elizabethan 

poetry at its meridian hour. - 

Alas she hath no other cause of anguish 
But Thereus' love, on her, by strong hand wroken; 
Wherein she suffering, all her spirits languish 
Full woman -like .complains her will was broken. 

But I who daily craving 
Cannot have to content me, 
Have more cause to lament me; 
Since wanting is more woe than too much having; 

We recognise in these rather broken phrases, and the 

teased-out thought the very manner of Shakespeare and 

his fellows. In fact there seems little doubt th.t 

Shakespeare owes either directly or mediately a con- 

s iderable royalty to Sidney, who has not only brought on 

the boards the main matter of the Petrarchian poetry 

with its peculiar imagery, and often tortuous and 

quibbling expres en, but has supplied the very turns of 

expres'Aon which are to be familiar for the next 

generation. This may be further demonstrated from the 

sonnet - 

0 night, the ease of care, the pledge of pleasure 

Desires best mean, harvest of hearts affected, 

The'seat of peace, the throne which is erected 

Of humane life to ibh the quiet measure; 

A familiar Shakespearian model 

There is also the 'eyes' theme, so excessiely 

exploited / 
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exploited by the Elizabethans till aen Janson mocked it 

off the stage by the ridicule of "0 eyes, no eyes, but 

Fountains filled with tears." Shakespeare's first 

fruits are good examples of this indulgence in what 

has been clumsily called "pathetic optics" The 

novels are full of it too., and it may originally come 

down from the Greek romances of Longus and Heliodorus.. 

'Skotney's verse is full of the play on eyes - 

Ben.ty has force to catch the human sight; 
Sight doth bewitch the fancy evil awaked; 
Fancy we feel includes all passions might; 
Passion rebell'd oft reason's strength hath shaked 
No wonder then, though sight my sight did taint 
And thought thereby my fancy was infected,. 

This parade of logic is com::on to all the philosophic 

verse of the day. Shakespeare's well-known enigmatic 

Sonnet No XXiV, carried the 'eye' Nitxxxx theme to 

absurdest lengths.. We today cannot regard these 

ingenious exercises with much patient 

We have dwelt a little on Si4ney because of 

all the influences which went to the making of the 

poetic tongue, perhaps the sonneteering craze was the 

most notable Here English poetry followed in the 

footsteps of French. In the barren years between the 

death of Surrey and the coming of Spenser and Si.6neii, 

the 'French Pleielde had feverishly pursued their great 

object -- to acclimatise classical matter and expression 

to their own tongue and to this end their chief means 

of expression was the sonnet, and Petrarch their patron 

saitt., 

after 

-- , 

The first group of English sonneteers --that is 
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after Wyatt and Surrey consisted of Watson with his 

Centurie of Love (1582) Sidney with his Stella series 

not published till 1591, but coJnuaenced as early as ]J 0, 

and Spenser whose Amoret i are late work (1R9' -) but whose 

prentice work in letters, the Visions of Bellay and the 

Vision of Petr_arch consisted of fifteen and seven sonb.ets 

respectively, the latter being a word for word transla- 

tion from Marot. Watson frankly admitted his foreign 

sources and being the earliest in the field is Rome- 

times credited with doing for English poetry what Ro/isard 

did for French. That his early sequence - -- he produced 

a E later one in 1595 - The Tears of Fancie - is a mere 

literary exercise, and that his 'sonnets' are generally 

not true qua.torzains need not trouble Us here. For it 

was precisely this literary exercise which the English 

literary tongue wanted, and fortunately despite sneers 

here and there at plagiarists who, in Drayton's eloquent 

phrase 'filch from Fortes', none of our English sonneteers 

were in the least ashamed of their robberies. These 

sonnet sequences were soon recognised as an occasion 

for displaying not passion so much as the ap earance 

of pas ion tricked out in the most artful and honied phrases. 

Ro a.sard and du Bellay , Desportes and de P ontoux were 

rifled for their phraseology and one may now complacent- - 

ly regard this conveyance of foreign finery, for it is 

difficult to imagine any other form of literary exercise 

which would have so well ministered to the desperate 

needs of the English poetic tongue at that moment.. 

Anyone for example who cast; his eye over 

Spenser's juvenile t.rarl.ation of Marot - ,Visions 
of 

P e tray ch , -- / 
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Petrarch, - will note how awkwardly the Englishman trans- 

f ers the phrases of his original. One must not 
Lis forget that with all the richness of diction) Spenser 

never quite sloughed off his rusticity, but the early 

work is 1Seculiarly unpromising. - 

After at sea a tall ship did appear 
Made all of Heben and white Yvorie 
The sailes of golde, of silk the tackle were 
Milde was the winde, calme seem'd the sea to bee 
The skie eachwhere did show full bright and faire; 
With rich treasures this gay ship fraighted was; 
But sudden storme did so turmoyle the aire 
And txxxt tumbled up the sea, that she (alas) 
Strake on a rock, that under water lay 

There is no advance here on - in fact we _,re back 

in the world of-Surrey's Aeneid. Even with the French- 

man's cultured phrases before him, this boorish stuff 

is all the young Englisman can make of it - he who 

came to pos ess the happiest ear for the harmony of 

English phrases. We may well bless the inceo ant 

drilling of the tongue in the foreign s.e.et, for 

otherwise it is inconceivable that in the ehort time now 

available from 1580 to the outburst of great Elizabethan 

song, the language could have be-n sufficiently breathed 

and exercised for its great work. The Elizabethan 

sonnet, as a rule demands a literary diction. There 

have been excellent sonnets which discard decorative phrase 

Some of the most representative efforts in this kind 

of last century - and no age has done bet'.er in the 

sonnet kind - are almost fastidiously simple in their 

vocabularies.. But if we look closer into them, 

we find with all their plainness of language, a certain 

costliness here and there, a touch of distinction, 

which is often very remote from the more ob. -ious and 

swelling / 
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swelling beauties of the Elizabethan sonnet. To 

invent a language for their sonnets, to excogi ,te a 

new image or 1efurbish an old one, but above all to 

strike out some new combinations of great words was 

the glory of the sonneteer Poets like Lodge, Barnes, 

Drayton etc. were enamoured of the fine combinations 

of words they found in the French or Italian sonneteers 

and their chief care was to convey their rich phrase- 

:ology into England.. At every turn the expressions 

of Roíisard Desportes, de Pontoux and others are 

recallea in their sonnets Lodge is perhaps the 

most instructive example of succes ̂ ful piracy among 

these writers. His Ph8llis is in many numbers a 

slavish school exercise on the sonnets of Ro1/sard or. 

Desportes. Sir Sidney Lee' has well illustrated 

what he calls the 'inveterate principle of transference 

from Lodge's 

falls a good 

quality, but 

tongues. 

of dictionw 

plagiarisms. The Englishman's language 

deal short of the Frenchman's in decorative 
fb 

that is partly dne^the nJ,ture of the two 

The distinction and sonority, the splendour 

/, 
hich the poets of the Ple ade aimed at, 

could not be transferred into English without loss, 

without at anyrate a greater infusion of rusticity. 

For example - Lodge, Phillis 1X. - 

The dewy roseate moon had with her hairs 

In sundry sorts the Indian clime adorned; 

And now her eyes apparreled in tears 

The loss of lovely Memnon long had mourned 

can hardly compete in decorative diction 
with Ro /sard, 

Amours 1, XC1V - 

de ses cheveux la rousoyanta aurora 

Esp arsement les Indes remplissoit 

Et ja le ceil a long traits rougissoit 

de maint émail qui le matin decorg 

So Lodge's rendering of Ro sard's 
Amours 1.XX11 - 

(Phillis XXX11) is a little boorish - 

A / 



A thousand times to think and think the same 
o two fair eyes to show a naked heart 

¡Great thirst with bitter liquor to restrain 
To take repast of care and crooked smart. 

It is not merely that L has not much decorative lünguage 

at his command - English can do with less of that than 
Daniel 

French.. He has no distinction. tr r 'ti - was as servile 

to Desportes as Lodge He sometimes altars the French 

phraseology, but his Delia displays what Lodge had not, a 

sense of cadenced phrase Indeed he comes nearest to 

Shakespeare here A comparison of his work with his 

French original often leaves one in doubt of the victory, 

which Lodge's similar efforts rarely do.. Daniel has at 

command not only the purity of diction which al have 

recognised and some praised, but the strong stamp of indiv- 

;idual phrasing. Lodge leaves us in doubt if English 

will ever have the equivalent of French airs and graces. 

Delia makes us aware that the genius of English is toward a 

plainer-fabric of speech, but also that effects can he 

attained in that more monosyllabic speech which are beyond 

the more splendid French,. Lo -k for example at his Delia 

No. XXX111 which translates Desportes' Amours de Cl6onice 

LX11,. Desportes' sestet runs - 

Cet orgueil aesdaignemx qui vous fait ne m'aimer 

En regret et chagrin se verra transformer., 

Avec le changement d'une image si belle 

Et peut entre gut alors, vous n'aurez deplaiser 

De revivre en mes vers, chards d'amoureux desire 

Ainsi que le phenix au feu se renouvel_e - 

aniel givES -- 

When, if she grieve to gaze her in her glass 

Which then presents her winter -withered hue 

Go you my verse! go, tell her what she was'. 

For what she was, she best may find in you. 

Your fiery heat lets not her glory pass 

But Phoenix -like to make her 
live anew, 

Doubtless the French has an elegance 
and sonority which 

the 

Rousard - 
Cent et cent fois 
A deux beaux yeux 
Boive tousjours d 
Manger toujours d 

penser un penser mesure 
monstrer a nud son coeur 

' une amere liqueur` 
t u e amevt Jr.e extre;:.e 
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the English can as yet only feebly imitate. Inde d it 

ought not to put itself in competition with e Latin 

tongue here!' Daniel gets a little compensating distinc -- 

tion from the use of compounds, which are doled out at 

the rate of about one to each sonnet and are often at least 

tolerable. 

Sidney was by no means so slavish as Daniel 

and Lodge siometimes are, but in that which seemed essentially 

to constitute a sonneteer, the invention of images and of 

the rich diction to clothe them, he is seldom quite original. 

Often the borrowed themes are touched to finer issues than 

his originals, but on close examination, it appears that 

the stuff of his writing is suggested by his authors. And 

yet he Fives the impression of originality and he imparts 

to his sequence that lofty spirit of chivalry which had 

distinguished Surrey's work in the previous generation - 

So viAd and express is his language at times that we are 

reminded at once of Shakespeare himself, eg. "Painted in 
my beclouded stormy face'' 

or 'That once cow there, the sobs of my annoys 
Are metamorphosed straight to tunes of joy' 

or when he talks of Stella - 

Thundering disdains and lightnings of disgrace. 

we are reminded of the compacted force of Shakespeare's 

great phrase. 

Again (73) is this not more premonitary of 

Shakespeare than any contemporary can hoart - 

she makes her wrath appear 

In Beaity's throne. See now, who dares co-.e near 

Those sárlet judges, threating bloody pain? 

0 heavenly fool' The most kiss- worthy face 

Anger / 

, A line like "un desir teme,raire un doux languissement ", 

seems febly turned by "Íf a sweet languish with a chaste 

desire "; and.it seems doubtful if slavish 
translation can al lerw 

the free development of a tongue. 

mercy- wanting, storm, hunger -starve thoughts, vulture - 

nawen heart, winter -withered hue/ They are mostly of 
this pattern.. some he got in his originals like the well4 
known" care -charming sleep. 
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Anger invests with such a lovely grace 
That Anger's self;, I needs must kiss again 

May we not say that while Spenser helped Shakespeare 

to many a langous and cadenced phrase, while Marlowe 
and Ly ly and his older contemporaries gave him the 

ordinary models for his dramatic phraseology, Sydney alone 

presented him with the models of his speech, when it is 
hotkL(Afl 

supposed to be most,, inspired. Mr. Drinkwater is right 

in pointing out that as a rule he obtains his effects not 

by the use of neologisms , but by investing his words with 

deeper significance. 

Sydne4r_____a 

--te -reFta,r.d 

f the 

Before discussing the more decisive influence 

of Spenser in the settling of the poetic modes of speech, 

we may be pardoned a brief excursus on the movement in 

France for an improvement of poetic language. When Le 

däekte brigade, or as it was afterwards termed the Pleiade 

set forth in 1549 with Du Bellay's pbamphlet La defense et 

Illustration de la langue frangoise , they took a direction 

exactly opposite to that taken by Wordsworth in the 

famous Preface and postscript to the Lyrical Ballads. 

These two documents, that of Du Bellay and that of Words- 

worth might be set over against each other as the 

expression of the eternally conflicting modes of all art.. 

Dante's little book On Vulgar Eloquence would make an 

eloquent third witness on the side of Du Bellay's thesis 

Dante and Du Bellay pronounce the judgment that the interval 

between common speech and the language of poetry 
is and 

ought / 



ought to be of the widest. Wordsworth was not clear 

that there was any interval at all. Further, to remove 

the poetic speech asfar as possible from. the spoken 

dialect,' resort must be had to every device know to the 
art of rhetoric Wordsworth se_med to regard all 

turns and devices as offensive puerilities, The din- 

covery that Du Bellay's tract is, save for a dozen lines 

or so. a literal translation from the Italian only helps 

to prove the thesis of those who insist that every good 

thing ultimately traces itself back to Italy- The 

quaîrel in its broader aspect is .really betwe n those 

who aim. at a restricted language for poetry, and those 

who wish to use the whole language. The Elizabethans 

in spite of scholarly injunctions from France, used the 

whole language, In this connection a remark of Mr-_ 

George Moore's may not be inapposite. More than any 

other modern Mr. Moore has interested himself in the 

artistic vocabulary. - "I envy in Kipling his copious and 

sonorouF vocabulary, especially his neologisms; he writes 

with the whole language with the language of the Bible, and 

with the language of the streets He can do this, for he 

possesses the inkpot which turns the vilest idiom into gold - 

his language is so copious, rich and sonorous that one is 

tempted to say that none since the Elizabethans have written 
1- 

áo copiously - - --- Shelley and Wordsworth, Lando and Pater 

wrote / 



wrote with part of the language, but who else, except Whitr:an, 

has written with the whole language since the Elizabethans?" 

Mr. Moore quotes in illustration Kipling's wellknown jibe 

in the Island Pharisls - "flannelled fools at the wicket 

and muddied oafs at the goal ". It is the object of all 

attempts to raise style to exclude just such racy and 

powerful language as this. It was not however the professed 

object of the Pléiade to exclude rusticity and meanness 
wg7 

of phrase as it certainly was Dryden's object -in 1660. The 

Pléiade was ta.{ intent on extending the poetic speech to 

think of exclusion. They indeed, proclaimed the capacity 

of the vernacular to do alti that was required of it, after 

the civilising and enlarging processes they recommended, 

had been effected. Subtlety of phrase, classical precision 

and neatness, a certain lubricity were to be the poet's aii::. 

A maze of golden phrase was to be adopted immediately from 

the classical and Italian tongues. Above all recourse 

was to be had to the technical language of the profession 

and even the trades. This reform the Elizabethans carried 

to rather grotesque lengths. But the Elizabethans 

never insisted on that sharp distinction of the language 

of prose and of poetry which was taken for granted by the 

French school. Greek words were taken in in excess by 

Rousard and his fellows. Ropsard's pride in his novelties, 

o 

his pretty diminutives, his compounds or v ®cables composez 

etc. was almost naive. It was the patriotic note he 

struck. His labour was all for France. 

Je fis des mots nouveaux, je rappelay les vieux 

Si bien que son renom je poussay 
juscu'aux cieux 

Je fis d'autre faon que n' avoient les antiques j- 
Vocables compose,, et phrases 

poetiques. 

Et mis les poesi en tel ordre, qu'apres 

Le Francois fut l' e-al aux Romains et aux Gr,cs. 
Oeuvres VII- 1'7. 

His / 
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His aim being extension at all costs, he invited in a horde 

of archaic words, many of them domiciled in the various patois, 

as well as Creek coinages. The Pleiade was not united here 
Du Bellay following his Italian original deprecated. archaic 

and patois words, Roúsard used them freely. The same 

difference of opinion and practice is seen in thit two chief 

members of the so- called English Areopagus. Spenser in 

the Shepherd's Calendar uses old words and dialect words in 

such profusion as to swamp the learned accretions he also 

adopted. Sidney could not approve the practice. " Nor does 

he use many of these words in his own pastoral work. The 

age which followed Rousard repudiated trite sham classicism, 

and in Malherbe we have the first poet who has a severe 

sense of classical simplicity, equally condemning a wilful 

or artful rusticity with dialect elements, and tawdry class - 

:ical neologisms. The things of which Rousard proudly 

boasts in the quotation above, Malherbe deprecates, - the 

excess of diminutives and the rage for compounding. In 

this last direction, Ronsard profoundly affected the uocabu- 

:lacy of English poetry. His imitations of the Homeric 

compound, and his accommodation of the language and names 

of classical mythology were eagerly copied by English poets. 

England had to wait for its Malherbe. Perhaps Dryden comes 

nearest to his stature. 

Spenser is the poet who consciously undertook to do 

for the English tongue what Rousard did for the 
`French. 

E.K.'s running commentary on the Shepherd's Calendar is thus 

of..great interest to students of English poetic 
diction. 

Spenser's aim is on the whole that of Ronsard 
-- to extend 

the tongue by use of archaisms and dialect words on the one 

hand / 
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hand and to f;efine it by learned neologisms her. 

The subject of the Shepherd's Calendar invites a much larger 

and grosser influx of the former than anything in the French 

poet's work. E . . notes Spender's use of middle English 

words, bookish words dug out of old authors and not to be 

found in the dialects. In a wellknown passage, he attributes 

the poet's use of "hard and of most unused words" to the study 

of the "most excellent authors and most famous poets - in 

whom, whereas this our Poet hath been much travelled, and 

thoroughly read, how could it be but that walking in the sun 

although for other cause he walked, yet needs he mought be 

sunburnt." The passage in which E.K. com i.ends the book to 

Gabriel Harvey, being one of the classical places in this 

connection we may cite it here. E.K. praises the "framing 

of his (the poet's) words; "the which of many things which 

in him be strange, I know will seem the strangest the knit - 

sting of them so short and intricate, and the whole period 

and compass of speech so delightsome for the roundness and 

so grave from the strangeness. And first of the words to 

speek, I grant they be something hard, and of most men unused 

- -- -- and having the sound of those ancient poets 
still ringing in his ears, he must needs, in singing, hit out 

some of their tunes." The poet has not only incorporated 

archaic and dialect words. There is further a mystifica- 

tion of phonetic and grammatical forms taken from 
the 

dialects - chiefly w midland - as well as forms current 

in Middle English, and some egregious blunders 
of a kind which 

any student can detect. But the ordinary reader is 

struck more by the vocabulary than by the gramllar, 
though 

it would be difficult to say which contributes more 
to the 

quaint effect of the medley. The expert is inclined to turn 

away / 

ProfesPor C. H. Herford gives a ófsshefherdSS Calendar 
excellent study of the lànruag P 
in his edition p a LVII. . 

lo .,-_. 
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away disdainfully from this F a llima of tongues and dialects. 

When E. K. does not Floss a1B-roa we assume 
" 

may t _ e tßat it was 

colloquially known, although it is strange to us. A word 

like "dapper " for example unknown to or, at least, unused 

by Shakespeare is found in Palgrave as daper ( _ proper, mignon) 

On the other hand such a word as blonket (v.s.) glossed as 

Tay Coates " we may assume to be a dialect word, probably 

North midland . There were many words too which may have 

existed both in dialect and in the old literary tongue - 

words like 'brag_' used as an adverb ( - ostentatiously) 

crane.-, (- boastful) , mizzle (drizzle of rain) tickle (unsteady) 

etc. E.K.'s aesthetics are a trifle mixed. He first commends 

the rustic and obsolete words for their own sake as having 

the beauty and authority of age. Then they are a "blemish 

in the joint of a well- shaped body, useful merely by way of 

an ugly foil to set off the brightness of brave and glorious 

words". At one moment they are "roughs and harsh terms" in 

the next the poet deserves praise for restoring "such good and 

natural English words." Carriedaway with this idea he subscribes 

to the purist dogma that of itself, without foreign importations, 

the erna.o. -1 ar could sup_ ly a language brave enough for anything. 

As at present used it is "most bare and bar an." But patching 

it with bits of other languages, borrowing here of 
the French, 

there of the Italian, everywhere of Latin, is 
reprehensible. 

Here E. K. ranges himself with the purists and repudiates 

the practice of the Pleiade, and of his own 
author.. At the 

same time he desires embellishment, only 
that is to come by 

utilising the hidden resources of the tongue, 
noty going 

abroad importance is the ßßm that Spender's abroad for 3new. Of p 

speech is better knit together, his 
syntax less loose than 

that _of his nredeces ors. The attack on the °'rake¡_ell rout 

of j 
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of our ragged rymers for so themselves use to hunt the letter)" 

closes a singularly enlightened piece of missionary work 
Professor Herford in his edition of the Calendar has made 

a useful analysis of the language from which we copy some 

details here. 

As for the cultured and novel words, our new poet 

user, the list is dong. Some obvious ones are crumenal, 

flowre delice, overture, stanck (italian - weary) etc. 

Actual Spenserian coinages are - 

beastliked, derring doe, dreeriment, emperished, einbrave, 

expert, heedlesse-hood, etc. - not a long list. 

Learned words are, assay, availe, blaze (blazon) , brocage, 

cabinet, chevisaunce, collusion, coloured, convenable, coronell, 

coronation, countenance, counterfeit, cremosin, crumenall, 

curelesse, delice, depeingten, devise, dirige (dirge) elemen, 

embellish, embraye, emperish, encheason, entraile, equipage, 

expert, simplesse, surquedege, surview, tyranne, virelayes, fai- 

tour, formal, impaire, jouissaunce, mayntenaunce, me lanpode , 

merciable, miscreaunce, musicali, Paramour, peregall, pleasaunce 

LA i e 

recure, rehearse, rybande . 

It may seem a small thing to collect such a list 

of mere words, but let the reader reflect that we are at 

the birth so to speak of the poetic tongue. Most of these 

words had been used before in English poetry, but 
never in 

such a context as the Shepherd's Calendar, 
and never with 

artistic deliberation. Tottel. we pointed out was not 

deficient in literary words, but the proper praise 
of the 

Calendar, according to E. K. is that 
it rather eschews such 

words in _favour of the old- denizened 
words. The reader 

need not be reminded that the 
Shepherd's Calendar, is not the 

last / 
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last attempt to endenizen dialect words in English literary 

spe ch. Whenever a special demand for freshness is made, 

recourse will be had to old and local words. The exact 

parallel to Spenser's experiment is provided in our own day 

by Mr. Edmund Blunden, whose Waggoner published in 192.1 is 1,Yovecisf 

with a glossary after the fashion of E.K.'s notes to the 

Cseeeeer. Like Spenser and nlike Burns ar. Tearnes and Tenr-Y- 

:son the :72,rthern Farmer, Mr. Blunden uses the ordinary 

:-77.-==oh, but besprinkles it with local words which 

He s-eauld have a chance of being taken into the general 

OCI. ar. 17-7f7; person acq1at-----1 with the dialects has 

fel- reerd to certain -erds oi relish. But Mr. 

Blunden ¡clearly hopeful of =he experiment, and his wise 

n arsieiee recomeends his practice to our consideration. He 

has, .7-es-eede in enlisting the support of the Poet Laureate, 

no men authority on the English Language and pronunciation. 

Examples of this sort are - 

Tree 77=ping mtlier picked his way 
ploughlanis hid in 

Magonfly that dare7 

aove his mudded pond. 

77-ee glinzy ice grows thickeY 

So 613 , 

English, Dr. 

lintering, ha7ged, twired, jerkin-, 

t_e ?k-fth Tract-3f the Society for 
pure 

rì C WelOOMeS cu:: experiments. The L_ciety 

indee Tia:fly for this puipose, to recall 
oll words 

and admit go; terms to the Literary tong-, in - 

to do what Spenser at - :,-1 in the Shepherd's Cale_ =af. 

Bridges corrects a flu" of Mr. Blunden 's novel_es. 
Tee 

dialect poet Barnes wished to see the 
complete natisatlon 

of -ords like, drong, clote, smeech, 
tuns, greyles , and numbrous 

The rich sell our lialects oertainly 
other Dorset words. 

provides a teApting field for 
latter are driven 

more / 



more and more by the necessities of modern aesthetic to se-k 
strange or virile effects. How far can the poet help to 
endenizen such words. Spenser failed to give his strange 
.diction a life beyond his own poem No individual poet can 
do that, and perhaps not all the poets working in concert as 
members of the Society for Pure English, A dozen editors 

could with persistence, effect something. But editors 

naturally avoid anything savouring of the eccentric. It 

is of small avail to point out how excellent is ouch an epithet 

as glinzy for ice suggesting as it does both glint and s lipper- 

:iness or dimpling and lispering. We must leave the matter 
f), L(4 ._ 

in its' unsatisfactory position, but,assure the poet of a 

welcome for any individual and really successful efforts in 

welcam- c-°MT any individual -a 4-- real-17-- access -ful efforts i-n 

this direction. Therewill however be people of taste 

who cannot even go so far, being wedded to the love of language 

neat, pure and customary. No lament over the progressive 

decolorisation of the tongue, will move them from that position 

We note how the centre of gravity of Spenser's diction alters 

in the Faerie Ç,ue- ne where this list of fine words has grown 
kave 

enormously and the archaisms diminished while the dialect 

words almost disappear. It is in the discovery of a vast 

ornamental vocabulary used not for the first time, but for the 

first time artfully that the Faerie Q,ueene is remarkable. 

The arch. -ic element in that poem is not nearly so noticeable 

as this 
; :Yrandiose element, though we shall see there is a 

vast amount of mean word and phrase it it. It is, as has 

been said in the due selection of ornamental pairs of sub - 

stantipes and epithets that the poet may be said to have 

started poetical vocabulary which later degenerated 
into 

the Gradue 
L / (' S hrGf,, Ìñ ho to ohll ka ptalapr 0)4 S. "fCKnRJ 

, r CDkYf-C D W07J t W? Y; h phi) ift w 4 1..d1 t-cy..l JI r-S rY, .s iDs _ 

nvc.f1Ì ÌL 1voPr^- u i.is ì/.a,,,tr,i 
(u k54 IZu); e1iïS p7 7' 
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d Parnassum How much Shakespeare was indebted 



to Spenser for his early exornatìoi: of phrase is a moot point. 
It is clear th_,t the debt was larger than people have thought. 

By 1592 Spenser's influence was at its height. Lodge shims 

many signs of'his influence, Drayton much more. Shakespeare 

was just beginning to find himself. A close comparison of 

the phraseology of his early things with the phrasing of the 

Faerie Queene reveals a large indebtedness. Thee were 

the more immediate influences of Lodge and Marlowe, but for 

that candied eloquence, which is most notable in Shakespeare's 

early work surely we must look to Spenser if to anyone for at 

least suggestion. Lodge influenced by Spenser in turn helptd 

to form Shakespeare's early and luscious manner. His Glaucus 

and Scìllá as Mr. Gosse pointed out in his Memoir of Thomas 

Lodge strongly suggests the style of Venus and Adonis. 

' "There can be no doubt that the young Shakespeare borrowed 

from Lodge his tone, the mincing sweetness of his versifica -- 

:tion, and the 'precious' use of such words as lily,,, rurple, 

crystal, and pitfrióse." - 

Her dainty hand addressed to daw her dear, 
Her roseal lips applied to his pale che-:k, 

Her sighs, and then her looks and heavy cheer 
Her bitter threats, and then her passions meek; 

How on his senseless corpse she lay a- crying 

As if the boy were then but new a-dying. 

This it will be conceded is the very Euphuistic manner and 

language of Venus and Adonis. 

Marlowe in his Hero and Leander is thoroughly euphuistic, 
but 

his spacious manner helps to carry it off almost as well as 

Shakespeare does in Venus and Adonis. No doubt the latter 

work owes a good deal to Marlowe's poem - the 
mingling of ex- 

:creme ly colloquial English which at times 
reminds us of Leigh 

Hunt's Tale of Rimini, and of precious and conceited words 

and / 
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and phrases, is quite in the manner of Venus and Adonis. 

Come thither; as she spake this her toong tript., For unawares (Come thither) from her slipt, And sodainly her former colour chang'd And here and there her eies through anger rang'd And like a planet, mooving several wales Loving, not to love at all, and everie part, Strove to resist the motions of her hart. And hands so pure, so innocent, nay such, 
As might have made heaven ,stoQpe to have a touche Did she uphold to Venus, and againe 
Vow'd spotless chastitie, but all in vaine 
Cupid beats downe her praiers, with his wings 
Her vowes above the emptie aire he flings." 

As to the special devices of style we note that the 
u+4- later Tudor are infected with almost every malady to which 

style is heir - in them we have a foretaste of the acute 

almost diseased intellectual trickery and word and idea jug,,ling 

of the metaphysical age to follow. This word- jugling is 

a rather sickening element in some of Spenser's best poems. 

as also in Shakespeare's "firstfruits." It is as if the 

poets had emptied the petty rhetorical devices of Puttenham's 

Art of poetry into the lap of their otherwise vigorous muses. 

No age of our poetry has been more foully defiled by such ape- 

like and mechanical trickery. Word -hunting which puttenham 

marks as a chief beatty of poetry - he gives seven varieties 

of it -- senseless and artless anaphora - excessive and stupid 

alliteration and excessive parenthesis are responsible for 

the defeaturing of many a bright passage in dramatic and 

elegaic poetry besidesSpenser's minor poems and the Venus and Adonk 

The unhappy craze was reinforced by the artificial elements 

of Euphuism and Arcadianismt houghh these two species of the 

false beautiful are very distinct from each other. In a 

word we are engaged with that false steç sa called Witt- 45- -24//- 

k riw G ON, 
wovf 6 ,h 2ti, F, ssI;kJ 

Puttenham quaintly defines the classical figure of 

Rep$tition / 
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Repetition thus - "When ye turn and tra*lace e word into 

many sundry shapes as the Tailor doth his garment, and after 

that sort do pia:: with him in your dittie." This fisure is 

no of curse new, but only in the form of anaphora dees it 

occur in Chaucer who get it from the Italians. 
' One is bound 

to say he uses it msre sparinsly and arttlly thet do the Eliza- 

:bethans. The most silly excess in the use of the figure is 

to be found in Gascsigne's blank verse Steele alas which 

senselessly suns on for Whole pages in this tasteless manner. 

We 1 have to wait for Milton for the really classical end 

artful use of it, as we have to do for so many things. 

Sackville's Induction has a touch here and tSere, net elto- 

:sether unhappy. No doubt the Renaiseance neets dereesieepL 

they were artfully con7ins tie ancients in Iheir olumsy eSferts. 

The form of Repetition they chiefly affected was enaphera, - 

tIsatel the beginning of soquent lines with the same ward or 

phrase. Venus and Adonis has a great deal of it wì the 

chief vice of Spenser's mature manner, theuh he hae several 

examples -f the mere artful Miltonic kind called doubling in 

. the Calendar, whioh Milton may even have cooied.'44 

rather avoided the simpler anaphera which deforms se many 

passages in the Yeerle sseene. We chall have sometning more 

to say of this in the next ohaper. 

There is one element ef the rhetorical style lacking 

COMPUT52 arc not used. Sydney in trie Shepherd Calendar. 

first used them on any scale. Tile admired deviee he took 

from Ronsard. In hie Apelosie for Poetry he beSh oommenSs the 

Enellsh tongue for its facility in this kind - equal t Greek 

he says - and uses a fair sprinklias of them - one of which 

is 

Sh. Cal. XI. 58-9 Dido nW deare, alas is dead 

dead, and lyeth wrapt in lead. 

So 
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is very good - 'winter -starved and others have at least 

remained in the la ( tit( Dryden afterwards, like Coleridge 

condemned this habit of compounding; he possibly did not 

realise that it was a power inherent in the old tongue.. 

Or possibly he was merely speaking out of the sharp sense 
`2v14 

of disillusionment he felt for his youthful gods, Z70-1,4-.-D-14 

Chapman, and the rest who carried the device to 

insane lengths. The influence of Sylvester's translation 
Du 

of /Bartas' La Semaine on English diction was certainly 

considerable right down to the Restoration. Milton's 

early poems especially the Psalms and Paraphrases do not 

escape it 

Compounds of a rather stupid type are 

sown broadcast over Sylvester's work - indeed the compound 

and the onomatopoeic reduplication of syllables and the 

use of juggling rhymes and abysmal pauses are the chief 

elements of a style which in its worst excesses captured 

Dryden's and seemingly even Milton's youthful admiration. 

In repudiating his boyish fancy, Dryden naturally included 

the compound in his anathema. It must be admitted on 

the other hand that Sylvester's work has a surprising number 

of happy hits, acid Milton and others did not hesitate to borrow 

from it 

compound is 

may become 9 

The, modern view, one may suppose, is that the 

a short -cut to vivid expression and 
that it 

in fact does become in Keats and 
Swinburne, a 

rather cheap device. 'Used moderately, it is capable of 

great beauty. When we come to discuss the 
use of compound 

by the modern romantics, we shall 
find that Keats uses it 

chiefly for pictorial purposes and 
Swinburne chiefly perhaps 

for / "s L 1 G 
S- 
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for the eloquent sound. In the former it is capable of 

giving a wwift ,. if romantically vague) picture or suggestion 

of a picture. Whilst the Shepherd's Calender is bare of 

offence in this direction, the Fàexié Queene is rather lavish 
in its compounds. In Sydney and Spenser we do not get much 

imitation of the true Homeric compound ,. as we find it (some- 

:times to excess) in Tennyson's early poetry. Öenone is the 

first of Tennyson's classical studies whiah are sprinkled 

with such compounds, as Li]t- cradled, river-sundered,dewy- 

washed '(In Swinburne we find a profusion of such compounds 

formed On every conceivable model -- Greek, Anglo- Saxon, 

Jacobean,, etc.. Spenser came under the influence of Du Bartas, 

but being the artist he was, he avoids the eccentric use of t 

these devices which disfigures the work of the Huguenot poet, 

and through him the work of the religious poets of England 

for a generation. Meannesn, verging constantly on the ridi- 

culous is the prevailing quality of Sylvester's work. When 

the grotesque is joined to the mean in phrase, we have a 

style of art which approaches the vulgar. And yet Donne's 

great art was nurtured partly in this school. He exploits 

the qualities of ca phony and stammering meanness of which 

Sylvester is all compact, but like Browning, he does exploit 

them as an artist. In fact he is the first poet to do so. 

It is said com::only that his disharmony 
is his means of 

exjxessing his breakaway from the Petrarchan 
philosophy of 

love. There is no doubt of the novelty of 
his art, though 

we must protest against Coleridge's 
clever characterisation 

of him "rhyme's sturdy cripple 
Where others, 

Petrarchians and Platonists 
had cloyed the ear and 

eye / 

IrIn the 1342 edition 
of Tennyson 

these copo u:ds .. 

Coleridge 's precept, 
removed 



eye with beauty, he would come in with his purposed discords, 
and his purposed meanness of word and image He was the 

first English poet - leaving Skelton's ribaldries aside - 
to discover the modern principle that the kingdom of the ugly 
is aesthetically as rick a field for exploration as the king- 

dom of conventional beauty. His great example -- not 

alone, however for the tide was turning that way in any case - 

was sufficient to give English poetry that queer twist 

away from harmony and mere grace which distinguishes it during 
h 

the 'Caroline period. Despite his prevailingly mean texture 

of speech and his incessant jolts and jars, we note the almost 

piercing nature of his epithets, quite gr_,celess often, but 

startling in their force and modernness. It is no longer 

the mere antithetic epithet, traces of which we noted in 

Surrey and still less the langorous epithets of the Faerie 

Queene.. There is some attempt now to make words corrosive, 

to burn and bite into the skin, 

allows himself any degree of oddity. 

Thus in the half century from Tottel .. o s Miscellany 

to Donne, we see the -.mull prod3ess by which the literary 

tongue was perfected, and the creating of the admired Eliza - 

abethan speech to which Mr. George Moore and Mr. Yeats urge 

us speedily to return. In Tottel we see some sorry 

attempts at making epithet both individual and harmonious 

and with even a touch of antithetic liveliness i -t . We 

note in these early poets a few rather passable compounds) 

and notably in Surrey a fair number of well and truly turned 

phrases and an uncertain touch of classical allusiveness, 
all 

as yet a little uncouth. Twenty years after the publication 

of Tottel . we see the language putting on body and 
decking 

itself out in foreign splendour. A little later on we 

find 7 

To this end, thé poet 



'4=f-" 4g 
. 

find at the moment when Shakespeare is preening his wings 
for flight the tongue is infested by the disease of eccen- 
ttricity - excess of compounds, wordhunting and other 
devices , of neologisms of every violent sort till writers 
like Ben Jonson wrathfully protested.. The subject 

matter of Ben's Poetaster is partly the castigation of 
modish follies in the use of speech. To some it may 

seem strange that the greatest hour in English literature 

should have coincided with such an excess of blatancy,. 

Nor was it the case that the greater ones restrained 

themselves. It is the lesser men who were the purists, 

the Draytons and Daniels.,, The latter forward earns 

a weak sort of fame, largely due to Wordsworth's patronage, 

though in his own day he was called meritoriously the "well -- 

languaged Daniel" He certainly shows remarkable verbal 

abstemiousness in that Rabelaisian age, His speech is 

still quite modern. It is of the Middle sort which never 

becomes antiquated. But better perhaps to err grossly 

and be read 

There are of course great tracts of Elizabethan 

dramatic and other poetry which are free from the rage of 

modish eccentricity, and in fact as that great age proceeds 

towards decline, we find in the Fords and Massingers a 

remarkable movement towards linguistic restraint, so 

that Alai has been said of Daniel, may also be applied 

to the later dramatists. Passion was then on the wane. 

The centre of gravity was shifting from emotion 
to 

Intellect, from identity of the spectator with storm -tost 

human frailty to mere psychological interest 
in queer cases 

of vexed mentality. Perhaps the earlier passion -primed 

phrase / 

h Jgv-cs tv V .« 



64 . 

phrase of dramatic art demanded a language which knew no 

restraints and was even rotten with the affectations of the 

schools, Certainly the drier later phase asked for 

only the -dare elements of, restrained conversation. 



CHAPTER 111. 

-RPENSER - 

We have already suggested the importance of Spenser's 

contribution to the poetical tongue, but as he is by corn on 

consent one of our greatest wordmasters and index -d the true 

father of the traditional learned or cultural speech, it will 

be necessary to refer more at large to his dealing with language. 

Sir Walter Raleigh says somewhere that in reading 

Spenser we float along on a tropical river of fine words, and 

in effect suggests that there is in the Faerie quecme verse 

little call on the understanding.. To apprehend lazily the 

meaning of these fine words is the reader's easy task. 

Syntax, which might be 

the ideas Spenser 

to use Nietzche c s term. 

obstructive, is in fact as simple as 

is our A pot nian poet par excellence - 

Those idle dream -shapes are 

occasionally broken in upon by some word -blast, which however, 

does not as a rule involve much mindsweat. Only when he 

is presenting platonic notions does the poet make any great 

call on our wits. Therein he resembles the Shakespeare of 

the Sónnets and Rossetti of the House of Life. It is 

curious now many English poets normally concrete and romantic, 

have buttres ed their simple romantic work with the hard- 

thoughted symbolism of the nee -Platonists. Spenser, it is 

to be feared 
r 

is not generally read in bulk. Perhaps he 

makes too little demand on the intellect, with 
the result 

that we become so relaxed that we cannot 
read very far. 

The state of hypñosiS which according 
to some writers, is 

aimed at in romantic art is quickly reached. 

that pass before tha half-shut eye" soon 
cause the eye to 

These "dreams" 

shut wholly. 

case. / 

Except in 
the poet 
childish 

No doubt in his own day 
this was not the 

places where, to introduce some complexity, 

has indulged in more than 
his ordinary 

inversions. 
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a 

Jusserandsi picture of the courtiers spending 

afternoon 'with the erie ,,ueene 

Ar- 
-7 7eME-' window at GreanwiCh 'Palace is 

- _ 

in the 7 

as truly as it :7 fmagined, Those trumpet 

blasts' which are the call to duty in a world where 

Englishmen Slf! ere Lore and more 41 ,. se Ling their authority, 

those descriptions of for: _ TS.= :=4S 'NM eh were the scene 

of so much heroic endeavour on The pa:: 

and the ve-T -E.':'=1! IT. ctuae of contempoE_=,, 7: : : ea. and 

incident w;--," doubt make the epic a 

very diffe7-emt thing firm,' the Elizabethan gentlemen. 

It had to then which is now to all save the 

scholar. It must now be judged sclv as poetry and 

the teure of its art is by far less lenient, 

ta: w'nen it throbbed with ccntpiarry 

and the e sentiment which was then fm tne air 

his es-ar on Spenser in E -2'1T n.J- 7 of : licom 

refers to those numerous pa ages in the 

in which inspiration is at low e and 

_-re the flattes- -,tuff - fuill of absurd prosaisms and 

'_uildish or lax - is pre:- :. - No doubt 

the hwe canvas is 7-, au an 3of this. 

Coleri -re was re7.aps rint - the long poem should 
have waste 

places or at le-a:: a a= less highly wrought. The 

epic poet, some w,c,-Jld say, is to be judged 
by the vivacity 

of 

bv 

of 

style he Imports into these waste 
places. 

this rule, spenser falls far shortiwhen 
the 

action or of lisplay 
dies down, 

loose 

jliairred 

excitement 

- becomes 

- 
of the En.lish PeOple. 



1ppse and relaxed andtnot seldom, ridiculous. Hut even 

from the golden-mouth of A Spenser it is unreadonable to 

expect an unfailing shower of jewels Gemned work of 

the sort is not to be evenly maintained. Henne the rich 

romantic manner is as a íaule unsuitable for epic, 

though highly suitable for the long erotic poem of the 

last decade of Elizabeth, which encourages a sensuous 

dalliance with perfumed language,/ Spenser was the first 

English poet who played artistically with the tongue. He 

was somewhat conscienceless in the means he used for get - 

:ting the effects he aimed at from his word -system, He 

was a thoroughly romantic poet, and meaning meant less to 

him - save in his moral or philosophic passages - than to 

most of his contemporaries. There is a nemesis awaiting 

the romantic pot who inclines more and more to imitate 

the effects of music or of the pictorial arts, and the 

nemesis is absolutely certain to overtake him in the long 

poem,. Nevertheless the marvel to the ordinary reader 

is that Spenser maintains such a level as he does and 

that he has not far more lapses into stupid prose. 

Further . be it said, that lapses into prosaism were com :on 

in his age, rich as it was in sheer inspiration. English 

was then striving to become a polished tongue and to rid 

itself of the natural boorishness which we 
moderns rather 

like, which indeed is cultivated by certain of our 

younger / 
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younger poets today with their elaborate pose of 

informality. Foreign importations were the main 

means to this end. Now significant we regard the 

occasional approaches to cultured poetic speech in 

Tottel's Miscellany! Hardly can we expect the language 

to purge itself of gross phrase; overnight. 

At the same time Spenser is a virtuoso in speech 

He shows a schoolboy's delight in often absurd 

ettcm.ologies, asmhere he writes cowardice - cowherdice 

to complete poor Coridon's humiliation in the p::,storal 

episode of the Vlth book. Note also the spelling 

nosèthrils for nostrils, which Keats adopted from 

Spenser. His art shows thorough awareness. There 

can hardly have been a more conscious artist, or one 

more intoxicated by the often pleasing shocks which 

his frequent crude realism or adroit mil-use of the 

tongue administers. He had a natural understanding 

of / 

It is found in poets before Spenser. eg, qAv" 

He uses the word cowardice in M.HAsT.956. 1)' 
A". 
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of the psychology of language. He knew how far rareness and 

beauty of word and phrase are compatible witn the unpleasant 

realism, which he often seems to seek. As a rule he aoes 

not hesitate to use words, which would ordinarily offend, to 

describe offensive things. Doubtless his study of Ariosto was 

partly accountable for this grosser side of his work. Doubt- 

less also the puritan in him accounted for a good deal as it 

._ In Milton's case too, The fair face of ideal beauty is 

liable to oe marred in bitter polemic, and the puritan has 

always shown a disposition to expose the ugly and deformed 

without much consideratiónjfor time effect on the reader or 

spectator. Passages of this sort will occur to every reader 

of tie 'aerie ,ueene, their oroadness unrelievea oy the comic 

or ironic effect achieved ray the great Italian poet. and no 
at all excu^ed by the underlying moral purporie, 

AS for nis a empt s at the archaic, 'r. r'= aciail 

well says, they would di s._. ace a modern schoolboy. xomontic 

posterity has looked on them with an indulgent eye. They are 

often as stupid as Lhatterton's. nis an ana cloths and dills 

(the formscomplained of by Dryden) his eftsoons (er creation of 

) and sithences, and above all his infinitives in-en 

are to us very obstructive to fair appreciation. -ben Jonson 

was undoubtedly right. "In affecting the ancients (he) writ 

no language ". But like our own 19th century romantics, he 

did a service in enlisting a large number of 'old -denizened' 

words, many of them fair Anglo- iäorman words. Truly ne over- 

works them. But it would be difficult to see how our Keats 

and Rossetti could nave written without such "stunning words 
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for !Poetry", to use xo ssetti' s phrase, as girlond, guerdon, 
pageant, charet, belgards, purfied, delices, vermeil, pursuant 
aurnayled, and a hundred others which occur to every reader, 
and which became later the sacred blazonry of the intenser 
19th century romantic. omantics. 

rll thekwords are heavily overworked. rnis is 
the epic writers difficulty - the language tends to break aown 

under Vim, or rather the poet cannot afford the art or care t 

to avoid the continuous use of a well -worn vocabulary. he 
range of words 

lapses into a favourite / .fix Only the greatest poets 

have resisted this temptation. Not only vocabulary but tricks 

of phrase and style. Especially is this trie case when there 

is lack of variety in the matter. in epic of rrsonal prow - 
tracts 

ess and hardihood like the lliad or large xpautex of Scott's 

^ornantic work, al st of necessity forces the poet on such a worn -out 

diction¡especially if there is the faintest weariness on the 

part of the writer. One of tiae merits of an epic poet is 

ni s skill in avoiding this formidable rock. Dryden in his 
"tiu s2wkJ, 

Epistle dedicatory to his AEneid complains of this difficulty. 
ñ' 

In the later books he found it impossible to ve.ry his lan- 

guage. .And the AEneid has a fairly varied matter. The 

authors of rope's Iliad i d are in cne later books quite snameles 

in the matter of employing the same hackneyed language. :.:or 

rhapry could they o therlvi se have got through their task. Like the 1 

modern leader- writer they had not the time or inclination to 

avoid the standard c c and stop -gaps. So with Spenser. 

Weariness asserts itself in the third book - wonderful and 
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richly varied as that book i s. In the Sixth Book the 
pastoral seems to revive his art. ñ poetry which depends 

chiefly on pictorial effect naturally runs to epithet. 
_And as the situations rtre mostly stock situation s, if we 

may use the word, we have all the vocabulary of horror and 

2atho s, and the tvLe. :,S soon rifled - hence the vast 
mass of constantly recurring words dreadful, horrYble, , rue- 

ful, pitiful, gr«s1 SF[ tender, elc. which greatly offends 

some readers. Keats who is the first modern master of 

rare epithet falls into the same pit. ni s fondness for i,he 

inarti stic awful, enormous, dreadful, anal tremendous (he 

even uses untremendous) i s curious in such an arti st. Per - 
and his brethren 

hops the example of ripen ser /i ed him astray. The Lorri s 

of the Earthly Paradise has an even greater propensity for 

commonplace epithets, 4 rie sprinkles with liberal hand. 

Keats might also plead the example of mil ton ror the use of 
L.<L, 

rash epithets but Milton somehow brings it off as in the 
closing 

tin es of Paradi se Lost 

"With dreadful faces thronged and fiery arms ". 

The -v;o rd i s powerful here. 

Pope said something on this head in the intere sting 

Po st scrip? t to the Odyssey. He has been di scussing "how far 

a poet in pursuing the description or image of an action, ca; 

attach Himself to little circumstances wi trout vulgarity or 

trifling" and continues, "Epithets are of vest service to 

this effect and the right use of them i s often the only 

expedient to render the narrative poetical ". 
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The question referred to here goes down to the roots of the 

neo- classic theory of art. Sir Joshua Reynolds in his.1212. - 

courses and Johnson in his Lives of the Poets are at one in 

their r - -i-an of such detail as Pope contemplates. It 

is an interesting speculation how far the re- presentations of 

homer helped to dig the grave of 
; 
neo- classic *Snß in spite 

of rope's and his collaborator's dulling gown or homer's stark 

reali sm. This they did largely through their epithets. 

Spenser' s muse, we say, ran much to epithet. Even Puttenharn 

had. earned- the young poet against excess in this direction. 

_'nor had the poet learned Milton's art of skilfully disposing of 

his superabundant epithets. 

Tennyson resembles Spenser in puritan temper. This 

account in him 2or some rather crude outbursts of temper 

and for the occasional indulgence in the presentation of the 

ugly or morally repul sive. But Tennyson had learned from 

Virgil, the great classic who, by fastidious wori nanship,had 

IL, 'II a F 

solved the question of epithet in epic. Virgil rarely 

wearies us with repeated epithet. Tennyson, like Shelley, has 
S " 

a well- marxed li st of favourite words but they are not,, epithets, 

Victorian 
Herein the/master snows his art. For the stocx epithet i s 

the mo st devastating thing in verse. further, the bpenserian 

stanza too often coerces the poet into the use or a stocx lan- 

guage. Once Spenser i s started wi to arhyming word like pzuise 

we are pretty certain to run through the set - avi se, wi se, &cc. 

or fold, - enrold, hold, behold, &c. The other weaY.nesses of 
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this superb stanza ate obvious - the wrenching of words and 

meanings and the c 41 h inversions. 

On the other hand the Alexandrine helps greatly. 

It is jointed out that many stanzas seem hopelessly flat, till 

the sonorous last line retrieves the situation. We may see 

this clearly from a comparison with Sackville's Induction 
ß 

which has no alexandrine. ,,the truth is that Spenser (in cer- 

tain large tracts of the Faerie ,ueene) worthily admired word - 
'- r 

artist as he is, will not bear close examination, it anything 

approaching classical or even commonsense tests are applied. T 

This is even truer of the syntax than of the vocabulary. many 

passages in the Third Book especiallyi are simply no English 

of any time. 1102: is it merely a wrenching or the natural usage 

and order of words to secure peculiar beauty. No, on the 
JG,S 

whole it might be wed of Spenser as it is of Shakespeare 
4.F 

(though not to the same extent) that when ne i s1 be st1 he is 

least abnormal in his treatment of language. It is often sim- 
hot HA t6 

plystupid and overnearied work1 or as L r. :Lac a.ilca em 

9-15 
Lt144. -e ntiy "untransmuted lumps of prose,' >> /7e from the 

in,.his - 
histories 

chroniclers Shapespeare /nodded a good deal here too, The com- 

placency with which our age views aberrations is not the result 
_A-. 11 I 

of making allowances for the age in which . e wrote, when 

that s tr6 nge 

language was not yet settled, but is due toixAstaxzWul& wor- 

ship of quaintness; a weakness feo.m.which eighteenth Century- 

critics were remarkably free. Hence their -farcical view 

But the fineness of 
of the poetry of Chaucer and Spenser 

sensation / 

1 
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sensation for which Keats his modern counterpart, sighed, is 
YLc I.Z) Spenser 

realised 3.n /, and because of that outstanding virtuos- 
i 

ity in language which distinguishes him, we are willing to par- 

don everything. Vle need not here do more than refer to his 

amateurish affectation of the obsolete. Every student is fami- 

liar with that side of his work. But not so many are aware how 

much he indulges in the wretched euphuism of his day. we use 
u 

the word " euphism" in its wider sense, to characterise that wide- 
r 

spread mania for toying with words and rhetorical figures which 

is the most remarkable feature of Elizabethan literature, prose 

and verse. The prevalence of this puerile fashion has been 

variously explained but the simplest explanation is perhaps the 

as it applies all the western tongues at this 

period. The somewhat rustic English had lately, tnrougn the re- 

vival of learning, come in contact with the lierature and the 

grammar and rhetdric of the classical tongues. half under- 

standing and wholly fascinated by trie beauty of these writings, 

they immediately applied the whole textbook of rhetorical aevicee 

to their own work, Like a parcel of savages, they decked them--; 

selves out in the beads and g gaws which they found in the old 

aw 

£aetorics.And they started a school of writers poetry and the -. 

toxic, who of course solemnly copied out all the devices, di- 

vorced from real example, which they found in the 9ncients. t 
Lote ror example,Puttenham's enthusiasm for tropes and figures. 

The liihe;t names in poetry did not 
escape the infection any more 

than the lowest. Shakespeare's "first 
fruits" the Vtte Venus 

and 'Adonis and the Rape of Lr,1 are full of the deformity 

CY w ° 
produced by applying incessantly and lL' those little tricks 

, 
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of spec: ch which are, in good art,. intended to be used 

sparingly and almost undiscernibly. It is all very 

tawdry such stuff as this . - 

"All these and thousand thousands more 
And more deformed monsters thousand fold 
With dreadful noise and hollow rumbling roar 
Gan rushing in the foamy waves enro ll' d . " 

And there is a good dial of it in the Faerie ,,ueeiie and 

more in some of his minor poems. Word hunting and 

coursing of the latter (the ordinary English device of 

alliteration) and notably the figure of anaphora, invaded 

every kind of literature, and Spenser no more than 

Shakespeare was above the silly affectation of the day. 

Truly Dryden was right in demanding a thorough purge of 

the poetic speech at the Restorations He and his 

followers went too far in hunting down every imaginative 

element in speech. George Chapman in our modern view 

was right when he protested against puritanism in speech 

and declared "thetPoesy should be as pervious as oratory, 

andplainness her special ornament was the plain way to 

barbarism." Y- But the mass of trickery and sounding 

verbiage which everywhere confronts us, in even the 

great Elizabethans, called for the sharpest use of the 

knife. 

Spenser as the poet of physical states, 
the 

incomparable poet of dream-shapes, has exhausted 
the 

language of sensation, especially the language 
of lassi- 

:tude sloth, and voluptuousness, and of those crude 

mental shapes fear, horror and pathos. 
It is here 

that / 

Chapman felt strongly on 
the subject and as the 

translator of Homer , he had every right to do so, 

"Yet as worthiest poets 
Shun common and plebian 

forms of spe_ ch; 

Every illiberal and affected phrase 

To clothe their matter 
and together tie 

Matter and form, with art 
and decency; 

So worthiest women should 
shun vulgar guises." 

Thus brave Chapman in The 
Revenge of Bus "y D' Ambo 

is I,1. 
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that his lordship of language is quite beyond challenge. 

It is here that his words are "rolled on the palate fine ". 

The poetical voluptuary desires no higher pleasure or expects 

But Spenser is rather. unlike Keats here, He can, 
none. 

and does, vary the cloying sweetness of his 

frequent 

art, the 

sickness 

rough lick of the tongue., 

sup lying of á rebours 

of surfeit, or merely the 

words with a 

Whether this was mere 

element to avoid the 

rusticity of the tongue 

against which he does not se: m to have struggled is a 

nice question. In his descriptions of the noisy rout 

and of the harmony of the birds for example, there is a 

lack of the particularity in which the Victorians later 
G r-F 

specialised. There 1.s roreS rumblings, loud chaúntß 

and shrill whistlings , He is a lover of sound, and all 

sounds are equally delightful, He talks of our 

"senses softly tickled ". He speaks much of harmony; 

Zepbyres lowd whisteled: wearisome turmoyle; rare melody, 

the billows rore outrageously; dreadful noise and hol._ow 

rumbling roars 

These words 

"a rueful cry 
Of one that wayled and pitifully wept 

That through the sea resounding plaints did fly 

And lowd to them for succour called evermore. 

"Mermaids chaunt making false melodies 

"An hideous roring far away they heard 

"the threatfu.l wave 

Doth rore at them in veine and with 
great 

terrour rave." 

and passages suggest a far-off 
imitation of 

nature 
, repeated as they are so often as to become 

conven- 

:tional, Between Spenser and nature 
there is a glass 

Eost 

of some opacity, but music he will give 
us, if he,dull 

down / 

That is in the Faerié Oeeru,ticity is largely 
In, the marriage 

poems and the four Hymn_ 

avoided. 
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down the lines and tones of nature. He understood the 

use of discord for its own sake. Keats too, it may 

be said understood the use of rusticity in these cloying 

passages. Some critics are so bent on noting only 

this poet's early errors of taste and his mawkishness, 

that they will put down all cases of this sort to lapses 

into prosaism or vulgarity, rather than to effort at 

artistic relief. Keats had read himself into the 

Elizabethans, and he had noted how close even in their 

fine writing, they are to the commonest change of every- 

:day speech. Doubtless it was not this element of their 

poetic diction which primarily appealed to him. But 

in the process of imitating them, and especially Spenser, 

he mingled fine speech and vulgar in something like the 
the 

proportions we find in the diction of /elder poets. 

Wordsworth, we need hardly say, was attracted to the 

Jacobeans ,to "well- languaged" Daniel, for example, 

solely by their clearness and their simple diction, Mr. 

Abercrombie says, - "The magnificence and surprises 
of 

diction have their best chance of proving their 
mettle 

when they are immersed in and infected with 
the 

nameless indefinable electricity of corn: on speech 

even where they seem to challenge / 

Lecture to;,English Association on 
The Language 

21_129- 
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challenge grammar ". As instances he takes a phrase or two 

from Cornus - which is written in Elizabethan English- 

"And yet earn off" ff 
"if you have this about you "&c. 

The early 19th century critics did not quite understand this 

mingling of fine apeita.1.0 poetic speech with common stuff, 

though they display a contempt for grammar and a love of 

crude phraseological daubing which irritated De ' uincey. In 

rebutting Wordsworth's arguments on poetic diction, Coleridge 
f 

it will be remembered quoted a passage from Spenser. Cole- 

ridge assumes that Wordsworth :ii1 hot challenge the ,..,thcr- 

the 

ity of ;,$penser, for the passage illustrates just tom, minglin4 
ordinary 

of tkivw4thembtoexand the extremely rustic languager which might 

be pup ,owed to please Wordsworth 
"By this the Lortherne wagoner had set 

His sevenfold teme behind the stedfast starre 

That was in Ocean waves yet never wet, 

But firme is fixt, and sendeth light from farre 

To al that in the wide deepe wandering arre; 

But cheerfull Chaunticlere with his note ehri ll 

Had warned once, that Phoebus fiery carre 

In hast was climbing up the Ea sterne hill, 

Full envious that night so long his roome did fill." 

This is surely homely enough, thought Coleridge. But V.ords- 

worth, one thinks, would oject to the convention of the mytko 

logical passage, hov ever rustically expressed. Here is one 

of those mythological passages in which 
the Elizabethans, 

above all 3pensez, delighted. It illustrates their u:e of a 

2 À?,4 IS 1-441 A, -r( .lei 42 ?4 rronJ hg e1' 
,( 2e¡4 -.1 Or. WC/Uk1 en c-f-roi. / /.{ Q(d-c .cl,., 1x4 ,,1. I. 4 

. .1 r,u,,e3 l+ ,s iS ¿ (.t`1e,_A 1, ...e- -1, - ., . 

e c / r 
Lc fk 5 / ".. _ 

( I. D. 7 
a v{ /a .. G . 4 r r -Q. wi a. I- ti W 

W %4r JÌ 4 Irli-o \) f- 'It.. 6.4 
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AT IS 1'Yi .'4y yea YLii <_r;,., ß`r0'/, t4 
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conically 'low' language in dealing with mythological e- \).Ei^ger 
mss. Why they should have "tarnished the brightness of 

Hellas" in this way is puzzling. Why should the mere men- 

tion of classical divinities have been the sign21 for a 

.preposterous diction? Byron in Don Juan ridicules, V/ords- 

worth for similar incongruity of phrase. 

Canto III , XCIX "I; he roust fain sweep o'er the ethereal plain 

And Pegasus runs restive in his 'Waggon', 

Could he not beg the loan of Clarles' s; Vain? 

Or pray Medea for a single dragon ?" 

.Rupert Brooke in his book on /Webster calls attention to 

this persistent refusal of the Llizabethans to apprehend 

the true nature of the ancient mythology. Did the 

Elizabethans regard mythology as giving an opportunity for 

jocosity, or was it simply native boorishness which made 

them treat the old names and fables thus? It certainly 

v a s not any theory about calling a spade a spade. In 

Sylvester' e kl,Barts we see the same manner grown still 

more lubberly. We know that ci Fhaer,Stanÿhurst and 
Philemon Holland did not remotely apprehend the delicacy 

ly 

of classical work. Their diction is grotesque) inadequate 

ion of 
Vi r i 1 

just Ups Vim. Morrit' s is - ofi lootzlilz.se however _its., hit 

excessively boorish. The battle between rusticity and 

classical refinement will of course go on always in a 

country like England, where the native groundwork is caustic 

tt, 

vernacular and'g...oÿds plenty' rather than artistic selection 
A 

Spenser betrays his true English character, 
_rd that des- 

pite his ha. tinny and feeling for pictorial beauty, 
in these 

classical passages. Are we therefore to understand from 

these mythological passages s that Spenser 

/ 
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inability of the Englishmen of his day to divine the true 

delicacy and beauty of the classical literatures? That he 

could understand and reproduce the delicacy of the work of 

the French Plei'ade, but not of Virgil and Horace? When he 

imitates the Pleiade writers in his sonnets and the Shepherd' 

Calendar he not unscuccessfully conveys their matter and 

feeling in their own levelof language, or something approach 

ing it, and his ProthalamionL and Epithalanion and Four Hymns 

hate pa sa e s Of extreme d el i e a ë of wo rkrnan shi ' . When he 

touches the classics proper, it is too often to degrade them 

in the way in which Msrri s purposely vulgarises them. 

Francis Thompson has an image of a semi- mythical character 

which is the grotesque in excelsis. He talks of "the beaten 

yók . of stars". But a mass of imagery and language equally 

grotesque can be cited from the works of many Elizabethans 

notably the clownish Sylvester and the succee4ing race of 
4Y4 

metaphysicaaa,ahoften more subtly grotesque. But then they 

specialised in the grotesques EYidvmion is a hunting place 

for examples of awkward mishandling of the classical divini- 

ties. heats is however only adding a mawkish strain to the 
de1.cchof 6tíß 

old Elizabethan grotesque in such things as thisNiobe group: 

"Perhaps the trembling knee 

And frantic sape, of lonely Niobe 

Poor lonely Niobe! when her lovely young 

Were dead and gone, and her caressing tongue 

Lay a lost thing upon her paly lip 

And very. very deadliness did nip! 

Her motherlycheel s!' 
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How dreadful one says, Spenser is never so bad! Keats 

indeed has here 'tarnished the brightness of Hellas 

The point we desire to make is that Spenser, 

like Chaucer and like Milton, has his feet firmly planted 

in homely English. So have the best of our moderns. 

But the present -day writer has a more subtle sense of the 

congruities of speech, of the scale of speech values. 

Chaucer, for example, even at the highest moment of his 

art, when he has the gran estilo of the Italian before 

him as a model, continually slips into rusticity, and we like 

it. Of love, he says it is - 

"Now up, now down, 
Like bucket in a we l J_ ,. " 

And in many another passage of his Troilus and CresYeyde 

that superb work in which he comes nearest to the high 

style of the Italians, he stumbles into domestic and boorish 

phrase or simile.. 

If we wish to see Spenser at the height of his 

art,we must select a passage like that in Book p 
describing 

Acrasia's bower, many touches of which are taken from Tassofs 

description of the Garden of Armida.. Never has language 

been put to more luscious and melting use than in this 

descriptive passage. All the poet's powers are strained 

in 

In the Knightes Tale where he is wrestling with hersic 

epical matter, and where alone he attempts to 

introduce the machinery of the Gods, 
one notes 

how camically domestic his language and style are.. 

His Saturn end Venus are on a level with the 

human characters of the piece, and in no way 

distinguished from them. - Read the passage 

beginning - 
"Myne deare doughter Venus quod Saturne 

- 



17. 

in the conflict of art. Beautiful and novel language 
prevails, but colloquial and even boorish elements 
are quaintly intermingled and the pseudo- archaic is even 
exaggerated. - LXVI - 

The wanton maidens him espying, stood 
Gazing awhile at his unwonted guize 
Then throne herself low ducked in the flood 
Abashed that her a stranger did avize; 
But thAother rather higher did cArise 
Arid her two lily paps aloft displayed, 
And all, that might his melting heart entice 
To her delights, she unto him bewrayed; 
The rest, hid underneath, him more desirous made. 

LXXI - 

The joyous birds, shrouded in cheerful shade 
Their notes unto the voice attempered sweet; 
Th'angelical soft trembling voices made 
To th' instruments divine respondence meet; 
The silver- sounding instruments did meet 
With the ba$e murmur of the water's fall; 
The waters r 'fall , with difference discreet, (- G- 
Now soft, now loud w hathe wind di4 call A 
The gentle. warbling wind low answer d to all. 

If we can overlook the frequent 'dids' and 'dos' which the 

eighteenth century critics reviled in Cowley and the 

elder poets, and if we are prepared for the recurrent 

jars and jolts offered by boorish words and lines like 

that underlined in LXV1, there will be no reluctancein 

admitting that for sensuous description in such passages 

Spenser is still unsurpassed. His com,:iand of all the 

elements of language, the soft murmur of his pictorial 

and musical phrases literally enchant the eye and 

ear and when we turn to the eighteenth century imita- 
r 

:tors we see why they had to fail in even colourably 
though 

approaching his art Ugailagla the Castle of Indolence comes 

near in some planes We see why these imitators 

descended / 

Yit was not to be expected that Thomson could or 
would sustain a fao simile of Spenser's manner 

throughout this long poem. Indeed he soon 

gives up trying after a close imitation,and even 

in the fine opening stanzas certain phraseological 

elements betray the age of the poem. Spenser 

d not have talked of "a wood Of Ìaackening ines ," of of 

stream bickering through the glade, and the ine word flush 

( "For over flushing round a sum:er sky ") 
and 'listless' 

listless climate made'); deck the vernal year, cri-:aon- 

ted fry are distinctively eighteenth century. 
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descended to the ludicrous in their applications of the 

manner of Spenser, in such high wrought passages. 

People have asked why Spenser retained so much of what 

we must regard as boorish or childish. - the element 

which made the neo- classic writers view him in heavy 

facetious vein. His inversions are perhaps most vexing. 

Note the puerility of a like like - 

"Right hard it was for wight which did it hear" 

in a divine setting. We know from his other verse 

that Spenser did not require to do this - or at least not 

so consistently,. Of the Amoretti we say nothing, because 

the sonnet naturally rejects loose elements. Ohat the 

Prothalamion and Epithalamion are as highly wrought as 

anything of their kind, and are as sensitive in their rejec- 

tion of crudities is perhaps natural. The Four Hymns 

are fine enough, but less selective, less sensitive./-- 

They are far removed however from the frequent insensi- 

tiveness of even the finer passages of the Faerie 

Queçne. The Mother Hubbardos Tale is in a different 

manner, partly reminiscent of Chaucer °s colloquial style. 

The Daphnaida is nearer the romantic and is loose enough. 

But none of the lesser poems explains the dallying 

looseness 

A- We do not mean to indicate here the fine rusticity 

of a passage like - 
"Begin from first, where He encradled 

was 

In simple cratgb,.wrapt in a wad of hay 

Betwe¡ -n the toilful ox and humble 
ass 

And in what rags and in how base 
array 

The glory of our heavenly 
riches lay, 

Love When him the silly shepherds came 
to see 

Whom greatest princes sought 
tin lowest knee 

which might make our modern imitators 
of medieval simpli- 

city despair. 
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looseness into which the great epic occasionally flounders, 

and which made the eighteenth century misepconstrue their 

Spenser. 

often in the 

inspiration, 

We must take it that Spenser found himself 

poetic doldrums, teased out the thing when 
b. GS 
wel'e at low ebb, and often amused himself 

at the expense of his art. The other view is to accept 

these flounderings as genuine 'Gothic' - to use the old 

term - art 
; 

and to deny that the poet lets us down 

for whole pages at a time The simplicity of Chaucer 

was his aim and he often mistook a laxity and boorishness, 

such as Chaucer rarely displays, for simplicity. 

Tawdry mythological embellishment we have 

seen was the vogue. Indeed Spenser deserves credit 

for his comparative restraint. Fairfax. who follows 
of 

Spenser in the style /hì,s remembered translation of Tasso 

often insists on making Aurora rise blushing out of 

Tithonus' bed, which his author never did. He 

starts the V111tI_ Canto thus - 

Now were the skies of storms and tempests cleared 

Lord Aeolus shut up his winds in hold, 

The silver- mantled morning fresh appeared 
With roses crowned and buskined high with gold. 

(E 1.'alha uscia della magion celeste 

Con la fronte di rose e co' pi' d' oro . ) 

We have already referred to Spenser's debt 
to Tas o's 

poem, instancing the Garden of Acrasia in the last 

canto of Book I1,which is an imitation of 
the close 

Ca4%f 

of Tasso's Fifth B k Fairfax was so attracted by 

Spenser's / 

P 

Book III - 
The pur*le morning left her crimson bed 

And donned her 

r 

robes of pure vermilion hue. 

¿224 y n0Y4, (7 4'4I -e4 -sit 
r Y014 [ c l to ), YA StJd ( h 1' ) 
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Spenser's imitation that he uses his actual phrases 

in his translation, which was published in 1600. 

Spenser's stanza LXV runs -- 

"As that fair star, the messenger of morn 
His dwwy face out of the sea doth rear 
Or as the Cyprian goddess, newly born 
Of th'oceanvs fruitful froth, did first appear; 
Such seemed they, and so their yellow heare 
Crystalline humour dropped down apace - etc. 

Fairfax retains the underlined phrase, but to crystalline 

humour prefers crystal moist (cristallino MIUMXR umore) 

Stanza 62 of the XVth Canto affords an example of the 

conceited kind which is not too rrequent in Tasso, but 

which amounted to a disease in English poetry during the 

last decade of the century. 

Rideva insieme e insieme ella arrossia 
Ed era nel rossor pii bello il ri,so 

E nel riso il rossor che le copria 
Insino..al mento il delicato viso. 

Neither of the English poets turns this well - 

Spe ns e r - X11 , LXVl 11 - 

Withal she laughWd, and she blushed withal,. 

That blushing to her laughter gave more grace 

And laughter to her blushing, as did fall. 

Fairfax following Spenser omits the awful stopgap 

italicised but gives the passage a further conceited turn 

in the last line 

Withal she smiled, and she blushed withal 

Her. blush, her smilings, smiles her blushing 
graced 

Over her face her camber tresses fall 

Whereunder love himself in ambush placed; + 

Fairfax has a naive habit of expanding the Italians 

descriptive / 

0 come fuere 

Spunto nascendo gia dalle feconde 

Spume de ll' o ceatt 1 la Dea d'amore. 

`J 
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descriptive passages giving us often four words for 

Tasso's two. For example - "e vi fa seggio fresco 
4. 

a molle" becomes "professed them sets sweet, éasy, fresh, 

and soft." But it must be added that his words in such 

accumulations are simple and often monosyllabic. His 

authors encouraged him here. 

Indeed it is easy to see where Fairfax got his 

copious and very adequate language. His admiration 

for Spenser stares us in the flee. May we not say 

that but for Spenser having established the high language 

of poetry in England before him, Fairfax would not have 

succeeded as he does to admiration, in his really great 

translation. And it is, not merely the finery of 

Spenser's language he adopts. On the contrary his 

Tasso has a strong colloquial basis..*- asis True he will 

.often give you three words for. Tasno's one but the 

words will be good English words and the idioms pure. 

He slightly irritates as Spenser does, by his excess 

in stressed past participles, imat and by other small 

Elizabethan eccentricities, but the marvel is that in 

an j 

It is amusing to observe how he copies all the 

little phraseological oddities of his master 

down to prosaic ineptitudes like - 

He called for armour, which incontinent 

Was brought by him that used the same 
to keep 

A study of Fairfax' language would yield good 

results, especially in his influence 
on Waller and 

other Restoration writers was great. 
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an age so given to xxx the monstrous in language, 

Fairfax is so pure. The credit of it must in part 

be given to the poet of the Faerie Queene. We 

cannot say that all Spenser's gar± x disciples are so 

pure 

Spenser's prosaisms are much of the same 

nature as the lapses described above., "untransmuted 

lumps from the prose romances of the period" is as 

we saw Mr. Mills description and explanation 
of these tedious lapses which are only to frequent 

in the Faerie Que'-nee To the same cause we may 

perhaps trace the prevailing sermo pedestris of 

Tennyson's Idylls of the King. Amazingly flat 

and vulgar are certain passages in the Faerie Queene. 

Perhaps we ought to trace in such passager, ad the 

following the Italian influence rather than 

that / 
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that of the Chronicle, They have something of the Bernesque 

touch which Byron in iron Ju:riádoptediand of which Leigh Hunt 

made 1 .mous use in the Story of Rimini. 

"Then as it were to avengg c his wrath on nie 

When forward we should fare, he flat refused 

To take me up (as this young man did see) 

Punching me with the butt -end of his spear." 

So in the whole description of Belpho,s (M III, XXII 

"Below her k"Nher w-<r did somewhat traine" . 

et seq) 

Such passages are not infrequent. As has been said, the 

Third Book, brilliant as it is, has much poor stuff - broken 

and chaotic syntax, stupid inversion persisted in through 

whole stanzas,and rusticity peeping out at every line. To 

illustrate and conclude, we have here, 

(l) A mass of colloquial tags 'by hook and crook', 
'through thick and thin' , 'might and main'.4 

(2) A treat deal of awkward small change' ho as; 'as 

like' ,'like as', , &c. which give a peculiarly 
prosaic and dumpish effect. 

(3) A number of pretended copo uial idioms which are 
t4.ets no idioms. Therein _denser resembles Wm. 

Morris and other moderns who in their zest for 
good old English, do not hesitate to create 
idioms as easily as they make phrases and 

archai ems. 

(4) The usual number of tortured words and even down- 

right inventions. 

The "stunning words for poetry" like 
Sv-vr 

aygulets, gonfalon, girlands, charet, 

purfl ed, belgards, and the forms which 

show the virtuoso in Spenser, salvage - - 

&c. Lote also nis use of words 

like nosethrills (nostrils) and cowherdice 

&c. 

(5) 
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(6) .The overworked and often miÇsused archai gm 0 wonne, si a ce, algate, eftsoones, lief, wIzyi a ecc The ridicule 1 dart of the pparatus Of archaism, ,Ahethe In Spenser el Shenstone or Coleridge. o-t 

(7) Thtwicked syntax and childish .inversions. Wicked, 
because of all poets he has least excuse for 
them. A Mil toni c sonnet or a profound reverie 
of I amlet may necessitate a dense Ciceronian 
sy ltax, but Spenser' s thought in his Faeri e 
Queene i s rarely des V. Professor Masson 
said that the order and syntax of verse i s that 
of good pro se. This i s subject to obvious 
adjustments. But such departure from that 
order and syntax as we find often in Spenser 
i s bad. .7.4 l...i ho ti,,a11) ¿L'Y JIíc h. rfti.w 

(8) The awkward and inarti stic attempts at anaphonte 
and other rhetorical devices. Even Chaucer 
shows more art in his use of such devi ce s, 
which he copied. from the Italians. He use s 
them with some attepmt at pathetic or emotion- 
al effect, Spenser hardly at all. 

ay 
(9) 'e numerous pro saisms and often sher -e ugliness of i 

sound. Thi s latter in Spenser' s case i s 
commonly due to fatigue. 

To sum up, the Third Book, gemmed as it is with fine 

passages, shows how fatal the long poem may be to art. The 

marvel is that Spenser so continuously delights our senses not 

that he often disappoints us. Further, and this applies to 

several points above, the reader of the pro se romances of the 

age preceding, of Caxton, Berner s, and ìLallery, knows that 

English had not yet satisfactorily settled the use of the small 

change of language, the conjunctions and correlatives and adver- 
A, 

bial phrases. This indeed is nagrua ' ' .g-reatest difficulty 

inproceeding from rusticity to refinement. The se modifying 
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LhUL4 
and adjunctive elements are fixed last because they den -ete 

a certain stage of intellectual culture. A good deal of 

awkwardness in their use is therefore natural during the 

intermediate stage) and probably Spenser perversely emphasi sed 

the awkwardness. A page of I: glory or even Bacon' s Henry 

VII will show what is meant. The proof that Spenser is 

rather perverse is that in the fine passages which are so 

i, ccrc. XL, 

numerous as to give the tone of exqui site harmony to the 

wl cl 
work, there 

kc.0 otaklroa oy 

is little trace of this boorishness. It is in 

the flats when he wrestles with meaning or when he attempts 

concentrated narrative and when the imaginative excitement is 

la.cking that the passages complained of occur. 

"Like as Lellona. (being late returned 

From slaughter of the Giants conquered 

':,lien proud Encelade, whose wide no sethril s burnd. 

Vith breathéd flames, like to a furnace redd 

Transfixed with his spear doom tumbled dedd 

From top of heaven by him heaped liye) 

Hath loosed her helmet from her lofty hedd, 

And her Gorgonian shield gins to untye 

Prom her lefte arme, to rest in glorious victorye ". 

This tousled and tumbled verse i s all too frequent in the 

'aerie wueene. Some critics may di stern in it a successful 

S Ye >S Jc 

attempt at verse architecture. This diva atinE manner was 
4_ cc, & rckt.Y2 

certainly admired by the early rom ptics. Again the pro se 



romances from which we must assume that Spenser took somethiq 

of his style, just as Tennyson did later in the Idylls, are 

full of anacolouthon and awkward parenthesi s. On the whole 

;Spenser is sufficient of a grammarian to avoid too frequent 

anacolouthon. This is of course when ,uused artfully as in 

Mil ton a regular rhetori cal device. ?hie cannot however recall/ 

any instances of the artful or purposed use of anacolouthon 

in Spenser, Ide came too early for that. 

Or take this, III, IX, 12,- 

besought 
"Like, as the rest, [he] late entrgace aeare lxgnagartc 

But, like so as the rest, he prayed for nought 

For flatly he of entrance was refused." 

cf. "he flat refused" in qudtation above. 

Or III, IX, 13, 

"rIe came, which full of guests he found whyleaTe 

So ; ,e was not let to enter there." 

Or 1.X.XI._ 

" more than that why they in bands were layd." 

We can understand from the last line 
what Dryden had in 

mind when he said that ornament was not to ae had from old 

Tuetonic monosyllables. 
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We do not intend to make a study of Spenser. °s vocabulary 

here, but anyone acquainted with Elizabethan glossaries 

knows that with Shakespeare andBen Jonson, Marston and 

Middleton". he carries off the chief honours of innova- 

:tion. Ben's innovations however are of a different 

class, being chiefly foreign words used once in a 

dramatic context and not at all intended, as perhaps 

Marston's were, for naturülisation.X Spenser is 

fond of "learned accretions" taken from foreign rather 

than classical sources, and of reviving Anglo- French 

words.. Thus he has escheat, essoyne, esloin, peise 

(weight) parget, and numerous other words of the kind, 

along with brame, brausle, anmagld, charet, chame1ot 

aveutre, avale, avaire, peregall,.etc. etc. A 

page or two of such a useful book of words as 9keat 
ju Sur y Si ,,C44 1 20114 ri 

and Mayhew's will instruct the reader in what he has 
A 

be,:n perhaps only vaguely aware of in reading these 

poets and dramatists, viz - their enormous indraught 

of foreign words - Greek, Latin, Italian, Spanis" , and 

in less. degree, French. The saturation of English 

at this moment is amazing. But when we note that 

most of these importations are used only once or twice, 

it is clear that they never were truly entered in 

the / 

All the same it is curious that Jonson should 

have presumed to correct other men when his 

own work is so full of learned and foreign 

curiosities like accueity, , argaile antiper- 

istasis , amphiboly, , anadem, adelantado , dispunct, 

perpetuana, nullifidian, brachygraphy, discumber, 

berlina, etc. See Poetaster.. Of Middleton 

we need only say that he hab a mania for foreign - 

looking words , a mania which he shares with 

most of his brother dramatists - words like 

carnadine, carnifex, metereza, camonccio, panax 

lantedo, etc. It was the fashion among 

the dramatists to use Italian andSpanish words. 

Jonson uses them out of high spirits 
and 

always in comic or contemptuous vein. 

Marston has also a heavy account to settle on 

this score. 
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in the language. They are there as a literary 

curiosity or monstrosity and are to be put in the same 

category as the other numerous affectations and 

caprices of Elizabethan speech. We are concerned 

with them only in so far _,s they colour the poetic 

speech. Can we say that Spenser's importations, 

numerous as they appear in the glossaries, decisively 

affect the dictional colouring of his pages' We 

would be inclined to say that they are outweighed 

by his pseudo- archaic touches, and that they never 

for a moment endanger the thoroughly colloquial basis 

of his style. Take a page at random andas like as 

note you. will not notice any such novel word, but you 
0 

will certainly notice the archaic,often stupidly archaic, 
J 

touches and the affected simplicity and homely 

proverbial strain of the speech. That is, we need 

hardly say, when he is not girt up for art's supreme 

confl ict, as in his pageants and sensuous descriptions, 

where he may be setting himself in competition against 

the great Italian poets. Here for example we take 

at random from the Third Book the stanzas XXll - XXV11 

of the eighth Canto. Not a foreign word in the 

whole 1, 

. f 
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in the language. They are there as a literary 

curiosity or monstrosity, and are to be put in the same 

category as the other numerous affectations and 

caprices of Elizabethan speech. We are concerned 

with them only in so far ,s they colour the poetic 

speech. Can we say that Spenser's importations, 

numerous as they appear in the glossaries, decisively 

affect the dictional colouring of his pages We 

would be inclined to say that they are outweighed 

by his pseudo-archaic touches, and that they never 

for a moment endanger the thoroughly colloquial basis 

of his style. Take a page at random andas like as 

not you will not notice any such novel word, but you 
v 

will certainly notice the archaic often stupidly archaic, 
.J 

touches and the affected simplicity and homely 

proverbial strain of the speech. That is, we need 

hardly say, when he is net girt up for art's supreme 

confl ict1 as in his pageants and sensuous descriptions, 

where he may be setting himself in competition against 

the great Italian poets. Here for example we take 

at random from the Third Book the stanzas XX11 - XXV11 

of the eighth Canto. Not a foreign word in the 

whole 
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whole passage; but a good deal of pseudo-archaism. 

Two or three proverbial lines appear to remind us that 

the age ran to 
á 

h o Her l c wisdom. Far 

from affecting us by its polished and gleaming language 

and fine music, the passage is really - and it is 

not very exceptional - extremely rustic and some 

would say shockingly inculte We quite understand 

why the Neo- classic age regarded Spenser sometimes 

as a comic poet. They swim to have overlooked 

those numerous burnished passages in which his art 

soars beyoná the sottishness of the above passage, 

,nd which we have ekccepted, perhaps too confidently, 

as the genuine Spenser. 

The word avizing occurs, but it 
is M.E. 

),-bertlyi ry IMEs;S14. 

12-WitxtY*114 

note read ari ht, sith, tho, lin (cease) 

vild (vile misséem, -.. 

li 

Hard s to teach an old horse amble true'. 

and-The driest wood is soonest burnt to dust'. 
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Spenser's vocabulary of fine words isjthe main reposi- 

tory of traditional poetic diction. Mr. de Selincourt' s an- 
144 oel 

alÿ si s of neat svocabulary in the appendix to his fine edition 
K h's c 

shows how large was ii-s indebtedness to Spenser. It is 

chiefly the beautiful words 
. found in the ChronicleSthat 

r. 

strike', us - they are mostly Anglo -Norman words, - "stunning 
S-1)54.11 

words for poetry ". coinages are of a different sort 

from those of the Fletchers or of Milton - they are less am- 

bitious, and often their novelty lies merely in the iddition 
-c 

of suffixes like . . merit ful. The prefixes im.- 
6.r Le, Is.J 

A LA7 
an d di s ----- cif which these poets made much se, f 
are rare in Spenser. Further, he did not go direct to the 

classics for words as they did. He has few or none of the 

Greek words, which they invited into the tongue in squadrons. 
lzseve 

He was content to do some useful re-zei2ve work and to look to 

the modern Italian and French for new words. His chief im- 

portance historically, as we have seen, lies in this, that ne 

thought of language as Ornament' and that he not only brought 

into poetic use a large body of oeautiful words for lack of 

which English poetry was languishing, but he wedded them to 

]harmonious epithe -tsj and so helped to start Shakespeare on his 

conquering path. idor are his epithets merely harmonious. 

They are sometimes romantic in the narrower meaning of the 

word - that is, they have atmosphere, although we cannot often 

claim that they reach the romantic suggestiveness ofAK eats 

or Coleridge. Swvinburne perhaps went ahead of ooth his fore- 

J%v, 
5 11-1-h. Se r J l `` frl t, t , o . 

w 
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runners in the manufacture of compound epithets, - of which 

there is little in Spenser though a lair amount in Keats, - 

but unmindful of Coleridge's caution, he carried t s to ex- 

cess. He also gave his epithets what we may call a subtle 

psychological turn which is rare in Spenser, but some readers 

object to this as unnatural. Certainly, Keats with his com- 

pound epithets and other novelties, which hover on the brink 

of eccentricity, sometimes outdares the great Elizabethan, 

but he too often carries off his most brilliant succe..ss in 

this line - and ne so often fails with a feeling of escape 

from disaster. 

As for Spenser's essays in the offensive and the 

ugly, these might form an admirable study in puritan art, and 

they are not without connection with Keats' youthful lapses 

©f taste. The quarterly and Blackwood critics ascribed these 
\óe() of H i 

fa.ili.ngs to the underbred nature of the Cockney school. This 

is true to some extent of Leigh Hunt, but possibly the close 

study of Spenser is responsible for something too. Spenser is 

often coarse, as we judge, in his references to women. It 

1,o&je't 

is a matter of word and phrase rather than thought.. 

Since Spenser is the great original of romantic 

diction and since a host of poets have looked to him for 

youthful inspiration, it may ae well to say a word here on 

X 

romantic epithet. A writer says "Spenser's epithets (with 

D. \ . a.ñnie, art. in Essays and Studies (English :association 

Vol.I p.93, from whom much of what follows is taken. 
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very few exceptions) are remarkably simple and obvious. 
helley' s are abundant and often remarkable; but he is 

a poet of adjectives than heats. His world is one of in- 
cessant movement; he knows nothing of outline; you cannot 

paint his scenery or mould ni s figure; his angels are spirits; 
his ministers a flame of fire. In the style of such a poet 

epithet is subordinate; for the function of epithet i s to 

fix and determine ; the quality -which I di stingui sh by an 

epithet is a char ticteristic, a quality which will stay to be 

looked at and named, which will tarry the painter' s or sculp- 

tor's leisure." 
In a word the wrier denies romantic epithet to 

and with this on the whole we must agie 
Spenser -- with /elceptions./ iíeats carried romantic epithet 
L t +.' tne II 11 o an extreme, as vll ne < a, his use of words like plazz an , ------- 
"gold clouds metropolitan", "vineyarded", and"psa.lterian" &c. 

The romantic poet is under no necessity to -define. lie will 

throw, novelties of this sort in the pope that some hazy 

doom of meaning will attach to them, and often they .axe brilliantly 

successful. The passages in which these words occur are,- 

(1) "i..'uI Giber' s columns gleam in far piazzion line" 
Lamia 1.212. 

(2) Paled in and vinearded from beggar-spies". 
Isabella 17. 

(3) horn, tremulous, devout, psalterian ". 
Lamia 1. 114. 
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Romantic colour or magic in epithet can hardly go 

further and we must not look for such things in Spenser. 
.Q 

Shakespeare along can top such language. There are inven- 

ti on s, but there i s another use of . epithet which i s al so roman- 

tic, of which Yeats is fond, and which the pre -Raphaelite 

poets notably Rossetti and Morri s, carried further, viz. the 

significant use of a small group of adjectives, cold, fine., 

pa? e, ricA, fair, &c. so as to give them a certain loaded. 

meaning. This is indeed a well -known mark of the pre -Raphael- 

ite poets. 

"Tears, at the thought of those enchantments cold". 
Eve of 5t. Agnes, 

15. 

"Pale grew her immortality, for woe 

Of all these lovers - Lamia, 1, 145. 

"1,1ì, what can ail thee, knight -at -arms 

Alone and ,palely, loitering ?" 

"I saw pale kings and princes too 

Pale warriors, death -pale were they all." 

"Mow more than ever seems it rich to die 

pain." 
cease upon the midnight with no air_. 

it 

/ 
G f s 4 , -<, 

Il k. ; ó 4 kc.e,, c t il A 1--4 ß r S ( 
V 
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Shakespeare who surely will nottlike Spensert be denied 

expertise in the use of romantic epithet, uses the word in 

somewhat similar way in Timon. of Athens, - 

"Yet rich conceit /taught thee to make vast l.eptune 
weep for aye 

On t4y low grave." 

The above use of 'pale' and 'cold' &c. is ana agous to the 

strained and pained beauty a ie pre- Raphaelite painters.c" 
aI-, F 

SLYec( 
Be it noted that for every sure hit in this. -ef traine 

heats has two or three palpable misses. 
L .w 

X4OW dust it be said that Spen sera i s a stranger to the 

true romantic epithet? Hypa49.ge he used occasionally. In the 

Epithelarni n. he uses this figure very successfully, and 

throughout the r'aeri e Queene when he takes time to breathe he 

gives abundant evidence of skill in epithet. But it is quite 

true he rarely reaches out to the full romantic epithet, with 
l.t.rtc, l , 

its sense of Llagic and -:vista. Sidney,we saw,has more of 
l 

this than Spenser. The adroit and accurate use of epithet had 

been a test of the poet even in the huddle- ages. uhaucer has 

several passages of the inventory type - lists of trees or 

birds each with the appropriate epithet. By and by the poet's 

business came to be regarded as in some special way bound up 

with epithet. hence the Gradud Farnassum , where every 

noun has its appropriate poetical epithet. Some hold that I¢' 

otoi. 
the simple characteri st afforded, by epithet r-:arkSthe beginn- 

t^ Vaal/-µ, 

ings of the poetic art.l Spenser, like ehaucer, has his diploma 

pieces here. l 
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The dZ=faste owle, death' s dreadfull messengere; 

The lovers' night- raven, trump of dolefull dere; 

The lether -- winged Batt, dayes enemy; 

The ruefull strich, still waiting on the bere; 

The whi stler shrill, that who se heare s do th dy; 

The hellish riarpyes, prophets of sad destiny." 

It must be admitted that in these formal essays he some- 

times shows little name advance on the art of L'haucer. Perhaps 

he i s more successful in the flower -list in the April Eclogue, 

which compares favourably with the famous flower passage in 

Lycidas, and he is more successful in shorter passages., - 

" sweet loo semary s 

3.1.36 And fragrant violets, and Pánoes trim." 

or 
III, II, XL1Ì "But the aged ldourse, her calling to her bowre 

Had gathered rew end lavine and the flowre 

Of amaa.phora, and Calomint, and Dill". 

Chaucer has nothing like thi s. It i s easy to see where 

Shakespeare and Milton learned the art of setting forth 

poetical lists.c h7"-p, 

his flower passage in Prothalamion quoted later 

i s tke best if this kind. r. it ton first ,after Shake- 

speare shows characterisation of a high and artful order. 

20 oFcz 

And yet se o- éen is the ear gratified Ed the senses sur- 

prised by Spencer' s word painting that i t seems churli sh to 

a 1f u 

G<«, 
1_ 

tY,C.G- C) (?a. /.1.8) 3 V10k1 C4-e t Y 
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deny him the artful use of epithet, except in rare moments, 

as when he talks of the beautiful wantons in Lk.III, canto 5, 

. ,1XXI I I , - 

".,end every of them strove with most delights 

Hint to aggrate, and greatest pleasure snew; 
1- 

Some fremd fair lookes, glancinLiike evening liPerits; 

Utners sweet words, dropping like honey dew; 

Some bathed gi sses, and did soft embrew 

The sugard licour though his melting lips; " 

or II, .I, XIX, 

"As withered leaves drop from their dryed stocks, 

When the wroth western wind does reave their bakes" 

Keats took the adjective wroth from nim in the great line 

"Tiger- passioned lion- tnougnted, wrotn" . 

or better III, II, xLVii , 

"So that at _Last a little creep.ing sieepe 

àurpri s' d her sense; Shee, therwitn well 

The dronken lamp down in the oyl did steepe 

ne sett her by to watcg, and sett her oy to 

weep e" . 

the reader exclaims 

Here surely /is the true mystery of romances These high. rough' 

The 
occur wherever the senses are to oe played upon. The 

poet may not have known the last devices of word -magic. Milton 

cf, "Some as the rubiT ( ruby ) laughing rw. etly 

rdd" 

11 - 1V, LìV . 
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had still a few tricks of poetical rnetoric to add and a more 

highly wrought0l- consistent harmony to display, and ne has of 

course to develop the grand architecture of the verse para- 

graph. out the reader must be difficult to please who is 

not ravi shed by Spenser' s word painting. ne is the first 

English poet to use words as pigments. he is connoisseur 

and virtuoso. Further, as we suggested rather dubiously 

above, he does show E ^al;y-, tnougn not with striking 

success (English prosody was not yet ready for that) the 

attempt to give the easy effect of the verse paragraph, as w< 

in Milton, to his stanzas. T the cruel 

wrenchings and inversions his rhyming system forces on him. 

We have taken the IIIrd Book of the Faerie tq,ueene for 

purposes of illustration, but it must not be imagined tnat 

Spenser's art is unvarying over the six books. A work car- 

ried on over the greaton -part of twenty years - and these germi - 

nal years Tor English poetry - could not but show distinct 

evolution. ln a word we may say that the First Book is far 

simpler in composition than the later ones. The fine words 

are more rare, the syntax very much easier, and the -art gene- 

rally less ambitious. The archaic element is more naive. 

The puritan intention is likewise more marked and the connec- 

tion with the .bible is more obvious. Indeed, the bible 

seems to suggest a good deal of the phraseology. When the 
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18th century writers burlesqued or half- burlesqued Spenser, 

it is this early manner not the voluptuous later style they 

model themselves on This is certainly true of ahenstone 

and Thomson, and may suggest that far from being in at the 

death of the Blatant Beast, these writers rarely got beyond 

the first book. 

For example, let us take Canto X,XXXII1-XcXY, a passage 

w'_iicn is almost tuakerish in its plainness. - 

XXXIII 

"She was right joyous of her just request, 

And taking by the hand tnat Faerie's sonne, 

In. 
Gee him instruct in every good behest 

love, and and well to donne, 

And wrath and hatred ware IT to Flhun. 

That drew on men God's hatred, and his wroth, 
I - 

And many mules in dolours had pardonne 

in which when him she well instructed hath, 

From thence to heaven she teacIeth him the ready path ". 

XXXI V 

"Wherein his weaker wandering stepes to guiae, 

auncient matrone she to her doe' call 

Whose sober looxes ner wisdome well descride; 

Her name was . ercie, well known over all, 

To be both gratious, and eke liberall; 

To whome the careful charge of him she gave 

To lead aright, that he should never fall 

In all his wayes through this wide 
wo rl de s wave 

That Mercy in the end his righteous soul 
mignt save ". 

J_IC te 
^ L. 1'1vn«, r..v. - 

u `V 
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r 04- L 

L .ti f 

k 
,p--t v 

P¡ 'f ) 
q ) EL 

io 
Y -' 

72 



III 

-3A- 40 

How crude tne inversions are here: How unartrui tne disposi- 

tion of the words, and now plain i,ne diction ana slow monosyl- 

labic: 

Or take the passage a few stanzas on describing the 

seven Bead -men in the hold hospital.- 

XXXIX 

"Tile third had of their wordrobe custodie 

In which were not rich tTres nor garment .s gay 

The plumes of pride, and wings of vanitie; 

.but clotnes meet to Keepe keene coula away, 
-rr 

And naKed nature seemely to aeay; 

With which bare wretched tights he dayly clad, 

The images of Lod in earthly clay; 

And if that no sure cloths to give he had, 

Hia owne coate he would cut, and it distribute glad" 

The alliteration i s the only ornament here and a poor sort of 

alliteration it is. That the great master of melody ana 

assonance could write such lines 

surprising. but it is early work, aria l 

4-26° 
l'oN" 

" 14. ANa .+. 
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The fourth appointed by his office was 

Poore pri soners to relieve with gratious ayd, 

And captives to redeerne with pri se of bras, 

From Turkes and Sarazins, which them had sta rd 

And though they faultie were, yet well ne wayd, 

That God to us i:'orgiveth every houre 

Much more then that wh tney in Hands were laya, 
that 

And ne harrowed hell with heavie stoure 

The faultie saules from thence brought to nis heavenly 
bowre ". 

The sixth line here reminds one of a child's spelling 

lesson, much more then that why they in. 

Lut we need not labour the point. Ana wriilst it is 

true that at any moment in the later book5we may be 

plunged in such bogs, the recovery,i s equally sudden and 

glorious. In the first book the recoveries are more rare 

and less splendid. 

The second book shows a great transformation. 

Here are found many of high artful similes 
h 

and a fair amount of that splendid language, wnicn is 

a chief boast or the Faere Queene. Tne great pictorial 

artist is everywhere in evidence, and the mingling or 

tender pathos, of wonderful scenes drawn direct from the 

poet's imagination, and of finely wrought scenes ='from 

classical mythology, make the prentice work of the first 
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book appear rather simple. And here first we meet witn tnat 

motif which becomes more and more intense ana pervading* in 

Elizabethan art - the true renaissance idea of artful or cur - 

i o u s wo r1ßnan ship. 

II,XII, XLII 

Z,ITI, - 

"Thence passing forth, they shortly doe arrive 

Whereas the Bowre of Bli sse was situate 

A place pickt out by choice of best alive 

That nature's works by arte c;p imitate; 

In which whatever in tnis worldly state 

I s meet, and pleasing unto living sense, 

Or that may daintest fantasie aggrate, 

Was Ipoured.forth_with plentiful dispence, 

And made there to abound with lavi sh affluence". 

"It framed was of precious yvory 

That seemed a work of admirable Witt; 

And therein all the famous ni story 

Of Jason ana 1 edea was ywrit; 

Her mighty charmer, her furious loving 
fib; 

his goodly conquest of i,ne golden fleece, 

His falsed faith, and love too lightly flit 

The wounded Argo; which in venturous- 3Imepeece 
F eag bore :ill the 

Firet through the uxine / 
flower of Or, ,. 30 .. 
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The echo of uhaucer is di stint t enough here. Those classi- 
cal panelings for example, which make up the best part of 
the first book of the Hause of Fame suggest something of 
this Kind.- 

"And I saw next, in all this fere 
a 

How Creusa next, xaun Lneas wyf 

Vhich that ne lovede as his ayf, 
And her yonge sane solo, 

eek 
And 4- sk /Ascanius..also, 

Fledde4 etk with drery there 

That hit was pitie for to here; 

And in a foreste as they went, 

At a twining of a -e-Ac 

How Creusa was y -lost, allas: " 

But more notable is the renaissance love of glowing picto- 
iF `áo remarkable in Sidney ° s 

rial art which Imisc.onzEINatiodinacteipqArcadi a. --and- mrwL'e arked 

e-- e stanza, Tie attempt to animate pictorial art as 

in the Cydnis scene in Antony and Cleopatra, often leads to 
falsity, if not fatuity, Some writers have traced its early 
appearance to the Greek romances of Longus and Achilles TEL-tills 

It appears in Spenser as witness..- 
[A. lti. w, w , l n k 
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"Ye might have seen the frothy billowes fry 
Under the ship as thorough them she went, 
That seemed the waves were into Yvory, 
Or yvory into the waves were sent; 
And other where the snowy substance sprent, 
With vermeil, like the boyes blood therein shed 
A piteous spectacle did represent, 
And otherwhi le with gold besprinkeled 
Yet seem'd the enchanted flame which did 

Creusa wed." 

Prlfessor Elton has drawn attention to the lack of 

reality in SpenserDs sea piecesiand considering the 

age of bold seamanship he lived in, it is remarkable 

that he can'do so little with that element. A 

passage which occurs to the critic is that in Colin 

Clout's Cok e Home Again where he describes the ship 

that bore him. from Ireland as if it were some fabulous monster 

of childish imagination 

200 "And as the sea (quoth Coridon) so fearful"" 
'Fearful much more (quoth he) than heart 

can fear 
Thousand wild tagiftlixtxxXxx beasts with 

deep mouths gaping direful 
Therein still wait poor passengers to tear. 

Behold an huge great vessel as we came 

Dancing upon the waters back to land 

As if it scorn'd the danger of the same; 

Yet was it but the wooden frame and frail 
Glued together with some subtile matter. 
Yet had it arms and wings, and head and 

tail 

And life to move itself upon the water 

Strange thing how bold and swift the 
monster was -- etc. 

This picture has obvious likeness to the passage quoted 

above from the Faerie Queens. Both suggest rather 

recollection of a scene worked on tie arras or 
painted 

ç 

on a fresco than an actual sea scene. And yet 

Spenser / 
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Spenser had known the reality Why does he choose 

the feigned and pictured manner? Because the 

pictorial art of his day was if not a corrupt art, at any - 

°rate an imitative and highly conventional art. We 

note that the language of both these pieces, expecial ]y 

the latter, is excel' ively homely, and rather reminds 

u.s of Shelley's Letter to Maria Gisborne Even 

in presenting unreal shapes in a false art -style Spenser 

must be rustic. 

In the VIth Book Spenser's art in this 

deliberately descriptive sort reaches its height 

At least on half a dozen occasions in this book the 

stage is set for a notable descriptive plebe. Look 

at .Í, the lovely rus ti c scene in the IXth Canto, 

"Upon a little hillock she was placed" 

or the more studied scene of the Graceo' dancing in 

Canto X, -- 

VI, X, VI - "It was a hill plaste in an open space" 

The VIth Book is much more pictorial than 

the others.. Its adventures too are of a different 

'tYOM 
cast taxi those of the earlier book. It is in truth 

a versified romance after the style of the Arcadia! 

with pastoral characters, brigands, knightly 
figures, 

and mobs mingled together. It is a superb 

study / , 
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study in colour and the language used with assured grace and 

voluptuousness. There are none of the tedious flats that 

disfigure the other books. In abandoning the allegorical 

style and taking up the kind of adventure story whi cn was then 

becoming popular, Spenser at last discovered the kind of art 

in which ue could best show his supreme mastery of pictorial. 

language. 

The minor poems exhibit other sides of his genius, espec- 

ially that side which leant to mystical ardour. The Four 

H s show something of Lhelley' s attempt to paint the sacrea 

mysteries of art and love. The Renaissance Art motif 4-s every 

where. 

211 "Ne could that Painter (had he lived yet) 

And pictures Venus with so curious quill, 

An jtymn e of 
heavenly That all posteri.tie admired it, 

Beauty 
Have purtrayed this, for all ni s maistring SKill; 

.iv e she ner seife, had she remained still 

And were as faire, as fabling wits do fain 

Could once come neare this beauty sovereigne." 

This intense feeling for the fineness of 
Art (curious work - 

münship) is also seen in the Prothalamion. 
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a meadow cy a river's side 

A flock of nymphs i "chanced to espy, 

All lovely daughters of the flood tnereoy 

With goodly greenish locks all loose untied 

As each had been a bride; 

And each one had a little wicker basket 

Made of fine twigs, entrailed curiously 

In which they gathered flowers to fill their flasket 

And with fine finEers cropt full feateously 

The tender stalks on nighí 

Of every sort which in the meadow grew 

They gathered some; the violet, pallid aid. 

The little daisy that at evening closes, 

The virgin lily and the primrose true, 

With store of vermeil ro ses, 

To deck their bridegrooms' posies 

Against the oridal day, which was not long; 

Sweet Thames! run softly, till I end my song." 

I_eY< 

The flower p assagel, is convential and hardly so well done 

as the L4cidas piece. But the repeated use of words oén 

fine, curiously, feateously snow the poet's absorption by 

art notions. Small wonder he enchanted Keats'-; 

¡ / 
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GRAPIER, 'IV. 

SHAKESPEARE AND HIS SUCCESSORS. 

In his little dramatic sketch the Dark Lady 

of the Sonnets,. Mr. Bernard Shaw makes Shakespeare say 

"I tell you there is no word yet coined and no melody 

yet sung that is extravagant and mystical enough 

for the glory that lovely words can reveal," and later. 

"Know that vile as the world is, and worms as we 

are,. you have but to invest all this vileness with 

a magical garment of words to transfigure us and up- 

:lift our souls till earth flowers into a million 

heavens." We know this to be in substance true. 

Longinus said it for us long ago - "for beautiful 

Words are in, truth the very light of the soul. ". 

MT. Shaw could not have put the words in more appropriate 

lips. Let us therefore look at the special quality 

of the language with which Shakespeare clothes the 

radiant creatures of his mind. 

In the first place,, the luxuriousness of 

Shakespeare's poetical expression has not escaped 

notice or even censure. As compared with the Greek 

dramatists, he appears ultra- poetical. This excess 

of the poetical element often interferes with the 

dramatic quality and nota congruity of his work. 

It is not simply that this voluptuous quality of 

speech is often indiscriminately conferred 
on all 

sorts / 



2. 

sorts of people from gardeners and monsters to 

kings and military chieftains -- that is an old quarrel - 

but action is often smothered under w weight of poetical 

nosegays. In strictly dramatic passages the imagina- 

tion , say these critics, should not run riot. 

A too tropical language in such moments defeats the 

ends of drama, whose healing and sanitary purpose 

is chieved by other means. It is even contended 

that a certain bareness - "bareness as of the mountain- 

:top", as Arnold put it - is desirable in high tragedy, 

so that the springs of the action and the human 

motives, which partly bring it about, may lie as 

clearly exposed as possible.-I- ossible 
t 

The atmosphere 

rather than sparkling. A certain 

monotony or rather monotone in the recitation, 

certainly a very much subdued rhetoric, is perhaps 

best. 

The object of high tragedy 

is not to tease our imaginations. 

of / 

Novelty 

The same objection is made by some to 

the Sonnets, where Shakespeare 
sometimes 

se ms to be the quarry of his own 
te .ming 

imagination;. see Mr. Wyndham's Poems 

of Shakespeare - Inturìrduetion. 



words and images told excess of these things interfere vaitii that high 

agio purpose. In high tragedy we are in a world Ñeyoi .z the flowering 

111 slopes. `lie are demigods, and, as such, have no overwhelming need of 

1e beauty of the world below to lull our senses into forgetfulness. In 

her words, traedy is in trais view an ascetic form of art. Such tragedy 

may be sure Shakespeare with all his genius could not write, because he 

Ls too much in love ,rai-th life, and perhaps because he was English. In 

le Rena,issa Ce age no one could :rite ir. 

previous ag;e of satiation and culture. 

that vein, which p_ rps requires 

In a small way we have achieved 

b. Our actors have become even taciturn and avoid all rolling rhetoric 

r moving poetry like the plague. Some of them say it makes there feel 

illy to drop; into the poetical vein. Mr Shaw's dramas are sometimes an 

Kception. A strain of impassioned rhetoric, maintained through half pages 

t a time, has rendered some excellent parts in his animas almost unactable. 

hakesreare produced a new type of tragedy in which the pleasures of ìma.gina- 

ion had equal place in the final ef'f'ect with the terror and pity of the 

t- The spectator, while not allowed to `we e the pitiless riáerly ìng action. , 

ate which orings human Lt'.fair-2; to fruition and disaster, is yet transporter 

y figurative delights. So far, it may be said, as these deli hts of the 

malnation obscure the inner workings of fate, the :spiritual solace which 

ustified this form of art and which in the old language followed Katharis S 

ir the purging of emotlens, will be lackin, ; or ineefinit,e. In a word, 

;hese two e -^. , the distributed C`, .1 ._ t 
- '- e.,lto 1"121,15 N;lii,!Z are on tfl.. whole evenly in a;esl ea.t. 3 

'rca.`,etXy are s0i17e off licting. It resolves itself in the end into the 

(Uea i whether d ... ,-, = ' the hi' t ion 'ia'i... 1v.' ;i T lt''''! L, ï éLdy cS .: ,i: u1.:,11r L.L r 11,`1GJ:ì in v_LG i11 

, t There is no doup o lerls e ); form o f art, or as Ci_iC thin b_ mU.Cï1 more human. 

;he view that t'li; S_1a147 esp e ar 1a:1 ;1u S t take. 
Grq Sv.,er ;!1. 

. 

i`eâpeare out 

to approve this highly imaginative cast of l'a..Y.oaa,ge in 

Drs der2 , f re s'r1 f rom the study of French classical drama, 

pb e t d that Shakespeare's e re's t aJ e aas " pestered with si 1i1 . s ,. Arnold, in 

in Shakespeare is a picture." 
.lY 11/4-C3 

11aC1 G ( S ls ;7<, L.::r, 
. 

t,k 

i,k) j,b,"c, rJ-l-Lfa ( 

hlG,yi`r. 
LE. A Cvtc \I Lt.CY 1 iJ, ),--`oN;_. 

I1,1 rl ̀-s, ri-e as 4 ( ) L, c 1 C. ) w c F , a1 c L < R ^ ú k 1_ 
IT 

1 w r14.1. 

a Ls' < Y fJei l.o , C.J r = 



2i0-,Orian ú,e, made a full-dress attack on :hal.espea.re'â over-l?,^ar lousnti,ti, 

'Pas careful to ad.7:î1t that the Eli;a.bethan had what he regarded as the 

sential elements of a`;reat poet - aQ.rol t selection and conduct of the rlot-i 

says r(,urldly that examrle has debauched the 19th Cent'Jr] 

p1ant by encor: a'inz, that s lo'-enly excess which, for exInTr le mars a 

pod deal of Keats' work. Keats is the typical imitator of our ancestral 

oets, and his conduct of the story by 

flioccaccio 

and which Keats ._,mot'. under ú load of exotic beauty of word and 

age, is a warnin to a_' 
. .ter poets. 

The thesis is on the 'why; le sound 

of Isabella, so poir,nantly told 

, but to the Entlish taste meats' thicËc- 
eVQh _ _ . 

e failure of the neo- clslc elcperim nt seems to prove this. Very few 

8lis }Z readers would desire that Shake,speare should be lopped of any of 

is graces. We may be ul.Lsratef ul enouji to complain of the tedious passages 

Oaich f i i re ila some of his plays, Out we cannot bring ourselves to condemn. 

assabes of pure beauty even TJhe re in some measure teley interfere with 

dramatic cogency. It must not be ; uprosed that such passages occur in equal 

Leasure throughout the Plays . The development of his art shows that 

Sh_a :esp eare Was rroceec.11 __. to iTa.r4s a new aesthetic, ';±hick althou. h it could 

lever attain to the 
the mere decorative 
tither sources. In 

c o1Z.rútive bareness of :ot( oc es, was sr ,eiülly exvTJ.ai.ï 

el erniellts he folinc._ in Golding's translation of Ovid and 

,_ , 

certain later drwiì.s, not i_ìlll3 the last, his technique, 

a.rled, contorted and obscur,. His rrovress is from formal 

eauty - as in ií_idsurnuller l\Jh-t 5 Lr - to such dramatic and beauty-scornin,E 

ater thing as Tróil.lrä i,ressldl and Cor lol`ci::uS,. But this obvious 

lL.:i;e atf',ec , 
., lri '1 ' ' 1^-. f T lace r_1' !í'li"11 and f o rï',l 1:Y.1,'' -5'"8 i rl' rather tl1L:r. the 

1 . 
froPic1 quality of the 
ot at all r;.ota,ole in i:Ii;.iÙumm: r i._i 

d 

Irdeea whereas this tr oílc;,l `Uallty is 

LIrecä i ,dhe re in the `d1.`;uéwe is almos t 

grows in almost i `.-ilerable profusion in a later Play like Alïtgz. 

.:hile in Troilus a.0 Cressida, , the language is t7.risted about 
lite 

a ber of hot metal under "" the hammer. 
úrrmit 

01 the .t1sturoance so far as the vocabulary is concerned, 
,a- 

But this late 'clay sn.o'.:Ts the i 
as it 



 

mantic excess, is the nume which is braven on t,'" workmanship. Loa 

cicr ,c_:Ue ir _ al l e rtsU ener .l serene mird. Later S hows some 
r V"..'1Yf 

The Terlest , 
he a4Jain sirt3 to t for him - normal aaalirc with 

We feel that Ira',61.í;_ was,' too hard on Keats, his judo:':er.ts too 

Keats was sirrl ly recall ILL the manner of the elder poets. Exces2.; 
f 

ft with ore," he says ir. a letter to Shelley. For every malf orr ation of 

eve 

w h 
e vocabulary which Ex;dtyrnior showsa can be pleaded taie authority of the 

A 

lizabethans. Still as a,r;:lied to the others of the romantic school, the 
i ' unfair : ; ' 

udnen is a sound one, ?'..,..rlourl it Vclul: !e una.tr to in'Ii:ute all the .Gsturïr:` 

nd verbal antics of the l;th Century onrantics a.r.ci 6ra.,srnoc,lcs to the imita- 

ion of Shakespeare or i,_ilton. But 4:.ienever poets of hot jud6/nent arid 

,nferior &-enius model themselves on the exuberant veint of the old roots, they 

all into this error. They fail to understand that, v,iilile traces of such 

1foT71atiGn are present on almost every raEe of Eli7,abetl!a;n poetr, -, the 

aSs2gS which we rerl:er'b<;r as reat have Jenerally a minimum of such blemish. 

To illustrate the :aces S iv e ly tropical natl%.re of Shake sl Rare ° s midd le 

Inez', let us take the merest vis of dla.locre from Lt, where the 

rar118,t1c enery of the l'cx._1?a.Je is intense.- 

Now, ir; youn : l'ortiY_Jras 

Of unimproved metal, hot and full, 
Rath in the $_ i: ts of_ 1:e_r:uaz,L here and there 

c 'ç list o ' la.- ,1_ess resclutes 
For food and ai et , ;1.0 sore enterprise 
Tta t ha th a li t Cgi,131 t. 

In the rhytrìn-!s Gf this r la::y -c f ina that forr.nal harmony has been 

acrificeci to dramatic f orce . U 

is often strer:tH. - even the `- 

tself throula the articulated speech and nay tarr,. 

Oct of V AC, on "i ür:d .,:ic sumr,e r l:i t's trearn is nevi f 1yinJ at highe 

ame But he cannot ca,rd irna;Lir:a,.t.ion, thou,`la he can condense the im,aes 

t evokes into an Of ten rued word. The reader whose 1lr'céJ1Y:a tiGlî ii. at 
Eisure ri11 at such a hirsute w 

ie modern aesthetic ian 

:egins to spread 

The luscious you till' u.l 

ord. as s!c-irts have conjured up a view cf 

he raLed coast of I, - ° Tr him a little though he 
.c.r:Tt, .._ .. -_ .; ,.., - . . 

.i! 1."`L 
select,. 

m ,. 
bnr smal_. conceits 
11 I will weep for 9drIlir ú, o no Zd . 

to he_ 

the Tempest i, very ri.,5h of courqe 

f the +on?'U.E-' finely Vdri)'.ht in with 

Ì )! e t lr, ,ñt free - he 
er was Pnt 

etc. where i,/lr-:nda "ay" 
I,,,,jhen 

}iuving ;TYJL'j1 _iil,J Ferdinand 

-d ..'Le J'.ip of .".d' LrG:l ion 1 
11 J_ the 

.. . 

thr collo- 
ht =re 

ir o 1z- - of 
Li:ii- (loc.) 

lir,guagE 
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has an impression of the power of the ugly word. perhaps 

such language constantly recurring takes too heavy toll 

of the imagination _ Dryden had this in mind when he 

talked of Shakespeare being "pestered with similes ". 

Read a page of Sophocles or of classical French drama to 

understand how excessively the English poet leans to 

strangeness in phrase rather than common usage. On the 

other hand, if we are to talk o f ' taking too heavy toll, 

of what power of the mind will a writer like Shakespeare 

not take too heavy toll!. Or take the extraordinary 

opening s4enes of Antony and Cleopatra - 

Philo --- Nay, but this dotage of our general's 
O'erflows the measure: those his goodly eyes, 
That o'er the files and musters of the war 
Have g low' d, like plated Mars, now bend, new turn, 
The office and devotion of their view 
Upon a tawny front; his captain's heart, 

Which in the scuffles of great fights hath burst 

The buckles o$ his breast, reneges hll temper, 

And is become the bellows and the fan. 
To col a gipsy's lust. 

nnkk Thou didst drink Catsar - The stale of horses, and tue gllued puddle, 

Which beasts would cough at; thy palate then 
did deign 

The roughest berry on the rudest hedge; 

Yea, like the stag, when snow the pasture sheets, 

The barks of trees thou browsed'st; on the Alps 

It is reported, thou didst eat strange flesh,, 

Which some did die to look on; and all this - 

It wouids Wine honour that I speak it now - 

Was borne so like a soldier, that thy cheek 

So much as lank'd not. 

Truly we say of Shakespeare in his own words - (Lover's 

Complaint) - 

He had the dialect and different 
skill 

Catching all pas' ions in his craft of will. 

Here / 



ere is a Vulcan at his 
s ,ithy. Flaming words are struck out in showers. 

t is useless to complain, as we do of lesser mortals, that the language 

,s in a molten condition and fashioned at will by the imperious craftsman. 

fe shall return to this 
play later. 

One need not here dwell toc curiously on the evolution of Shakespeare': 

art, but may su ,est that Love_ Labour's. Lost,. Midsurnmer Pdi t's. Treag, 

11:241y_plIld jle .ra, and Troilus and C'ressiçha illustrate very well the chie 

)hases of that evolution, both in respect of diction and metre - we might ac 

üsc figurative qualities . Ir. the first we have the immature Feet tricked 

put in the foppery of court speech. It is a thoroughly modish play, every 

Scene stamped by the spirit of Renaissance Euphuism. The play really turne 

Dn the question of court-and therefore poetic -speech, just as Ben Jenson's 

Poetaster does too. It might be viewed from a certain point as a satire or 

that state of society in which for the armed clash of the kniJitly tournamer 

a substituted the iealona which silken words afford. 

This fellow pecks up ti it,, as pigeons leas, 

And utters it a8ain when Gou cloth please; 

He is wit's pedlar, and retails his wares 

At wakes and wassails, meetings, markets, fairs. 

e a 

This is the are of form, monsieur the nice, 

That, when he plays at tables, chides the dice 

In honourable terms; , nay, he can sing 

A mean most meanly; and in ushering, 

Mend him who can. 

As for the women, Boyet says 

The tonues of mocking. wenches are a.s keen 

As is the razor's edge invisible, 

Cutting a smaller hair than may be seen, 

Above the sense of sense; so sensible 

Seerneth their conference; their conceits have 
wing 

Fleeter than arruws, Gullets, wind, thought, swifter things. 



Boyet deF-jired o c 

which affordsar: ir.stance in the play on sense of the t . -,.ng I-' ax.)00y rr 

Thais mood, so alien to the manly spirit of the classical pioneers, Asch¢m 

and Cheke and the rest (thou l traces of the actual stylistic trickery of 

Euphuism are found in Ascham) represents the spirit of the schools after it 
has passed through the court. That humanism should emerge in such a 

coxcomb's cuise is due to many things besides the accoL nodatin ; genius of 

John Lyly. A study of Ly ïy's prose ccmeL: loft and of' his great work Ev :Lues 

end H is :ives us the clue to a mass of Shakespearian phrase, to sa;., 

nothing of the wit combats, finesse and intellectuality of which I _e's eo :lpounded 
,Lt_iloArIgJost. w o J.'. This s tucy has of late been undertaken 

I by various scholars, and de no more in this connection than indicate 

the quality of Lyly's language. If, is not a stilted language. On the 

contrary. , it is almost as colloquial as Aschan4, thouLla it has an ampler 

(often monotonously regular) rhythm running throu.,. it. It is not at all 
classical in syntax; on the contrary , it is often almost rustic in its lone 

passades of comparisons) - thou the comparisons themselves of course are 

often1but not always, too learned - and of x.ornic wisdom. In a word, exceit 

for the full and too regular rhy tam and the far -fetched comparisons, it is 

clear, colloquial, loose speech. 
In Love's L bour ! s Lost Tie see these qualities of speech with a 

The vocaoulary is English of the miaule sort which no fashion 
e'rL_. 

ever i'ne syntax 1. ..1eax Lena simple, and the ¿ram ar is correct. 

On the other hang, it is intolerably euphuistic in the worst sense, igiereas 

in a later middle pl ET like As `ío Like It or The f e-r I'ives of E,iinaso 

we find stray patches of dialc ue in the silly vein of the "wit" combat - 

which often resolves itself° into the most execrable play on word. repetition, - 
Lyra is largely compounded of such stuff. It is worse than 

almost anything ir. Lyly, who started the s t .le in England but could not see 

tat 
a monstrous affectation it woula gran into by the time Shakespeare 

carpe to write. How it came about that a writer with Shakespeare's endow- 

ment could wallow in such modish nonsense has puzzled some people. 
EspeC jailY is this the case when we note that the "lesson" of the I lay is 

to a .voici foppishness of speech and to fall back on a sort of 4u.akerish yea 

ands' 



And nay. Byrn 's abjuration of such speech is well known 

0', never will I trust to speeches penned, 
Nor to the motion of schoolboy's tongue 
Nor never come in vizard to my friend, 
Nor woo in rhyme, like a blind harperis song. 
Taffeta phrases, silken terms precise 
Three filed hyperboles, spruce affection, 
Figures pedantieal. 

There is also one of the sonnet motifs. See especially 

Nos. LXXVi, LXXX111 and LXXXV -V1, where his "tongue -tied 

Muse" exclaims against "the strained touches Rhetoric 

san lend" and recommends the "true plain words by thy 

true-telling friend." 

Why is my verse so barren of new pride 
So far from variation or quick change 
Why with the time do I not glance a -side 
To new-found methods and to compounds strange 

Sidney, we saw, sharply ridiculed similar modish eccen- 

tricit:i es . This has to be noted that Shakespeare 
in 

was no originator and no crusader. He fell /with every 

fancy of his times. When the fashionable folly was 

this wearisome mode of outdid the fashionables; 

when the mood was for Ovidian graces and mytholog , he 

gave us our fill of these; when taste was for the blood 

and mystery drama, he wrote the most striking dramas in 

that kind. There is some comfort in the thought that 

so great a genius could not escape the limitations of the 

time One only fashion he seems to have resisted. 

In his later years, when the citizen drama was supreme, 

he wrote no citizen play. 

Some general remarks may be made on his 
progress 

as an artist in words. 

(1) It is important to note that eccentricity of 
diction 

as a rule accompanies eccentricity of metre; 
on the 

other hand, restraint follows restraint. 

( )) Down to at least the writing of Midsummer 
Night's Dream 

as his metre is rather rigid or correct 
in a wooden sort 

of way - compared with what it afterwards 
became - so the 

diction / 

He also Drayton's Idea 
No 31 and his Elegy 

to 

who H. Renolds where he praises Sidney 
«did first reduce 

Our., tongue from Lyly's 
writing tth.en 

in use;flies 
Táll gof; +t°,nmrn áñ.rsidle similes" 



nd 
in fact all the elements of style, are fairly normal. a ratr.ar , 

9tion o liberal _y and justly -------- - - 

tipWeÇorll- 1 : :i f or 'r:i, pure . o rn I=,rtilisñ , is no les , 
- ,M. A ;7 

I .; 
, ea r t.. 1' X.XX 

. ---C- i- dlt 
1 

-c r 
. 

r'1 _r. ,le 
N r, 

the other r end . OX'YyXhX, 
¡}} , 'Y r(%,:,., __ -'i äíl;.t J11:, la.i äa: e in S'r'.rs-,- e%i,re' á f r ,.., y `,J v j v Ì. l 

f 

in excepbi°enall`,T f l:) id c ono lt.ion, .,,nlÁ its for1P1W not yet ascertained. 

Word, .we 1nia.f ;JaY ti-:i=.-t 41.î.En `-'la.kesi e.:;.res rlt..;,;ätr lobs thrlth the 1axlaave 

does it of set purì".ûse. 

(4) As 
+ i;, - tiv element -+ the early plays, s;e note 

k 

ríe1'US »rlti .i v r;, ..r r...ili, Cl. l,. v vt.. 1J 1 l ., 7 
)nd,, 

lec it 13 chief ly decorative. Trop ïcal la~n6uae ( "every word in Shakespeare 

" not indu ' Every word is not G. picture, iu, ; picture") is no, so much in:;_al'..._d in. 

a rule bears no more than its normal poetical me,.taclln.s. Lecorative irna6es 

,kein f rom classical ??1y tnolo.:-;:n' , espec lolly Ov id, are lav is llly sown about. 

e intenser fires taken immediately from life are not yet so notable. 

In other words, as Shakespeare's irflai.n;,,,tion `,rcvJ .warmer, he tended to 

nQense the formal ka,l Lmü`;e into the t r ore , thou_oa1 of course abundance of 

:rmal imes crowd the pages of his later work too. It is a matter of 

ndency. 

(5) 'rrGiltks, Cres.sidq, no less than Antony.,ald CC^leozátra, shows ho'ra 

r Shakespeare had travel l=ed f rom the purer, more reposeful lansuage and 

e,r',yr of his early 'Rork. A oi;.,rJetp eas,:, 'mind blows t:nroujl this work. 

e la,ngUae is in places brotesueiy lavinised or moody or obscure. Often 

tain it is mean and flippant. He seems to deli jit in puttirl,. such ill- 
nered jargon in the noi tins of fa.lovs Gne¡:s as if to satisfy his creepin`; 

'gan thropy . 

(b) limeitpe S ti. turns iaizLcr at the last to the true Elizabethan speech 

ich is so lovely in MidSurn:':ler Ni'ti's LrP,sim But it is now the master 

ho relin:lulsin2s the .i;rea.: inetranle:lts of rhetoric in favour of a sort of 

Ii7.aLn, rustic speech, much ;:is lius::in in lit,G.,This_ _L St, and his later 

ophetic work lays a.s i, ie the m:;,:_r.if icent poetic rhetoric of his early 

1tUriy 
and talks si'.7l'í ly. So Prospero in V. 1. 

Ye elves Q1 hill L3, O'JOkì, Srandi nv lakes and roves; 

1 
1 

. . you demi-puppets, J.J , t,lla t 

BY 'r_0on,;,f,.ine do the . -re en-aour ringlets make, 



1 

11. 

y I-1 , 

Whereof the ewe not bites; und you, whose pastime 

Is to make mi..Lnight. -mushrooms; that rejoice 

To hear the solemn curfew. 

, 

eed Callban s speeches - the reader py IIJl j liY sspeïiSion of dis Jel iE'_,. " 

)rdons the incongruity of pu;.t1n;J such beautifvl words in such a mouth - 

re 
full of that deli_'itful Doubtless the mas:e e1: l ent 

ay !.4rlth its invitation to nature üeScription a,Cc;)'_ nts for the similarity 

the larve to that of MlúsUl:mr3 i lr].t' á Dream, which i; more of a 

storal masque than a comedy. The sp ,eches of IriS are the very stuff 

f youn iillton',s masques and pastoral thins. 

ILI You nymphs, cal l' d Na,irids of the wande rins brooks, 

W lth your Sed;' d crowns, an d ever-harmless looks, 

Leave your crisp char,nels ,and on tais ,,reen land 

Answer your summons. . . 

You sun- burn' d sicklemen, of AUJust weary, 

Corne hither from the furrow, and be merry; ; 

Make holiday; your rye-straw hats put on, 

And these fresh nymphs encounter every one 

In country footin. 

eh is the pretty traditional lar ll?a e of Elizaoe f,h n pastoral 

tonal as to be a conventional strain of la nLuabe, but none the less lovely 

t 

L 
v..q 

7 ' 

- 
. v lu,ii- 

Or that. Conventions du not a.l;:ays 1_111 beauty. T.ie reaa.;r is aware 

t t'nerl: is another and a loftier strain in the T: :.n S t, hardly to be 

Ou.11d at all. in MiCisuiïl.7n,-,- r i. ls.rii, s Dream - the full r_ie torlc of Prospero's 

ater speeches. The two lanLuages are kept ri;Jidly apart. He now 

se$ hl poetic rhetoric for prose: yl 
In M1CiS,4111[or 1V,lîÿ' â 1-'T°e4.' the influence of Lyly is o j' no 111:anS abated, 

t it is beCormÌn a more purely dramatic influence - at any rate it is le-=_ 

riìElá 
in .._he texture of the speech. 

f t_he 

glkÚV and syntax, is remarkably central and indeed modern. 

c 

rather primitive block type. 

The verse iiJ still, az has been sG....cJ 

The En:-;lis:n, both in resrect of 

O:I knGm 
sreeclh is a typical stave of tnis runni2: . 

But F1(-;, note p.4. It l; not, 

:pc-'are t'ntire1- re 1 Ç1alf: lé'.`z t.ne 
. , ' in t:: t. E a I É' ç- t 

11 l (. 
` e n 

that "7,1-: in part hi` 
tonr'ue rhowr, it^elf in -~.rc;picwl and 

:ion- ai~ li. A,aLrJn-,%' w.1d 

1 17_,0_211n, J 

1i; - -^. e . 

1_' ed that 1-U ry' .. : 1r- 
, _.. _ 11:.. - 

"cF' nE' ,dirpi ,,,vc- 

c pc,wer D vE'T the 
lliptical r,,.e..--_ 

(, in a cooll_ down- 



These are the f orgerie,s of jealousy: 

And never, since he middle summer's 

Met me on hill, in dale, forest, or mead 

By paved fountain, or by rushy brook, 

Or on the beached ma,rjent of the sea, 

To dance our rin,:le,ts to the wliistlin; wind, 

But with thy bnils thou hast disturbid our s-:.ort. 

Therefore the winds, piping to us in vain, 

As in revene,, have suck's up from he sea 

Contagious foss. 

is delightful verse is clearly marked in its essential character. The 

re is musically thout-JI-1 not grammatically endstopped. There are no 

decasyllabics and only one weak ending. The lainauae is En:-,;lish of 

t sil)le yet ear-charmins cast which the ElizaoethL-tris knew so well how 

exploit, and after Which our neo-Elizabethans, struck with envir, strive 
time not unsucce sfully. The rhimin words are concrete monosyllables. 
In he plays of his early maturity, Shakespeare indules to the, full 

sarpetite for mere beauty, for obvious not difficult beauty, to use the 

gua6e of the moaern writer on aesthetics. The strivin for "dif-.'icult 
auty was to come later after the soul's vexation. Accordinj.y the 

tic impulse in such plays as Midsurnmex is at the, lowest. 
poet found later that to achieve dramatic intersity, he must throw avia:, 

41 of the mere finery of dresse -euty in the hij-.Er sense LS def ined. 

our moderns would proba praise more arproriately applied to the 
[ter type of dromatic verse, 

Bleepeare is art. 
b have advanced 

snould note Mr 

rouja-he'.vn as it often appears on the surface. 

Lre4a indeed taaches us much in connection 

Here is the beauty of the full-blom rose. 

any further in this directio: If we -wr; t . comparison, 

Middleton 1,Iurrk-nf's con t)en tion ..iltonic manner 
54 st.t 4,4 /Ay, 

SO full-olown that it ci.,me to a stop. FO JiCf develorment was 

3s1ble, whereas Shakespeare's verse left it still possible for imitatonl 
adventure furtier. That is the trouble with the more obvious kinds 

oeaut7, n age-vise poets therefore diJ 



asses of the n:yrrnph, and track her throuja ::_;meea:-. ol ,e21 noisome enoub-h. 

no rnamer was inevitable after this beautiful r °err' if rroer ---- in the r ei) i-, 5 ees 

This -elair -i.rad its comfanion plelirs are like 
s isas to be ma,intained. r e , cj. 

Thortiaz Hard.y s Wee sex novels, full of the count;ry note, rlareses every- 

re ripe with the experience of the farmyard and "villagerT". Like 

d Adonis, it rinj:1 wit?). the langu.ace of country ele,plo-Lenents and 

e chase. This tree .bnelii.3h (duality is mingled, not incongruously, with 

e my tholo L4cal stat f he found chiefly in Ovid - it blends very prettily 
'th the sweet English words and folklore. In short, was there ever 

eated a more simply beautiful thing? Our qiiorld here is the world 

ocent of r.). in ous pas 3 ions (for the "go ings -on' of the two Athenian 

uples are ilike the terrible events in Willin,m Horris' Eartill7: 1.,_/:°Adjaa, 

ihie unheeded, because muff led in 4.;:.Z3 atmoephere of cloaking beauty) or 

lines in any form. It is a world set to music. Mortal ,zrossness is 

'rill: lauded away. Like other innocent th in LS , it indulEes in gar r1).1 ity, 
orse-play, and nonsense verse. Seldom does the verse afford the full 

ony of Shakespeare's worli-shakinb verse. In compensation we have .bhe 

ernal. br 14atness of morn in in such rassaOS as Theseus' speech 

"My hounds are bred. out of the Spartan kind" , etc. 
it as a rule the verse has sometiaLng primitive about it. Almost in 

6 seem to see it strueeling out of the earl-y stag:e of dramatic blank vee_- 

ith the slime on its sh ol.11de rs . Clumsy inversions and ex-p le t iv e s are 
eee ,. vpe2re, and a simpliciey of syntax aleloet blianaisn. L',c) Thesel)s, who . .,_ 

A 

° ju3t been quoted in noele speech, drops in .Act IV, Sc. 1. to - 

Fair lovers, you are fortunately met: 

Of this discourse .ive more will near anon. 

Ezeus, I will overoear thy will; 
For in the temple, by and by , with us, 

These couples shall eternally be knit. 
And, for the morning now is something worn, 

Our purposid huntin: : shall oe set aside. 

A;la:, ,ivith ue, to Athens: three and three, 

We'll hold a feast in :._-Teat solemnity. 

Come, Hiprolyta. 



fhe presence of 30 Much r'aymed verse of t, rather rrimitive tyre often f 

ersisted in thi-ouJi d if f cu I t aji. in reminds us that r 

irg....ko is early. On the other hand, the c( ns ide rab le prose 

leant points ;.) some degree P maturity But for us here the tton7ue- 

?;¡,3d s ic " of the play is the notable thin. 
abundance of 'GAT n 

whilst there is 

ju1ing with the technical lanL:paes mus le, "the 

anriks,e" sports , heraldry, whilst the surf ace L-, rt and the largua,ze 'be ion:: 

to the same pe,riod as the Vexus ...14.id Adsdais in connection with \.hich it 
ihould be studied; and whilst the native la.n.:u.a,-,:e is of course used to 

admiration , there is no break in,i- of the moulds - either of vocabulary or 

syntax. Indeed the parcel] ta.2.,e of f ore..,i:Ln or classicii crds is rlaiveI 
.8%11 , and the list of positive crettions or al t:prations ofonn must be 

negligible. The mo de, rn reader vill find some 

understanding of the play from the criss-cross 
He will be jolted about by country express 

d if f iculty in the full 
of technical reference. 

taken from the deep heart 
of midland Enlana, out he will nowhere rind such in te lec tual word crea- 

ions as e,re rywhe re be st re g Qre.ss ids.4. And the reason L not 

far to seek. Shakespeare is stili , in some de.rL,-.(2, under the influence 

of Lyly, whose lango a:2:e is c o 1 lotuial and usual, if brilitly or 11; .,L.1 

patterned. Moreover the emotional content of these early r lays in no 

wise aemands such an enlargement of the, 4,-,onLue, as the stress of the later 
necess itated. The same is true of the metre. In the later plays the 
poet almost breaks the back of English verse in his endeavour to attain 
dramatic verisimilitude. Naturally as his art oecLane more intellectual, 
as in Coriolan:us and T ar.4 .Cress ida, the pretty Lyclisl of Mid:31.11174'3r_ 

0e, c L:Ine inade ,-.1» ate beca ..uage of the inte _Leo' 

did not exj st in a f iLed form in his 
is just adevate to 

Prosper°, Can't' 0 t oc trILL 

Me,taphys ics cannot use e 'Sir:11;1e" E/iglish. 
oe said kills beauty in art. 

in lia manner the syntax 

ex-i-:Tess bì e LhouL__ht of a aarf1L-3 '3 or -.1acbeth or 

siLranle mode of Breech which sat 1st ies in 1.,lidu2.71-1-.rke.r 

T.-.t 11:E.:ct it 
By the time we come to that etraorcl 

Jay Troilus afid re s almost all at tail:it at f orma» beau 4-..,7r 

Cr 7 

is 
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ough here and there a f lash of the old concrete loveliness like "Time 

/It:n, my Lord, a wallet at his back" survives. This play, which surely 

aited Shakespeare to romance and the elemental beauty of tI' .ngs is 

rversely intellectual and all awry in its presentation of romantic love. 

the attempt at aesthetic effect is at its lowest, so the language is 

redominarítly ugly. 

The same process is seen in the evolution of Milton's art. His early 

eet English fruits , - thoroughly English despite classical touches - are 

cried in Elizabethan diction and a fairly simple syntax with only an 

asional burst of rhetoric. Later the Par4dise Lost is stiff with 

assical decoration, and his intellectual modes of thought (for which the 

ild -mind of Blake hated his art) force on him a C ice ron ian. syntax. The 

gage, as Addison said, sunk under him. Like Shakespeare and even more 

e Ruskin and Tolstoi, his old age r turned to a humbler strain of language, 

Baugh his last great work Samson Aonistes is still curiously inwrought with 

$sisal syntax. The poet had so thought himself into the Latin idiom that 
could not abandon it even where the marked simplicity of the words prßve: 

the is abandoning the grand rhetorical manner. 

Troilus yard 5re isida, so often mentioned here, is the most intellectual 
the plays; it is the play which has the greatest display of mere mindstuft 
naturally it displays also the greatest 'interference with the English 

'rge Strewn thick as park -tdis Lost with awkward Latinisr.T,s and desperate 
'curities, it might be quoted with Browning's later things as an instance 
the fate that befalls even a Shakespeare when the balance of emotion and 

tellect is upset. Better the sheer sensuous beauty of P ii.dsumnpr 

innocent as it is of all depth or wisdom, than this harsh ugly cub, 

Ice will say. But Troilus end Cressida has its admirers, and those scenes 

h are not hopelessly deformed by the type of intellectual language 
'-ested, have relish enough for the crudest appetite. 

We would not be understood to say that this sombre play is all compact 
this teasing in'.el lectual stuff , dressed out in a repulsive latinised 
etion There is much of that, but in the great speeches it is mingled 
th as much- pregnant and vehement tropical language as Antony._ and .Cigszpj,,rA 

flas/ 
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In metre and diction and the character of its imagery, it would 
AE- 

,elong$ to the same period as the latter play. Its outlook o: 

o similar. 

s enon. Princes, 

What grief hath set the jaundice on your cheeks? 

The ample proposition that hope makes 

In all designs begun on earth oelow 

Fails in the promised largeness; checks and disasters 

Grow in the veins of actions highest rear'd; 

As knots, by the conflux of meeting sap, 

Infect the sound pine, and divert his grain 

Tortive and errwnt from his course of growth. 

Nor, princes, is it matter new to us, 

That we come short of our suppose so far 

That, after seven years' siege, yet Troy walls stand; 

Sith every action that hath gone oef ore , 

Thereof we have record, trial did draw 

Bias and thwart, not ar: swe rind the aim, 

And that unbodied figure of the thought 

That gave't surmised shape. Thy then, you princes, 

Do you with cheeks mash' d behold our works, 

And call them shames , which are, indeed, nou, ht else 

But the _ c. ,. :,c':.ive tri_1.s of great Jove 

To find ùarsisLive constancy in men? 

p ses treat spe c tees sun.ort o7 authGrity and order follow in the same 

Degree being vizarded, 

The rr. Torthiest shows as fairly in the mask, 

The heavens themselves, the planets , and this centre 

Observe degree, priority and place, 

I1 Sisture, course, proportion, season, form, 

Office, and custom, in all line of order 

. 

ff the ascertained dates were not against us here, 
as to some extent are the prosodic signs also T.& C. 
is dated 1601-2, and A. & C. 1607-8. 



Great Agamemnon, 

This chaos, when degree is su_ff oc< t , 

Follows the choking. 

And this nersm of degree it is, 

That by a pace goes backward, with a purpose 

It hath to climb. 

'!sere is a power in these speeches like some massive creature shouldering 

¡ ±.s way through the jungle. But of beauty there is little. The whole 

`ends to obscurity, as do many speeches in Antony_koLi C1eopax.. But the 

remarkable thing in Troilus is the' perverse latinisation, especially in the 

rusual suffixes. A passage like this (V. II. 118) 

UlY s . Why stay we then? 

Tóil a. To make a .reeorda_tion to nrj soul 

Of every syllable that here was spoke. 

But if I tell how these two did Ç:icr., 

Shall I not lie in publishing a truth? 

Sith yet there is a crgdrice in my heart, 

An esperance so obstinately strong, 

That doth invert the test of eyes and ears, 

As if those organs had decep Vious f unctiQ is , 

Created only to calumniate. 

s full of the sort of lan :a;e Ben Jonson Fas to censure in the PoetastA ï. 

This is not the place to make an extended analysis of Shakespeare's 

tyle in general. All we are here concerned to show is that as the poet's 

.oitior, to paint the depths of the human mind grew, he was driven to 

isrupt the tongue and make a vocabulary and syntax for himself . It is not 

or mortals to censure tais as we might do in the case of a. lesser poet like 

eats, but we may note that once started., the habit was a difficult one to 

reek off. Once having left she pat h of the plain but not inelegant English 
et" him by Lyly's English, with added adornment from Spenser and Golding' 

and otb.er poetical sources, having once set up a language for himself 

Fart modelled .on Marlo e `rand language, he proceeded to break the moud 

English speech as Dryden querulously affirms . It must not be supposed 

the phases of Shakespeare's art are so well -marked as to preclude a 1 

11l irg/ 



ling of styles. Anton,_ ri Cleo atra belons to his mature period and 

on the whole 
it is, as we saw, marled by a certain fierceness and disruptive 

;ramatic 
violence of phrase. Elliptical pregnant expression is as frequent 

as tropical. 
But it is also deeply tiriL;ed by a conceited sort of Euphuis m 

animism of the type which is so characteristic a feature of Sidney's 

This later again suggests the debt which poetry- in the age of 

iizaoeth owed to the romance, - a debt often, as here, of doubtful utility. 

mne splendid passage which the poet paraphrased from - orth's Muta r is in 

46 opinion of some people rather marred by Shakespeare's conceited additions 

;o it. The passage is well- known. 

Enobarbjs. I will tell you. 

The barge she sat in, like a burnished throne, 

Burn'd on the water; the poop was beaten gold; 

Purple the sails , and so. erfad, that 

The wires were love_ -silk _iri+Ä ten; the oars were silver 

Which to the tune of flutes kept stroke, and ride 

The water N: i t ezr e t_,_to._follow fAsuex, 
As amorous of their strokes; . . 

. she.did.lie. 

In her pavilion, - cloth -of -gold cf tissue - 

O'er picturing that Venus, where we see 

The fancy out -work nature: on each side heree. 

Stood pretty dimpled. boys, like smiling Cupids 

With divers- colour'd fans, whose wind did seem 

To glow the delicate cheeks which they did cool 

And what they undid, did. 

o , rare for Antony! 

14' rbus. Her gentlewomen, like the Nereids, 

So many mermaids , tended her i' the eyes, 

And made their bends adornings: at the helm 

A seeming mermaid steers: the si=lken tackle 

Swell with the touches of ose flower -soffit herds 

T T r l f'rdme thQ Q f ice, From the barge 

A strange invisible perfume hits tY e seise 
Of/ 
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Of the n, rf s . The city cast 

Her people out upon her; and Antony, 

Enthroned i' the market -place, did sit alone, 

Whistling to the air; which, but for va,cA c r, 

LULL. gone to zg on_S eauLtz too, 

And made á a iy. r& ture,. 

e italicised passages are Shakespeare, the others horth. A severe critic 

slit say the blemishes, the soft and tasteless additions are Shakespeare's, 

ranly objective strokes Plutarch's.' Readers of the Arcadia know how 

ten such puerilities occur there, and that they so often occur in just 

ose Titian -like paintings of which Sidney was so fond, and of which this 

sae is a fine example. The Greek romances indulge the same Asiatic 

alit:-. Since we have the passage before .us, we may also note how even 

apicture of voluptuous beauty, the poet's new dramatic style allows hirn 

finish his lines on weak words, pronouns, prepositions and the like - a 

iberty he did not so often take in the early plays.* The caesura' pause 

anywhere. There are also the touches of would -be euphuistic smartness 

E ti jLi -Umdid and hits thp seise. 
Another passage illustrates the enigmatic quality, the desperate 

oscurity by which Shakespeare loved to tease our understandings. In the 

ird scene of the second Act, Antony soliloquises 

Be it art, or hap, 

He (the Soothsayer) hath spoken true; the very dice obey him; 

And, in our sports, rr_y better cunning: faints 

.Under his chance; if we draw lots, he speeds; 

His cocks do win the battle still of mine, 

When it is all to nought; and his quails ever 

Beat mine, inhoop'd, at odds. 

general meaning is clear, but the student will not be satisfied with 

eneral meanings . As often happens , the obscurity is due in great part 

o modern ignorance of the technicalities of ancient sport. 

To illustrate the astonishingly tropical nature of the language of this 

eriod, 
note Antony's C Act Cony s buter speech in Ac J IV, Scene XII - 

Al1 core to this?- The hearts 
o T4... 

That/ L kss .-ri A +- . :6 
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That spaniel'd me at heels, to whom I gave 

Their wishes, do iscandL,melt the ir sweets, 

On blQssón Caesar; and this pine is barked 

That overtopp'd them all. 

Such torrid langua -e has never been equalled in English poetry, or such 

epithets crowded on the mind as in Cleopatra's speech IV, XIV. 

Eros, 

'ould'st thou be Einogla in great Rome and see 

Thy master thus with p:leach'd arms, oending down 

His corriL.iLle neck, his face subdued, 

To penetrative shame, whilst the wheel'd seat 

Of f ortun to Caesar, drawn bef ore .him, branded 

The baseness that ensued? 

hat lava-flow of burning words is here! and yet ;just the faint touch of 

obscurity in the last clause! 

The linguistic as apart from the prosodic test for settling the com- 

arative date of Shakespeare's plays and for settling the authenticity of 

oubtful plays has of late attracted some attention. In the present 

riter's opinion it is a very helpful test if we do not pretend to anything 

ike certainty. To illustrate the possibilities of this test, we cannot 

o better than follow - with caution - Mr H. C. Hart in his analysis of the 

iraseological peculiarities of Henry VI, Part I. We may claim at once 

gat tie metrical test for this play is not so decisive as the linguistic. 

or example, to prove that Shakespeare had a h, and in several scenes of 

Henry VI, Mr Hart gives a list of ex ressinns- which have the Shakespeare 

allmark , Mr Hart assumes that this hallmark is for the student of 

&l espeare so distinctive that mistake is unlikely. A list he gives for 

1-e, includes the expressions churlish, carping, revolve and ruminate, 

ou antic Death, flesh his sword, late -betrayed, lend . . . eyes to weep, 

reat'ter ages, choked with ambition, - and many more. One may, however, 

ee that these phrases have a true Shakespearian ring without for a 

mart conceding that no other writers were likely or able to use them. 

-ene, Nash, and Peel/are also supposed to have hadra hand in the, play, 

(G h Lt 0.0 aed lv2aS I &l 1.k vt olCvd t4 e4r2, 
c. A eks - , d fr1 Letts 
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We we think Mr Hart is on firmer around. He instances phrases only 

ed by these poets. The colours of their speech are for him evidence 

re cogent than the swing of their prosody. Nash, for example, is 

t,ec -fed in Act I, Scene II, by a certain Rabelaisian quality of speech. 

They must. . . . have their provender tied to their mouths. 

They want their porridge. . . look like drowned mice. 

They want their fat bull - 

Make a quagmire of your mingled brains. 

iEihr passages from Nash's works are quoted in support. On the other 

d, Greene's diction was marked by a certain luscious extravagance - 

alruost hyperbolical extravagance wruìch suited well the affected euphuism 

f his novels. 

It is no doubt uncritical to cull expressions of a certain sort and 

y they are unmistakably Greene's or anybody else's. But where actual 

rases occur several times in Greene - who was of all these people fondest 

the recurring phrase, having; in fact an. Epicurean fondness for turning 

er good phrases on the tongue - the argument begins to strengthen. For 

ample, whereas in I Henry VI . IV.1 we find none of these things, but a 

lair. running speech such as we find in abundance in Shakespeare's early 

lays - verse, it is true, without any poetic merit, but of that Shakespearia 

ality that it at least covers the ground with the minimum of eccentricity, 

the third scene of the fifth Act we are in the region of Greene's facile 

nraseolog y. - Except for the short second scene, this whole act is full of 

is reiterated and showy phrase. His epithets are easily noticed, being 

ten too cheap - which indeed is the prevailing character of a good deal of 

s work, phrases like golciela.ces, incely ma'es , 

el r etc. Greene's genius lay in the pathetic.. He was a 

entimentalist with a certain weak facility and a good deal of make-belief. 

attained great popularity by precisely what the late Mr Charles Gary ice 

rlñly confe5çed to doing, - writing a good romantic story on well -worn. 

Ines and adopting all the stylistic oddities of the day - a very flashy 

mist and very different from the more robust Nash. Shakespeare, it is 

Egested, may have acted as dresser of his work by cutting out and toning 

a good deal of his flashy stuff. 

L This/ 



This act, it is further suggested, contains fair evidence of the 

nfltierce of Spenser. Greene was not much affected by the literary 

raseology which Spenser first on a large scale introduced. As a master 

language, Greene did not grow much. The phrases that made a brave show 

his earlier work often do service in his later. He made one desperate 

urversion from his early euphuistic style towards greater realism and was 

ontent with that. His style was formed bef ore Spenser had the ear of the 

olic. With Shakespeare it was otherwise. He could hardly have ,khown 

?enser's mature manner when he started in 1589, but he had no doubt read. 

e fork which made the most direct bid for a new poetic dialect. The ;hie nder made the hoped -for sensation. Both in its dialectal 
icie and in its courtly phrase, it impressed the public. Peele's Arr, -i - 

is evidence of the t author's admiration for the CaleDd ,r. But besides 

his, Spenser's more mature works had been handed round a considerable circle 
fore they were published and just as the novel metric of Coleridge's 

ristabel was communicated to Scott before it actually saw the light, so. 

e diction of Spenser's manuscript poems may have affected Shakespeare's 

arly manner or at least helped him to a fulness and richness of phraseology 

Fund only in the poet of the Faerie Qu.eene. Shakespeare we are convinced 

ook a good deal from Greene in his eairliest stage, but after the period of 

ay I Hear VI. he may have in Mr Hart's words "turned his back rigorously 
all Greene's diction and expressions, shunning them as he would the 

laque - that is after 1591-2. He was then ripe for the more courtly and 

spired influence of Spenser. This influence is partly ephemeral, partly 
rrfnent . 

I Henry /I. save the fifth Act, shows a fair number 

f phrase, and the earliest of the plays show how easily 
ricks of con temporary phrasing even where , as 

t their extravagance. Mr Hart gives various 

of Spenserian turns 

Shakespeare adopted 

he does sometimes , he mocks 
s uPPos'ed 

instances of this e<.cel: y 

penserian influence - affected inversions in the Spenser manner, and such 
enstructicns as never followed by a comparative and compound like thrice - 
xpY, all- t1t,-d 

alrays 
of which Shakespeare :-.7...s,f and. 

t 
More important, and of permanent effect, in not 

6lish poetic diction are verbal formations in 
s 

only Shakespearean but 

-less, -ful, -y, and 
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ash, Although we must enter a caveat against Mr Hart's remark that at 
e time this play was written the language Was in a state of pronounced 

;lux, we must admit that most writers took unconscionable liberties with it. 
r caveat only extends to the observation that the more or less fixed 

oguage was there, as is proved by Lyly's work and indeed by Love 's Labours 

óst itself. Only writers chose to ciepart rom the beaten track. We need 

t, however, take except ion to the remark that no writer had such mastery 

er these manipulations of word- meaning and word -shaping as bhakespeare. 

t it was Spenser who first began to play with the tongue as a painter does 

ith pignents . He chopped and changed, not always paying regard to sight- 
mess or euphony. We do not refer to his very legitimate application of 

e suffix -less to words like quench; wit; hap; cause; etc. That was 

ound to come and the tongue had certainly to develop all its possibilities 
that direction, but he first, in experimental fashion, applied a host of 

ffiues and prof ixes 
r 
often tastelessly. 

English poets soon discovered the power that resides in such formations 

pecia.11y the un- and -less forms. Mrs Meynell, writing on Shelley, who 

much addicted to the same practice, remarks that the English tongue 

ssesses in these two forms a very powerful lovvber denied to the romance 

ngues. Keats, enamoured of all the old devices, uses this suffix in 

ree novelties in Hyperion. The first where he talks of Saturn's pea gaffs s 

s is good, the second liegeless ir. anot so good and gloemles. face is as 
as his 1K7zTr6M.eh4ous' 

/4 
`;á..e...1: G` ui'. apuses these suffixes and pref ixes especially the 

b 
formation, e.g. Adonais. 

ele, a great admirer of Spenser, carries the habit further, and is to be 

redited with several very pretty and useful examples of the usage. 

plows strains the language still further in the direction of poetic 
entions and introduces the peculiar Elizabethan passive sense - i el s a 

fr 
etc., and he extends it to d ssyllables - the native habit stopped 

tmonosyllables - remediless, removeless, resistless, etc. Now all this 
9 

good invention. But others like Sylvester, made such inventive 

notices rather absurd, and prepared the way for the neo-class ic reaction 

iiipore and customary forms. The earliest challenge to the word inventors 
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a 
fron Ben Jonson, whose Poetaster is largely a diatribe.against neo- 

cgisms . 
41,t.se Wo-fid- dev,ces 

Shakespeare -°- takes over all His liberal 

aging is amazing. In the ordinary tongue the 

N1, etc. exist for use only. 

e formations in -less and 

Now a higher poetic utility is introduced 

ith literary effect clearly in view. Spenser, as we saw, apylied the 

ffix -ful in a rather unaesthetic way, as in wailful, gastful, spoilful, 

oanful, etc. Shakespeare, it must be confessed, is often as unhappy -4-)'¡"1 

creaseful, fau.ltful, mistful, dareful, etc. Then there is the dumpish 

ffix -ishpoarently an idle arm for the most part, until Golding 

'esequently Spenser handled it and polished it by use. It is an ugly cub 

can only be used with art. In Golding - whose influence on the poetic 

ve :Kas greater than most people imagine - it is used very woodenly. 

the whole the aesthetic motive of Spenser and Shakespeare in these 

rations is shown, despite their mistakes i ,r their comparative avoidance 

-ish. So with the old second singular of the verb - we find such horrid 

m as meantest, dippedst, and oughtest and wentést, in the early plays, 

t later the aesthetic quest caused the habit to be dropped. One suffix, 

never, came as a godsend because it actually helped to replace the old 

1 
"ep The "y" suffix was used extensively because it filled the' v o id 

ft by the fading away of this vowel. The falling -out of the final "e" 

Petted a radical change in the music of English speech - a change which 

a language originally too consonantal was, of course, for the worse. 

habit of using y- formed adjectives begins to be noticeable in Tottell's 

cellany, _ it is very conspicuous in Spenser, and often results - as with 

Bother linguistic experiments - in hideous words like cooly, leany, heedy, 

orY, etc. But a great many are excellent and were retained in the tongue. 

lion's early works - the Vacation Exercise especially - show a good deal 

the formation - " cooly Tyne ,seems bad enough' 

tie 18th Century imitators of Spenser and Milton, 
e bp ezrts 

netY of such formations tha t :-.their eir works 

Curiol7s1y in Milton, and 
-14 

it isAthe hideeus 

Collins, but not Gray, 

e ideas on language were rather conservative, despite Johnson's censure, 

0111e, really bad instances, 'oat nearly all the 18th Century didactic 

tern are prone to the terminal "fir" 404t. Shakespeare, to use Mr. Hart'(s 

aze/ 



rase, 'bets a friendly seal of approval on Spenser's trick," but not in 

/e's Labours Lost, nor, full as it is of the very foppery of speech (on 

öasis of really charming and rustic English) in Venus .,end Adonis to any 

otie 
able extent. He has here tes z , misty, f lins, Aljadv, and a few 

thers, but all these have been retained; whereas in the first verse of 

s agi Adonis we find four instances of the new compounding habit. 

It is in Midsumm Ni t ̀s, DreAlL that we first come across y forma- 
ions in any number, and even there he has only wormy, sphery, , starry, gushy, 

rky, batty, brisk fir, unheedy. Nor in any of the later plays is his 

proval shown by any but a moderate and artistic use of this suffix. 

(1., the play. which puts such tremendous strain on the tongue, shows little 

tit. Troilus Criss ids, which most departs from spoken speech, has more. 

sae have suggested, the mood in which the poet wrote this work is peculiar. 

mocks the Greek heroes and turns to acid ridicule many of the things and 

rsons we traditionally respect, therein anticipating Mr Bernard Shaw's 

reatment of the ancients. It is not a popular play, but is rich in certain 

notably its language and occasional illustration. The language is °ç+ 

tiPa w 
ten more than shrewd; it is shrewish. At the same time, it is in parts 

re clumsily latinised than anything in Johnson's English. It is also in 

its very obscure - often a tangle of verbiage and periphrasis where the 

et seems unable to speak plainly. But whether in the one vein or the 

tiler, the shrewish nature or the clumsy latinised, it bears Shakespeare's 

l ]mark in every line. 
1 _, 

of T e Tenlpesl, a very late work, it, has already been said that there 

e two distinct strata of language - 

1 The intellectual language or rhetoric of Prospero; 

The masque language and some of Caliban's speeches which adopt the 

onventional ( if one may use such a work of such free and beautiful stuff) 

.&1(%.'e of the English masque and pastoral. It is in this latter that we 

ul a nest of "tr" formations . 

In the lo ;,rely introductory speech by Iris we have "turfy mountains", 

°nr April," "rocky -hard," "watery arch," "bosky acres," "dusky dis ". 

s 

reminds us of a similar nest in Oberon's speech in Midsummer Night's 
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pream 
111.11.354. with starry welkin, testy rivals, batty wings. Indeed it 

8eams as if Shakespeare made use of such words when he wishes to achieve a 

tiller melody. 

It was suggested above that the student of Midsummer Ni.,t's Drea.. might 

rof itably study the 

n that exb±eet might be 

Venus _and Adonis at the same time. Perhaps a word here 
useful. It has been already noted that Shakespeare 

uns no fashion, however eccentric. Venn people wrote plays after the 

er of Lyly and Senecan dramas, he wrote them too; when they wrote 

sques and pastorals he outdid them in lil dsummer Night's Dream; when they 

reed 5ravely to the loftier issues of soul -conflict, he conquered the 

est peaks of tragedy only to find that the newcomers , Beaumont and 

'etcher, were challenging his sovereihty by declining on a type of romantic 

lay more flattering to the taste of the Court. He did not then disdain to 
ter the lists for the last time. Cymbeline and Winter's Tale are of that 
ashionable kinc but with a difference! So it is with art fashions - 

us : d.Adonis could to no other decade in English the 

of Elizabeth. It is lit1erally craihr_ed with the a yes_ itzig of that 
fervescent and artificial period. (1) Among other well -marked features, 
tdisplays like TJlidsummer 1i it's Zola much acquaintance with field sports, 
d in fact it overdoes the exploitation for poetical purposes of outdoor 
tivitjes. (z) Amid all the gaudy drapery of the age - and Shakespeare 
1early thought well of himself that he was "upsides" with others here - 

basic language of Venus and Adonis, is curiously pedestrian, a speech 
ther like that of the Be rnesque school- this s ide by s ide with a 
tesque hunting of the word and a childish parallelism after the Spanish 

le/ 

This for example might have been written by Leigh Hunt, Byron (in 
tarles,:IUe) or any of the early 19th Century slovenly romantics 

No let me say 'Good nights' and so say you; 
If you will say so, you shall have a kiss." 
"Goodnight," quoth she; and, ere he says, Adieu, 
The honey fee of parting tendered is: 

Her arms do lend his neck a sweet embrace: 
Incorporate then they seem; face g rows to face. 

Those criticso censured Keats for similar outbursts of Cockney j, evidently did not know that the style is really traditional. 
Bernesque manner is Y_; repni , i_.. roe`:T,. It arrears in 

lraents Fables. a.-na rri,orc o lsaelt b ' l' (-: Wh.tC AI- 131N/dd' f3e`tlame /637) 

61, 1, e `.0 y.e. 



style. 

"I know not love," quoth he, "nor will not know it, 

Unless it be a boar, and then I chase it; 

'Tis much to borrow, and I will not owe it; 

My love to love is love but to disgrace it: 

For I have heard it is a life in death, 

That laughs, and weeps, and all but with a breath. 

oh was the current notion of wit in the closing years of the century. 

e sonnets have a good deal of the same stuff. 

(3) The figure of ".:anaphora is sadly abused as it is in Spenser's 

ork too, but as usual in his 'first f ru.its'' Shakespeare carries the trick to 

ildish excess . Sackv ille's Induc.iorl, one is glad to say, avoids this 

isure, the earlier Steel Glass of Georg :' ascoiie carries it to eccentric 

ensths. 

(4) There is a good deal of current euphuism in the piece, particularly 

its similes. This curious style is built on simile, not metaphor, and 

e similes are often of the homeliest character,. although they can be very 

art'etched and unnatural. There is much of this in Venus qxid, Adc u 
oú1 of course such a luscious work from such a hand could not avoid being 

'so tropical- and brilliantly illustrated. Its beautiful art is shown in 

ch striking phrase as - "And with a heavy, dark, disliking eye ". 

t such homely figures as 

An oven that is stopped or river stay'd 

Burneth more hotly, swelleth with more rage" 

tae tiresomely recurrent as. . . . . so. 

re raars of the overflow of euphuism from prose into verse. This indeed 

Vas most striking curiosity of the poetry of the last years of the 

ntury - the in vasion of verse by all the tricks of euphuism. - so "A lily 

18on'd in a gaol of snow," or "ivory in an alabaster hand" "Once more the 
)d 

Zine of her thoughts oe g an tf . Hamlet 's letter to Opheli;7 lli a this 

to him ") - In such language as amorous bluulzes, lir d, 
°aster h d_,..honey secrets } ose- cheek'd Adonis, we note the preciosity 

°n is a sure mark of all this erotic poetry and especially of A Lover's 

of which more anon. útti Va fc711< 16y Ge< r, «.. frcç 
h,,dd 4 

s4ah.s /o.crt,,, a (s 4 f e.0 %dl f 
_A vw tce ñl: rtc 10071 



(5) Occasionally a hint of the ' dea' d, and therefore obscure language 

f the sonnets appears, e.g. - 

Things growing to themselves are growth's abuse: 

Seeds spring from seeds, and beauty breedeth beauty; 

Thou wast begot, - to get it is thy duty - 

ichreminds us of the debt-to-nature motif of the sonnets; so the 

missar.ce motif of craftsrnanshir appears, just as it does in the sonnets - 

Look when a painter would surpass to life, 

In limning out a well- proportion_'c ". steed, 

His art with nature's work,r. 
p - nlicalJ+.-r- efeneed ló .some 

(6) That equally curious elerre-r: s, pathetic. 

tics -- which we may conjecture carne originally ß,.11y from the Greek romances of 

paid Heliodorus who are full of it, ond, r.zsed from them into the 

iLabet'ran prose romances . --- 

0 what a Tar of looks was then between them! 

Her eyes, petitioners , to his eyes suing; 

His eyes sail her eyes as they had not seen them; 

Her eyes woo' still, his eyes disdain'd ,the wooing ci 

(7) There is the exhaustive exploitation of the technical language - from 

theatre, sports, heraldry, etc., which Du Bellay recommended to the 

rch poets . 

The reader will pardon this detailed analysis of the art of a poem 

h, however striking it be, is clearly imitative throughout. The poet, 

!;as been said, was probably proud of his proved ability to outdo his more 

4rned contemporaries in their own artificial manner, and one does not need 

4A far in the dramas themselves to see traces Of this conventional art. 

Ythere, it is so kept in place by the language of passion and of reality 

ten to pass unnoticed. 

It may be desirable to indicate the nature of that technical and 

tic language which Shakespeare uses so often, and which is a stumbling 

°ck 
to the young student. 

Term of venery, terms of heraldry and armour, terms of law are the 

f 
elements of this language, but the playhouse, and in fact every 

t17 1tY/ 
£v ) :4 bssíbA.) 

1%.v,L' l,ri lk b tea. er .ess 
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activity of Elizabethan life, even palmistry, contributed sohething to his 

tore of figurative diction. Then there is that symbolical or shadow 

1n6uage which is used largely to express the Platonism of the sonnets; and 

I4y there is the special language of euphuism. Books have been written 

illustrate those various elements of the Shakespearian vocabulary. For 

1 :introduction to the subject the reader cannot do better than glance at 

chapters in Shakespea-rerzlwd dealing with those special activities. 

The sonnets with their illustrations of the current Platonism of the day 

ra fr11 of the language of contemporary art and philosophy. They are often 

insely obscure. Here occur as a ruling motif the attacks on the "false 

`;:ire" of ,his day. He exhausts the vocabulary of in 

'tacking this false. art (LXVIII), with its "compounds strange (LXXVI), and 

trained touches of-rhetoric" and "sonnets of praise richly compiled". 

t is plain sailing, but when he proceeds- to celebrate ideal beauty and 

6!/on the Platonic ideas of beauty, truth, time's disfigurement, body and 
fk5 -A húá 5k,s A, d-, 

our, vire are soon in as dense a mist as I TAI .ex plunges us into. When 

a poet advances to the really difficult icult denial of the reality of time, as 

:Sonnets CXXIII, CXäIV, and CX1V, we are in the darkest night. All that 

_t patient and loyal investiga.tor1 the late Mr George Wyndham could say of 

Buse sonnets was "They must once have been intelligible"., Here are terms 

mystical impert like "state" "case," "canopy," "accident," "idea.," etc. 

Ava the fashionable. fad 
' 

this discoursing on what Marston called. "The 

k' 

. 
}^° <, 

discoursing 
C tti^/[ 

4dless d s ". It was sufficient to show exterity in s ing the cheap 

* ords of Platonism. Clearness was not demanded; so in the poems which 

rson, Drayton and Shakespeare contributed to Chester's Love's Ia,rtyr 
h e221.ß ¿ k.ea.r e it isinrpossible to decipher: Shakespeare's is the densest 

rty was thus appalled 

That the self was not the same 

Single nature's double name 

:either two nor one was called. 

ge/ 

I 

Introduction to his Poems of Shakes peare, .page CXXVII. 
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Strafe that 
Shakespeare should have fallen a victim to such intellectual 

foppery' 

In the great Sonnet (LXIV) for example occur 

I have seen such interchange of Alate, 

Or stat; . itself confounded to decay. 

We are aware that words are being used in esoteric fashion. 

The theme of identity leads the poet into deeper bogs. His philosophic 

terminology is borrowed from others, from Spenser perhaps whose inn in 

r of H_venly BeautzL is steeped in Platonism, and perhaps Hoby's Çou.r±iex 

of to speak of foreign adaptations of that prevalent philosophy. He w,s 

&ááressing a special audience of wits who were read in the terms of the 

chool. The like mystical confusion is found every, where among the poets of 

his school, only Shakespeare seems to be denser than the rest. We must 

iew these sonnets therefore as exercises of the schools, and not expect too 
1.vveVy 

ch from them. HeAillustrates those philosophic themes from the real not 

shadow world, and here he is often extremely puzzling, as in the we l l- 

arm number XXIV. 

Mine eye hath play'd the painter, and hath stell'd 

The beauty's form in table of my heart; 

My body is the frame wherein 'tis held , 

And perspective it is beat painter's art. 

For through the painter must you see his skill, 

To find where your true image pictured lies, 

Which in my bosom's shop is hanging, still, 

That hath his windows glazéd with thine eyes. 

Now see what good turns eyes for eyes have done; 

Mine eyes have drawn they shape, and thine for me 

Are windows to my breast, where -through the sun 

Lelights to peep, to gaze therein on thee; 

Yet eyes this cunning want to grace their art, 

They draw but what they see, know not the art. 

of 

is an instance of that strane f asnlon, t "pathetic 

tics" 
the changes being rung on the byes :' . ... mcet 

414-C4Atee.B . Apart from that, note the confusion 
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pf 
egery in the Sonnet. A more involved conceit can hardly exist any- 

ore. - The Playing on the words frame and Pa_ s1ective, the poet's bosom 

sing the shop in which hangs the picture which is gazed upon by the friend's 
eyes and the sun. As Mr Wyndham says "This is a conceit with a vengeance, 

it doffs ,work _out. 
Shakespeare is not the only sonneteer who plays with such words and 

28ery. Drayton and Constable and Daniel have a good deal of this sort 
thing. There is also the enionatic use of the word shadow (which is our 

flexion) much used by the Renaissance Pa:tonists to body forth the Platonic 

onception of the idea.. Sonnet XXXVII shows a wonderful : 1 ..;_ ' ..ng of current 
h11OS Ophy and heraldry and trie ,,euphu i srm of the day), 4 4 it, m r it-( \ 

& /%rya,,` ...,.,,,,y h 0 h.c 

74,..4,;!"7" './6-r-vIelp...y...4, 

i 

As a decrepit father takes delight 
To see his active child do deeds of youth, 

So I, made lame cy fortune's dearest spite, 
Take ail my comfort of thy worth and truth; 
For whether beauty, birth, or wealth, or wit, 

Or any of these all, or ail, or more, 

Entitled in thy parts do crowned sit, 
I make ray love engrafted to this store; 
So that I am not lame, poor, nor despised, 

Whilst that this hadovit Both such substance give 

That I in thy abundance um sufficed, 
Any by a part of all thy{ glory- live. 

Look, what is pest, tat beat I wish in thee; 

This wish I have: then ten times harry me! 

n the plays he uses this philosophical comparison of shadow and substance 
a rood deal. He was fond of showing off his acquaintance with current 
ideas, out then he is equally keen in other fields of contemporary knowledge. 

l'n is is the Shakespeare that emerges from the Sonnets - a man expert in the 

Belerces of his day or at least having a gentlemanly hrowledge of them. 

ç 

he Stratford playwright was fit, to discourse with any fine. gentleman or 

niversity wit. The eith line of the Sonnet is pure heraldry. Drayton 

t 

Sven more openly philosophical. His sequence is called Idea, and he 

,resses one sonnet To the Shadaw. 

-1- 3°r Ah t,,7ae,c / ruq U 714, 

StwJt,,.1 t s 

Poth,s 

Z.i7y d L, 
0),)--)S-044, or 
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In such work Shakespeare loved to play on the ambiguous meaning of ,.cords., 

dot only in the Sonnets, but in the Plays too.- only in the Sonnets we get 

the concentrated essence of his art. A phrase for example like "the lines 

of life" in Sonnet XAiI , 9 -12. 

"So should the lines _of life that life repair" may man the poet' 
verse, or children (as Lowden conjectured) or lines of portraiture, or also 

1,-J4) 

(as Mr Wyndham suggested) lines of palmistry quotes the t Of 

Venice - I1.2.146. 
II'' 

mó4 
"Here's a simple line of life. "] 

the poet plays a good deal with the word "lines ". So he plays on the word 

and respect. - Cf. Love's Labour' Los . 

Cutting a smaller hair than may be seen 

Above the sense of sense; sp sensible 

Seemeth their conference. 
k (/ 

As to terms of heraldry, Mr Wyndham found the key to a good deal of this 
Specialised language in G-uillim's Lísxla cif e dr., 1610. Words like 
Farts, colours, intitulec, coat, field, accidents, achievement, crest, or, 

rich, blazon, was, etc. are played on interminably by Shakespeare every- 
r44 

t2re, but most curiously in the Sonnets. The Rape of Lucreeee has 

atoo, of and here Guillirn's book helps us to uncLerstand some of the 
ac's. - cf . lines 55 -58. 

When beauty boasted blushes , in de sp ight 
Virtu.e would stain that ore(= or) with silver white. 

But beauty, in that white i r it led 
From Venus' doves doth challenge that fair field. 

Plays are sprinkled with heraldic terms throughout. Allusions to the 
are so plentiful that some have thought that She'respeare must have 

erved in a lawyer's office. Cooler critics point but that his law is 

' }en faulty and that other poets are almost as allusive in this way.t 

everal books have been written on the subject, the latest ,by Mr 

ding the most, suggestive. 
%net Wail/ is typical, lines 7 -11. 

He learned but surety -1 ile to write for me, 

Under/ rk/f6A(o,. fxc,es : 4 /a 14. / Jet? 
9 

(41, e l 4 Co .,..y1 a, c 4ry 8-s /4.x, z, c,4 
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Under that bond that him as fast doth bind. 
The statute of thy beauty thou. wilt take 
Thou usurer, that put'st forth all to use, 
And sue a friend carne debtor for my sake. 

L 

Ore statute has its legal meaning. 

How Shakespeare's euphuism runs riot in these keen exercises in 

9 naissance "wit"!. For example in VIII.14, "Thou single wilt prove none 
explained by C )1) VI.8 "Among a number one is reckoned none" evidently 

contention of the arithmeticians of the day. In the pursuit of 

hakespeare's meaning the stuaent must track him through all the fads, 
fashions and serious follies of Elizabethan England - an incomparable 

aarcise i or the student of social mna hers , out wearying to the ordinary 

Nader. 

His method in the Sonnets was to take an image from a trade or art or 

rofession anc: pursue it through the f ourtDen lines, draping in various 
cmnical terms. He was never more in the court fashion than now. Several 

f _ is allusions are so recondite that at this date we can hardly recover 
1e meaning. A phrase like Í bore the canner in that terribly obscure 

sonnet (Number eXl>V) illustrates Mr yncham's remark - 

"Conremporary letters offer examples of such allusions to allegories, 
a anecdotes from the ancients, to heraldic cc.nceits, and to Platonic catch - 
rds, which are no less obscure than the like allusions in Shakespeare's 

erse." 
oky3a 

° douct c 
IL, literature will cause posterity some bemusement on this 

is 

core, but, one may think that we do not bestrew our verse or letters with 
i4e 

so much current jargon. Shakespeare and his fellows seem to seek 

riosity for its own sake. Professor Raleigh, impatient of the mere 

railel hunter says of the Sonnets "These poems are sonnets. There is 
°trlin8 else conventional about them except their critics ". But Professor 
air conventional . , . Asbury, wi-io will not oe accused of being conventional demurs. i 
Jority of the sonnet phrases, sonnet thoughts, sonnet ornaments are 

1110-1J coin of the sonnet realm, which had passed from hand to hand through 
talian, French and English." No form of the poetic art, not even the 

1t(,ral has been so conventionally decorative. Even the attack on its 
if iciality/ 



1artificialìtY became conventional. Sydney in his Fifteenth Sonnet says - 

Ye that do dictionary's method bring 

Into your rhymes runn ing in rattling rows 

You that poor Petrarch's long deceased woes 

With new -born sits and denizened wit do sing 

You take wrong ways. 
te,s 

Brayton and the later sonnets at least enlarge the sonnet themes and in 

iltcn it has become a trumpf as Wordsworth said. 

erhaps in the majority of the sonnets , one image taken f rom law or alchemy 

r letters, or ZEUS le or philosophy suffices. Sometimes the simile is a 

omestic one . But occasionally the image changes as in CXIV where it 

instances first the f latterer, then the alchemist and lastly the taster to 

king. 

The Lenin_ and Adonis is rich in the language of field sports and manege, 

:2ich Guiilim's "Display el_ Heraldry . . . . with his own aadcáyiat, çn. of 

lair irT th term of hawkin ' and huntir ," explains and illustrates. 

ch words are rouse, curvets, hoatla, p its,. cope, cry, mate, a.t a bay, etc. 

theatre and the law contribute to the imagery. The famous passage 

truing the hunt / lines 977- 9240provej Shakespeare's intimate knowledge 

f the field. 

CLIV, When he hath ceas'd his ill-resounding noise, 

Another flap- mouthed mourner, black and grim, 

Against the welkin volleys out his voice; 

Another and another ansaver hire, 

Clapping their proud tails to the ground below, 

Shaking their scr itch' d ears, bleeding as they go. 

'13 of course one of the proudest poems in the language. Despite the 

altn of Ovidian decoration, the atmosphere is brilliantly clear, objects 

ine sharply def ine d and nature closely ooserved. 

The technical .language of these early poems and sonnets is, as we saw, 

lained by s c a books as Guillim's Display and The Guide into Tonk2ues (1617), 

is hard on the young student that before he can master this poetry, he 

3t apply himself to these technical languages. He does not realise at 

list/ 
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first that the words random, cry, mated, etc.:., are terrnes de Chasse, but 

he had better plunge into this language right away, because it colours all 
the plays more or less. How is he to understand fully the second scene 

of the second Act of Ha ;11eí Without a slight knowledge of "Tongues"? 

Take the Lucrece. - Here is still some language of the field, but more 

heraldry and law. Mr Wyndham says (Poems of Shai{espeare, page 226) 

1'Thenever Shakespeare, in an e of te,c4nica,1 conceits, indulges 

in one ostentatiously, it, ':will always be found tht,t his a- parent obscurity 

arises from our not crediting him with a technical knowledge which he un- 

oouetedly possessèd oe it of heraldry, of law, or of l;hilosophic disputation" 

It may seem painful for us at, this time of day to have to puzzle out the 

fact that virtue's whit,g. and beauty's red produce heraldic Ar., and so 

erlain the line. Lucrece 56 - "Virtue would stain that ar with silver 

d iiiite" . 

The whole passage conTpris irk stanzas VIII to XI is steeped in Heraldry. 

Ix. But oeauty in that white intituled, 
From 'Venus' doves doth challenge that fa r f _field: 

Then virtue claims from beauty beauty's red, 

Which virtue gave the golden age, to gild 

Their silver cheeks, and call'd it then their shield; 

Teaching them thus to use it in the fight, 

When shame as sail' d, the red should fence the white. 

Other passages or words might be quoted to show how Siza:.espearee, 

fo11O'ing the precepts of the Pleiade, set himself to rifle the voaabularies 

of every brancj. of knovdedge. 

Stanzas XXIX and XXX, for example, 
X'rìx 0 shame to knighthood and to shining arms! 

0 foul dishonour to ;îßr household's grave, etc. 

xx Yea, though. I die, the scandal will survive, 

And be an eye -sore in mw golden coat; 

Some loathsome dash the herald will contrive, 

To cipher me how fondly I did dote. 

ale may think Shakespeare does well to express Tarquin'S disordered 
Preteens ions 



repens ions in terms of the conventions of chivalry. Such anachronisms 
Chaucer had Used them widely, and Shakespeare was 

But it is characteristic of the later 
not uripleas ing. 

piously Nell read in Chaucer. 

that he uses the very terms of the heraldic code, whereas Chaucer is 

;r; concerned with its spirit. Tarquin's chief terror that his "golden 

e" would be defiled by "some loathsome dash" seems to us rather comical, 

nsidering the height of terror raised by the poet. 
In CXIX he returns to the blot on his escutcheon - 

Reproath is stamp'd in Collatinus' face, 
And Tarquin' s eye may read the not, afar. 

re the mot is the motto on the scroll. 
Ivluúic is also used for the colouring imagery 

4- My restless discord laves no stops nor rests; 
A woeful hostess brooks not merry guests: 

Relish your nimble notes to pleasing ears; 
Distress likes cjaza when time is kept with tears. 

So I at each sad strain will strain a tear, 
And with deep groans the son bear 

For burden -wise I'll hum on Tarquin still, 
While thou on Tereus descant'st better skill. 

n snort there could nob be a better illustration of the art Du Bellay and 

pis fellows had in view than these poems. - The Ovidian graces and rhetoric 
're ningled every where with a diction and imagery taken from the arts and 

irofe. sions . 

The second scene of the second Act of a n14t has been mentioned as bein 

ore than usually stiff with such references. The letter to Ophelia with 

LS address "To the celestial and my soul's idol, the most beautiful Ophelia' 

id its close "Thine evermore, most dear lady, whilst this machine is to hirn 

unlet" is in the euphuistic vein. 
Then in the talk about the players Rosencrantz (11.2.331) says "there is, 

Lr) an Lazy, of children, little asá ., that cry out on the to. jp of questio , 

id are most tyrannically clapped for " .- 4 u t7,f ff<f 
04. L) 

t, 

I am but mad north-north-west; when the wind 
1is 

southerly, I know 
- .- es }w '4,l:tti laSl ('.0.rn,.Yl.,, .Í-f.t. Khtf,/i 10.1r_ w+a,,, evi,<" 4rc f 0)-e 1.4e,, 

I t, d .es -,-1 ( (/ Ih fl u< 2017 
1 



X- 
inst its authenticity chiefly on linguistic grounds. It is on this 

count an extremely interesting work. The conclusion we would arrive at 

that there are too many examples of truly Shakespearian expression for 

alto etrie r to rule it out , but that there are apart from the prosody 

nsive passages the phraseology of which we might state on oath is not 

'espeare's. The inevitable inference is that A Lover's Qom 1 ,,.in±. is a 

cot retouching. 

The poem opens 

From off a hill whose concave womb re- worded, 

A plaintful story from a sistering vale, 

My spirits to attend this double voice accorded, 

And down I laid to list the sad -tun'd tale: 

Ere long espied a fickle maid full pale, 

Tearino_f Wirers, breaking rings a- twain, 

Storming her world with sorrow's wind and rain. 

ss anyone suppose that Shakespeare wrote such stuff? From ()if a hill" 

must feel is not his; nor is "re- worded; for thougri Shakespeare was as 

;ply involved in poetic euphuism&s any of his fellows, he observes a 

taro congruity in his verbal extravagance. 

We suggest that the second stanza was Shakespeare's , and doubt if 

one but Shakespeare could have written it - 

Upon her head a plattoA i.ive of strAsi, 

Which fortified her visage from the sun, 

Thereon the thou 'it might think sometime it saw 

The carcass of a beauty spent and done: 

Time had not scythed all that youth begun, 

Nor youth all quit; but, spite of heaven's fell rage 

Some beauty eered throuji lattice of sear'd Aze. 

tone and phrasing and metrical turn of. this is Shakespeare's and no 

Article - Shakespeare's Lover's Cor 1 int ay J. W. Mackail in En Liss 

sso ti +pion Essays, Volume 
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a else's. 
Almost every significant phrase here could be fully instance 

m his other works, especially the "first fruits'. his is true of the 

t three stanzas, especially the fourth - 

Sometimes her levell'd eyes their carriage ride, 
As they did battery to the spheres intend; 

Sometime, diverted, their poor balls are tied 

To the orbed earth. 

ver we divide the honours, such as they are, of the poem, there' is nò 

uût that as a whole it is full of that "lavish honey" of phrase, and 

at preciosity of word which is the strongest mark of the erotic poetry= 

the age - "twisted metal amorously irnpleached," "sickly radiance," 

°Thies of affections hot," "amorous sport ," "watery eyes," " burning 

ashes," "swooning paleness," etc. But in passages like the following 

refuse to recognise Shakespeare's hand - 

Many there were that did his picture get, 

To serve their eyes, and in it put their mind; 

Like fools that in th' imagination set 

The goodly objects which abroad they. find. 

The diamond - why, 'twas beautiful and hard, 

Whereto his invised properties did tend. 

e ,triter of such passages had a certain cornmand over the peculiar 
raseoloy of the erotic school, but he does not display Shakespeare's 

,1 
y dealing with it. 

It remains to g:ive a very f ew instances of the poet's hard4dealing 

Shakespeare's vocabulary is ith ordinary as opposed to technical words. 

cnly vastly larger than that of any other poet but he presses more 

wings out of common words. Elizabethan English was more lax a -area+r-ge 

an modern. His contemporaries use words as he does, but he overtcps trier 

I in this respect. There are of course, objections to putting such a 

rain on the vocabulary as Shakespeare does. In inferior word -artists an 

itators like Keats the habit is often injurious . ivíat thew Arnold was 

reaps right in deploring the exarrfple of Shakespeare here, but all art 

NS/ 



e between the poles of adventure and restraint. 

The common word take. for example has several meanin s to-day, but in 

speare it is given several supernumerary meai-:ings, as in these instan( 

(1) take = charm 

Play'd to take spectators Winter's Tale II1.11.36. 

(2) take = infect 

And there he (the hunter) blasts the tree, and takes the 

cattle. Merry ÿ'ives of Windsor IV.IV.31. 

(3) take - pretend 

Take, you, as ' there, some distant knowledge of him. 

HeJ.alet II.1.13. 

(4) take - improve 

Come:, Warwick, take. the time. 

3 Henry VI. V.I.48. 

(5) take _ take refuge in 

For God's sake take a house. Comedy of Errors. V.I.48. 

(6) take - bewitch 

Then no planets strike 

No fairy tees, nor wit& path power to charm. 

Hamlet 1.I.163. 

ese are only some of the supernumerary 

sides these, there are numerous verbal 

tc., which further enlarge the scope of 

meanings of this word,in Shakespea 

formations like take , take off, 

'.fv VMM.Iti 

the word. Take is a good stee-e: 

f this enlarging power of Elizabethan speech. But most common words like 
1 

of make, breathe, know, just, jump, idle, hold, high, hand, hair, ground, 

ate, show, thick, frame, free, etc., those English monosyllables about 

fish so many hard things were once spoken , have an incredible number of 

ided meanings, most of than colloquial, but many no doubt of the poet's 

m fashioning. The ugly word lump, for example, is used in senses which 

have quite lost. 

(1) associate -r1 will not lump wi th common spirits." 
Merchant of Venice. I I . IX . 32 . 

(2)tally - "I`, jumps with my humour. 1 Henry IV. I.II.69. 

(3)- risk - "Jump thee after enquiry into your oven peril." 



(4)= concur - "Place, time, fortuna, do cohere and jump that I 

am Viola." Tvaelf t%i hi,ht. V.I.245. 

(5)- exactly - "Bring him jump when he may Cassio find." 

Othello. I1.II1.361. 

cols- 

Adjectives like t' ilk, rich, free, idle, etc. have an extraordinary 
rgement of meaning in Shakespeare. We all remember passages which 

positively made by the rare use of these words, e.g. 

(WCome thick night, 

"And pall glee in the dunnest smoke of hell." Macbeth. I .V.48. 

(2) "So forlorn, that his dimensions to any thick 

sight were invincible." 2 Henry IV. II1.II.268. 

(3) "In their thick breaths, rank of gross diets." 

Antony and Cleopatra. V.II.211. 

(4) "Say and speak thick (i.e. distinctly) 

Cym'beline. III.II.55. 

(5) "Night thickens; and the crow 

Makes wing to the rooky moor." Macbeth. III.II.50. 

h has been commented on by Mr L. ''. Rannie in the article on Keats' 

'erred to above. It is a word of great potency in English 

try. The ous example of Timon of Athens - 

Yet rich nceit taught thee to make 

vast Neptune g for aye on thy low grave." AO 

only one of many instances its rich use by Shakespeare. Rich here 

in Opposition to "ni and nature 

the reader understands of course that this is a quite boundless subject 

research and that we are only indicating its possibilities in the brief- 

A word like cl y y 1 se has peculiar implications 7 drawn some dra from music 

Nnreeing in a full and natural close, like music" Henry V. L.II.130), 

from arms ( "furious close of civil butchery" I Henry IV. I.I.13). 

is one of those common words with which the poet works his magic. 

t4Age is another of those words that the poet bends in all directions. 

oasis meaning of the word was still "foreign" as in - 
n 



"One of the strange queen's lords ". Love's Labour Lost. I11.I1.125. 

is a beautiful word and in Shakespeare:, takes on such meanings as un- 

telligible ( "this is as uncivil as strange" Twelfth Night. 111.1V.231); 

rant ("but thy fortunes are ?:nlearn'd and strange. Timon of Athens, 

111.56); distrustful ( "shy do you look so strange upon your wife ". 

swell. V.111.166)., etc. 

,adverb is also used with great effect and variety. 

Many words like table, pitch, figure, colour, chase, line, engine, etc., 

used with several meanings, some technical. For eaa :1e, :table. may 

as in the Bible, ( "written . . . . on the fleshly tables of the heart ") 

rely a surface for writing on. Or it may mean a game of chance ( "when he 

ys at tables (he) chides the dice in honourable terms" - Love's Labour's 

t, V.II.328); or again, it may refer to ralmistrr ( "if any man in Italy 

a fairer table. . 

Mr Ramie in the article on Keats referred to above notes how -the 

tic poet forces rare values out of words like rich, pale, cold, etc. 

ibly Keats learned the secret of this from the L+ li:,abet ans . Rich `I we 

ealready noted. The student will r4emeber: uses of pale in Shakespeare 

give equally rare effect. So Frith Q1á. - Cf. "The ç;Lld fruitless 

Midsummer Night's Dream I.I.73). 

But enough has been said to indicate the broad lines of Shakespeare's 

lino with words . We have traced Shakespeare's methods from the time 

according to Greene's dying reproach, he plucked other men's feathers. 

the did ;o, there is not the shadow ofd., a doubt. Spenser, Lyly, Marlowe, 
C D tr lrwú; . - cL Ib Ái, /7rt a t ,7 

ne, folding, all 'nim a rcûÿr of words and phrases. Mr H. C. 

. I shall have good fortune." Merchant of Venice. 

ln his preface to 3 Henry VI (Arden Shakespeare) has traced his borrow- 

' from Marlowe's word -hoard and shoran hew after Greene's diatribe in 

`, Sh dcespeare gradually lays aside the special tricks of the 1,2arlovian 

4dß 1ary, thou parts of it he retained throughout, .for Marlowe's thou,- p, 

ras80lorical habit came nearest to his own m4L4d.s. It is a curious 

Ctacle tris, the lifting not only of plots and situations, but of the 

o.lnir,s 
of phra.seolo8y. The Elizabethans had to trick themselves out 
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plumes of some sort. The idea thc_t they used language naturally is a 

taken one. They wee always on the hunt for new finery. Mr Hart 

is :- "As soon as a play was a success, the language seems to have become 

û,m by rote and common property amongst the dramatists, stored in the 

k of memory to be turned on tar. at will. Not everyone however had 

kespeare's memory, or his skill in adapting its stores. These scraps 

tiarlowe continually occur where it is obvious he had no hand Whatever, 

they are often used with a different sense and in a context that is 

rely Shakespearian. All of them did it. But as no one 

Needed as Shakespeare did, it seems more noticeable in him." 

N remarks arply more particularly to the three parts of Henry VI. 

t.it may generally be said that the great Shakespearian phrase is ori;in- 

y quarried out of other men's language which shows very clearly th:t 

tout the work of his ruder pre 6ecessors our greatest lord of language 

knave been sadly shortened of his great f ame lr 

The rhetorical - usin:; word. ord in .: 
g sç1- ;rinse - . tradition is carried 

q í3eaumont and Fletcher, especially the former. ' 1 robust age loves 

toric as a savage one loves noise. Shakespeare gave us everything, 

landid rhetoric, words which are pictures or gestures ever; cane, and a 

basant well of pure running English. And as Mr George Moore suggests of 

Uirl in, he used the whole language not a part. In that kind of 

. ish which we describe as a pure running stream of traditional English, 

teher is also a master - so is Lekker. We can as surely separate 

'oat's stiff brocaded diction from Fletcher's easier flow, as we can 

tinguish their differing metrics. These poets perfected their romantic 

oy working towards the French conception of the drame bier fait , but 

learned their speech from Shakespeare, and became so expert in that speech 

that often we feel the -pulse of Shakespeare beat in it, e.g. Bonduca 

L4. 

Is 

I have strum th 

Shot at me as 

Tumoled their 

Ten times a night 

e rivers, when the stars of Rome 

I floated, and the billows 

watry ru ins on my shoulders 

r 1-tered sides with 'pro f 

that he picked p rather wzimsical. 

i r ive power, gave 
M G. 1:31 Shaw's suggestion (Dark Lady of the SCnnuts ) expre ^ions by d on the Court is 
Litérary tradition, apart fprom his own vast inven- 
him all he wanted. 



is natural in a primitive age (which the Elizabethan was) to love 

tical rhetoric, but already in the younger dramatists, in Ford and 

usiner for example, the taste is extinct, or shortly to be so. The 

es are turning d =.: wn. Just as to -day we note the absence of distinctly 

tical phrase in our y oun er poets, so in these dramatists eloquence has 

in place to studied poignancy of the individual word; dramatic gestures 

510,7 painful words like the dropping of anguished tears and avoidance 
r 

,losad rhetoric is "the painted meat of smooth persuasion" as Ford e- Ce 

Broken Heart. Massinger's English is more restrained and modern 

r that of almost any poet of to -day. This may seem a strange statement, 

let anyone read The Great Duke of Florence, and decide for himself. Of 

there are Elizabethan fashions of speech, omissions of the relative 

.;e would not allow and old idioms. But the vocabulary is absolutely 

m. In this play we have found only one strange word - blushless 
,X 

lame( IV .1. ) ; suff ixe s are no t thrown about anyhow like the c lown' s 

in th_, circus to stick on any head. Let the reader peruse a scene of 

sin er and then a page of a modern poet who has lectured on the des ir- 

lk of being colloquial. He will be astounded at the erverse novelty- 
) 

till of ï.ir Abercrombie as compared with the Elizabethans blameless rage. 

let him construe a page of Mr Doughty's Mansoul and he will understand 

¿ aelé4,,hts or depths of dictional curiosity some moderns have attained. 

later Elizabethan dramatists are an excellent antidote to this modern 

ze. Indeed one does not know how to praise Ma singer's quality suf - 

lclently. The enclitics and stopgap phrases which mark the true MizabetHans 

s one along with the compounding mania and the lawless coining. The 

keSp3arian verbiage, senseless hearing up of epithet and that not have 

e 
in favour of the thing directly said, and done- with, and yet the graces 

1 

A Iew other oddities appear w-__ich would now be thought the mildest 
departures from colloquial speech, e.g. adulterate, tramontanes ( tranpra ) 

Jnse, censure l 'n the Eli ,abethan seise of opinion), courtship in the 
of oreeding), packing (collusion). 
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eCh are, on the whole, not starved. In short, we are coming nearer 

the 
Greek ideal of speech, though of course in other ways 

1 away from the Greek manner. 

Take the dubious picture of Lidia in Giovann:i's speech (III.1) 

I'll. give yoU, sir, 

As near as I can, her character in little. 

She's of goodly stature, and her limbs 

Not disproportionate; for her face, it is 

Far from deformity, yet they. flatter her 

That style it excellent; her manners are 

Si}ryle and innocent, but her discourse 

And wit deserve my pity more than praise; 

At the best, my Lord, she is a handsome picture 

And, that said, all is spoken. 

zany tastes, this will appear bare and prosaic, but what a relief after 

e Elizabethan excess and tortuousness. It is strange that people 

.-;'dsworth who selected Laniel for special honours in this kind, should 

unloaded some of their enthusiasm for neat and dustomary speech 

assirger and Ford. 

Further, it is clear from the example of these two poets, and even of 

rront and Fletcher 
1 

that the process which the Restoration is supposed 

:have rather violently inaugurated, whereby Elizabethan tumult and gaudy 
ess were repudiated in favour of standard and non- conceited sreech, had 

we are far 

set ini and had Lrvden in nis famous Bef erce of t?v gpllogue looked 

,Nose later dramatists - he does refer to Beaumont and Fletcher - rather 

$kespeare and Ben Jonson, he would not have been able to make out 
1' 4 

d seemingly unanswerable case as he does against the language of the 

''`edir. 
; apse. Not only is the more obvious swelling of language avoided avoided 

19 
77 

ssinEer and Ford, but all that difficulty with the,prepositionsand the 

t 

S11 particles of speech which is painful even in An.to_r_d Cleopat: 

got rid of . entences are no loner rcunced off with a stupid preposi- 
Çro and the sentences themselves are lucid and of manageable length. 

to smooth hence condensed speech, but also one may think, some loss 

1 
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per. Doubtless we praise here through feeling of surfeit with an 

leer more brilliant manner. In other words, the impulse towards formal 

villas for the moment exhausted itself. Neither in metre nor in 

Take will these ascetic .poets bend to pick up beauty's flower. If 

i, 

are quoted, it is for the dramatic poignancy of unrhetorical words, 

rr for the phrase itself. A grief, deeper than language can convey, 

thus hinted at, rather by default of rhetoric than rhetoric. At times 

times close to that grand sublime which Arnold imagined he saw in 

fsworth, like the well-known 

Sigh out a lamentable tale of things 

Done long ago, and ill done ; and when sighs 

Are wea.riee, piece up what remains behind 

With weeping eyes, and hearts that bleed to death. 

ra ter of brief mysterious words," Ford has been called, and at times 

. But he rejects easy beauty. Here are no Ovidian flowers, no 

! : =s from Euphues or Arcadia, , no poetic trifling. The Renaissance 

:,ite for visual beauty which first appeared in a filed and ornate 

arse here and there in Tottdll's Miscellany, Which tcck fire in Spenser's 

'.yen phrase and flared up in Shakespeare's great langua`e, has died down 

t ìjs rather sullen utterance of Ford'x. The Petrarchán graces are 

Except in the large draught he makes on legal phraseology, Mass inger 

'most flowerless. in his work there is no halting as there is often 

rd's. He can express almost anything clearly. But the rhetoric, 

glorious rant and the enchantment are gone. Here and there it leaps 

itfullyT. Then we are back again in::a rather grey world. Colour has 

The Elizabethan age is over, but in compensation we have a 

r.-o10 r, a sad lucidity, problem interest, and a feeling of modernity 

:casing which is cast at a low level and maintained at that throughout. 

George / 
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George Chapman indeed raises an eloquent voice 

against the tendency to plainness. In the Re'enge of 

Busssr D'Ambms he makes the vile Montsurrey say to Tamyra - 

Yet as worthiest poets 
Shure common and plebeian forms of speech; 
Every illiberal and affected phrase 
To ealothe their matter; and together tie 
Matter and form, with art and decency; 
So worthiest women should shun vulgar guises. 

which however may very well be taken as counsel to avoid 

grandiose no less than vulgar speech. 

We may see in him the carrying on of the Marlovian and Shakes- 

pearian tradition of great language. He stands a - 

tiptoe reaching out to such expression, but here and there 

he comes near to his masters despite a certain impediment 

in his speech, which modern critics have rather exaggerated. 

Dryden in a well known passage tells how as a youth he had 

been cozened by Chapman's grandiose style. In later 

manhood he found it to consist of "a dwarfish thought,, 

dressed up in gigantic words, repetition in abundance,, 

looseness of expression, and gross hyperboles, the sense 

of one line expanded prodigiously into ten; and, to sum 

up all, uncorrect English and a hideous mingle of false 

poetry and true bank/Ise." 

There is nothing like the zeal of the converted& 

We J 

Having in mind the language of his Homer, we are 

a little astonished at this outburst, especially 

if we compare it with the contemporary Tasso by 

Fairfax. 

Wm. Lyon Pb.plps , Introduction to Mermaid edition 

of Chapman p.29 -. "He is plainly tongue- tied." 
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' WO do not find Chapman so outlandish. It is true he 

cannot keep up his grand flourishes. They fall away into 

confusion. But his Shakespearian ambitions of phrase 

is not always vain, and at least his thought is always manly. 

Swinburne praised Middleton,, "This admirable 

poet" for his noble eloquence, of inventive resource, and 

suggestive effect, of rhetorical affluence, and theatrical 

ability." No one will deny that this dramatist has at hand 

a goodly range of vivid and even audacious images and 

phrases. His dealing with these has been called 'imperious' 

De Floreer angry outburst against Beatrice's suitors 

(Changeling 11.1) illustrates Middleton's abusive but power- 

:ful tongue - 

De F. I must confess my face is had enough, 
But I know far worse has better fortune 
And not endured alone, but doted on; 
Arid yet such pick-haired faces, chins like 

witches 
Here and there five hairs whispering in a 

corner 
As if they grew in fear of one another 
Wrinkles like troughs, where swine -deformity 

swills 
The tears of perjury that lie there like wash 
Fallen from the slimy and dishonest eye. 

Ugly enough -- and Middleton has a strong penchant for the 

grotesque - but vivid also 

The vocabulary of the Elizabethans cannot be 

adequately discussed here, but a brief indication of its 

striking and exotic features may be suggested. Something 

has 

dr 
Yet shall you see it here, here will be one 

Young, learned, valiant, virtuous, and full - 
mann'd 

One on whom Nature spent so rich a hand 

That, with an ominous eye, she wept to see 

so, much consumed her virtuous treasury. 

Or, more in the big Shakespearian manner - 

methinks the frame 

And shakers joints of the whole world should crack 

To sec her parts so disproportionate 

And that his general beauty cannot stand 

Without these stains in the particular man. 
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has been said on the subject in the previous chapter. 

The Elizabethans used the whole language, as Mr. George 

Moore remarked, and, we may add pwradoxieally, more than the 

whole language, for they lard their dramas with a great 

many foreign w ®rdsi chiefly classical and modern Romance 

words. There never was a time when English poetry -- espec- 

ially dramatic poetry - was s® avid of exotic and foreign 

. words. They are stuffed in in the most naive fashion., 

and are a sign pf high spirits and the delight in adventure. 

Perhaps the best way for the student to study this linguis -- 

:tic phenomenon is to begin with a book like Skeat and 

Mayhew's Tudor and Stuart glossary, and then pass to 

Foster's A Shakespeare Wordbook, He will not only 

discover a world of exotic and foreign words employed to 

built up the drama, but another subterranean world of 

colloquial and rogue words and phrases, hardly a trace 

®f which remains in the spoken or written language today, 

will impress him with the vast bounty of words needed 

for that great work,. The task of getting to terms 

with this vocabulary is therefore a heavy one, but the 
c ' =a 

student can obtain some sense of the matter,by studying 

a specimen dozen pages or so of the glossaries. Here 

for example is a page of Skeat and Mayhew (113) beginning 

with three or four Gr.e! kisms , Diacodion, diametral, diapason, 

etc. The first of these is apparently not used by the 

dramatists, but Ben Jonson, who is in himself a kingdom 

of classical and foreign words, uses the other two. The 

pretty / 
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pretty and fairly commonly used dlapred follows. .The 

page then illustrates in half a dozen Latin formations the 

difficulty and confusion arising from the endenizening of 

classical words in English. Here are Didacity - (raillery) 

Dic ion - (dominion) ; diffide in -- (distrust) ; diffused - 

(scattered). 

The difficulty was twfo ld - viz -What English 

form was to be given to these classical words ?' and. Whát 

meaning was to be attached to them,. for generally classical 

words were taken in with a slight twist to the meaning. 

The only continental word in the page is Diego (Spaniard), 

and it is characteristically used by Ben in the Alchemist 

:Our impression is that this is short-commons for the page, 

.and that the average page of Skéat and Mayhew will yield 

more than one such word. Then there are four words out 

of the total fifteen taken from that subterranean world 

referred to above, viz. Dich ( "Much good dich thy good 

heart,,"' Timón 1.2.73) which apparently stands for 'd' it you'- 

do it You: The Dickens : the dance. 

Dicker. : half a score 

Diery : harmful ( "with dreadful diery' dent ") 

This glossary confines itself to difficult words,and from 

its bulk gives an exaggerated impression of the strangeness 

of the Elizabethan and Jacobean vocabularies, but the 

student so constantly stumbles over such words , that 

the conviction is forced on hip, that only the most 

rigorous study will enable him to cope with this "God's 

plenty "'. His embarrassment rises chiefly from the three 

or / 

"And diapred like the discoloured mead" 
Spenser, 
Epith. 51. 



51. 

®r four causes noted above. 

(1) The difficulty of knowing in what form or 

with what sense classical words would ultimately be 

received into the tongue. For example note on p.211 

the first eiht words -- Intuse (bruise) ; Inondant 

(over - -.owing); Invect (to inveigle); Invent (find) ; 

Invest (enfold); investion (investiture); Invinoed 

(unconquered) ; Invious (pathless) . 

(2) The welter of continental words introduced 

and used generally only once or tw± e. 

(3) The mass of colloquial and dialect stuff 

pushing its head up from below, and now quite incom- 

:pr.ehensible. 

(4) Add to these the special technical lan- 

:guages amply instanced in this chapter, and we may 

wonder how the ordinary reader grinds through his 

Elizabethans at all. 

We are conscious that in this brief study 

of Shakespeare's language, we have dwelt on what 

used to be called his deformities rather than on 

his splendid and easy primacy among the poets. 

Of that we are all sufficiently aware. It needs no 

illustration. Further, we have not done more than 

suggest that his grammar and syntax are not our 

grammar and syntax. To explore the grammatical 

texture of his speech with any prospect of satis- 

faction in a single chapter.devoted largely to more 

obvious things., would be impossible. That i.s a 

task for the expert. The late Dr. Abbot gave us 

an / 
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an outline sketch of the subject in his book on 

Shakespeare's Cram ar now nearly sixty years old 

but Franz' exhaustive Shákesp -earë C}r'amznatik still 

remains the authoritative work. When we come to 

examine the restoration in the grammar and syntax of 

English poetic speech attempted by Swinburne., we 

may be able to refer to the subject more at length. 



CHAPTER IV (A) 

The tendency to discard rhetoric which appears in 

the later dramatists is even more strikingly seen in the poets 

of the new age. Two things chiefly helpM on the reaction 

against rhetorical expression -- the study of classical satire 

and the practice of it in English, and the new religious 

mood which regarded mere rhetoric as a despicable art, or at least 

a thing of the world to be laid aside by the self - mortifying 

saint. Who can think that George Herbert, late Publie 

Orator at Cambridge could not have garbed his verse in 

handsome language? Of set purpose he lays all rhetoric 

aside and writes in coolest, clearest, generally monosyllabic 

English, so that professor Grierson is tempted to call him at 

times 'stuffy' while drawing attention to the miracle of pure 

(gentlemanly English in such a gem as - 

"0 day so cool, so calm, so bright." 

There had been, we saw, conventional murmurs against Iglosinga 

rhetoric right through the Shakespeare age. Now the full 

force of the reaction is tom us. Donne rebelling against the 

whole technique sf the older school with all its grace 

and braveries, turns realist, and for a time cynic, 

and discarding the old glory of phrase essays to triumph in 

another and more difficult kind of beauty, than even Shakespeare 

had any idea of - a sort of troubled beauty. HO, was not 

at all tongue -tied, had not like 'Chapman, with his °polygonal 

L:i.ntatenes c / 
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1Ijntstones' s seeming impediment in his speech. That 

he could accomplish great things in the old manner and with 

the old fluent phrase is proved by certain beautiful 

things in the lyric kind. He consciously chose the 

obscure and tortured utterance for things darkly divined. 

He is often as far away from the lucidity and modernity of 

Massinger as the earlier Elizabethans. His language 

is often a,nni difficult, but not we think obscure in 

any true sense. Though he commonly uses an exce-ssively 

colloquial speech and uses it harshly, he does not do so 

like' Johssn , from any theory of being plain and customary, 

but rather because he found he could be more crabbed and 

energetic in homespun than in elegant phrase. The 

great Metempsychosis shows how he could blend this 

shrewdest native speech with sparse but striking coinages. 

In the 'furnace of his raging line', words glow with a 

strange incandescence. His learned inventions appear 

like strange sea monsters. The pregnancy of phrase 

which in another less passioned poet would appear as 

merely mdd and cryptic, strikes us with brutal force -- and 

it is force we seek from Donne. These qualities of 

language are reinforced by similar qualities in his 

metrical system and imagery -- the harsh obstruction, the 

abrupt pauses, the quick changes from tripping to running, 

and then to embarrassed and -impeded movement ( "rhyme's 

sturdy cripple "), Donne's powers rise to their true height 

in the Second' 'Anniversary ,, and xxxkxx as for his imagery, 

is / 



is that not often taken to be the most startling element 

in his style and does it not as often reach the lowest 

limits of the bizarre or grotesque as it sometimes touches 

the highest mysteries of thought . Here in the great 

Second Anniversary' is as gruesome an image as any to be found 

among the dramatists, and here in the earlier satires he says - 

But as an itch 
Scratched into smart - - - - 

- ]amts worse ( Sat . 1V 88 -90) 

HE is not averse to words like 'itch' (cf. p. ) 

Or again his morbid imagination strikes out this image 

And though his face be as ill 
As theirs, which in old hangings whip Christ, 

still 
He strives to look worse. (ib. 225 -7) 

Donne is not however such a strange monster to those who 

have marked the tendencies of the poetic drama. His rank 

and sweaty imagery is often found in Shakespeare, and those 

who come nearest to Shakespeare, and his tense, cryptic speech 

is often parallelled in contemporary drama, in Middleton 

for example who shows the same daring for brief moments. 

Such various / 

Has the reader noticed how of tep Donne uses the 

simple words and, but, as só?. They are almost 
keywords to his art: 

Lines 9- -11 "As sometimes in a beheaded man 

_Though at those two Red Seas which freely 
ran 

One from the trunk, another from the head" 
etc. 

Execution again gives him an image in Satire 1V - 230 

This ghoulishness is characteristic and will 

revive in the early Romantics - Coleridge and 

Shelley. 
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powers they are! Here is a line which Professor Saintsbury would 

veto call the greatest in English religious verse. 

These hymns they issue may increase so long 

As till God's great venite change the song. 

the famous - 

f 

Herpure and eloquent blood 

Spoke in her cheeks and so distinctly wrought 

That one might almost say her body thought. 

Nan there is that greatest of deathbed passages which describes the 
Ì.(J GVek 

;tic's ecstasy contemrta of death to the point of madness. 

Think then, my soul, that death is but a groom 

Thich brings a taper to the outward room 

. . 

Think thee - laid on they death -bed, loose and slack, 

And think that but unbinding, of a pack 

To take one precious thing, tray soul, from thence. 

Think thyself pa.rch'd with fever's violence; 

Anger thine we more, by calling it 
Thy physic; chide the slackness of the fit. 

1 familiarity of word and image in the face of the last mystery of our 

)g is surely remarkable, and yet we may venture to say that no ora.lsoo 
_l 

,'gre has elter outmatched the dark solemnity of these lines . 

The older critics used to quarrel about Donne's art. De Quincey 

ed of the "diamond -dust of rhetorical brilliances" strewed over his 

sional verses. Gilf illan talked ruefully of the "spilt treasure" of 

genius, Since Professor Crierson's fine and scholarly edition of the 

rh h ̀ í, 
, orinion has settled to the view that i Lnne markska new aesthetic, a 

risint_ ly modern aesthetic. The Petrarclïtn fineness and smoothness 
rudely challenged. The curve of beauty is everywhere indented. The 

3d and jagged edge is displayed.. Purposed cacIphony rules . - Not 
o 

a rnoo_ern would defend his obscure and extravagant conceits, preEnart 

aese often are with mystical thought. People might be found to -day 

kuld regard the description of the Apple in Eden "Prince of the orchard, 

es the dawning morn, Fenced with the law, and ripe as soon as born" 



as tolerable. The admiration for Blake and the 

Jacobean mystics has carried us a long way on the road 

to the city of Beautiful Nonsense. In any case, 

we are agreed that Donne coined even his grotesque 

phrases by excess of power. It is perhaps not so 

much in his rebellious and powerful phrase as in 

his imagery and his "not keeping accent" that Donne 

seems so fftrange a creature among the late Elizabethahs. 

As we have seen, Shakespeare himself steadily, progresses 

towards realism, and away from mere curvilinear beauty. 

It is the wit reflected in Donne's phrase that strikes 
11 

us mosl, and his "sensuality aerated by a brilliant wit& 

to use Professor Grierson's phrase. He exploits the 

lower rèaches of the tongue, and of course observes no 

'rules' of poetic diction. He is harshly elliptical. 

With all his profoundly original imagery, he is on 

the whole G, monosyllabic poet. - 

HUME Holy Sonnets, No. X1V 

B ter my heart, three-person'd God,. for you 
A.,. yet but knock, breathe, shine ,nd seek to 

mend 

That I may rise and stand, o'erthrow me,. 
and bend 

Your force to break blow , burr.nd make me 
new. 

I-,. like an usurped town; to another due, 

Labour to admit you, but Oh: to no end: 

Reason, your viceroy in me,_we should defend, 

But he is captived, and proves weak or untrue; 

Yet dearly I love you, and would be loved 
fain, 

But am betrothed unto your enemy. 

Divorce / 



Divorce me, untie, or break the knot again_; 

Take me to you, imprison me; for I 

Except you enthral me, never shall be free 

Nor ever chaste, except you ravish me. 

is teasing out of metaphors taken from civil and military- employments 

s thorou $ly Elizabethan. It is the method of the Sonnets. Harmony 

L ne eschewed. He is not the poet of grateful reverie. His barriers 

o music are set up everywhere, either in the shape of con nas or ,parenth.esis 

sets us a veritable hurdle- race. " 
Progress of the Soul - VIII. 

Yet no low room, nor then the greatest, less 

If , a.s devout and sharp men fitly guess, 

That cross, our joy and grief, (where nails did tie 

That all , which g luzs was all everywhere 

Which could rot die, yet could not choose but die). 

.cespeare's Phoenix verses similarly cryptic and philosophical. 

:.like the Fletchers and other Jacobean religious poets, Donne is content 

tith 
the language as he finds it. He coins little, because he had made 

discovery that the powers of the tonfue in its lower reaches were ample 
i 

u.L1 for such a póet as he was. And how modern he can often be 

A sudden still 1a._xid -wind in that self hour 

To sea -ward forced this bird that did devour 

The fish. 

I 

or The free inhabitants of the pliant air. 

,L 

why further illustrate the genius of such an artist. If proof of his 

',ery of the common eloquence of discourse is wanted, ti,le Sermons will 

,.ish it aoundantly. People have now abandoned the theory that Donne 

Chapman suffered from an impediment 

forceful and inharmonious, 

gs is roved in every page 

For an explanation of the 

. t to the rise of class ica ± 
..F 

1 ,,((L. 
0nua ( L4s,c r úv. (evS /1.XK1) Pi./ftJ A. 4 ..?e 

t, í7l 5 . ,,k_e s fu..., ./w r» A ¡, 
c jr 4 ch n 4 v., ti¡S 1 r e, w k fric. 

- 

In Es 

of speech. He chose to be rude 

but that he could 

he wrote. 

be the oposite of these 

1/ ties 
Jacobean turning away frcm rhetoric, 

satire . Such , o rk as Hall, Liars ton and 



the early Donne were engaged in, could only issue in a challenge to the 

rhetorical- poetical school. It has been remarked that those English 

imitators of classical satire, carry the f rankness of that colloquial 

,.ird 
boyond the limits of civility observed by their antique models. 

Terribly obstructed are Donne's own satires by the harsh caesural 

auses which divide the blocks of his flinty language, and by the difficulty 

°constant and violent ellipse. Add to this the wealth of allusion new 

Naal, and now after the manner of the time, fantastic, and we have a series 
r 

l 
f poems which for perversity vie with anything in Browning or Meredith. 

";he seeking for classical concinnity and classical order adds to the 

àifficulty of these pieces . Satire Iv - 

My mind, nor with pride's itch, nor yet bath been 

Poisoned with love to see, or to be seen.. 

I had no suit there, nor new suit to show, 

Yet went to court; but as Glaze which did go 

To mass in jest, catch'd, was fain to disburse 

The hundred marks, which is the statutes curse, 

Before he 'soaped; so't pleased my destiny - 

Gu i l ty of rrry sin in going - to think me 

A_s prone to all ill, and of good as forget- 

Full, as proud, lustful, as much in debt, 

As vain, as witless, and as false as they 

Which dwell in court, for once going that way. 
LK L I\(CL. DOhht 

.u3 is from the satire he imitated Horace's famous satire on the bore 

tits colours are far more sombre, and the flinty words come dropping out 

1 painful contrast with Horace's easier speech. The desperate misanthropy 

;f the late Elizabethan age, of Donne, Marston, Hall and Ben Jonson, demands 

ugliest vehicle of words and rhyt m. Beauty has fled and healthy- 
! 

zdedress. So far as their satires are their own, and not imitated from 

classical satire, these writers a=ile diseased. It is the most painful 
61 tica 

i 

o v 

'loci of our poetry poetry to contemplate, and it has not the c hartaiJle cloak 

ich 
Charles Lamb fling round the Restoration drama. The general moral 

'''round of a species of art may be evil, and yet by regarding it as a 

'njen Lion/ 



Irconvintion (as Lame did 

it. The moral -1.:,;4;22.g.zi- for purposes of 

tional, but, if the evil is rubbed into every ugly lord 

-, lasig 'Y).-kay 

k. --P art- be 

'3 hopeless, and no plea of convention can save the work from being 

u1sive. It was however in this hateful school that Donne learned to 
' 

.E,,f2d4 

the language so that the veins stand out. Later on he becomes more 

3perately allusive,, and more fantastical in his imagery, but also he 

,Ilows himself more covering of words, is not quite so much like the 
'3tful )1 DYlLe h. t7:t.e 

It is a pleasing exercise for enthusiasts to explain away the obscurity 

their admired author. They say that Browning, outside Sordello, is 
e really obscure, that Meredith is not so difficult once you have mastered 
i$ thought. Obscurity may be in the subject-matter (in which case it is 

vanial fault), or it may be in the style, in which case it is a damning 

;It. Tik\In Memoriam is often chargeable With the lather kind of 

curity. We should like to maintain that Donne is obscure in the former, 
1.3$ criminal way. Men the reader's mind has become stored with the vast 
,..a,ratus of scholastic and contemporary allusion which is the scaffolding 

:Lonne's poetry, and when his mind has become sharpened to expectation of 

eient transitions and hazardous ellipses, he then 'begins to -perceive that 
erie has a miraculous power of plain logical speech. The Elegies, for 

1 

htxample, being rather bare of the vast conceits we find elsewhere, show 

Ls sift to perfection. 

tre "masculine persuasive 

ieces. How cold a poem 

rasing read more plainly 

r the 

that of Restoration drama) we may ce2.e.--) tolerate 
-kr68)0e4, 

regare.e.,,a as 
A 

and image, the case 

Indeed we may doubt if any poet has spoken with 

force" than Donne does in those powerful teneblo1.7s 

of the first order for passion and powerful 
than the famous Jler XIIIHis Parting fromeaer 

Elezr on his Mistress, or where is a tale told in more lively and 

orderly fashion than the Tale of a Citizep d his Wife (111eQr XV)? Here 

re no hazardous ellipses - everything, words and syntax. included, are: as 

rderly as a tale by Met Prior. And yet what a passion throbs in these 

Productions and what a triumph of picturin..- and dramatic words! 

Mistress. 

When I am gone, dream me some haTpiness; 

Nor let thy looks our long-hid love confess; 

Nor/ 



Nor praise, nor dispraise roe, nor bless nor curse 

Openly love's force, nor in bed fright thy nurse 

With midnight startings, cryins; out, 0! 0! 

Nurse, 0! ,fir love is slain; I saw him go 

O'er the 'White Alps alone; I saw him, i 

Ass ail' d, fight, taken, s tabb' d, bleed, fall and die. 

or His Parting from Her 

Was't not enough that thou did'st dart thy fires 

Into our bloods, inflaming our desires, 

And madest us sigh, and blo, and pant and burn 

And then thyself into our flames did'st turn? 

Was't not enough that thou did'st hazard us 

To paths so ambush' d round with household spies 

And over all t y aus zd's rerin s 

Inflamed with t.i' ugly sweat of jealousy. 

In th irieces and in the lyrics the powerful poet grows civil, adopts a 

reglar, flu .or, d rhythm, and uses the monosyllabic diction as only 

the greatest masters can use it. There is no obscurity here. On the 

oontrary, we submit (and not only with reference. to these great things). 

that few poets have had Donne's insistent lotiical cle, in dealing 
u/Á10, - mys %cal 

pith hard and pregnant matte,r. He 11C7 L sees i s `J ~ n 

did Vaughan and others of that school. His schoolrmen's . i in lo'ic 

forbids him to be really obscure in the actual presentation of the matter. 

le matter certainly is frequently densely obscure. A poem like the 

Lectu_pon the Shadow is as clearly unfolded as Love's Lecturer could 

e it The Logician in Donne at every step insisted on at least 

grammatical clearness. Even the Progress of the Soul, which is often 

spoken of despairingly, has a rigid enough s. /stemloverlaidt though that 

0o with a tangled web of difficult allusion which only an acquaintance 

itfi scholastic thought can make really clear. insistence But of the ins i ,,enc., on 

lOEic and syntax - crabbed syntax often - there is no doubt. 

Yet nor low room, nor than the greatest, less, 

If - as devout and sharp men fitly guess - 

That / 
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That Cross, our joy, and grief - where nails did tie 
That all, which always was all, everywhere; 

Which could not sin and yet all sins did bear; 
'Teich could not die, yet could not choose but die - 
Stood in the self -sane room in Calvary, 

Where first ;drew the forbidden learned tree, 
For on that tree hung in security 

This soul made by the Maker's will from Tutting free. 

Ilo doubt this is difficult, a criss -cross of parenthesis and complex 

syntax, but it is quite logicll,; set out. The last four lines are 
ubscure only because we may be iE.norant of Donne's peculiar philosophy. 

Indeed this prevailingly logical cast of Donne's mind dominates his 
çoetry as much as the "metc-: r; .l." quality. We often talk of the 

Suettssful/ 
school ; f. ool of Dryden as if they irs , e _ . . x art of reasoning in verse. 
3ut what of such passages - and they are numerous - as this in Donne's 

Fro;ress of the Soul XI. 

So fast in us Both this corruption grow 

That now we dare ask why we should be so. 

Would God - disputes the curious rebel - make 1 

A law, and would not have it, kept? Or can 

His creatures' will cross His? Of every man 

For one, will God (and be just) vengeance take? 
rlkr 
an English syllogisrns run clearer? Dryden sat at Donne's feet, though 

'of course he later turned away from him and other "darlings of my youth ", 

fo 3..t( 1 of 
snd we may assert that he learned the syllogistic method in poetry from 

5 
o1e No, it is rather Herbert and the vaguer mystics who are obscure. 

pith all his mysticism, Donne is a logician in verse, and when we have 

learned to expect such harsh ellipsis as we find also in Browning, we 

(liscover that his relentless to °Teal drill bores tlrou;_n any ha-rd rock. 

h 



of the language of the metaphysical school as a whole, 

Professor Grierson says "If purity and naturalness of 

style is a grace, they deserved well of the English lan- 

:guage, for few poets have used it with a more complete 

acceptance of the established tradition of diction and 

idiom. There are no poets till we come perhaps to 

Cowper, and he has not quite esoaped from jargon, pr. 

Shelley, and his imagination operates in a more ethereal 

atmosphere, whose style is so entirely that of an 

English gentleman of the best type, natural, simple, 

occasionally careless, but never diverging into vulgar r 

colloquialism, as after the Restoration or into conven- 

: ti onal , tawdry splendour as in the century of Akenside 

and Erasmus Darwin." He goes on to compare a passage 

from Gray with one from Herbert. Gray seems to be the 

whipping boy in such comparisons. professor Grierson 

attributes the movement towards vernacular English to 

the work of the satirists, Marston, Hall and Donne himself 

in his youth. But if the metaphysicals show a 

complete acceptance of tIle established tradition of 

diction and idiom, it is generally at the expense of the 

literary traditions. In so doing they hark back to 

the example óf Chaucer, but if Donne is to be taken as 

their alma great exanplar -- though Herbert's art 

is fundamentally different -- we cannot so easily concur with 

Professor Grierson's view of the "purity and naturalness 

of their style."' tyle . "' 'pure and natural' Donne's diction is, 

$6 

but does he,often display Chaucer's colloquial ease? 

Herbert(of ten does so. Natural diction and even idiom 

is not enough to give the air of colloquial ease. If the 

language is choked and impeded by parenthesis or the writing 

of word order or by violent ellipses, as Donne's is, we 

cannot el,scribe to it the natural ease which is Chaucer's 

peculiar merit. 
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It is not our rurrose to dwell long_ cn , , other famous masters of 

this school. We cannot hoever, neglect them a.ltoee ther if for no other 

reason than that some of our most promising moderns have gone to school to 

them. Even Masefiela, frank Chaucerian it laces, has now and then a 
a.144 «.rtfu.t 

learn of something, a pre iant4s irnf riclty of language concealin 4 a knotted 

thought which recalls no one so much as Tonne or His succe,. sors , or Blake. 

In the dark womb where I began 

My mother's Hie e made me a man 

ThrouL a all the months of human birth 

Her beauty fed my common earth. 

I cannot see, nor breathe, nor stir, 

But through the death of some of her. 

If the grave's gates could be undone 

She would not know her little son, 

I am so grown. If we should meet 

She would pass by me in the street, 

Unless my soul's face let her see 

1 sense of which she did for me. 
l 

c.-214 C. L. I1I.J 

We had better abandon for the moment the name metahys ical , and talk 

Dr Courthore does of the .School of Poetiçjl Wit. This school had 

venal sources of inspiration. We have already alluded to the astonishing 

v.e of Sylvester's Du Bartas, and its influence on Milton's earliest things 

d on his Paradise Lost. Its wretched taste and verbal buffoonery do not 

ird us to its occasional flashes of something like insrirationp, but its 

¡Ps, runs and paradox-Ps in the end turned to the injury of the next genera - 

m of poetry. We can only say, however, that it helped on the inevitable 

universal tendency to wit, and no doubt Crashaw would have written his 

t tasteless conceits, had neither Sylvester nor Du Bartas ever lived. 

ie' 
'.re.nslators were helping towards the same end. Admired master of the 

wage /. 
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language of Spenser as he is -j,. amplifies the coil efts of Tasso 

beyond the bounds of decency. Dr Courthope who r ,s sougnt, ;'s deeply into 

the origins of this strange growth compendiously defines it. as "The artistic 

resolve to elaborate a single spiritual paradox; to polish it into the most 

perfect form of which it is capable, to illustrate it with every variety of 

Wig,; to adorn it with metaphor, and to approach it from a number of 
X 

different sides unti] its poetical substance is exhausted." 

reader may add "and long after it is exhausted ". Perhaps 

not on 111411 gaud ground when he imputes the trop. ical growth of this sort 
Swt.e 

The inpatient A 
s 1 

1 

ul.cd 

the writer is 

of wit in English poetry to the desire for licence, political freedom being 

dead. We may ask when precisely 11 

the 'rent drama ran to dialecti , and 

i been .4 1 ive :' But the age after 
efAve 

this usually oarren exerciser happened 

in poetry to flower into our astonis..ing metalhysical school. Wit social, 

unit theological, and philospphical and wit classical usurped the stage up 

to the Restoration and beyond it. For the moment we must confine ourselves 

to the language. but this is no great deprivation of liberty, since the 

i 'r immediate t of the _, the la,e is .the immeala, mirror o t.le s, iritr,l tendencies of trig scnoG . 

Ir, t lis case it is true "Wit's words wisdom bewray." 

Surveying the Whole fielc., we may say that the movement seems to mark 
A 

the almost dramatic rejection of fine language. Hence Coleridge could 

with justice remark that whilst they expressed the most elaborate thought 

in the simplest vernacular English, the poets of his youth - and his modest 

repentance in his edition of 1797 proves that he would include his own early 

'forts - employed the most gilded language about little or nothing. One 

`?:c.et at the entrance to the school is an exception. Giles Fletcher's 

iris +.'s pea and Victo L. is sprinkled with the large sort of coinages 

which Milton afterwards imitated in his Epics - disparagonea, displored, 

eru 
red 

i 

emparadised, distained,empu.rpuled, etc. He carries on the 

Spenser traditions, guile eis brother P_lineas , ú.ltnou rl ais subject in T le 

ale Island mig,at have tempted him towards monstrosity, is singularly 
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"neat and customary". He rather finds iris account in the lover realistic 

language. 
It may be allowed that these writers are hardly "metaphysicals" 

in the true sense. They are not of the school 6f Bonne, and only oc- 

casionally show any gleams of the new poetry. They are of the school of 

Spenser. In Spenser we sometimes found a heap of small language thrown 

at us - "so as they were 

tnird chapter. This we 

uses the four words 

not let" etc. - instances of which we gave in the 
L Vr7 wAtrc 

f indh sri the true met4phys ical s , as where Donne 
-X" 

or all, it, vzu, or and that these can Is. - which is 

eniona till the strong nerves of this piece are revealed. In the case of 

Spenser such ugly cubs are the effect of ungirt work, in the school of tone; 

rather of rugged compulsion, of search for brevity at all costs. Enigma 

rules innsuch monosyllabic stuff as we often find in Donne - 

"if half ten 

Belongs unto each woman, then 

Each womn may take half us men; 

Or - if this will not serve their turn - since all 

Numbers are o .d or even, and they fall 

First unto five, i omen may take us all". 

The science of numbers thus desperately reduced to verse teases most 

readers to distraction. Where is now the beautiful and langorous dialect 

of Spenser,where is even common sense? But every now and then corns in 

onne the lovers full phrase, the romance of a far-journeyed and sensuous 

eye. 

or 

or 

r ' this helps to allay the indignation of the unregenerate reader, 
who 

Thou shalt not peep through lattices of eyes 

Such life is like the light which biùeth yet 

when the life's light is set. 

Her pure ana eloquent blood 

Spoke in her creeks, and so distinctly wrought 

That one might almost say her body thxought. 

r.e / 



loves logic in verse but coldly at any time, and least of ail when it is 

drilled through the solid rock with such persistent force, involving 

mountains of labour by its obscurity and involved syntax. 

We can, if we like, select half -a- dozen or so ti,-pical lines of the 

neodlassic school of verse, and submit that the mass of that verse can be 

reduced to these generic types . Such mist be 

Sunk in Thalestri41 s' arms the nymph he found 

Fuy 
A,,.,( er what they left me, ain.ce they left rn 

Grief aids disease, rernember'd folly stings 

Who conquered Dature, should preside o'er wit 

Blunt truths more mischief than nice falsehoods do 

Nor praise;-nor blame, the writin s, but the man. 

The caesural pause is the chief instrument of differentiation here. 

The same is not true of Donne's verse because his voluminous variety 
verse 

forbids, but there are distinct /formularies - 

We can beginnings but not habits choke. 

And make nis lite but like a pair of beads. 

Be then thine own home, and in thyself dwell 

(Inn anywhere). 

Love either conquers or but meets a friend. 

A. quintessence even from nothir. less. 

The new philosophy calls all in doubt. 

t is curious to note that many of his typical lines are echoed by typical J 

eoclaJsic lines. Often these occur in lines together - 

He kept his loves, out not his objects; wit 

He did not banish but transplanted it; 

Tau.grit it its place and use and brought it home 

To piety which it doth best become; 

He showed us now for our sins we ought to sign 

And how to sing Christ's ep ithalam3T . 

e or two of the separate lines above are early neoclassic in their tone. 

Ydeal echoes them in many a line. 

T'h i 
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This curious correspondence between two such diverse schools of .writing 

leads us 
to the conclusion that the application of pure logic to ideas in 

verse will naturally fashion out these molds, and that when Donne's mere 
A.74 

tureulerce 
and passion and curiosity are exhausted the neoclassic it will 

be upon us. His prevailing mode of language is similar to that used by the 

best practitioners of virile neoclassic verse - the shrewd vernacular, only 

he uses it with ten times more pregnancy, and with a certain elfish turn 

hich was far from the aim of the explicit neoclass ics . But they are, 

respite the rage for classical lucidity,often as obscure and elliptical as 

tonne, in trying to be epigrammatic and logical. They of course do not 
l . 

allow themselves the luxury of a word of vertu such as he very often in 

tree magiloquent fashion of the day allows himself. Nor dofthey indulge 

love of "mean" and painfully harsh language, his do's and did's and 

go's, which a_Tear in greater profusion in Cov ley, the last of the school. 

But without stretching the comparison too far, this we may say, that( 

the movement towards plainness which is the true boast of the virile neo- 

classics was begun half a century before the Restoration. In Donne it 

is cryptic harshness, in Herbert it is a smoother reed but the language is 

Rven more monotoned. The frequent glancing lights and incandescent glow 

Uf Tonne's great language have cooled. Spiritual exaltation and Christian 
l 

uioi1i-.y have effected this. They have "checked the blood" of rhetoric. 

:d this lowering of the blood was communicated to Vaughan, who writes to 

S(Chsh/A, 
rbert after seeing T 

h 
errple 

Lear friend, whose holy ever -living lines 

Have done much good, 

To many, and have checked my blood 

My fierce wild blood that still heaves and inclines 

But is still tanned 

By those bright fires which thee inflamed. 

¡poetry which does not celebrate Life, but rather breathes the most ardent 

onterrp,t of it, might seem fated to sterility. But the history of religious 

oetrY 
ï rom Latin times down, has proved that this mood of renunciation 

may 

Ior the poet as rich a vein to work as passionate acceptance of life. 

4 theme Lite is Loss looks unpromising and likely to end in violent 

`fox/ 



paradox 
or a 10 heartednass which would cool poetry below the level of 

inspiration, but it soon apicears that genuine, though often morbid, 

emotion 
can make a way and reconcile us to mountains of paradox. Fur, t raer, 

Ae soon perceivevhat the euphuistic paradoxical manner invented in the 

lisabeth2.n age is at least as well fitted to express the morbid :Hoods of 

the nrld- :Teary religious as it is to express the pagan loves of mythological 

characters. And the adoption almost from the start, certainly from South - 

wall, of an ascetic phraseolog7 helps to make this poetic mode as effective 

and poignant as ar_y we have record of. The religious mystic would seem to 

j almost of necessity thrown back on the meaner and baser elements of 

speech. Southwell's The Bard?. 7. Babe, quoted by Dr Courthope, demonstrate.z 

the community of poetic interest existing wrong the true religious in all 

"As I in hoar/ winter's night stood shivering in the snow 

Surprised I was with sudden heat which made n; heart to glow; 

And lifting up a fearful eye,. to view what fire was near 

A pretty babe all burning bright did in the air appear." 

Iris, it will be conceded, is the mood and language of Blake in his sirTler 

Amer. The childish vocabulary, syntax and inversions are part of the 

liner, and proceed direct from the mood of renunciation which inspires this: 

art. This movement is of especial interest coming so soon after the 

3accessful attempt to give English the elevation of Renaissance art. It 

semis as if the English rmrstics said - rhetoric and finery are good enough ire./ 
'or poetry which celebrates the in ecorous loves of myrtholo,r, a language 

f: ()an of word and bare of fine imagerry is alone fit for the songs of Sion. 

'ut they did not find that the paradox and word-quip were to 
be rejected. 

4r did they find that the. contemporary habit of drawing illustration from 

'rery trade and occupation was Unworthy. On the contrary they revelled 

in this, especially if there were a touch of rudeness in the analogy. 

The movement being, despite its prevailing asceticism, 
broadly but 

,r ly ritualistic, we find that certain selements of Christian 

nrshil are elevated. 

r.tirin a, dove, fire, 
The words altar, priest, ho 't, love, cross, Lord, 

sacred words 
law, become in some f:o,ems of tie school sacred 

along with all the gords describing the 
-4,--E-4-,i- ) 1 

'& 
bloody circumstance of the Passion 

thorns/ 
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thorns, nails, cross, spear, whip, blood, etc. But we 

will look in vain in Herbert for those ecclesiastical words 

of august sound and import which bestrew the pages of 

Francis Thompson whose poetry has been well described as 

a row of lights before the altar. On this side some will 

think these writers, especially Crashaw, rather morbid. 

persons who have not the gift of religion often t ke'a. 

strange distaste for the "literature of the blood." 

But in recompense there is in writers of this school a 

good deal of that Biblical satisfaction in the fruits of 

the earth described in lines like these - 

Fat soil, full spring, sweet olive, grape of bliss, 
That yields, that streams, that pours, that dost 

distill, 
Un.tilled, undrawn, unstamped, untouched of press 
Dear fruit, clear brooks, fair oil, sweet wine 

of all. 

It matters not that these things are only images of 

Christ's sweat. To the non -religious this will appear 

offensive, but the student soon realises that in a school 

of such exmruciating imagination any elemental thing 

is liable to be analogised out of existence. 

Apart from the actual painful and quivering 

language of the Cross, some of these poets revel in a 

purposed meanness of word and phrase to describe themselves 

in their unregenerate condition. In the next century 

Dr. Isaac Watts, of doubtful fame, could say - 

Lord, I am but a lump of earth. 

So another asks "Why, what are men, but quickened lumps 
of earth ?" 

And Herbert will admonish us 

Look on meat, think it dirt then eat a 
bit 

And say withal -- "Earth to Earth I commit" 

(Church Porch, XXII) 

T6re is much of this in Donne. Poor human nature and 

its / 
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its fleshly garb are as ruthlessly derided as is the 

fine Platonic conception of love. These poets out -do 

each other in the abuse they heap on the flesh. 

Doubtless the idea of the indestructibility of the 

regenerate soul, the "one precious thing ", compensates 

somewhat. The poet's gaze is earnestly turned 

to the moment when the soul will "Shake off this pedantry 

of being taught by sense and fantasy. "' So Wordsworth 

in a later day reviled "the eye, the most despotic of 

the senses" and yet he is the instigator of a movement 

which meant essentially the rediscovery of the sensesL 

Herbert, more than any other, stript his 

Muse of the more conventional graces. He will use 

with curious virginal effect words like box, cheat, 

tools, cupboard, step. Romantic poetry and meta- 

:physical had this in common that in certain moods 

they articulate the innocent babblings of childhood. 

In'the case of the former, the instigating cause 

is the reaction against a prolonged period of intellectual 

poetry;, in the latter the cause is self- abnegation and 

the humbling of learned pride. But the effects 

are similar, and this is the reason why Wordsworth 

found rest for his soul in the Jacobean school which he 

could not find in the intervening age .4- 

With all his plainness of words, Herbert 

is / 

4- Vaughan's Retreate for example. 



:here underwrites evidently has the modern meaning. 

He can be very prosaic, scorns to avoid prosaism indeed 

g. This loss springs chiefly f rom our education 

(Porch XVII) fi 
'e is full of chest, trunk, box, cupbcarci, car. (for liquor), glass, cup. 

It used to be remarked of Newman that in his Oxford sermons he attracted 
;en by showing a shrewd acquaintance with worldly pleasures and not 

.retending ignorance of the real world. There is something of this in 

rbert. . 
Withdrawn from rue world, he makes all worldly occupations and 

rubies, pains and pleasures administer to his ruse and the effect is often 

uaint in the extreme, as where he sings - 

The rnerrie ;world did on a day 

With his train-ba,nds and mates agree 

To meet together where I lay 

And all in sport to jeer at me. 

.t is this combination of childish syntax and utterly simple phrase with 

' ibty" but homely analpgies which make him the greatest of English 

religious writers , and a model for Keble and Trench. 

No reference is too homely for him, and the more august, the 

.J casion, the more domestic he becomes as in Anta%lon. 

Some may dream merrily, but 7 ri-len they wake 

They dress themselves and come to Thee. 

Ereater contrast to -.Francis Th i;TÎson, who exploits the most august and 

oflGrous lan Jage of the Church i can hardly be imagined. Herbert is a 

'reasurtr of idiom of a sort we co -ld hardly have imagined could he used 

n poetry. It was an age of homeliness, but somehow we take it from 

erbert more readily than from Cowley or L'Avenant. 

Both heave and earth 

Paid me my wages in a world of mirth 

I scarce believed 

Till grief did tell me roundly, thL.t I lived. 

?Then I got health, Thou took' st away my life, 

And more - for my rienas 

a '7 
l T f L / 
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My i,a_and_ec e. was lost, a blunted knife 
Was of more use than I 

Thus thin and lean, without a fence or friend 
I was blown thorough with every storm and wind. 

Such is the power r of the quality we call "quaintness " . that we relish 
such things where ordinarily we find them offensive. Was Herbert quaint 
to his OM day? His age was rich in idiom, much of it rather clumsy. 

exploits it all, clumsy and other rise. Never c .sica; though he 

¡rote Latin verse, he wanders between almost imbecile simplicity and 

the enigmatic as where he .says - 

Wine becomes a wing at last. 
But this is the way with most mystics . Their sayings are either dark 

or childlike. The Church Militant, Britten in the heroic couplet, is 
en amazing treasury of "witty" expression. 

Plato and Aristotle were at a losse 

And wh,_ =el'd about again to spell Christ- Crosse. 

Prayers chas' d syllogisms into their den, 

And Ergo was transformed into Amen. 
-3 

tierbert is the purest of the school, but perhaps Vau. ian is for our special 
study even more interestin,;. His intelligent notion of his art is con - 

"e :ed in his lines to ,... Páilips. 
Where langua.g1,s, and accents rise 
As quick, and l- . ;_sins as your eyes 

The poem smooth, an6 in each line 

Soft as yourself , yet sç_i line 

Where no coarse trifles blot the page 

With matter borrowed from the age. 
one classical spirit is more marked in Vaughan. He hardly reaches 

Rerrick's curiosa fú 1- icitas of phrase, but he has classical concinnity amid 

jail his welter of words, and here and there actual cla: sical phrase can be 

Picked out. But what amazes the reader is the verbal richness of the 

oi1 he ploughs 
L, 

'nose passages ags 
C1rCiï. G all ce. 

But% 

up, and his dexterity in turning it over, especially in 

where, of ter {',he fashion of the age, he brood S over 70 C-T- 

-I-- "Vaughan - -- is a far less neat and finished 
artist than H rbert" Grierson (Metaphysical 

Poetry XLV) ,É but hia has more -- crowded matter, is 
more frequent and attempts classical Methods 



But thou (for after death I shall be free) 

Fetch home these bones, and what is left of me, 

A few f1ou - ¡ers give them, with some Balme, and lay 

Them ills o. ne suburb-grave hard by the way, 
And to informe osterity :rho's them;, 

This sad inscription let my marble `!ware, 

Here lyes the soft -smil' d l ;çurex of LIL , 

Whose envy'd did his oven ruine prove. 
But thou. ( who e r thou bees t , that passing by 

Lendst to this sudden stone a hastie eye) 

If e'r thou. kneJ7st of love the s`rreet dise,as.e. 

Grudge not to say, May Ovid rest in peace! 

'I .This is a richer world trìan Herbert's. Ingenuity in the use of the wide 
loser reaches of the tongue can hardly go much further. True we rnus t 
judge the language "harsh" , if our tongues find, as they must, bees t, 

lendet, knewst , ungrateful to the "palate fine". But this is character- 
istic of this particular kind of art , as are also the frequent formal 

parentheses. It is this blending of capalhonous elements with 
n 

c assica,l 
felicity which arrests us, and of course the wealth and colour and the 
mfailing element of surprise in this low featured language. How much 

of this precious coloi_ ring did the English poetic language surrender ir: 

the next generation to the doctrines. of the glib neo- classics! One is 

not sure that Vaughan is not the richest treasurys of native lung age of 

that age. And when, owing to the example of Herbert, he `.zrns from man 

to God', and abjures the tainting arts 'With all their softe , kinde arts 
d easìe strains': how sure he is in the use of that finer language of the 

Spirit! 

How do I study now, and scan 

Thee, mo re than ere I stu dyed man 

And only see through a long night 

Thy ed s. nd 1-he b rderi : -r li_1 t! 
Like Shelley, he is attracted to this w_ite li,_ht (a Platonic notion) as 

!moth to the candle 

I/ 



fair. 
language used by Shakespeare in his fairy pieces and by Drayton. 

trimmed is the hedgerow English of I\yr hidia trimmed up in garlands gay and 

for ever lovely. 

Strip her of spring-time, tender- whirrmring maids 

NON Auturnne's come, ahen all those flowrie aids 

Of her celayes must end; dispose 

That lady -smock, that pansie, and that rose 

Neatly apart; 

But for prick -madam, and for gentle- heart, 
And soft -maiden's -blush, the bride 

Makes holy these, all others lay aside. 

I t is the earth-god who sings material joys. ird-.1 s r do we hear 

1 an's mystical nusi Herrick's singing robes, negligently y worn, 

äre yet more girt up than Vaughan ' s . We are pasing away from Donne' s 

perful and craggy speech, thour we are still prevailingly English, and 

monosl,, flab is , and though the cacgphony of English inflections and con- 

tractions is not avoided. We hear also in Herrick snatches of the 

powerful Shakespearian language as 

Their marry v e rtu. e s v o lun 'i' d up in thee 

or 

Dry your sweet cheek, long drown'd in sorrow's rain. 

and we notice long with his classical .--,races how he loves to place 
ey 

oeutiful alLI.s .mil words in his monosyllabic lines. 
J 

Seest thou those diamonds which she wearer 

In that rich Carkanet; 

Or those on her dishevell'd haires 

Faire pearlas in order set? 

See where she comes; and smell how all the ,sreet 

Breathes vin yards and p omgranats ; 0, how sweet! 

,5reet" is on of those unusual words like shop which occurring in an 

ideal context give a pleasurable shock. So Spenser used it in the 

?thala.nion. l' eau 
f.,, c s each r The rnir 1 in.- of ceremonious and .,..; .. ,1 ,1;.,. ical speech 

Ait,2 quaintest folk words is one secret of Herrick' s ,-.4. 

_I-We do in The White Island and other 
things. ... 



Next, when as thou s ee' s t 
The candid stole thrown o'er the pious priest; 
With reverend curtsies come, and to him bring 
Thy free (and riot decurted) offering. 
All rites `'well ended, with faire auspice come 

(As to the breaking of a bride -cake) home; 

Mere ceremonious Hymen shall for thee 

Provide a second Epithalarnie 

(Julia's Churching) 

Before the press scarce one co'd see 
A little ; ee bin' mart of thee. 

e is not the first poet to use classical words in their original sense, 
in The Cloud 

Seest thou that cloud that rides in state 
Part ruby -like, part candidate. 

(Cf. candid stole above) . 

r of the Morris- dancers 

Yet with strutting they will please 

The incurious villages. 
t he is the first to do it deliberately and with art. How far beyond 

e Dryden of Annus miräbilithe is here, and how he understands the art 
f interposing a sudden imposing classical word in a simple setting. 

But that eternal poetry 

Repullul,Ition gives me here 

How sweetly flows 

That _ldu_ef_ction of her clothes. 

Clear was the hearth, the mantle larded yet 

Which wanting, lar, and smoke, hung weeping yet. 
T-- 

d then the joyous or poignant phrases 

That brave vibration (of Julia's dress) 

Bear small as comfort, deal as chri?. 

rely one of his own "luckie fairies" directed his pen. There is nothii 
ite/ 

47-see Dryden p. 
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quite like it in English poetry, though we notice 

despairing emulation on the part of some of our 

neo-Elizabethans today. 

In conclusion we may say that no age of 

English poetry has exhibited more of curiosa felicitas 

in dealing with the lower. parts of the language. 

Their subtle divination of the just qualities of 

homely word and phrase is beyong praise. When 

we look to what is to come by the successive stages 

D'Avenant,.Cowley, Dryden, when we see the dancing 

fairy words of Herrick and the powerful phrase of 

Donne translated into their metallic or base language, 

we know that the first great romantic age is over. 



C_ 
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25 a. 

Of some of the later or lesser Caroline poets we must 

say a little because oertain of them afford examples of 

the most eccentric use of language. Professor Saints - 

;bury had indeed cause to make merry over such verbal 

Oddities as we find in people like Nathaniel Whiting., 

Indeed an interesting thesis might be written on the 

extraordinary lingual caperings of these lees and dregs 

of the school. Every school in its sad decay offers an 

interesting study in 1 

h ode 
inte y language, but mere , we are safe to say, 

does so well illustrate the immediate connection between 

diction and the dwindling inspiration of the schools as 

that now under review. We need not speak of Henry King 

and Thomas Stanley and the others who follow fairly 

closely on the track of the great metaphysicals. They 

seem - especially King - to echo now Herbert, now Donne, 

while in Cl aveland, all the sluices of language are up, 

from rogues language to fine classical. In a poem like 

The MiXed Assembly, the Lotion¡ rich in its disordered 

flow, is a regular gaol -delivery of words.. Witty, it is 

but prevailingly low. It is indeed the language of 

the embittered, almost foul -mouthed faction.ist and pamphle - 

teer and points the why to Butler's Hudibras .. The 

pregnancy of the words he used in those card- castles of 

wit which are, so much the réductio ad absurdum of the 

metaphysical method as to half induce the feeling that 

he is burlesquing the style, was admiringly remarked by the 

editors of Clievelandi Vindiciae in 1677. "And now 

instead of that strenuous masculine style which breathes 

in 
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avoids or cannot rise to the happy 'concerted' language 

of that lyrist. The conceited or inflated turns of 

speech which are so well mingled with the homeliest language 

in the famous To Althea, and which nobody would -- to us6 

Jo on's expression - 'wish away', are rarely attempted 

by the modest poet, and he does not very often or very 

aptly use Herrick's trick of dropping a gold word metropoli- 

;tan into a simple setting. His pages are on the whole 

free of learned words.- At the same time he is not 

altogether lacking in that verbal felicity and quaintness 

which is a hall mark of the school. But he has less of 

it than the others and this unremarkable nature of his 

language had perhaps something to do with the neglect into 

which he fell. professor Saintsbury is no doubt right 

also in ascribing the similar neglect of Henry King to the 

fact that he too trod the middle way and leaned to no 

extreme; and yet belonged to a school of poetry which in 

some ways lived on extremes. But there is more liveliness 

in him than in Stanley and, this is reflected in his 

language, which does not like Cleveland's dazzle with 

curiosities or the monstrous, but is of that neat and 
/er 

customary kind recommended by his master Ben Jonson. He 

has something -- a great deal - of Donne's dramatic energy and 

something of his crabbedness occasioned usually by omitting 

articles and particles where he can, but he avoids obscurity, 

and he is not over conceited. His long Elegy upon 

Charles the First is a sort of pamphlet in verse which 

anticipates Dryden's early political manner. In its 

language and logic it is very close to the political prose 

of the time. 

Charles/ 

Nature, igngrant of this 

Strange antipexistasia -- 

Would heY falling frame admire (Snowball) 
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Charles never endured the Truth which he profest 
To be unfix'd by bosom -interest. 
Bold as Jeho,rophat , yet fcp.ro' d to fight 
And for his own, no unconcerned right. 
Should I recount his constant time of prayer 
Each rising morn and evening regular 
You'd say his practice preached, 'They ought not eat 
Who by devotion first not earned their meat' 
Thus Hezekiah he exceeds.in zeal 
Though not (like him) so facile to reveal , 

The treasures of Godes House, or His own heart, 
To be supplanted by some foreign art, 

From this survey the Kingdom may conclude 
His merits, and her losses' magnitude; 
Nor think he flatters or blasphemes who tells 
That Charles exceeds Judea's parallels. 

The diction and what we may call the logic of this piece 

come near to the satirical manner of Dryden. In such 

verse - and there is much of it - King is clearly deserting 

the metaphysical tabernacle. And yet the style is not 

prosaic in the bad sense, - at least not more so that 

Dryden's verse is. Good writers in the new Restoration 

style contrived to use the diction and logical structure 

of political prose without being chargeable as a rule 

with actual prosaism. Cleveland had shewn the way in 

The Rebel Scot, and other things and Dryden may have taken 

more from him than from King. But Cleveland has more 

of eccentricity in his diction and much more of the conceit. 

He is much more ragged in speech and if we must own it, 

livelier and more readable. Indeed he is one of the 

masters of the lower regions of language. 

But Nathaniel Whiting is, so far as diction is 

concerned, the complete clown of the school of Caroline 

poets. Allowing for the satiric undertone of his Albino 

and Bélama, we must still think that its uncouth jargon, 

with never a gleam of genuine poetry, puts itAluite out of 

the pale of letters, unless we like to regard it solely 

from j 
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from the point of view of literary history, in which 

history the curiosities and even monstrosities have a 

place as well as the positive achievements. Professor 

Saintsbury tells us that Whiting for all his extravágance, 

triviality, and so forth, has occasionally an odd gift of 

phrase and instances - 
u 

Pandora was not treasured up in faces, and N. W. 

has certainly a faca1ty of cleverish phrases,. 'But, such 

lines as 

The Thracian shepherd was a silly ass 

or The sea -born planet popried out her lamp 
And t'see herself outshined by her, did rage. 

It is not only that his vocabulary is like that of 

Herbert, for example, low-toned. It is indeed in words 

applied by a detractor to L'Estrange's language - "a mean 

and flippant jargon" and the meanness and flippancy, is 

attained by use of those truncations of words and vulgar 

ellisions which mark the journalistic prose of the late 

seventeenth century,' especially in translation. 

Sh'as many trulls, like Menelaus' wife 
And she such light -skirt things for chaste ones sells 

The connection between Albino and the prose novel of the 

next generation is not a fanciful one. The modern 

reader of Albino is also strongly reminded in respect both 

of general tone and language , of the works of the Leigh 

Hunt School, of the Tale of Rimini for example.. . No doubt 

the resemblance is due to the influence in both cases of 

the satirical Italians of the school of Berni. Whiting 

is not at all 'metaphysical' in the narrow sense. He rather 

belongs to the amorous conceited school and has not a little 

of the Sylvester manner, especially in treating of 

Pagan j 
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Pagan Mythology. Even Spenser and Shakespeare were 

often ridiculous in their reference to Dan Phoebus and 
-r 

his cast.. Sylvester uniformly degrades the old 

deities.. But what of Nathaniel Whiting2 

curled tapers of the firmament 
Did cease to twink, but gazed with fixed eyes, 
In their own orb refusing to be pent 
And strove to lepp upon the lower skies; 

Nay, did o' the second air like comets lang 
To dart their crisps at beauty's only sang 

The sea -born lane t p popped out her lamp, 
And tQsee herself outshin'd by her, did rage - &c.. 

No doubt there is here an echo of Shakespeare's language 

- - -- twink, spang, crisp. 

Professor Saintsbury says of the first line quoted, 

(it) "is not exactly contemptible, I fancy". perhaps, 

but it is very much like Sylvester, and like those early 

psalms of Milton's when he was of that school too, and 

talked of the "froth- becurled floods 

But enough has been said to show that this 

eccentric poetaster affords a valuable study in the 

poetic language. As he is the last we shall name in the 

Caroline school, we should point out that he has his roots 

in the older and more barbaric styles in vogue at the 

turn of the sixteenth century, when Marston was giving 

Ben Jonson cause for uneasiness, and that he also seems 

to point forward to the spate of vulgar and often unclassable 

English of the writers of L °Estrange ' s time. But he 

never by any chance comes near the real 'metaphysical' master 

in their powerful but decent use of the lower reaches of 

the tongue 



CHAPTER V. ¡Alton (1) . 

We need not here ego very fully into the nature f 

Milton's vocabulary. The late Professor Masson adequately 

--)erformed this task, so far as mere colour and weight of words 

is concerned, in his essay on ilton's Versification and 
414 

Language, pre_'ixed to his edition of Poems. His conclusions 

on the subject o-._; Milton's Versification.- the most difficult 

of prosodic subjects - have not been so widely accented as 

his remarks on the Language, which in the present writer's 

opinion are generally s )und. 

Whilst for the moment we do not speak of the actual 

Miltonic Vocabulary, it must be insisted that the versifica- 

:tion itself has hardly had more important results in English 

poetry than has the word-coloration. For disciplinary and 

imitative purposes Shakespeare has had far less ostensible 

influence on poetry than Milton, though we note Mr. :iddleton 

Murs,y's opinion that the Miltonic manner was exhausted by its 

originator, 
` 

and led imitators into various ou1S de sag, whereas 

Shakespeare's was capable of continued adaptation. It may be 

i 

that this is a compliment to the greater poet's unapproachable I 

art. Less artificial, less of an artist in the school sense, 

4. 

S-lkespeare has despite all his9l.ots and errors remained a 

vast tradition of cosmic perfection. On the other hand _;ilton's 

art 11e-6-nearer the surface. A very lare part of trie 

activity of succeeding English poets, specially in the 

century was given up to imitation of this art, now on the 

linguistic, now 

Speaking of the 

on the prosodic side ,generally with poor result. 
ici ç.. aft fi4 ,n M,Zto.. 

we find,,as in no other poet quite ^o 

distinctly, different strata of language; now it is the lovely 

colloquial / 



2. 

(úkC Lt.) i class,(42 

colloquial Elizabethan, now it is the ample and soaring lan- 

guage of great rhetoric. In the eighteenth century imitators 

we find the unaesthetic school of Thomson, Granger and Dyer, 

adopting the cumbrous latinised style, - employing it, as 

Milton often does too, on mean matter, so as to be ridiculous, - 

without having the genius to wield it properly, and the result 

in their didactic or episodic poetry is not good. On the other 

hand the aesthetic Gray and Collins, rejecting the bow of 

Ulysses cull from the minorjor Elizabethan poetry a great deal 

of that early loveliness of language! which earned for it the 

name of Doric -ipsa mollities- delicacy - and the result is on 

the whole ,good. 

Milton's progressive classicism is noted by 611. His 

roots are in the Elizabethans , but he refined on their efforts 

with the touch of classical delicacy which is for ever aF,sociated 

with Lycidas and L'Allegro and Il Penseroso. The rise in 

what Professor Masson called musical density of syntax, from 

those early choice things to the style of the epics, is great. 

This mi;ht be accounted for simply as the difference between 

the styles oof lyric and pastoral poetry, and the grander epic 

muse. The Ciceronian density of syntax is at its height in 

the early speeches of Paradise Lost. The difference between 

prose oratory and the eloquence .f impassioned verse war not 

so clearly defined at the Renaissance as it is now We may 

also conjecture that the example of the great prose models of 

the age - Taylor, Browne and ..Jilton himself -- had in the inter- 

:val between the minor poems and the later, fully matured in 

Milton's mind, though by the time Paradise Lost appeared, a 

very different order of oratory prevailed. Here and there in 

tlae/ 
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the earl poems a dense enough block of verse can be found, but 

not until he discovered the ordonnance of the verse paragraph/ 

did the poet indulge much in this Ciceronian vein. In other 

words the art of the early poems is it nediately based on the 

choicer side of Elizabethan poetry, but we think more so in ' cA: 
rse 1t of its language than of its metre. In descri ing this 

lan ;uege as harsh , Johnson. was simply following sit Dryden's 

full -dress attack' on the language of the Elizabethans. He 

was especially offended by that added touch of the cryptic and 

classical, that seeking after splendour and Illusiveness of 

diction, which he found in Gray's imitations of Milt n's lan- 

:guage. But he does not remark that Gray is but Milton 

played on a thinner reed. Johnson is quite consistent in his 

censure of the two poets. Constat sibi may be written over 

his most censorious remarks .ere. His neo- classical theory 

demanded that language should be first all clear, and then, in 

Ben Jonson's words 'neat and customary'. Both poets offend 

in this respect. They are not primarily concerned with being 

clear and plain, but with being artful. 

In Milton then that process, which, we noted, starts 

in the poets of Tottel' 's Miscellany, that toying of the 

'barbarian' with concise and artful modes of expression, has 

reached its height. There will be nothing. f :r it after him, 

but to begin unloosing the language once more, and that will 

mean working in the direction of plainness and calling a spade 

a spade - always a dismal process for the artist, and especially 

dismal in that age before the moderns had mapped out a new 

aesthetic and discovered how to attain beauty while repudiating 
r 

the rules of rhetoric-and without departing from the colloquial 

speech. / 



 

speech. The downward process from the excessive artfulness 

of a Milton to the plain style, is marred by the rout-of 

tasteless and vulgar stuff, both in prose and verse t- t the 

closing seventeenth century displayed. Gray in the eigh- 

:teenth century and Tennyson in the nineteenth tried once more 

to impose classical artifice on the Enlish tongue, and! -for 

themselves; -with fair success. So long; as the classics are 

the staple fare of our schools and Universities, there will 

always be poets of the first class who will lean to 

and rhetoric unenglish though-the practice may be. For 
ik k s Lsetirc 

that matter we might say that art is unenglish. The obsour- 

:ity arising in such poetry from imitation of classical 

brevity will; if not excessive, be pardoned by the classical 

reader. It is. not so obscure to himiand it reminds him of 

cherished .and beautiful modes of expression. Milton is one 

of the poets who is addicted to a favourite range of words. 

As Mr. George Moore would say, he does not, like Shakespeare 

and. like Kipling1 use the whole language. This as a rule 

will generally be true of artful poets, like Milton and Gray. 

Gras's vocabulary is very restricted, as must be kn the case 

w tk a poet who held that the language of poetry is never the 

language of ordinary speech. It ispart of their artifice 

so to restrict the vocabulary. The same is true of Shelley. 

Milton's general vocabulary is big enough of course, but he 

recurs again and again to a favourite range of words. 

Professor Masson gives a long list of such words. With such 

a subject as Paradise Lost we are not surprised that the 

changes are rung so often on words like, earth, Heaven, orb, 

saint, and a host of other like words. Neither in Shelley's 

case / 



case, which is almost more marked in this respect, certain 

words and types of words havin{; an irresistible attraction 

'for him, nor in Milton's1 is this practice very injurious, but 

in the long run it justifies a qualifying element in our 

praise of them. There is almost a hint of hypnotic sugges- 

tion in these favourite words. Certainly the attraction 

(Ng ,f Shelley_'oi such words as payen, pavilion, wove (and 
all the family of words which sugest patterning or irterweav- 

:ing) is very remarkable, though we may think that a habit 

shred by such poets as Milton, Shelley and Tennyson, t-nd we 

, can hardly be ah seas one. It ..°. i .. 

is different however in the case of a second. -rate poet like 

Davenant or in a translatorSof Pope's Homer, or of the Aeneid, 

or perhaps *William Morris whose Earthly Paradise bears 

strong evidence of fatigue and carelessness. Fatigue is 

first shewn in the diction. Where a poet, especially a 

translator, is anxious to finish his task, he finds the due 

selection of happy words an intolerable business, and slips 

back on easy reiterated phrase. The work rapidly becomes 

lifeless Epic poetry because of its sameness of subject, 

and its vastness of canvas, will always be liable to sink here, 

under a load of indifference and fatigue. Davenant's ondi- 

:bert is an almost grotesque example of this, the more so as 
r2al 

the reiterated phraseology is of a bane nature. How such a 

work could gain readers in the age of Milton, would be a problem, 

if we did not remember that every age shows a tendency to 

cherish second rate and vulgar idols. 

Whilst it is perhaps a false standard to measure 

poets by,, wealth and variety of vocabulary are generally safe 

guides / 
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guides to a certain degree Of power. We cannot remember 
d L..e2L_f 

/ many cases of p or writers endowed with a great vocabulary. 

Poverty of vocabulary or careless use of a great one - such 

as Dr. Courthope alleges against itr. Kipling. - is a sure 

guide to second -rate talent. The wretched vocabulary of 

D..venant who wrote in an age which had been usina or attempt- 

: ing to use "the whole l gin: uawe" and not only so, but ambit - 

:iously extending the language e on all sides,is a in of his 
poverty as a poet. His !ondibert has all the ri ns of the 

a,ge especially in its eccentricity. Although it is packed 

with the base technical language business end the counting- 

house, it is a meagre language. In Morris' case perhapit the 

reiterated and - in places - 'estricted language is merely a 

sign of rapid and careless workmanship. Elsewhere he dis- 

:plays wealth enough of words and in the Siçurd and his 

translation of the Aeneid , goes far beyond the tolerable in 

his fashioning of a new language taken from old English Epic 

and other sources. In part also ',orris, love of certain 

words oft -repeated may be related directly to the curious 

conventional symbolism of the Pre -Raphaelites. When we 

find t ee words, wan, din, pale, gold, fine, fair, etc. 

occurring; constantly, ,,Je feel we are in the presence of as 

marked a convention as the weird and ugly blondes the Mother - 

:hood loved to paint. 

AS for Davenant , since we have mentioned him, - and 
ove 

he is extremely interesting as the last links in c- chain - in 

his pursuit of iletapbysical Wit "the soul's powder" as he 

calls it, he ransaclls Heaven and earth for figures and diction. 

In Gondibert, which is not a very long epic - too long never- 

: the less ! - he ' rings the changes on elemental words liked death, 

life, nature , sun, heaven, while fale and court occur incess- 

ant ly / 



incessantly in this very political poem. So public, 

statesman, council, rival, office, usher, surveyor, party, 

monarchy, the vulgar, - in short the language of political 

science ,which is to colour the poetry of Dryden and his age 

is already appearing. 

There is a curious modernism too in the use of 

certain words, eg: - the word modern itself, science, elements, 

polemics, politics; private and public are frequently juxta- 

posed and of course all the language of Trade and. alchemy are 

here. Gondibert is more interesting as a study of words 

than as a poem The student will probably regard it from 
A h 

this point of view as *,-4---4--ke vulgarisation of tiffe 

vh ! 
language of epic, so marked,a,re ahe inroads of business and 

modern jargon. Dryden's Annus Mirabilis is strongly marked 

by this sort of language. Hardly a long poem known to us so 

shamefully reiterates a restricted phraseology as does C} ndi- 

:bert , and the character of this language indicates the nre- 

:ooeupation of the coming age with state- business and the 

ledger. For epic poetry the language, copious and various, 

is of paramount importance. Unless a poet has a vast stock 

of words he had better not begin. Perhaps Davenant's failure 

to carry the poem bey on, : the third canto is to be atttibuted 

to a feeling of monotony produced by this reiterated range of 

words. So Keats was unfortunately discouraged from going on 

with Hyperion. It was, we know for sure in his case, purely 

a muter of weariness induced4by his Miltonic imitations. 

We have spoken of (}ondibert because it must have been in the 

mind of anyone who should hazard the epic strain in the years 

immediately preceedin: the áestoration. Here the language 
kat. 

of epic, sinks wofully. It was the task of Milton to -avast-are 

it to greater elevation than ever before and yet the age of 

Addison / 
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8. 

Addison censured it on the score of its sang- examples of 

meanness. There are in fact, many touches in it of the 

for of Gondibert. ':ie canonly see the elevation which 

we sometimes deem absurd. His neo- classic critics saw 

rather the evidence that he had not oulte pureed his poem of 

the bad and puerile influence of his immediate nredecessorSin 

the epic kind. 

Nobody, we may assume, ever felt the constant repeti- 

tion of certain words i.e 7Alton to be a serious `blemish. 

The : ecurrenee f phraseological tricks may be more of a flaw, 

especially his play on W ;rds, which sober Addison censured. 

Various writers have traced Milton's language - a "made" 

language if ever There was one to such sources as Spenser, 

the Fletohers , especially Giles and Sylvester. The influ- 

a encre of the last named is seen more in Milton's early relig- 

:ious poetry. The Nativity ode has doubtful touches. 

77Vi. So when the sun in bed 
Curtained with cloudy red 
Pillows his chin upon an orient wave 
The flocking, shadows pale 
Troop to th' infernal jail 
Each fettered ghost slips to his several grave 
And the yellow- skirted fays 
Fly after the night-6V A, leaving their moon -loved maze. 

-2eSs e C.ikks 

The last verse with its talk of sand stables in a i jtho- 

:logical connection is even mere characteristic. This admired 
t 

poem whose language recalls Venus and Adonis is much as 

Sylvester shows once more how genius can take up the absurd 

fashions* Of the day and make beauty out of them. It is 

Jacobean á la mode, almost foppishly so , in every respect, iith 

that Elizabethan tendency to de :rade the classica?mythology by 

a too homely allusiveness. 

Already also we note the 474yurite tricks which were 

to reappear in the nineteenth century romantics much to the 

disgust of the orthodox Crokers and Milmans and Gi-'tords . 

l 
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The stressed -ed adjectives, fprìaed from nouns, are often pretty 

as in 'mo:,i d Ashtaroth' -w :' , etc. Compare 
A 

Keats' 'slabbed marble' , ';gloed peonies' , etc. which are 

someti:,es successful, generally not. 

c-o we have the fine compounds and the consistent 

z' use of the un- prefix which will a ways be a temptation to 

the English poet. But i . the Paraphrase of the CK1V Psalm 

we have Sylvester unashamed. 

That saw the t.:.oubldd sea, and shin rind fled 
And sought to hide his froth- becurlèd head 
Low in the earth.; Jordan's olear streams recoil 
As a faint host that, eTth. recd. vcd trie foil 
The hi. b i culte -belÌ i. _. Gt irì.E; s ir,ii e ràìns 

etc. 

Here is the grotesque of which Sylvester's imagery is three 
A 

parts compounded.t 

These features , especially the compound.in_; appear 

in all Milton's early verse. Sylvester did not, of course, 

invent the art of compounding. But he extended it in the 

direction of the gr tesque1though some of his creations are 

quite good. In the flush of youthful genius Mton plays 

about with the device. Occasionally in these early things, 

he strikes a really good compound, but not more often than we 

should expect. In the more trifling early verse are found 

little more than skilful - echoes of the Elizabethans. Here 

are found some of Milton's rare exercises in the humorous, - 

grimly humorous in On the University (arrier. The tone of 

this poem and its language remind us of the famous death-bed 

passage in the Second Anniversary. 

Think then my soul, that death is but a groom 
Which lights thee e, taper to the outward room 

Think Satan's sergeants round. about thee be 

And think that but for legacies they thrust. 
D a h Q. 

This^ is meant seriously, but jesting with 
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l, . 

that age. 

But lately, finding; him (the carrier) so long 
at home, 

And thinning now his journey's end was come, 
And that he had ta'en up his latest inn, 
In the kind office of a chamberlain 
(Death) Showed him his rcom where he must lodge 

that night, 
Pulled off his boots and took away the li _; t , 

If any ask f r him, it shall be said 
'Hobson has .s3upp ed and's newly ,one to bed.' 

The 'inn' :oetaphor for life was a favourite since Spenser's 

Uh3ti 7hh Rh 
7 

r wa 
time. 

He also imitated Ben's fine Ia.pida.A. <<, style, in the 
rc , h 

Eoite .h on t e Y; }1:j.on ess -,r' '1iri heF ter. Phe, Merest '`'-e 

e3 these pieces is in seeing the young poet looking round 

for a model., ' Of the language of 1 cider we need say 

little. Johnson's censorious judgment - given in good 
6r p.22o4aS 

Fw 

faith however - has been long set asiclee All are now 

agreed on its exc.uisite delicacy of language: We can 

understand. why Johnson,objecting tc certain strained or 

bynerb lical or classical expressions in Gray - such as 
/,ß42/4 

'redolent of joy and youth', would. object to 'melodious tear' 

'blind mouths ,' and 'forced fingers rude° and the classical 

idioms and elliptical expressions throughout. The epithet 

'harsh' seems rightly to apply to the diction of the 

opening lines: - 

I come to pluck your berries harsh and crude 
And with forced fi.pers rude 
Shatter 1::111- leaves be:tpze the mellowing year. 

In his essay òn Cowley, Johnssbn tells us that the diction 

is the first thing t1TL t ~tries us i ., a poem, and if that 

is not pleasing, nothing else can máke amends for it. To 

find such phrases at the very entrance to an elegy might 
keto- plats c 

well upset the o3. critio. The modern taste is different 

however / 
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however, we even applaud the realistic language of the 
i 

speech of the reverend sire Camus. The language is prevail- 

ingly English and even monosyllabici y id never has that home - 

:1y' vein of language been used with more delicacy. The 

L'Allegro and Il Penseroso for the most part, use the sane 

homely strain of speech with occasional Hnd lovely classical 

touches for relief. L'Allegro is the most rustic thing 

Milton wrote. The language, country -bred as it is, receives 

a curious elevation in Milton's hands. It is impossible to 

admire too much the classical (in the wide ee:se) stamp which 

the poet's genius has given to this vex. °e homel;, speech. Not 

Spenser, hardly- even Shakespeare, had conferred on it such rich 

dignity. 

But it is in Comus that we see the full Miltonic 

manner emerging. The grand poetic rhetoric now begins 

to appear in the intellectual speeches, and in the sons we 

discover the diction of Gray and Collins, and later, Shelley, 

when these poets are most artful. We said beginniiv to 

appear, for the poet still observes the limits and usages of 

the ordinary heightened speech. He is content with that 

and invents very little. ' Imbod.ies an0 ihbrutes ,' ' unplaus- 

'_ ible' ,'su orisai.' , 'insphered', ' : ' , 'mickle' - 

('mickle trust and power') are among the very rare 

exceptional formations. They are not of course new in 

the poetical vocabulary. A nu_lber of his compounds, of 

which he was rather fond at tile early period are good. 

He does not yet feel the necessity for a 'made' language. 

Needless to spy he refines on 'neatotcustomary' speech to 

a degree never attempted by his predecessors; Shakespeare 

excepted.. Eris reluctance to 'make' words or even to use 

already / 
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already received coinagesmust have been 

had the example .f the FletcherM before 

followed rather closely in the epics. 

deliberate , for he 

him, an example he 

Echoes of the great 

Elizabethans occur every where in the poem, but he excels 

in one notable direction. where he breaks out into that 

fierce familiar or vulgar s- eech, which. ie so noticeable in 

his prose pamphlets. There ! ,d-- beef , are w r 1tt,, a fore - 
)ale,cc? - 

teeste of this powerful vulgar speech in t s 
' +., ÿ out - 

burst in Iycida.F , but nothing like the sustained energy of 

it in central passages tf torus. The pamphleteer asserts 

hieiselfs and under the stress of moral inai.ation bestrews 

his page with vernacular ;;girds of shrewdest bite. 

Co mus . 0 foolishness of meni that lend, their ears 
To those budge doctors of the Stoi ur 
And fetch their precepts from the Cynic tub. 

MOM 

Therefore did nature pour her b unties forth. 

oNEN nab. *IWO OOP 

And set to work millions of spinning worms 
That in their green shops weave the smooth- 

haired snit, 

To'deck her sons; and, that no corner might 
Be vacant of her plenty, in her own loins 
She hutched th' all worshipped ore and 

precious geins 
To store her children with. 

- - - - coarse complexions 
a .,1. - _ke of sorry e ;rain will serve to e7,;,r- 

The sampler, End to tease the huswife's wool, 
What need a veil- tinctured lip for that 
Love darting eyes, or tresses like the morn? 

The use of a word like shop, shows ,<Zilton's Elizabethan cast 
(,ev[vey 

of mind; green shop is somehow beautiful,. The Elizabethan 

poet would not, shy at such a 'mean' word. Shakespeare uses 

it / 
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it freely as in that difficult Sonnet XXI thy bosom's shop. 

It was of course banished poetry at the Restoration and is 

only now beint; honourably restored by our neo-Elizabethans, 

Mr. Abercrombie for example uses it in ideal connections. It 

has always been used in the 1-awer kinds of poetry. 

Even the domestic expressions in the latter part of the 

quotations are somehow elevated by Milton's art in a way 

denied to similar expressions in Cowper and Wordäworth. 

Their heavy styles cannot with grace carry ff such attempts 
f 

in the familiar. The reader -will note the effect Tilton 

-produces by the repeated use of ugly 'u' sounds. budge, fur, 

tub, hutched, Crud inc; , all occuin a dozen lines or so. 

There is just a tiemory of the school of Sylvester in the 

passage. 

The sea o'erfraught would swell, and th' unsought 
diamonds 

ti7ould so emblaze the forehead of the deep, 
And so bestud with stars, that they below 
Would grow inured to li ;ht 

and of the Elizabethans generally in 

Beauty -is nature's brag and must be shown 
In courts, at feasts, and high solemnities, 
Where most may wonder at the wormanship. 

Shelley's realistic poems, especially the Letter to ::aria.. 

isborne has something of ' miuglin fine selected 

phrase and the frankly colloquial,, but he has not that touch 

of fierceness we note in ,'iilton's low language. 

There is somethin._ also of Sha :espeare's manner in 

0, 
Cornus as: - 

Her words set off by some superior power; 
And though not mortal, yet a cold shuddering dew 
Dips me all o'er, as when the wrath of Jove 
Spaks thunder, and the chains of Erebus 
To some of Saturn's crew; 

This might have been Caliban speaking in the Tempest, 

so - / 
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so - "backward mutters of dissevering power" 

or - still she retains 

Her maiden's gentleness, and oft at eve 
Visits the herds along the twilight meadows, 
Helping all urchin blasts and ill -luck signs, 
That the shrewd meddling elf delights to make. 

When we add to this the rarer beauty of the songs,we have to 

recognise in Cornus as complete a mastery of the resources of 

the tongue in all its elements as any poem exhibits. A 

certain daring goes hand in hand with absolute certainty in 

noble sound and feelin. 

The songs are distinguished by some beautiful com- 

:pounds, coral -payen, rushy-fringed, tinsel -slippered, amber - 

dropping, etc. In Paradise Lost the poet often eschews 

comp Funds for pasges together and then gives us a few rather 

poor examples like, "the he..,ven- warring race ", "all -powerful 

"King," "hell- hounds etc. ", "elver -during dark," etc. In 

short, the poet has largely discarded this mighty weapon of 

his predecessors and of his own early poetry-. Shelley 

following Gray and Collins revived tie habit. Paradise 1e- 

:gained, which is written in a lower key, hardly uses the 

compound. at all. It is perhaps a pity that Keats in attempt- 

ing the _u11 Miltonic manner did not notice that the seat 

poet progressively restrains hL self in this direction, as in 

other directions also. 

To the songs of Cornus more than any ether single 

model, the school of Gray and Collins was indebted. for its 

characteristic language. 

Sabrina fair, 
Listen where thou art sitting 

Under the glassy, cool, translucent wave 
In twisted braids of lillies knitting 

The loose train of thy amber -dropping hair; 

Listen for dear honour's sake 
Goddess of the silver lake, 
Listen and save 

Listen / 



15 . 

Listen and a pear .o us, 
In name of great Cceanu ;; 
By the earth -shaking "eptune's mace, 
And Tethys' grave majestic pace, 
By hoary Nereus' wrinkled look 
And the Carpathian wizard's hook, 
By scaly Triton's winding shell, 
And old soothsayin_ Glaucus' spell, 
By Leucothea's lovely hands, 
And her son that rules the strands, 
By Thetis' tinsel -slipper'd feet, 
And the songs of Syrens sweet 
By dead Parthenope's dear tomb, 
And fair Ligea's golden comb, 
wherewith she sits on diamond rocks, 
Sleeking her soft allurin,.; locks; 
By all the nymphs that nightly dance 
Upon thy streams with wily glance, 
Rise, rise, and leave thy rosy head, 
Prom thy coral -haven bed e 
And bridle in thy headlong wave, 
Till thou cur summons anssier'd have. 

Listen, and save: 

and still nearer their style - 

Along the crisped shades and bowers 
Revels the spruce and jocund Sprin: ; 

The Graces, and the rosy -bosom'd Hours 
Thither all their bounties bring; 
There eternal Summer dwells, 
And west-winds, with musky wing, 

the alleys fling 
Nard and Cassia's balmy smells. 

There are effects here which the eih.teenth century poets 

could not reach,and stylistic touches they would not affect, 

but on the whole it is their model. It is also the model of 

one of Shelley's cherished strains. He is full of coral - 

paven , pavillioned, translucent, interweavin , and all that 

family of beautiful words which exercised a charm over his 

mind. Thus we conclude that by the example of his early 

poetry and chiefly the songs in Comus, Milton inspired one 

notable movement towards the revival of romance in ei, ,ateenta 
ii-0.s 

century poetryj ilf3 by the example of the language of his epics, 

he landed English poetry in the bog of ei;,:iteenth century 

didactic rigmarole. 

When we come to the epics themselves we feel as if 

we were approaehing some structure of unexampled magnificence. 

1 
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Not Babylon 
Nor great Alcairo such magnificence 
Equalled in all their glories. 

Wealth and luxury indeed pervade the whole work. The appetite 

for glory may be the last infirmity of noble minds. Our 

modern turn of mind makes us think that the truer trend of 

noble mind, of our buskins and To is toy s , is away from glory 

and towards simplicity. That idea had not penetrated the 

Renaissance a e. The curious strain of the grandiose which 
(1.rcf 

appears in Turner's ene aeia - perhaps the most remarkable 
-- a dS 

manifestation of Glory in art -(and e ecie ly in his very 

bad poetry, m- te=zd ey which urges the artist to pile marble 

steps into the heavens and tint the air with brilliantest 
f 4 4rß 1 

oranges and the sea with dark mysterious blues, in short all 
yJ'rN 

the tatIngs that strike the eye in a canvas lire the ,great 
2J 

Ulysses Deriding Polyphemus, we find in Milton's epic art. 

The ascending pile 
Stood fixed her stately height; and straight tie 

doors 
Opening g their brazen folds. discover, wide 
Within, her ample spaces o'er the smooth 
And level pavement; from the arched roof 
Pendent by subtle magic many a row 
Of starry lamps and blazing cressets , fed 
With naphtha and asphaltus, yielded light 
As from a sky. 

Let anyone repeat these words before, let us say Turner's 

"Buildin of Carthage and he will admit that they most 

subtly apply to Turner's art. This painter) with his appetite 

for glory) throu;h imitation of Claude realises the Renaiss- 

:ance spirit in its proudest moment. Artkis greater than 

Nr.tureo the mind working through design and structure and 

technique can raise more gorgeous trophies than are to be 

found in the crude matter of nature. 

It is a happy- circumst _ .nce that for once and for 

all, the English poetic art has thus openly.and passionately 

"courted / 
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"courted the magnificent" as it has done in Paradise Lost. 

In our owñ day any attempt in this direction would be 

rewarded by a smile. Alike in Oratory, and the arts, 

even sculpture, we have abandoned the Crania. Happy are ae 

then in the p'ssession of these twelve books of undiluted 

magnificence. For does the poett pinion flag - the last 

two books with the great Vir ;ilian VisAion of the future is 

as sustained as the lofty first wherein "the top of eloquence" 

is reached. 

As in an organ, from one blast of wind 
To many a row of pipes the sound -board breathes. 

We say almost undiluted for as everyone knows , as 

Addison and Johnson pointed out, there are level stretches of 

something like verbosity, and even the ridiculous , especiai ly 

in the eighth book. But after all these are not either 

protracted or frequent, and there is everywhere a God's plenty 

of the true sublime. It is surely a degenerate taste 

that dismisses this as barbaric finery , these swellin,; periods 

and voluptuous phraseology. Yet here and there one hears 

voices to this effect. No doubt as compared with the low 

and creeping stuff some m'derns put out under the name of 

poetry, poetry which seems ashamed of an honest, rotund phrase 

or rhythm, Milton's organ voice seems theatrical and, in fact, 

poetical bombast. 

It is recognised that not even the language of the 

Faerie 7ueenehotter deserves the title of a "made" language 

than does that of Paradise Lost. It had a power of propa- 

:gatin_, itself which is quite unexampled in the history of 

any poetry The eighteenth century didactic poets, the 

nineteenth century naturalistic,and some of the later spasmodic 

poets - / 
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poets - Bailley's T7estus and Balder are modelled on it - adopt 

with meagre result this great style. It is Lrue this 
K 
humorous progety is almost all prickly and a cause of offence. 

Because of its obvious artifice the style can be colourably 

imitated by any noetaster.. The same isi,true of Pope's 

colloquial style. But anyone who imagines because the 
1-4,(4 S I "t, 

hhe outward signs of t e artful e ns are obvious and imitable , 

that therefore a true imitation is easy, will be woful1;; 

mistaken. The _treat Miltonic language has been ' ondemned 

so muchhas it been taken up by poetical bores and pedants. 

But in the hands of Miltont7 like the mysterious 'two- handed 

'engine at the door', it struck once ,mîá struck no more. 
rq 

Tho lür ;uage indeed sunk under him, 4.s Addison's picturesque 
wJ4 

way of stating the truth. 

It is not our purpose here to make a detailed Study 

of the language of 7,aradise Lost. The late Professor 

Masson fand. Dr. Courthop ' in. his chapter on Milton's Versifi- 

: cation tnd.Language n the History of English Poetry have 

adequately covered the ground. We must limit ourselves to 

some general remarks and illustrations. The best tray is to 

take a few passages. 
LC 

And firstA the passages inst need by Addison as wean - Book 2, 

948 - 50 and Book V. 396. 

and 

It may 

asides - often in a single word. 

"unsavoury : f od , perhaps 

To spiritual natures" V.401. 

will not shrink from the homeliest ; -)rd , this poet 

1 P, L, « (Qrcr67 
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l'er bog, 

With head 
And swims 

So eagerly the fiend 
or steep, through strait, rough 

or rare, 
, hands, wings, or feet, pursues 
, or sinks, or wades or creeps, 

, dense 

his way 
or flies. 

A while discourse they hold; 
No fear lest dinner col; 

be admitted that Milton does lapse into conversational 

And he 

who / 
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who is supposed to be more responsible for poetic diction 

than any other single poet. 

.0 "For drink, the grape 
flhe crushes" 

or "For dinner, savoury fruits.' 

But this frequent lapse into conversational phrases is the 

very heart of modern affectation. The 'poet will cool his 
(u wey 

chariot wheels in the ;r element of prose - for a moment. 

Cf on his words are linked up with somewhat childish 

artifice 

V. 232 To respite his day- labour with repast 
Or with repose; and such discourse brin on, 
As may advise him of his happy state. 

The modern reader brushes aside Addisonian cavils. We rejoice 

in the something which lies a trifle athwart the _;rain. We 

find t?ae chain cf monosyllables which make up the first passage 

quoted wholly artful -- this momentary stayin of the great 

language to daily among abrupt An -lo- -Saxon monosyllables is 
.C41' 

grateful to the .12, ,e . We can only commiserate the neo- 

classic, on his failure to mark that thi - is art, not rusticity, 

and as we said it is the hall mark of modern workmanship. To 

resist the tyranny of the perpetual curve in art - if we 

ma:- so express it - is the object of much that lE typical of 

the modern mood. 

Milton was all art and device. Take the passage 

V 409, - "and both contain 
Within them every lower faculty 
Cf sense, whereby they hear, see, smell, touch, 

taste, 

Tasting concoct, digest, assimilate, 
And corporeal to incorporeal turn. 

This is the sort of half -baked passage the eighteenth century 

didactic poets loved to imitate. But they had not the 

taste to note that the creepin monosyllables of the third 

time / 
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2 the 4.Z} (rçef 

time help to carry off the heavy bulk of the diction of the 

last two lines. 

Indeed it is Milton's incessant trio eery , his vast 

artifice which estranges some people. It was the artifice 

imitated by Keats which finally smothered his Hyperion. And 

this excess of artifice is seen in the minutest things - in tare 
t,ar5(2 

elaborate, but deliberate system of alliteration 

for example. He has himself well described his art in the 

lines referring to the dance of the planets - (V. 622.) 

"mazes intricate, 
Eccentric, intervolved , yet regular 
Then most, when most irregular they seem; 
And in their motions harmony divine 
So smooths her charming tones, that God's own ear 
Listens delighted. 

How elaborate his system of alliteration becomes may be seen 

from a famous passage quoted by Dr. ';ourthone . 

And ladies of the Hesperides, that seemed 
Fairer than feigned of alb, or fabled since 
ff fairy damsels, met in forest-wide, 
By knights of Logree or of Leones 
Lancelot, or ?elleas or Pellenore 

He does not of course measure the intervals between his 

repeated liquids, labials and dentale . Probably his art 
t 

here was quite undeliberate. 

The old formal and mechanical habit of alliteration 

sc deeply embedded in English poetry, its earliest and most 

stubbornly rooted device, has at last been turned to high 

poetical uses by an application of the principle of aesthetics 

suggested. in Milton's own words - "yet regular, Then when most 

irregular." 

,:,Tilton devised new and spacious patterns for English 

verse, all designed on this principle of regularity within an 

appearance of almost wild irregularity. The neo- classic 

critics could only see the wildness, they could not see the 

ee 4 % eczti ( 1- 1.1lj / j /4 22. 6' 4 1-w La ha ¿ti r Acr.( 
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unity behind. 

Few readers nowadays -bject to such rusticity as may 

appear in the use of words like, supper, dinner, caterers, 

etc., even when the word is used in a mythological connection. 

The Bun, that light imparts to all, receives 
From all his alimental recompense 
in humid exhalation, and at even 
Sys with the ocean. 

Surely the familiar word 'sups' saves this passa ;e 

from mere verbosity. Any tlizabethan would have used it. 

Ivir. Gatty in his book on the literary remains of 

George Wyndham quotes a great many passages to display this 

excellent rusticity in Shakespeare. Like Mr. Wyndham he 

believes that the supreme study of Shakespeare is a study of 

his phrase. An instance of how Shakespeare can use the most 

trying words poetically is afforded by the ward "shove", the 

word which as was noted, Milton used in Lycidas. 

"And. shove away she worthy bidden guest." 

Other instances of the fine mingling of rusticity 

and classicism may be given. A passage like the following 

gives a clue to that didactic matter- of- factness which 

offends us in the eighteenth century Miltonists. 

"into their inmost bower 
Handed they went; and eased the putting -off 
These troublesome 'dis uises' which we wear, eta. 

or Vl. 617 - 
"yet for a dance they seem'd. 

Somewhat extrava ;ant and wild; perhaps 
Por joy of 'ffer'd peace; but I sunpose, 
If our proposals once again were heard, 
We should compel them to a quick result. 

Shades of Leigh Hunt! But we have already suggested that the 

source of the prosaism arid. vulgarity of the nineteenth 

century Cockney school , might be looked for in our older 

poets, especially Spenser and Miitcnl s w21 s - lam(; ( °"'`i 

The / 
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The word "perhaps" which Ailtn uses several times 

is a very difficult word even for our audacious moderns to 

use. At the beginning of a clause it is tolera)le , not 

later. cf .X1. 342 -3 - "this had been nr thy capital seat 

So the prosaic, 'no doubt" could seemingly only be used by the 

comic mu.s e . 

"Iitherward bent (who could have thought ?) escaped 
The bars of Hell, on errand bad, no doubt. 

and the still more difficult 'if possible." 

"I may, if possible, thy pardon find," S.A.771. 

c1,'1(-2) 
It was y f T such conversational tags that Hunt's Story 

of Rien ni hms attained a bad eminence. 
Can the other hand we welcome c 1loquialisms like 

"to the harp they, sung 
Soft wnorous ditties and i:^ dance cage on X1.584. 

Milton is fond of such verbs -- rutting off, came on, 

etc.. and t!4e modern taste justifies the habit. Mr. Lascelles 

Abercrombie in the Lecture already referred to enlarges on 

the excellent uses of such phrases ar tCl'keln, take off do under, 
(ü4.cA -r 

and even the vulgar d.:, in -- "the - , of 4igour in such 

phrases - - is of the utmost value to poetry." A glance 

at Lhe Shakespeare glossary will show how the great poet 

exploited. them. 

Or take the epithets domestic, usual., unusual, etc. 

So spake domes estie Adam in his care 
And matrimonial ? ,ve 

We fel that these banal words are here used without loss 

of poetic dignity. The ' had not then by incessant use 

rubbed off all their'potential .' And this is true of a 

great part of Milton's language. We must try to recollect 

the history of his v rds and their true 'potential' when eilton 
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used them, and before the journalists had wrought their wicked 

will on them. 

Or tae the sa.mil: of words expressive of violence 

or excess, e. terrific , dreadful, tremendouls, enormous, ete. 

a family which the discreet modern as a rule shuns. 

Vll. 497 -- "with brazen eyes 
And haia.y main terrific 

X. 848 - "with black air 
Accompanied, with damp and dreadful gloom 

or the sublime close of the epic. 

X11. - With dreadful faces thronged and fiery arms. 

Anybody knows that the poet was able to use these words 

greatly just because they had not been rubbed. to pieces by 

much handling. Still it is interestin to note that some 

modern aware that suchfine words should not be lost to 

poetry, attempt to use them, not very successfully perhaps, cf.. 

kts 

Keats "enormous bliss," and toe truly ridiculous "untremendous " 

These words have never any chance cf lying fallow as prime 
vc 

poetical wards must, at times. 

It was remarked that Davena .t' s Gondibert is remark 

:able for the m .dernity of its phrase, and for the prolific 

use of modern, but -- to us -- unpoets.c wards - epithets like 

usual, unusual, mutual, politio, domestic, private, etc. - in 

short the lanuage of political rather than poetic writin.;t . 

The same is true of Milton. Such words are mutual (our mutual 

help, And mutual love 1V 725-6); unanimous (This said uninam- 

:ous 1V, 736) ; domestic, human (that may lift Human imagination 

to such height "vl. 2)0; oomm dieusly (To Dass co:iaodiously 

this life X 1094); .pompli cat ed (thick-swarming now, With 

complicated monsters, head and tail X 521 -2): metropolis; 

plebeian (in show plebeian angel militant X442) ; ambiguous 

(ambiuous between sea and land, The riverhorse and scaly 

crocodile 711. 472); globose, (then formed the moon, globose V11. 

356-7). 

But / 
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But there few out of hundreds of similar w rds that 

the old- fashioned modern would hesitate to use, are seen to 

be, in their context pre; ically ufc . We feel the faint 

surprise, that such a word should be there, but immediately 

we perceive its extreme : elici ty ,' 

Again, just as Shakespeare in his tiresome effort in 

some plays to do all the business of drama in blank verse, 

runs to an elliptic sort of shorthand speech in his haste to 

get done with the detailed and essentially unpoetic matter, 

so Milton urged on by that didactic impulse which more than 

caprice is the eternal enemy of art, and which was in the next 

age to take almost complete possession oi'the poetic stage, 

gives us such stuff as: - 

Floiwers ,and their fruit, 
ban's nourishment, by sradual scale sublimed, 
To vital spirits aspire, to animal, 
To intellec;:.u.al; give been life and sense, 
Fancy and understanding; whence the soul 
Reason receives; and reason is her being, 
Discursive or ieltuitive; discourse 
Is ;fte ;t y :urs, the letter most is ours; 
Differing but in degree, of kind the same. V.482 -90: . 

Which reminds us of the tiresome passages on the nature of 

Government in Troilus and Cressida. 

There is a fair amount of such abstract stuff in 

Paradise Lost. T sually such passages are studied with 

clumsy latinisms. It is pointed out that such a passa_e 
as 

14 e ,hat in book till (320 -3) . 

"forth crept 
The sselling gourd, up stood the o,ras reed 
Embattled in her field , and the _i sble shrub, 
And bush with frizzled hair implicit; 

is the true model of the eighteenth century blank verse 

didactics. But it is only a wisp cf verse in a long 

passage of singular beauty, , breaming away iim ed.iately after 

these lines into - 
last 

Rose,as in dance, the stately trees, and spread 

Their branches hung with copious fruit, or gemmed 

Their blossoms; 

sThich no eighteenth century poet could have written. -Pure 

eighteenth / 
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eighteenth cen_turr" also is the passage in the Vth Book. 

Ye mists end exhalations, that now rise 
From hill or steamin: lake, dusky or gray, 
Till the sun paint ,-our i leeoe skirts with gold 
In honour to the world's grent ^.ut:hor, ripe; 
Whether to deck .pith clouds the unco lour' d sky, 
Cr wet the thirsty earth with f al line; shcwer. s , 

Poising or falling, still advance his praise. 
His raise , ye windy, t'eat from four quarters blow 
Breathe soft or loud; and wave ycur tops .. ye pines, 
With every plant, in sign of worship wave. 
=ountai:t.s, andee that warble, as ye flow, 
Melodious murmurs, warbling tune his praise. 

a h á i rr ,/,-4 4 L=C c / s f ,' . / F 
The diction of neo-classic landscape poetry is thus seen to 

be borrowed from eIilton. 

Like ;hav espeare als ; he delighted in excess and 

This is thekEngl.ish quality. Most native reiterätion . 

artists revel in :iroumst .nces. They "paint the streaks of 

"the tulip", and they keep up wcrds endlessly. Words in 

themselves are a delis7ht t0 eye and ear. Keats' advice to 

Shelley -- "load every rift with ore" is true to 'the native 

genius. 

Ten thou-and tnousanrl ensign high advanced 
Standards and gonfalons, 'twixt van and rear 
Streamt in the air rï :id for distinction, serve 
Of hierarchies, of orders, and degrees; 
nr in their elitterin tissues bear emblazed 
Holy memorials, acts of zeal and love 
Recorded `minent. 

and so on to the great ser ect. of the Father 

n 
Hear all ye Aiels ,. 'progeny- of li ht 
Thrones , Dominations. ?rincedoms , Virtues, Powers 
He sr my decree" 

So again (X. 460) the Stye4an throng listens to their chief 
Princedoms, Thrones Dominations, Virtues , Powers, 

but this is _e,l,.,inly a reflection of that love La glory we marked 

as a prime Renaissanoe cualityy. 
fkciv S/ Qhr)otir 

It is useless to dismiss as belon,;in,e to the 

childhood of art. It is prinStive, no doubt, a sort of 

incantation / 
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incantation in which spacious names sre repeated impressively. 

It is in all early epic. But then are we not told by our 

aestheticians today that poetry,li«e all art, is a call 

back to the primitive? iear Milton roll forth with 

relis; ious awe and unction the great names (V 559.) 

If not the 
In favour, 
With envy ' 

Hincur' c? by. 

Messiah, Ki 

is somehow good for the 

by our moderns. 

"he of the =first, 
first archangel, great in power, 
and pre-- eminenoe , yet, fraught, 
gainst the Son of God, that day 
his great Father, and proclaim'd 

ng anointed, could not bear 

soul after the meagre diet provided 

'W'he ritual of names has always impressed itself 

on the vulgar and the primitive. This royal procession 

of words and sanctioned names overwhelms the mind. Perhaps 

there is too much of it in Milton. It is curious that 

the iconoclast, who made Kings and ceremonial a mockery, 

should in his poetry have thus reconsecrased them. His 

mind had its sensational side, which ran to a pageantry in 

art which the republican in hi q sternly reprobated. The 
h 

artist at odds with the politician or religious ascetic 

a frequent and often amusing sight. It was well for Walt 

Whitman., a later iconoclast to repudiate ceremonial shams 
J-J0 

and feudal trumpery, because he did soin his art. Tilton 

the most truly Renaissance of English poets had his art 

nourished on precisely those elements in the past which are 
en:(4 

at odds with the ultra- modern spirit and w4xk his own puritan- 

:ism,. 

him. 

His supreme gift of imposing speech never deserts 

Vir ;il perhauls most closely resembles him here, but 

there is not the constant strain of nobility in the Latin 
M llt;I' 

poet. is not however, a mere master of sound. He is 

not / 
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not a Swinburne. If we glane at any considerable passage 

in Paradise L:,st, we note the Dante-like sense of Vision 

and the partioular.icy on whigs great masters of vision insist. 

Seeing a thing intensely, they will draw your attention 

to seemingly trivial things. Swinbürne lacked this gift. 

He did not minutely observe. At times he hardly saw at 

all, while his greet contemporary, Tennyson saw too .ouch. 

Fudimentary RP are the ideas reúu.ired for the readin jof 

Paradise Lost - apart from the mere academic learning necess- 

:ary to understand the allusions a---it--be put-under 
-.- . - -- t) le-re is shill a well defined body of 

m tter, so well defined as to admit of the quaint prefatory 

summ erST at the beginning of each book. 

Dryden in his preface to his version of the Aeneid, 

tells us that he vainly sought in Milton for what he terms 

''turns of speech" , or "e certain dance of words" , as it was 

called. Vir;_il is yf cenxse, a master of this device of 

-'i1 ringing; the changes on certain significant words, but not 

more so than Milton. Dryderi , .... , does not refer 

to that ncrioud punning which Addison censured in Milton, but 

to the return on certain words or phrases, as in 

Happiness in his power left free to will 
Left iris o:n free will , his will though free 
Yet mutable. 

This example is of the tasteless order, and recalls the 

unhappy attempts of the Elizabethans when they oepiet the 

devices of the rhetoric books. Virgil is not , 

faultless - he can be grandiose and learnedly futile, but he 

-does net err so grossly. 

Dut the supreme happiness of 
"though faller on evil days 

On evil days though fallen, and evil tongues'' 

takes us quite out of the range of the conceited "huntin, of 

"words . '' 

how / 

Dryden" s remark is characteristic. We know 
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how ambitious certain English poets have been of usins this 

device artfully. Keats was enamoured of it, but he does 

not bring it off well in Hyreriori. Arnold uses it 

excessively in Sohrab and Rustum, scedetimes tolerably , but 

we are surprised that ouch a critic of restraint should 
So i.ywl 

lard that work with so many patent devices. In parte is 

like a college exercise. But its merit an poem enables 

it to stand a good deal of wooden artifice. Tennyson as 

usual is successful in iris use of the device of repetition. 

Much of Milton's magic consists in the apt 

imitation not only of sound, but of ,motion and __ the 

emotions , a form of imitati -ri which Johnson condemned. in 

his essay on Cowley, and again in the Pees essay. Needless 

to say it is part the art system of VirFil , whom Dryden 

in Annus i4irabilis declared to be his master.. This device 

tends truly in certain "silver" poets to be something of a 

displ.A r piece to astound the reader with the poet's dexterity 

In Tennyson it is very marked and indeed often very su cess- 

:fui, but still ash an air of display. Something of tie 

same kind may also be said of .ïiltons but such superb examples 

of verbal imitation occur to the reader teat criticism is 

silenced. Johnson's objections are , those of 

a mere literalist though he argues with some cleverness as 

where he insists that Pope's display line - 

"'TTot so when swift Camilla scours tale plain 
Flies o'er t.h'unbending corn and skims the main. 

does not suggest swiftness, th' unbendinn suggesting rather 

laboured motion. 

This / 

11.875. Then in the key -hole turns 
Th' intricate L k and every bolt and bar 

Of massy iron or solid rock with ease 

Unfastens. On a sudden open fly 

With impetuous recoil and jarring sound 
Th' infernal doors and on their hinges grate 

Harsh thunder, that the lowest bottom shook 

Of Erebus. She opened; but to shut 

Excelled her power. -1- 

, 4 ro-(/79 
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This is finely wrought. Even Johnsen shDuld have admired 4 

without cavil, for it is ari imitation of sound chiefly. But 

the whole passage devoted to Satan's journey upward from Hell 

is a superb example of what Johnson calls representation in 

n-c poetry, The great passage beginning. 

11.570. Another part, in squadrons and. gross bands, 
On bold adventure to discover wide 
That dismal world, if any clime perhaps 
Might yield them easier habitation, bend 
Pour ways their _'lying march, alone the banks 
Of four infernal rivers, that disgorge 
Int the burning lake their baleful `streams; - 

is a proud summit of universal arts nd its happiness lies 

not least in the subtle accommodation of sound to sense. Mod- 

:ern poetry e ourre spurns the duller theories of Johnson, 

who wished to rationalise poetry to the point where it 

beoo nes logic rather than poetry. The modern poet aims at 

such queer effects in tn7.s represensative kind, that even 

Milton's glorious imitations of sound and motion seem obvius 

and laboured. So ,they are, but no modern can boast of havin, 

imr_,osed wore strange offices on words than has Milton. If 

poetic genius is to be seen most in the magic of words, what 

modern will have a place above him': "Squadron8 and gross 

"bands" - 't:dìe phrase conveys something c:' the effect of 

kibreo j.t Darer` s woi the sombre troops of sin and shame, 

as does that terrible closing line a.t hJf 

Xii - 642. "all the eastern side beheld 
Of Paradise , so late their happy seat 
Waved over by that flaming brand , the gate 
With dreadful faces thronged and fiery arms. 

S ,enser did not discover, but he exploited the art of 

combining the latin adjective (generally dissyllable) 

with the native noun (generallyc a 4 monosyllable). It was 

tggested that Shakespeare learned something from him here, 

and t 
^.t Shakespeare might not have been so immediately 

3 cundiou5 if Spenser had not so excellently y coursed the 

language / 



language D'or him before. But Tilton carries the art of 

such combinations beyond Spenser. So far did he carry it, 

that some recognise in this device the peculiar germ of eigh- 

teenth centur;,, poetic dictic >n: _ r, 

Muoh has been said., sometimes by way of censure, of 

the dense syntax of Pa:r'a,d.i se Lost, and. of its inveterate 

habit of inversion, and the stiffness resultine from its 

classical coñcise iesss of ohrase. Clearly the English tongue 

is unfavourable to the latter. As to the syntactical 

density, it shoulc be noted that the denser passages occur in 

the earlier books , and that in general as the epic proceeds, 

and as ire pass to Paradise 'Regained, we are aware of less 

laboured art. Milton seems to have been humbled by mis - 

: f'rtune , p?,b_ì i c and private, and this may be reflected in 

his style. The pr, res si.ve meve,::eat toNards:s simplicit,, 

affects his language and syntax. The one beco:.les ,,e )re 

English in word end idiom, even vex :ire : as we saw, towards 

meanness, and the other becomes far lass: periodic and s ruc- 
C it kl fr 4t 44 ;, 

:rural. ut, the tendency towards classical and 
a u fhektf 

rapt ellipse romains to the end and is even m-.bd in 
Ç;11 A- ;piZi. One may detect an alLlost religious sim- 0ï1s ea. m 

plicity in t'.).e clooif books echoes of the grand simplicity 

of the Hobrew soripture appear more fre tuent. In the Xth 

Book there is more actual quotation from the Bible than any- 

where else. 

X 372. Thine now is all this world; try virtue hath win 
What thy hands bui l ded. not ; thy wisdom gain' d 

With. O'.eds what 'dear =ú.ath l: st , etc. 

This limp. licity which we trace to Bible influence, 

is close to chat Arnold .ae nt bl; t ie Grand sublime and it -eff 

h 
0p4T" , I eschews the .mere trickery of rhetoric with which the 

earlier / 
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earlier books are strewn. We still have in these later books 

remnants of taie grandiose diction, quite ais frequent use of 

crabbed elliDse,and a fair amnunt still of olass cal idiom 

and ef co117,.se, a mite arbitrary- word-order. But the whole 

pitch is lower. This is not a smell of the 1la grog wing, 

It is a spiritual change. 

only in the means of conveyance. The need is definitely 

more sad - man's failure and Time's oblivion are written 

over the later books. Some of the speeches here mi;ht have 

come out of Samson Aeonietes , ^o literal and direct, so un- 

: rhetorical the effect, so unexceptionable the diction and 

syntax. But the poet loses nothing of his essential gift. 

Take the passa, e in the great Xth Book, where Adam 

suggests the kindlir ?; of a "ire: to warm their limbs numbed 

by the first arnroa.ch of odd. 

There is n: drop in inspiration, 

, 

X. 1069. ere this diurnal star 
Leave colt.] the night , how we his :_,tither' d beams 
?,o looted may with patter sere foment; 
Or, by eoli isi .n of two bodies, grind 
The air attrite to ro; as late the clouds 
justli g , or push' d with winds, rude in their shock, 
Tine the lant li ghtning ; whose thwart flame, 

driven down, 
Kindles the t,ui_ .y bark of fir or pine, 
And sende a comfortable neatrom far, 

Here in the last four lines is a brief return to the rustic 

lan. cage of t he early poems , while in the first four we have 

the eighteenth century style confessed. ':,latter sere foment' 

is an extreme example of lay ,euaze which IS not English. 

While as we sau, 
the word -order becomes somewhat more 

normal in '011e later hc)oiL5, h . :esy olliose is even more pbserv- 

:able and a curious sta.00ato utterance becomes almost customary. 

If the reader. ;7ill lock at the beginnin , 
of the Xlth Book . he 

will / 



will see how the poet tends to reject the gorgeous harmonies 

of the earlier books. After the preliminarLi elocutionary 

--lou-eish, the verse is trekon up into short spasmodic phrases. 
Li 1 

4,(01.-ea 
Even to speeches; show this cluAlity. i1l tops and semi- 

A 

:ooiTI mu1ti1DiJ anC 1,11ere is a ,:eeeral slewin, down of 

effort shewn in the techniue gellers'11:-. The colours of 

rhetoric are fewer ,,,nd less flaminr--, the utterance poorer 

every way what with the stacoate rh.vthm, the roeaner r'iction 

and looser syntax. This for a stretch of nearly 4CC lines. 

Then comes the xeat ViSiD4 of tbe wDrld where -11.1ton 

ohallenene and F:ounes for the last time as noble 

a piece of verse orstry as exists anywhere. This great 

passage rises to a splendid height in the description of the 

"fair atheists" in the tents cf In thj.g long and 

brilliant passage, te icteinn iT almost normal far more 

normal then we would Í'in in a met:learn poet. Here one finds 

only two phrases 'lustful opetEnc;e and 'volenh, touch' 
k,o 

which are not gu.ite -4444-tery. And what a 19ngua,ze 4ilton can 

wield when he dees divoe,rd the :72rendiose! Here is the 

leneeuage of Comusonly more matured. In this sombre, but 

magnificent picture of ruin, we faintly recognise the models 

of the reli2Jous poetry co his youth, Sylvester and I-Pletlher, 

but with a world dif-Perence, and with all the silly ornaments 

of diction and imagery laid aside. Note especially the 

passage describing the coming 

X.1 - 742 - "and now the thickened sk-y 

Like e, daTX: ceiling stood; etc. etc. 

Thickens 0,C. Macbeth "Light t,eickehs and the crow 
Makes wing to rooky wood" 

Ceiling is a(cencelited '.void much used by the Jacobeans, 

especially Sylvester -.7-)7c the slcy. It is like 'blanket, of 

the dark' of MacBeth, to which Johnson objected. The 

Jacobeans / 
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Jacobeans would use the homeliest imagery for the heavens. 
fi 

There is just a touch of Sylvester in t*re ceilin 
It is a comparison which Johnson would have retarded as 

degrading , though Shelley habitually inverts his imagery in 

like fashion and our modern euphuists carry the practice to 

eccentricity. 

There is soisething of Arnold's art in the conclusion 

to the geat book X1. 840. 

He look'd, and saw the ark hull on the flood, 
Which now abated; for the clouds were fled, 
Driven by a keen north -wind, that, blowing dry, 
Wrinkled the face of deluge, as decayed; 
And the clear sun on his wide watery glass 
Gazed hot, and of the fresh wave largely drew, 
As after thirst; which made their flowing shrink 
From standing lake to tripping ebb, that stole 
With soft foot towards the deep, 

raw 
The c1 ,se of Arnold's Sohrab and Rustum is ve. g like this, 

a halting circumstantial speech with a feeling of large 
rc1t0.4 

expectancy over all, and an almost complete retieearee on 

native modes of expression. 

In Paradise Regained the process of the rejection 

of rhetoric completes itself. The limits of the tongue 

are carefully observed, the syntax is simple, and the verse 

pararaph has shrunk to normal dimensions, the complexion of 

the speech is very close to prose. It therefore contains 

whole batches of verse which the eighteenth century would call 

mean. 

11. 28 Plain fishermen (no greater men them call) 
Close in a cottage low together got. 

Occasionally the old íwood revives, the old classic 

names roB. forth with the old grace and splendour and all the 

powerful attibutes of his genius are displayed. So the 

great / 
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great passage describing the fair ladies - 

distant more 
Under the trees now tripped, now solemn stood 
Nymphs of Diana's train, and Naiades 
With fruits and flowers from Amalthea's horn 
And ladies of th' Hesperides. 

Dr. Courthope took this passage with the ensuing lines as an 

instance of Milton's incredible artistry. But for the 

most part Paradise Regained dwellshin the flats and [Milton 

seems deliberately to cast about for as low a level of speech 

as poetry can suffer. 

A carpenter thy father known himself 
Bred up in poverty and straits at home 
Lost in a desert here, and hunger-bit. 

The arran ;ement here is of course extremely art_'ul , and we note 

with interest $hat the one device the poet never relinquished, 

indeed the one device he came to rely on for the necessary 
!..; 

elevation above prose level, was the artful arrangement: Tenn; 
d Ì)vrq 

:son in his English Idylls, Enoch Arden especially, falls 

back on this sole device too. It seems as if the poet 

has said, I will use the lowest language,the least colourable 

imagery, the most prosaic metrical movement, eschewing rhyme 

and alliteration, but I must reserve the right to arrange 

the parts of sentences artfully, which means, considering 

the success of these poems, that for the true artist, this 

device is enough. The rhythm often sinks into a lax sort 

of prose - "what do these worthies 
But rob and spoil, burn, slaughter and enslave 
Peaceful natives. 

cAytv, 
Like Shakespeare in a well -known sonnets Milton exclaims 

against glos$ing rhetoric. He here turns against the Gods 

of his youthful idolatry. 

Remove their swelling epithets, thick -laid 

As varnish on a harlot's cheek. 

and proclaims the truer beauty of Sion's songs. This 

passage / 

- 1-14-'41/l - -, , 
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passage may give the clue to ;,ilton's new technique. 

Hebraism is conquering his bright Helenism. But in 

`"amson Agonistes - not without countenance from St. Paul 

however - the two principles are still at issue. The 

mariner of this drama is classical, the subject and a good 

dedll of the language and imagery are Biblical. The grand 

°made' language of Paradise Lost is here utterly rejected. 

We have returned to the language of. Cornus often homely, often 

bitter. Occasionally we have a Shakespearean touch 

"into the snare I fell 
Of fair fallacious looks, venereal trains, 
Soften'd with pleasure and voluptuous life; 
At length to la my head and hallowed pledge 
Of all my strength in the lascivious lap 
Of a deceitful concubine, who shor ne 

532 Like a tame wether, all my precious fleece. 

This fine work reaches its climax in Delilah's speech 
0Y !M`kaw u <o -YS 

"Yet hear me Samson etc." where rhetoric Aagain fitfulls y 

asserts itself. But on the whole the drama is a subdued 

hurl" 
close to his work. ü+e who started as an incomparable 

imitator in the idyllic and religious strains, then in the 

Paradise Lost achieves& the 'top of eloquence' relaxes in 

old ae into an almost quietist style. The lava stream 

of paradise Lest we see cooling; in the later books of that 

epic. Samson A{c<onistPs has touches every now and then of 

the old devices, but with never a return to the fabricated 

language of Paradise Lost. 

But down to the last the native quality of excess, 

the desperate love of words, continues. 

Thoughts, my tormentors, armed with deadly stings 

Mangle my apprehensive tenderest parts 
Exasperate., exulcerate and raise 
Dire infla motion , which no cooling herb 
Or medicinal liquor can assuage. 

1 Paul himself thought it not unworthy of him to insert a verse 

of Euripides in 1 Cor. XV.33 
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Also we see in the drama the gradual usurpation of prose 

ordonnance over poetic. Take Delilah's speech already 

referred to - 

Yet hear me, Samson; not that I endeavour 
To lessen or extenuate my offence, 
But that on the other side, if it be weigh' d 
By itself, with aggravations not surcharged, 
Or else with just allowance counterpoised. 
I may, ill_;paaaiptl, thy pardon find 
The easier towards me, or thy hatred less. 

Write this as prose and it proves to be mere argumentation 

not poetry. Tae prosaic phrases are in keeping. Milton 

no doubt imagines he was imitating the severe Greek classical 
k 

drama, and so he was, but somehow the effect is notAthe same. 

There is here also a good deal of repetitious 

playing on words - Milton seems never to have tired of this 

childishness. Enamoured to the last of the language and 

ceremonial of chivalry, his pulse beats with unwonted vigour 

in the drama when challenge rings out, and the talk is f - 

thy gorgeous arms, thy helmet 
And brigondine of brass, thy broad habergeon. 
Vant -brass and greaves and gauntlet. 

Pa',.;ience ( "more oft the exercise of saints ") no doubt 

the blind. old man exercised after the Restoration, but his 

memory harked back to doughty deeds of old. He was no 

"tame villatic fowl" - 

0 how comely it is, and how reviving 
To the spirits of just men long opprest 
When God into the hands of their deliverers 

1268 -71 Puts invincible might 

It is impossible to read this great personal poem without 

emotion. 

To sum up - all studies of Milt n's language 

must be imperfect. We have not attempted to do more 

than glance at a few headings for treatment. We arrive 

at these conclusions - 

1. That though his vocabulary is smaller than Shakespeare's, 

it / 
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it gives tie effect of almost as great amplitude. His 
6lty hua - Jrat..a/(t! 

subjects, !ardl f invited the tremendous range of land ;uage that 

Shakespeare's did. 

2. Like all great Artists he has for artistic ends a 
mtfl %j x 

l 
wrri 

stri Ling force, certain, words. 

3. These words ,especially his epithets, are either 

grandiose and voluptuous, or strike with crude vigour. 

4. He uses the underworld of words not indeed with Shakes- 

:pearean ease and plenty, but with approaching it. 
Ghor Ott ucca C I, 4CYI..Oh 

5. His phraseological methods are Shakespearean in the 

love of excess and rounded contours, vergin on the grandiose. 

6. He is a capital instance of the use of a fabricated 

speech. The earlier books of Paradise Lost show this at 

its height. In the minor works there is little Df it , and 

it dies down in the later. 

7. As a Lard of Language, he stands second to Shakespeare 

alone. He affects both forms of the grand or sublime - 

the rhetorical grand and what we mig }i call the Dantesque - 

so observable is the simple grand in that poet's work. In 

both he steeds beyond any English writer, Shakespeare 

himself not excepted. 



CHAPTER VI. 

NEO- CLASSICAL NOTIOS. 

When one thinks in general of poetic diction, it is 
it 

the eighteenth 'Century variety of /which occurs to the mind. 

All discussions as to the nature of the language. poets use, 

or ought to use, seem to focus themselves on the practice 

and theory of this age. But there is nothing really new 

in eighteenth Century poetic diction. Many a "splendid" 

passage of Latin poetry is ful], of it. The Roman genius 

beingsin the artseintensely imitatives and so inferior to the 

(]`reek, loved to amplify its muse by decoration which is 

often tawdry. Their diction in this mood was exactly 

what we mean by poetic diction, that is, it was a generalised 

language with a good deal of the tumid in it, and ran to stock 

forms of epithet. The greater Latin poets, of course,, 

avoid being tawdry or too conventional, but even Virgil admits 

a fair amount of.that invariable and generalised decorative 

language, and it must be remembered that the Latin tongue 

can carry a great deal more of this sort of language without 

swelling into fustian than the English can. A good example 

of how a great English poet renders the generalised strokes 

of a Latin writer is afforded by comparing Statius' descrip -- 

;tion in the Thebaid of the 'infortune of Marte' with 

Chaucer's expansion of it. An example of the difficulty 

Chaucer experienced in trying to heighten the rude English 

to the dignity g t3T ofhLatin is given by his rendering of 

Statius' line - 

Et vacui. ourrus , protritaque curribus ora - 

viz,,, The carter over- -riden with his carte 
Under the wh¢el ful lowe he lay adoun. 

Statius' / 
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®tatius' six lines (Thebaid Vil - 48 -53) run - 

Caecumque nefas, Iraeque rubentes 
Exsanquesque metus, occultisque ensibus astant 
Insidiae, geminumque tenens Discordia ferrum 
Innumeris strepit aula minis tristissima Virtus 
Stat medio, laetusque Furor, vultuque cruento 
Mars armata sedet. 

This generalised picture is expanded by Chaucer into 

some seventeen lines, which are singularly interesting, 

as chewing the different method of the Englishgenius 

with its insistence on detail. Adjectives and 

participles like laetus and rubentes are expanded into 

clauses. In his translation of the Vulgate, Wiclif 

did not as a rule do this , but Purvey in his revision 

of Wiclif followed Chaucer's way here - and it is the 

English way. 

Chaucer's version runs - 

Thei3baugh I first the darke imagininge 
Of felonye , and al the compassing; 
The . cruel ire reed as any glede; -_iraeque 
The pykepurs , and eek the pale drede .,, ubentts 
The smyler with the knyf under the elo e; "- 

The shepne brenning with the blake smoke; 
The treson of the mordring in the bedde; 
The open werre with woundes al bi- bledde; 
Contek, with bloody knyf and sharp manaca; 
Al ful of chinking wars that sory place. 
The sleere of himself yet saugh I ther 
His herte -blood hath bathed al his beer; 
The nay le,y- driven in the shode a- night; 
The colde deeth, with mouth gaping upright 
Amiddes of the temple sat meschaunce 
With dis confort and sory countenaunce 
Yet saugh I woodnesse, laughing in his rage = 

(laetusque Furor.) 
_Armed complaint, etc. 

Virgil's well -known description of Aetna has been held 

up as an example of very tumid stuff, not unlike what 

we might expect from a mildly excited neo- classic poet. 

Right down from Chaucer's time we have this dictional 

element / 



element present in our poetry, and in some proportion 

it will always be present in poetry, except among poets 

of Browning's or Walt Whitman's extremely individualistic 

stamp. And this is because the natural man when 

confronted with a scene or situation which arwuses his 

dormant poetical emotions, as a matter of fact uses 

the artificial strain of language though he is, ordinarily 

a little ashamed of it. Generalised and stock language 

is easier than particularised language, and if anyone 

takes the trouble to listen to the remarks of the ordi- 

nary tourist when brought face to face with some green 

piace of nature's showwork, he will be in no doubt 

that in drawing so copiously on this strain of language, 
the eighteenth Century was, paradoxically, using the language 
which ordinary men as a matter of fact, do use when in 

a state of poetical excitement. Only the cultured 

artist can find the particular and adequate words for 

such occasions. The ordinary man, half- ashamed e 

himself, uses the time -battered speech- tokens which have 

always done service, and which in the masa we call poetic 

diction. In this respect Wordsworth's premises in 

his Lyrical Ballads Preface and Postscript are simply not 

true. His conclusions ,for good art, may or may not 

be true. But while this really primitive art- speech 

in present in our poetry from the earliest times even 

in the Ballad, it was at the Renaissance that the speech- 

molds began to be choked with it. There is a fair 

amount / 
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amount of it in Spenser, though to do him justice, 

he uses his rich language with something of the painter's 

skill with his colours - that is, he is at least a 

romantic poet, who felt the intoxication of words. 

It is however among the Jacobean religious and ethical 

poets of the school of Spenser that we note the less 
PE[ß,1 

t ~mil appearance of the true eighteenth Century 

poetic language. The pastoralists and topfgraphical 

poets also of that age - Drayton, Browne of Tavistock, 

etc, ík show the steady growth of this conventionalised 

type of diction. Then in certain passages in Milton, 

who was nourished on these poets'as well as on the 

classics, we see it erected into a definite scheme of 

language. 

We have already quoted such passages from 

Milton to show these remarkable appearances of "poetic 

diction." In many / 

There is not much of the generalised phrase 
of the 'finny tribe' type, but a glaftnite 

mass of the obvious and recurrent epithet 
which is so characteristic of neo -clas' is 
diction. , 



many cases it amounts to no mcr:: than the sort of swelling 
sometimes 

stuff we get in a poet like Luc n ore : L /ir: Virgil. 

Again, it is the very language of the neo- class; didactic 

poets, of Thomson, Cowper, Granger, etc. When he uses 

a phrase like "matter sere foment ", which to the ordina.r? 

Englishman is a foreign language, or "grizzled hair 

implicit" we feel that <;e have come on a new mode of 

phraseolo , . It has to be remembered, howev ;r, that in 

Milton's time, especially during his 'youth,English was 

actually importing an enormous amount of classical e :res- 

/ sion, and it'was not at all clear what expressions, 

especially what abstract expressions, were likely to be 

found permanently adaptable. 'In what sense and on what 

terms1 words like liçi;t or simple were to be admitted 

could only be settled later on. A lame amount of 

classical descriptive language, which we now find ir_rpossible 

in Paradise Lost would not a, -pear so hopeless to 1Zilton's hr 44 .4 f . 

experimenting age. Those words which appear impossible 

to us had as good a chance of final acceptance as others 

which got into the. language. Attrice, adust, imrre,r_, 

horrific, rryrrhine, petrific - the list given in Masson's 

Essay on Milton's Versification seems to answer that 

question of Colerid;e's with which this book starts. 

There is no means of knowing beforehand when a word is 

assimilable. Mars ton's rejected words in the Poetas. 

had as good a chance as Milton's had, and many a fine 

coinage e find in the latter Which posterity has not 

continued honoured b' / 

imparadiced, 

voiitant, etc. 

but they are 

reason,/ 

orüs like grmnic, irrmedicable, 

nocent, nulled, remediless, ÿ ropense, terrene, 

may certainly, be used. br any poet of to -day 

not in general use. There is no very good 

-4, tkAt( is It, (145i:«(, WDlt", -Pr 504,4 M.. hpt. 
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reason why they should not be. Chance seems to determine 

a great deal in this as in most matters. 

These words have no inherent bar against naturalisa- 

tion. But poetic diction is no mere matter of classical 
vOcda ad.l 

lantsuage. In a sense the e of the t ue whether 

classical or English is irrelevant - "finr;y drove" and 

"fleecy care" are English and yet very much poetical diction, 

In Milton's case and that of his 18th-Century disciples, 

we have tended to confuse mere eccentric use of Latin 

novelties with the p e ?4;: r nature of poetic diction, and 

[oe t for this reason. The essence of - poetic diction. not, 
Cc Ltt 

as some think, the novelty of a hi !af lown language. It 
lies; in the constant attempt at Pralisati . This 

word occupies the very foremost p lace in 18th Century 

aesthetics. Whether we read Addison on 1Jilton or Johnson 

on Pope, or Mason or Sir Joshua Reynolds on Art, or any of 

the other tedious essays on the beautiful in that aesthetis- 

ing age,' Te find this principle of :Leneralisation placed 

always in the first place, alon with he classical virtue 

of lucidity. To subdue the phenomena of the world to 

system is the avowed object. Local peculiarities of 

dialect and costume are to be suppreásed. The streaks of 

the tulip are to be iLnored. The lovely face in the 

painting is to be nobody's face 'alb composite loveliness. 

It does not much matter then whether the phrase is Latin 

or English so long as it has this general character and 

helps to disseminate the comfortable notion that we have 

all nature under lock and key. But it so happens that key. 

the Latin tonj ue is rich in phrase conveyinv -this senssee, - - A,,,r . 
enerp,li,9ed 

..;bserva,tion will, as a rule, ;;:.ivá just what 

we;' 
v,_ 4 

Ronce the union e ' classical epithet an4 
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we want. Spenser and Milton had understood well how to 

combine the two- syllabled Latin ',lord with the English 

monosyllable, and Shakespeare learned from Spenser. 

Sometimes the character of neo- classic poetic diction 

seems to be best expressed by saying that they never call 

a spade a spade and they prefer periphrasis to direct 

statement . As to the latter we may note that the great 

Victorians, Tennyson and Swinburne, in their imitations of 

archaic speech seem also to prefer circumlocution. It 

is, in other words, no special mark of the neo- classics. 

But still they do shun the direct word because they like 

to refer even the simplest thing to its class, and that 

involves a generalisation. They seem to have thought 

that particular things are rather low, and only by throwing 

over them a veil of generality can this quality be exorcised 

Parnell rather grotesquely talks of the graves tomes as "all 

the solemn heaps of fate " which might be tolerable in 

Latin but not in a Teu xnic tongue. Sc instead of saying 

(in The Hermit) "they passed the time in pleasant talk" he 

will sß:ÿ "And talk of various kind deceived the road ". 
h-, O r4 

Such language becomes ludicrous, and is ̂ l.roperly used 

Quily in mockheroic. The result is that the works of those 

poets who constantly use it have the appearance of mo k- 

heroic. Granger's Spa_° cane is perhaps better read as a 

than as a serious work. 

Mrs Barbauld writing in 1810 (Introduction to A kenside's 

Pleasures of the Imairiation, page 4) half-admires the 

ingenuity with which these didactic writers avoid using 

realistic language. "We are deli; h ed to find with how 

much dexterity the artist of verse can avoid a technical 

term, how neatly he can turn an uncouth .lord and with how 

much grace embellish a scientific idea. Arno does not 

admire the infinite art with ghich L-r Darwin has described 

the) 



the machine of Sir Richard Ark wright9 Even 

the loathsomeness of disease and the dry maxims of medical 

knowledge have been decorated 'with the charms of poetry." 

Writers refer to Armstrong's " gelid cistern" (for a bath) 

as the supreme instance of poetic diction, and so perhaps 

indicate as the essence of that code of speech the grid 
But to Our mind "solemn heaps 

of fate" and finny drove' are more exe glary, because 
1)4,44 

although the former like the latter, evades the direct word, 

the latter is good English and gives that sense of ¿;enerilisaH 

tion which we maintain to be , the essence of 18th Century 

poetic diction, and not the tasteless latinisme with which 

,.ricers bestrewed their page. 

A brief diseursos on the neo- classic theory of language, 

may not be out of place here. The neo- classic experiment 

was short -lived and yet Wholly worth while. Beginning in 

an attack on the uncouthness of the Elizabethans, those 

"unbuttoned fellows" of the dawn, it set itself up as a 

censor of language. About this time it became a stock 

question -When did our tongue come to its height? .Some said 

it was at its best in the days of Hooker, but these were 

rather laughed at. Even Sir Walter Scott smiled at the 

notion that any age but that of Addison could be said to be 

the golden era of our literary tongue. Johnson praises 

Dryden as the father of modern literary speech, just as 

Pope claimed Homer as the father of poetic diction, and 

Dryden hands the bouquet to Wailer, because :'Taller first 

got rid of the language of wit, and in its place put flowing 

yet concise and epi ;rammrnatic English, neither too low nor 

too high, in a word the lan ua;e Horace would certainly have 

approved. It all grew out of the eccentric practice of the 

previous age. We to-day can see and worship. the excess of 

powers 



power with which the great matcphysicals wéá,lded the 

tongue. We relish their figured quaintness, their 

use ofpregnant epithet, their thrift and directness, and 

we rejoice even while we admit the violence of their 

imagery, because we ourselves are caught in a wave of 

what for a better term we might call neo- Catholic 

reaction. But the men of the Restoration were tired 

of symbolical vagueness and mystery - in a word, of 

Religion. They wanted to blaze a way through the 

forest of doubt by the aid of reason and' to immerse 
1 

themselves in Trade and Politics. For this end a 

defined and shadowless language was a prime necessity. 

A sign of the times is to be found in Hobbes' Letter 

to D'Avenant printed with the latter's Gondibert. Here 

is philosophy urging a new kind of language on letters. 

He naturally lays the chief stress on clearness. His 

aesthetic is to modern ideas sheer nonsense, =mix an 

early symptom of the approaching degradation of the idea 

of poetry. He lays the emphasis on knowledge which 

all the moderns since Keats repudiate. 

"That which giveth a poem the true and 

natural colour consisteth in two things which are to 

know well, that is to have images of nature in the memory 

distinct and clear; and to know much. A sign of 

the first is perspicuity, property, and decency, which 

delight / 

In their poetry they took care to put Reason 
low enough, but the fact of their reasoning out 

the tangled scheme of Being, raised it high. 

Even Blackmore's pious attack on all the scepti- 
:cal 'isms' is, in parts of the Creation, a fine 

vindication of Reasons and in certain places 

where he expounds the philosophy of Descartes, 
he giveq us plainer, more acid dialectic than 

we find even in Dryden or Pope. 
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delight all sorts of men either by instructing the 

ignorant, or soothing the learned in their knowledge. 

A sign of the latter is novelty of expression and pleas - 

:eth by excitation of the mind, for novelty causeth 

admiration and admiration curiosity, which is a delightful 

knowledge." 

But this element of strangeness is not to 

consist of words of "magnific sound" of "terms to charm 

the weak and pose the wise" - no, that is the road to 

chaos. "To this palpable darkness, I may add the 

ambitious obscurity of expressing more than is perfectly 

conceived or perfect conception in fewer words than it 

requires; which expressions, though they have the 

honour to be called strong lines, are indeed no better 

than riddles and not only to the reader, but also (after 

a little time) to the writer himself dark and troublesome." 

Thus we approach the age of reason and lucidity. 

'It, is curious to note that the Romantic age started 

from the same desire for plainness. People still 

make a sort of mystification of what Wardsworth really meant 

by his writings on the true language of poetry. Adid 

There is no doubt that he desired to see a poetry like 

°C'abbe's employing a direct and simple speech, - plain 

words used in their natural order, and with little more 

than their dictionary meaning. But this was what 

the Restoration crusaders plead for too. We know 

that just as neo- clas -ic poetry starting from theory 

of ÌI 

And we will not emerge from it - theoretically 
at leas -till Joseph Warton blows that blast in 
the preface to his book of Odes in 1746. Wartontke 

deplores the starvation diet the Ímágination has 

been put on in the last age. The passage is quoted 

in Dr. Courthope's History of English Poetry, Vol.V. p. 3V8. 
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of plainness,developed into the most artifi 1 of modes, 

so romantic poetry from the same reaction towards bareness 

and simplicity developed into the most formidable and 

splendid experimentation in language the world has seen. 

The Restoration writers make much of the language question. 

Not Wordsworth's age, not our own age, has been mo reinter - 

sested in the problem of language than the Restoration 

was. It was not merely Dryden. Cowley was before him. 

He was one of those intriguing persons who wanted to see 

the language question sifted and settled for all time. 

In a letter to Wycherley 1665, he ascribes the disorders 

in the tongue to "victories , plantations , fronteirs , 

staple of commerce, pedantry of shcools , affectation of 

travellers, translations, fancy and style of Court, 

vernility and mincing of citizendw pulpits, political 

theatres,. shops, "etc. He does not mention 

the Press. Perhaps "political remonstrances" covers 

that. Roger L'Estrange was then pouring forth his 

rasping governmental sheets. No other news sheet was 

allowed to appear, but an underworld of surreptitious 

"political remonstrances" existed, chiefly presided over 

by dissenters and old republicans. There is no doubt 

these widespread activities helpjGed to change the face of 

the literary tongue not only by themselves. but by forcing 

the scholars and preachers on the established side to leave 

their studies and address the mob, in understandable 

English. These "remonstrances " ;were generally the 

work of obscure and unlearned men - tradesmen often. 
Only 

occasionally did a Marvéll,, or a Halifax, an Eachard, 
or a 

Shaftesbury descend to the world of the secret press. 

Let the reader peruse a few of these news-sheets and 

"remonstrances" / 
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"remonstrances" 
and if he is a connoisseur in the good homely English of 

which The pilgrim's Progress is the most illustrious example, he will admit 

hat a new world is opening up for the literary vehicle - a net arid vital 

vent, of contact is established between the literary language and that of 

he streets. 
re jcice in all that confusion which distressed Cowley. 

. But in truth 

he moment had come to lower the sluices against the flood of incoming words 

,d phrases . The Pleiade nearly a century bef ore had called for the rais 

f the sluices, for the enlargement of vocabulary from all sources, trade, 

rofessicns, old words, classical coinages, etc. That process had gone far 
nough, and Cowley's remedies for the resulting; disorder are an authoritative 
Tamar, spelling reform, and a lexicon for 

(1) I11 pure English words; 

(2) Leriva,tives; 
(3) Symbolisms; 

(4) lvioxon's collection of technical words; 

(5) A full catalogue of exotics "ut c iv itate doment ium" , "since 

without restraining this "verborum licentiam ", it will in 

time quite disguise the language". 

As for technical terms introduced by physicians and philosophers, euphorr 

s the test for citizenship, and Oxford .:gords - as in Cleveland's poems - are 
o be avoided. 

Cowley's most interesting suggestion is the making of a Florilegium or 
ollection for poets' use of the most quaint and courtly e xpressions - a new 

d improved Grstdus ad,F ste r,. Further "since there is a manifest tot - 

jc . and circling of words which go in and out like the mode of fashion - 
ocks would be consulted for the reduction of some of the old laid -aside 

A. expressions had formerly _ill del iciis , for our language is in some places 
erile and barren by reason of this depopulation. For example, we have no 

crds to express the French clinquant, naivete, ennui, bizarre, concert, 
h'iceneries, emotion, defer, effort, débouché, etc. 

"Let us therefore make as rrany of these do homage as are like to prove 
J 

cod citizens*" 

Bi8hop Sprat of Rochester in a well- knor,m passage (introductory to his 

1St cr y/ 
4 N kl It7cc,; ivy .F1c Iv at 214 1. frf4.l oF P(eccDc 
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¡story of the Royal Society) gives a sketch .g view of the old language till 
t. began to raise itself about the time of Henn, VIII - presumably after 
ratt and Surrey helped to discipline it. Then the barbarous sects, like 

he Blatant Beast of the Faerie Queen, broke in. "In the wars themselves 

which is a time wherein all languages use, if ever, to increase by extra - 

rdinary degrees) , the language was inundated by fantastical ternis and out - 

mdish phrases which several writers and translators in the ,great hurry 

roujit in and made free as they pleased." 

The Bishop admits however that the tongue was enlarged by many sound 

a necessary f orms and idioms which it bef ore wanted. The reader will 
ote that he repeats Cowley's observation. Evidently these ideas were 

oo:on property among the wits of the Royal Society, who had in view the 

ounding of an Academy on the French model. With such aa,n institution, says 

rat, English would quickly arrive at as much Vet,,; 1 
r (7 as it is capable to 

eceive and at the greatest smoothness which, is td"er 
iv(((ation,.,,, 

rom the rou e 

¡ (/ 

rr. . .l _l a 11 ti s.fi i .Qr . r, 

All Sprat's influence is thrown on the side of plain speech. On other 

rounds this might well be. The Church has now to corne down to the ma,rket- 

ace to defend itself against seditious preaci'monts and "political re- 
nstraxces" and readers of 17'ß,h Century polemics are aware how excellently 
e Church divines acquitted themselves in this task. In the next genera - 

ion Swift takes the same view of the effect of sectarian strife on the 

?cage Burnet, and later in the rnxt age, "Tacitus" 
e levity of the Court. At that time (1660-70) "when 

Gordon, blamed rather 

cant grew diverting" 
e Court wits were enlisted on the side of ribald mockery of the sects. We 

0-day can understand this , for though we have no Court to blame, we are alga 

f 
a Widespread degrada.ticn of the language of society as a result partly of 

ör, partly of Social unrest. Cant grows diverting. Our younger poets 
eve i in the new abuse. The excellent South wrote to the same effect. He 

been impressed by men's enslavement to words, to party cries in the Civi7 

er period. This was a common thought in the Restoration age. Charles I 

Oat his throne and head and the established state and Church toppled down 

s C4. Frco44 ^" e, cat - 
JA? 
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through the skilful use by the other side of words and formulas. Therefore 

Pie must define and define to avoid this ens1,,vernent. And to this end plain 

and concise expressions will most help. Away with the cloudy and poetic 

rhetoric of the last age of preachers, of Jeremy Taylor and the rest with. 

his "Thus have I seen 

Paul is quoted by the good Bishop in support of Thinness, and in short 

to meet the dissenters on their own ground, we nliust eschew imaginative and 

literary writing. Prose in Taylor's and Browne's time had come very near 

to poetry. Taylor has been called the prose Shakespeare. Now we want 

nothing so much as that preachers will forsake poetry and become grave men, 

bearing a solemn message. 

Cowley and Sprat wrote before the deluge of cant translation had fully 
et ir:, - a deluge which really threatened to sweep away the landmarks of 

civilised speech. Such is the lartivage of Dryden's Plutarch ( he had 

robably no hand in it, merely lent it his name) , which Mr George Wtrndhon, 

owever preferred to a modern scholarly version. L'Es trance's , Ea_chard's 

and Ogilvy's translations are of incredible vulgarity. en-1y, L'Estrange's 
.o in vrr 

o., and Cicero, have a certain saving honesty of idiom and are indeed full 
f relish. 

To complete our evidence from the Bishop's bench, Atte rbury's of t- 
uted preface to his edition of Waller (16,0) carried us further down the 

Cream. Waller says, Atterburyr was "the first that showed us our tongue 
J 

ad numbers and beauty in it. . . . . The tongue came into his hands 

eke a rough diamond; he polished it first, and to that degree that all 
-rtists since him have admired the workmanship without pretending to mend 

it. He undoubtedly stands first in the list of refiners. . 

of ore his time men rimed indeed, and that was all; as for the harmony of 

-azure and that dance of words which good ears are so much pleased with, 

neyr knew nothing of it. Their poetry was then made up almost entirely of 

oncsyllab] es which, when they come together in any clusters are certainly 

he most harsh untimeable thit v-s in the world. If any man doubt this, let 
lm- read ten lires of Donne . 
out in more polysyllables . 

removed all these faults and 
n 

3. U 

4,I 
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As a matter of fact the modern reader is sometimes at a loss 

to understand Wal:ler's excessive fame. A poem like 

his Panégyriok'to my Lord Protectór 1654, does not sedm 

to us such anadvance in purity and directness of expression 

as Dryden and the rest seem to indicate. It reminds us 

at every truun of the latter's own poem to the Lord protec- 

tor. It has the same tendency to hyperbole and the same 

indulgency in the jejune, unpoetical language of statecraft 

and politicspand the same slatternly familiarity. It 

equally rejects the language of theimagination, and descends 

on a jerky sort of colloquial writing which rejects all 

harmony as we understand it. 

The Sea's our own,, and now all nations greet, 
With bending sails each vessel of our fleet. 
For Power extends as far as winds can blow 
Or swelling sails upon the Globe may 'go. 

perhaps this is what these critics have in view when they 

praise this poet services English He 

led the way in the process of denuding and staling the poetic 

tongue. His later poem On St. James Park, as lately' Im 

:provtd` by His Majesty, however, overlaid though it is with 

mythological deities and graces, is far nearer the true neo- 

:clas ̂ ic manner and to Waller must be given the credit of 

. Not that it yet runs clear of conceit: 
establishing that manner. A But here is the style and dic- 

tion English poetry was to employ for at least two genera- 

tions. The park is described -- 

All with a border of rich fruit -trees crowned 

Whose loaded branches hide the lofty mound 

Such various ways the spacious alleys lead 

jay doubtful muse knows not wháü path to tread. 

Dryden tròd very,closely on the steps of Waller. He seems 

to copy him at each stage of his development towards 

the true neo- classic. Hence his tributes. 

The ladies angling in the `Christal lake 

Feast on the waters with the prey they 
take. 
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'-'00 awl, 

Naturrt -,t44ey could not &Trr .:c iat,e "rhyme ; sturdy cripple,' nor could 

ve expect it of them. Here, the reader will note, is the emervence of a.. neA, 

theory of art, which we should be prepared to greet sympathetically now that 

the fu T for rcmanticAcìic,ord r has somewhat abated. The unprejudiced reader 
44 

will admit that Taller has a fluency and sense of nice phrase unknown to 

D'A,venant and Cowley. Of the latter .Dr Johnson's verdict is much to the 

same effect. " 

"He seems not to have known that words being arbitrary must owe their 

I 

power to association, and have the influence and that only v,rhich custom: 

has given them. . . . the most heroic sentiments will lose their 
efficacy if they are conveyed in words used commonly upon low and trivial 
occasions , debased by vu lgai.r mouths and contaminated by inelegant of f ecta - 

tions." 

The great critic adds - 

"The diction being; the vehicle of thought first presents itself t the 
intellectual eye, and if the first appearance offends, a further kro*rl.edge 

is not often s ought . " 

If we understand the El octor aright, he means that, apart from atmosphere, 

he mere appearance of certain words and phrases is an instant bar to the 
lea.sure which poetry should convey. But Johnson's sturdy An licanism 
efcses to countenance an Academy. In his Preface to his Juvenal, Darden 

d supported this scheme. 

We have no English prosodia," he says, "not so much as a tolerable 
dictionary or a grammar, so that our language is in a manner barbarous; 
and what Government will encourage any one or more who are capable of 

refining it, I know knot, but nothing under a public. expense can go throu h 

lanchcly words to all Í.Fho have supported Government or national endowment 

Art or the Theatre! The Englis ded 

II ,1n 
ot change . Note that this ver,,T 

A 

of ace is not free of that slovenly slang idiom against which the proposed 

aderry was to declare war, and against which Dryden had inveighed in his 

'rsure of the elder poets. e.g. They (the previous translators) have 

G 

close, S I cän make a shift to find a meaning, r I said only from 

but I may 'afly carry it aihhei, cßîr His verse is scabrous and 

obb]i; h.c0r %Y ti ¡c1 rf t 1 f 
U 

jl k = L+.d.(ta y ïirvc, 
/1 

h tggqtioJy 
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hobbling Of course, this sort of thing is greatly admired to -day, so 

urgent is the reaction from leader -writers' English. Morris, more than 

any man, set the fashion of this admiration. His Virgil is full of scabrous 

and mean phrase, but, how expressive such phrase can be! 

It is curious to note how superior we are now to `.?1e attitude of the 

?allers and Kochesters. Que are so bemused by the siren -strains of our 

Victorian archaists and pre- Raphaelites 

truth that for their day and hour these 
L 

great vlit language had simply to be rut 

that many of us cannot see the s imple 
hid e.,014 rn were right,. The debris of the 
out of sight. Its day was over and 

it was, despite modern devotees, always a questionable form of poetic art. 
In the poets of genius, its tricks were tolerable. In inferiors, detestable. 
ny reader of L'Avena:rt's Gondi xt for example - though this poet, claimed 

to be a reformer and to put away the childish things of the wit .school - 
ill see how absolutely essential a new roetic technique was of that moment. 

.other will note with wonder how Milton, in the age Of !aller and Dryden, 

oars quite above the noise of the little reformers of his age. But Milton, 

espite his classicism, is a late Elizabethan, using the tongue in full 
ttpery and disdaining to use only the polished part of it. And he is, 
xcept in his juvenile things, remarkably free of'vrit language and imagery. 

urther, he -as above the desire for mere elegance. But for ordinary mortals 
legance was then necessary. A period of reconstruction had set in - re- 
OnStruCtion of Trade, politics, rel7 1 crì, science, in fact of every branch 

f national activity. In this hurly-burly '.iilton 'w as quite out of place. J 

learness and method are the first principles of Reconstruction_. For this 
nd an unclouded use of language is essential. We roust know the meaning of 

orris, and their quality. The dictionary must be a court of reference. ?le 

'-ot afford any more Elizabethan cloudiness, shot through thougli it be with 

ineffable rays of genius. The age of genius in that generous sense is J 

ver We must come to terms with our art, and acquire an aesthetic. Hence. 

^_e groping about for analogies from painting and the plastic arts,which 
aracterises the neo- classic age. Hence DrrJ den's translation of Du Fresno:-' 

çx-PaJ,tir 
; - hence numerous blank verse poems on Beauty, Landscape, 



,. 18 

The Garden, etc., which rather )Neary us to -day. It may be a pity for the 

poet to divert his genius to discussing aesthetics, but in any age when the 

nature of the beautiful becomes the object of fashionable inquiry, it is 

difficult for one so sensitive ats the poet is to current ideas to avoid the 

'subject. To effect a superficial unif icaticn of the arts now arrears to 

us a false way, and certainly to draw out confusing; analogies to the 

`portentous length of some of these 18th Century blank verse essays, is very 

wronhheaded . 

The resemblance of words to colours has of e3 been a corn onplace 
Ear 4k l,a,K/7.L/,u 

comparison aS far back as the arts became self-conscious. U'- pica 'r t 
poesis, The technical language of rhetoric everywhere surssests the 

analo &r. - colours of rhetoric, flowers of poesy, Caxton's fair French 

terms and 1iiords enamelit. Such analoEy could not escape the human. mind in 

its dawning consciousness of beauty. Horace indeed in his El istle to the 

'isos dissociates the arts cf paintir s and of poetry, sharply ridiculing 
hose poets who "paint the mead ", much as Lessing later on disapr :roves the 

who, following the vogue of Thomsen's Seasons, devoted themselves to 
landscape poetry. But the analoar of colours to words is so obvious to all 
hat we are surprised at such an' early repudiation as, zZ La Fontaine. 

Les mots et les couleurs ne sont choses pareilles 
Ni les yeux ne sont les ore i1.1 es . 

essing did little more in his Laokoon than develop the idea of this couplet, 
hl. y s' 2 0G2«. F, 

d affirm that to suggest not to describe is the office of the poet. It 
h.-c, 11-k;,s 

s curious that the school of nature poets justified themselves by 

'uoting the opening words of Horace's Epistle ut pictura:,,.oesis, though that 
Document contains the studied rebu' e referred to. 

Now the language of Waller and-Dryden axid of Pope outside I`irdsor Fores 
'.s little to do with this false identification of the art methods of Poetry 

d Painting. The early and great neo- classics are not properly chargeable 
ith excess in the direction of painting the mead with enamelled terms. The 

l 
anguage of Waller is both smooth and manly, is utterly English, and does not 
ke use of any conventional jargons though the mannered tendencies of 18th 

Century Poetry are certainly present in his work. In other words 
,deserves/ 
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5.s-erves the praise bestowed on hire, G r a+ i t- t we can see why it was 

bestowed. Dryden is ;e a careless workman; but the things he is 
hoe by are couched in vigorous English,which does not disdain eves: cant 

words, though the process of 

censured in the Elizabethans 

But it cannot be said - 

exclusion of those parts of the language L ' 
is at work. 

if regard be had to Dryden's mature work - that 
that aristocratic process has yet gone beyond the syllabus set forth for us- 

,in his own Defe e of tie Ezilotue,. Dryden's genius was too manly to desert 

the colloquial and set up the standard of Flee. As between the language 

of k y p ,.._, there of course a wide 
s 

Reli io Laici _and that of Anton and Cleopatra er is course 
f4 t/ %,..4 do., 

' ulf, But it is not in the superior colloquial character of the latter. 
he langua'is fax less tropical, less emotional, its ge range vastly more 

A 

contracted and more abstract, but it is not a higher level of language. Or 

oes the reader of the great portraits in Absalom and Achito 'lîel feel for a 

oment that the native idiom is neglected, or that it suffers from a fastidious 
ejection of the lower elements of speech on the one hand,or a paucity of the. 

ore eloquent elements on the other? The reader knows that the two elements . 

re admirably poised in this work, and as the glove fits the hand, so the 

'en uage of this satire fits the subject. But the sub sect is limited and 
d V+s.4i M.tÇ a.vt 

erhaps efen unpoetical. Doubtless, if pasSionAiii excluded, and only lip- 
urling sarcasms or vigorous discourse alloyed, one great part of the poetic 
!once will atrophy. And this is the true charge against, Tryden's school. )( 

t is in his contracting the field of passion not his l that he is 
o be censured. We say nothing of the fustian of his draina. He himself 

Ain icated the sources of that spasmodic rhetoric in his youthful admira- 
Jv... f 

ion for the Bu., ,y D44 s of Chapman and others . 
So with Pope. The Winñsor Forest, which he later seemed to repudiate, 

s compacted of the objectionable poetic language which has come to be 

egarded as typical t 18th a,lthouh as we saw it is really found in 
trealts every age, even in Parkdis.e Lost. Only, in this age it is more 
ncessantly poured forth. But of Pope's characteristic work, we are all 

'reed f, sur.i limitations a . ations in the full use of the poetic tongue as it 
c4h.{ `l LC 4 kLÇ . kw f II 0&v /t C-e 1'4,2 ß(4 t; 0 

7 n{^a71v, ,`I (vl lG I f-( / 
115ß, - ¿"4, a.-. rhlfNZi -v i LJ ke co O c& L o t'Iws Lf t4 / 

1,) .t1 %hTC UCSty 4fri =ív. i.ßí5 K. JL54 I "I S.c-11/4 /_tT74k7Atid "i. /r -ti 
xlays/ 
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:displays are due to the limitations irriposed by the subject and treatment. 

Mith the exclusion of high passion, there is no occasion for the higher 

reachestf poetic language. And let us hope that no one will ever complain 

that the Lpestle to Arbuthnot is not adequate to its task. If there is any 

fault, it is that the diction is too colloquial, too cunningly English. 
As said, these early and true neo- classic writers do not go beyond 

the promise implied in Dryden's Defence of the E .ìlszug.. This document 

ou6ht to be familiar to every student . It was one of the occasions for 
speakin out. Piqued by the attention still. being given in the Restoration 

;e to the Elizabethan dramatists, Dryden had in the Epilogue to the Co 

of Granada rather meanly suggested that their success had been due to the 

fact that they spoke to a barbarous age, which igr:ored the solecisms of 

breech and gesture which cram their page. The Defence tole Epilogue 

ustifies this charge . The writer was both right and Sarong. Pope in his 
istle to A eu.stus, puts the matter right. 

But let them own , that greater faults than we 

They had, and greater virtues, I'll agree. 
.she ale rryden wrote for would not tolerate a great many, of the things he 

çited from the Elizabethans. The process of selection had proceeded too 

ar for that. True, the taste of his age was in many things a degraded one 

compared with the Elizabethan. But whilst wrong in the main point, his 
itati.cns prove his immediate thesis. 

Languages , like other organisms, have their periods of binding and urn - 

indir ;,o /selection and gathering in, - the English language perhaps more 

han others, because of its composite nature. The Elizabethan was an age 

f in ense acquisition. The spoils of three tongaes, not to mention the 
4ecovery of various native jargons, had "stretched its leathern coat, almost 

bursting" . Dryden came in the meagre time when rejection was the obvious 

Reed of the hour. He did his 
)f any great quantity of quick 
enera7 divine" besreaks his fair dealing with the language. What he did 

work faithfully, but he did not rob the tongue 
it- 

words or virile phrase. On the contrary, his, 

itters t 
4 h .cl 41., s., 2 , l .. 
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attempt and what his syllabus promised was to dismiss 

a great mass of frankly obscure and boorish phrase 

masquerading as English idiom; and to pay greater 

attention to the niceties of syntactic laws and to the 

due and proper placing of prepositions and the small 

change of language with the disposing of which the 

Elizabethans found a good deal of trouble. He 

preserved the true English idiom. We must add that 

he retained a_ gae.d -áeeal of the too colloquial idiom 

against which in the case of the Elizabethans he had 

been railing. - And this increasingly as he became 

affected (no man was easier affected) by the rising 

tide of vulgarity Outside with which L'Estrange's name 

is chiefly associated. His Virgil is as much 

impregnated with low phrasing and contains as much 
wrika 

dilapidated phraseology,as the 
A 
Elizabethans he had 

been abusing. 

Having touched on Dryden's early and middle 

manner, it may be permitted us to refer to what we may 

call the last phase. The so- called Fables 1697 are 

an astonishing cast-back towards the romantic manner. 

Nothing is more pleasing in Dryden's character than 

this power of returning on himself which he here 

displays for the last time. Without going the 

length of some critics who would have it that The 

Fables influenced Keats in his full romantic manner, 

we may admit that the poet has here undone what he had 

so laboriously built up in his mature years. He has 

loosened the heroic couplet, not indeed as much as 

Keats did later in Lamla, but still so considerably as 

to make us forget the neo- clasic couplet for whole 

blocks / 



blocks of lines, and he is, as his romantic theme 

demands, descriptive bather than epigrammatic and logical. 

His diction is in places decidedly romantic. Here for 

example is a passage from Sigismonde and Guiscardo: - 

Near the proud palace of Salerno stood 
A mount of rough ascent, and thick with wood 

The passage made by many a winding way 
Reached even the room in which the tyrant lay , 

Fit for his purpose; on a lower floor 
He lodged, whose issue was an iron door, 
From whence by stairs descending to the ground, 
In the blind grot a safe retreat he found. 
Its outlet ended in a brake o'er grown 
With brambles, choked by time , and now unknown 
A rift there was, which from the mountains height 
Conveyed a glimmering and malignant light. 

It will be conceded that here we have something nearly 

approaching the romantic manner - the utterance broken 

by deep and irregularly placed pauses, the marked 

enjambement, and above all, the coloured diction. It 

matters not that malignant light is a reminiscence of 

Virgil's sub luce maligna (Aeneid VI,270). The whole 

effect is not in doubt. If we had evidence that Keats 

ever read The Fables., we would readily admit the influence 

of such verse on his style. The Fables had little 

effect on the style of their day. The style was not 

forgotten however,. Swift's Baucis and Philemon has 

something of it and Parnell's Hermit, not to speak of 

Pope's Eloise to Abelard, Ovid's continued popularity 

kept this imaginative kind of composition alive, but not 

much more than alive, The Neo- classic virus had gone 

too far for that. Only after it has somewhat spent 

itself in the next generation will there be a chance for 

romantic art.. But if they had not come just too soon, 

the / 



the Fables might have turned English poetry towards a more 

traditional form of romance than Gray or Collins had any 

notion of. 

It may seem strange that a school which placed so 

much emphasis on clearness should have provided not perhaps 

so many examples of obscurity as the despised Metaphysicals, 

but a fair number too. Dryden's couplet 

The dead shall live, the living die 
And music shall untune the sky Al- 

can be cited along with numerous passages from Pope, 

Parnell, Gray and Johnson to prove that there are various 

ways of becoming obscure. But it is in his early 

poetry, when he is in the transition between two arts, 

that of the metaphysicals and that of the neo- clas-ics, 

that this quality best shows itself ..;, y7 d;~ 

There are no better instances of what Hobbes had 

in mind those "strong lines which are indeed no better 

than riddles" than are found in these early words of 

Dryden. The obscurity in Astraea Redux is heightened 

by the ambition of classical concinnity as, for example, 

is many a passage in In Memoriam. 

The Heroical Stanzas and Astraea Redux are 

instructive examples of enigma / 

Ode to St. Cecilia's Day 

I E.G.- And Piso to adopted empire brought - a species 

of violent Hyppalage of which Dryden was fond. 

or "And now Time's whiter series is begun" 

Cf. Tennyson, In Memoriam - a whiter 
sun fo(- 

od go 

For examples of classical use of words in A.M. 
see p. 
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jga and "ma nif is sound ". Crabbed inversions and violent ell ii s e and a 

eat deal of that slovenly idiom he afterwards censured in the elder 

a(VII. When such heroic virtue Heaven seis out 

The stars, lire commons, sullenly obey; 

Because it drains them, when i _cornes about 

And therefore is a tax they seldom pay. 

ich is exquisitely metaphysical in the bad sense. 

sa 'There Ï.ie ter and valour jointly (i.e. tether) 

War, our consumption, was their gainful trade. 

e lines on General Monk display all the metahysical delight in anatomy 

ci are crudely obscure in expression. 

Even of Dryden's truly neo- classic work, Johnson is rit cit in 

deli oted to bread upon the brink of rneanin , where light and 

poets. 

saying - 

darkness 

n to mingle." There was in Dryden something of the aano it ious .groping 

ter the sublime - only he hardly ever touched it. 

'But the Annus Mirabil is is a challenge to the critics who coral: lained of 

govelling lanuage of the Verses to the Duchess of York on her husband's 

Gtory - as well they rni,._ht. There is hardly an English poem, of any note, 

ich Thorrs more dense obscurity or brosser conceit and hyperbole than does 

Uú r,'IirL,bilis. It is a proverb for conceited affectation and harsh 

lipse. The clasic instances of absurdity in this ream are 

e destruction of the Dutch ship laden with spice ( "and some ship 

lîn"ters die ") and the ra sae on th u ;tira out of the 7 ire 

. 4/4,4 z( 

4 4;-- CAA 

Zrt 

den is still in the bond of iniquity, -therefore, as bite as 1667. 

nVereion to the correct style and clear phrasing is the more surprising. 

those describing 

by aromatick 

by rain.(A-,. 

His 

e candour of repentance 

lì a ie and "Larlines of 

und 
to the opposite s ide 

is Dryden' s great charm. Hav ing overthrown the 

my Youth" (a late youth be it observed) he veered 

. In the Dedication to,Theocritus, he says 

t and gross 1?s (VirJil) is everywhere above conceits of epigrammatic =i. 

Hyperboles 
. " 

ne tells us that the line 

Tier/ 
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T 
°When Lai us died, I was already slain" 

as too bold,Ov id mi4it have used it, not Virgil. And yet in Annus 

irabilis he claimed Virgil as his master and brou` It the language "as near 

to viril) as the idiom of taie two languages would admit of ". To do 

o,iev,r, meant intolerable violence to hile English tongue. 

arry it off , not Dryden. Tennyson mi 

so, 

Hilton could 

have learned from Dryden's failure 

ere. However, may note that it alas long held a desirable practice to 

with In his essay on, -ilton, Addison ingle classical constructions uvl-., , native. 

á1ls foul of the colloquialisms of trie Paradise Lost, but he seems to think 

at this blemish was mitigated by the very frequent classicisms of which he 

was examples. And, as we shall see, Tennyson used the s;ne device to gain 

levation for the pedestrian style of his Idylls. 
The ambition of being not î,i3t -ful but concise, led the neo- classics into 

y a cryptic Y,assa:_,e - Hoboes' "perfect conception in fewer words than it 
equires ". The neo- classic idea of the couplet was to make it contain a 

. 

glebe LhouJit - not of course that there should be no connection in idea 

t4een the foregoing and the following couplet, but that there should be 

o Arandering on from couplet to couplet. This was long held to be the true 

eory of the couplet. The Blackwood reviewer of Endvmion made it the basis 
ia.J a-, k a `7 f,ß, °I it,, 

his attack on that work that t_%le meaningA id meandervSon from couplet to 

u let. Now, right or wrong, this theory often leads to an enigiatic 
yle. The thought must be crushed into two lines . Hence such frequent 

uplets as we find in, for example, Parn.e l l' s rather plea-.sing Hermit 

Yet still the kindness, from a- thirst of praise 

Prov' d the vain flourish of - expensive ease. 

S,r Bread of the coarsest sort, with eager wine 

Each hardly granted, served them both to dine. 
heir love of inversion caused much obscurity. So Gray's Elegy 

Their lot forbade; nor circumscribed alone 

Their growing virtues , but their crimes confined. 
s not too obscure, out neither does it run clear. 

"Hear the shrine of luxury and rice, 

With incense kindled at the muse's s flame" 
c,s not r,rhaps justify Goldsmith's charge of obscurity. In Gray's case 
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ie main cause of obscurity is a kind of cloudy allusiveness which is often 

dying. Lou.btless much of it is external obscurity due to defect on the 

art of the reader's learn i ng It is none the less irritating, because it 
aises the question Vhat degree of learning may you assume on the part of 

your reader. But Lryden, Parnell, &ray and Johnson, are chargeable with 

food deal of ooscurity arising f rom pomposity and defect in expression. 

rassa6e from the Vanity of_ Human lis .s, for eî1 , quoted by Lr Court- 
, 

or 

Loes envy seize thee f Crush the upbraiding joy 

Increase his riches and his .peace destroy. 

This power has praise that virtue scarce can warm 

Till fame supplies the universal &arm. 

-f- 

ant just more thinking out than the reader can afford. 
Reasoning in verse perhaps necessitates the locking of a separate 

hhousht in each couplet, but the desire to say things in concise form, and 

he habit of inversion inevitably lead to obscurity. 1`.umerous examples 

ight be given from Pope's didactic verse - not his satiric where slipshod 

«mnar and too violent ellipse often lead to the qu.agnire. 

But in known images of life, I guess 

The labour greater as the indulgence less. 

Nor suffers Horace more in wrong translations 
By wits, than critics in as wrong quotations. 

go further and say that any random couplet from th e iíoray 

ikely as not be at least difficult. 
1.g. To written wisdom, as another's less; 

Maxims are drawn from notions, those from guess. 

i,ssays mill as 

hc''e Essays oscillate curiously between the utterly clear and the enlo `'tl.c. 

[le philosophical .poet is in constant danger of the obscurity arising from 
, , 

s anbi.V,uous use of terms like 'wit, natu.re, good, etc. Ordinary philosophy 
, 
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in the same ^ lent, it is hardly likely that the versified f orn 

iii escape. This ty-pe of poetry also suffers from the use of an abstract 

aî age - words like degree, relation, organ, rational, Universal, 

cinema, nature, physical, moral, etc. But it is only fair to Pore 

hat he of ten avoids this language, and in proving that whatever is 

r exploring the theory of the Ruling Passion, he often breaks away 

system, 

to say 

is ri at, 

into 

assages of nervous and concrete English. In the Moral Easay.a he contrives 

a wealth of homely illustration to keep the poem from sinking into Mere 

òstraction. On the whole we must a,d ire, the '.Tay in which he does this. 
ne Moral Essays deserve their fame. 

The 18th Century aesthetic :vas, as we think, inadequate, if not quite false. 
t regarded art solely from the Toint of view of ornament. This view con - 

itioned its conception of language. Words an-3 ornaments, and the greater 
amber of the larger handsome sort you can accommodate in your line the better. 
nere is a passage in Dryden's Preface be his Virgil ihich illustrates this. 
e apologists for his poor efforts to reproduce the splendour of the Virgiliar, 
ine. The Latin poet had a longer and more varied line and so could use at 
east two of the decorative words in which the classical tongues are so rich. 

E e English translator found it hard, apart from the sterile monosyllabic 

arac ter of English, to get in one. There is, of course, some truth in 

his complaint. After all, there is a magnificence in roetry of a certain 

Te, and blocks of 

in his Virgil i 

marble, not rubble, are required for it. Morris igiored 

, ¿with pathetic results. 
ates the position here in his Essay on Translatin` Homes. Nevman's Homer 

.s not indeed written in the terrible ( but vastly interesting) language 

ich Morris fabricated, mod, put it was after the quaint style, of Chaprnan's 

slzsh, Arnold rightly insists that an embellished and courtly work like 
e Ae aid cannot be properly rendered in a language of fanatic uncouthness. 

ORever that may be , the complaint generally urged against Pope's Homer is 

Matthew Arnold very soundly 

t it is too full of a false splendour of phrase. This is the translation 
ich is supposed to have finally stamped the character of English -:oe tic 

lotion for nearly a century. It was said that here is the mint and treasury 
1 J'ya t %'Ii a >.1s 

'.icELI/ 

of conventional expression which glitters monotonously in 
// 
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typical 18th Century verse. The false splendid style existed before Pope, 

but he exercised it so variously in this work that succeeding poets hid only 

to di-,2; 
in ,i4As pages. f 2-e4r l. /c«0 A 

The re -der should carefully read Pope's Preface to his Homer. 

authoritative exposition of the neo- classic aesthetic by one 

right to declare it. It is too long to quote here, but the 

that referred to above, that poetry is a matter of ornament, 

It is a, 

who had some 

central idea is 

that words are 

o be treated as a chief means to embellishment, and that epithets above all 

are the mainstay of the epic poet. Nov epic roe tr , despite Arnold's cry 

of Action, Action, is lamely descriptive poetry, and so by the accident of 

ope's translating the I1ia,d, . ;e are led to lay an altogether exaggerated 

tress on epithet. Imitators rn ±±ked the place giver to epithet in Pope's 

pork and very shortly the poetry of the age ran all to epithet. This 

endency was reinforced by the appearance of Thomson's Seasons and 'y. the 

e:4 -felt enthusiasm for ÌJilton's epic, and by the didactic tendency of the 
/ zw y ti 

Lidactic and descriptive poetry (and as we say 4c runs naturally to 

.e3cription) rb largely on the adjective. The dictionary was re_sacked 

or the appropriate adjective, and if its dress was Latin, so much the better. 

One of the conclusions come to by Lessing in his Laokoon is that in \ x 
escription the poet should limit himself to one epithet, just as on the 

th:ir hand the painter or sculptor should suggest the moment before and the 

cent after the situ< -_tion he selects for his scene or pose. Why? Because 

e poet's medium is time, the sequence of word following word, the painter's 

space. But just as the good painter will suggest motion or action, so 
h+erc 

e hood poet may not stay to describe, but may give a f lying glance at his 

ojeot and this will be conve'red in one epithet. This will convey a broad 

ouch of description, the essential nature or general appearance of the 

s writes down Lessing as a neo-classic, thcia.ÿa 

enli htened one. He :will have nothing to do with the romantic artist's 

epithet must do the 

°Jett. Needless to say 

een and delaying survey of particulars - one general 

ork, To give more than a single epithet would be to imitate the plastic 

rte, and so ruin the conception. It is a pretty p t theory, and there is no 

oubt/ 



doubt the vast amount of descriptive and didactic work in this centur,;r - 
kk' [h 3.,Er[ Gh1 

I 

:,o. snaly^ ly is the satiric and vers de societe element,- lent 
A. 

itself to a1,1 abuse of epithet. The romantics naturally went further still. 

Pope also in the Preface referred to is bitten by the roet- painter analog. 
He asks where are we to draw the line in the matter of particularity, so as 

not to descend to the vulgar detail or to trifling. "In this matter 

Tainting is to oe consulted. " 

Pope's Iliad is then the "forge and working-house" of poetic diction. 

From the vast debris of Milton's epic, poets carted awa3T great masses of . 

"mahnif is sound". The main difference between ialton' s and Pope's use of 

epithet - as of language generally - is that in the case of the former the 

words are often nem- minted and they are architecturally disposed. The 

Popeian epithet is often gaudy, but it is as a rule normal English and it 

ccurs - in the Iliad - with monotonous regularity. It is generally 

issyllabic and very often is placed before a monosyllable. Further the 

combination balances a corresponding pair in the same line. The effect 

iswooden. Nor are there any of the devices of placing which lend variety 

d irregularity to Milton's work, and which Thomson co : ied in his Seasons X 
t 

d Gray in his odes. 

Gray's Elegy i s sometimes cited as a good example of this excessive 

se of epithet and - more in ortant - of the monotonous balanced,placing 
r 

1 1:,. Goldsmith forgetful of his own Edwin and Angelina censured Gray 

r this fault. The first line of his own Traveller consists of epithets 

Remote, unfriended, melancholy, slow. 

has often been rointed out that several verses of the Elegy can be made 

tosylla,pic 
;bv simply cutting out a dissyllabic adjective in each line, as 

The call of incense breathing morn 

The s,val to N twittering from the shed 

The cock's shrill clarion, or the morn 

No more shall rouse them from their bed. 

"a train, of clavetant children dear 

"loose r_urn Ders wildly sweet" 
)"2,,10, 1+,a6 
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Can it be contended, one asks, that a form of art which 

we can thus mechanically withdraw certain elements with- 

out fatal detriment to the prosodic whole is a good art? 

From the other side, if we insert an epithet into each 

line of an octosyllabic verse, shall we produce a really 

worthy decasyllabic verse?' part of pope's 

Homer seems to be of this nature. You can withdraw 

an epithet regularly and so reduce blocks of verse to 

the octosyllabic base The Homer indeed is a very 

uneven work. It is not difficult to distinguish the 

nervous hand of Pope from the flaccid work of his 

assistants. It is not true that the language is all 

of one grandiose cast. On the contrary - and Pope 

in his Preface has anticipated criticism from this dide - 

there are whole blocks of monosyllabic English. In 

places there is little trace of obvious neo- classic 'turns' 

In the earlier parts of the work,, Pope displays the 

best part of the English tongue, and it is rare to find 

him / 

Not Pope but Garth of Dispensary fame deserves the 
credit or discredit of using epithets in the balan- 

:ced manner described. Professor Saintsbury says that 

in Garth we have the precise modish both as 
regards prosody,and diction of the full -blown 
Augustan style. There are may many parts of 

the Dispensárÿ however of which this cannot be 

said and at least as regards the epithets. 

Cowper (Letter to L. Hesketh 15 Dec. 1785) attacks 

Pope's version "Homer is on occasions that call 
for 

such a style, the easiest and most familiar of all 

writer; a circumstance that seems to have escaped 

Pope entirely" Not altogether! On the other hand 

Goldsmith will not blame Pope for deviating in 

some instances from the simplicity of Homer - Essays 

XVI. 
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hi -m making paltry coinages or making dubious 

shortcuts. He himself expressly draws our attention to 

this . He seeks to appease those critics who will 

cry out on the unambitious native character of the 4. 

diction. Epic he says, is different from lyric, 

and must descent to the use of lowly phrase to distin- 

guish the language of gods and of men. Homer does so. 

Clear, plain, natural words, he pleads, are the greatest 

beauty in those more domestic passages - in short, 

Pope ought to have approved the 'meant passages in 

Milton, for he sets out to/defend them in his own Homer. 

Again, "continued swelling of language 

is of a piece with that perpetual elevation of tone 

which the players have learned from it and which is 

not speaking but vociferating." 

Like Shakespeare in his sonnets, Pope inveighs 

against "that painted and poetical diction" which the 

dramatists perpetually use. He warns us not to 

expect from him the same pomp of verse and diction as 

is in the original. 

Dionysius of Halbidarnassus had long ago said 

the same things of Homer - ")he incidents themselves 

are the simple and insignificant occurrences of every- 

day life, but they are admirably described. . The 

words charm / - / 



3; 

charm and 'bewitch the ear. . . And yet they are the humblest Und most 

ordinary 
words imaginable, such as 

or an art i san11 or anybody else who 
4 7 4,LLCgy,,am.S 

Iief iusis trying to show that i 

vive aesthetic rleasure. 

might be used by a farmer, or a fisherman 

is careless about elegant speech." 

t is word- ordeex rather than words themselves 

X 

It is one thing to read Pope's Preface, another to read the translation 

till it might be claimed that the strictures applied to his Homer do not 

airly apply to the earlier parts which most discover Pope's 'own workmanship. 

In these earlier books epithet is not thrown about in lush fashion. The 

ocabulary is .vide and various , while in the later books and in the Odyssey 

it is intolerably meagre and reiterated. The weariness of the hack is all 

ver it. The translator of Homeric epic is in great difficulty, because 

e is for ever toiling up the saine hill, - eternal conflict and personal 

rorreas, combats and ceremonial and games, - how is he to get fresh relays 

f rJords to describe such things? As Lryden said of his Virgil, "I have 

ound it, very painful to vary phrases when the same sense returns upon me . 

orris are not so easily coined as money . . Virgil ca.11ieursaLincLin 

vere lin for some new words." 
eve ße1 

Such a confession may betray the poverty of his aesthetic. It is4the 

esthetic of his age. "Poetry requires ornament; and it is not to be had 

mm our old Teutonic monosyllables." Dryden's Virgil will not in many J J 

es oscts bear comparison with Pope's Iliad. Pope was right in declaring 

t Dryden vas indebted to Chapman. The Aeneid looks backwards and displays 

'Y of the barbarities and meannesses of the prevailing type of Restoration 

rose. How he carne to pass such a performance ormance under his name - he who so 

'rly as Annus I Iirabilis declared his enthusiastic discipleship to Virgil - 

ould be a mystery, if we did not remember his notorious laxity and that he 

d most thinas for belly's sake. 

That Pope was ambitious of settling the forms of English poetic diction 

indicated 
by his Preface - such a remark as that Homer vas "the father of 

oetic1' 

RGoert's Translation, Introduction page 9. 



oetic diction, the first that taught the languege of gods to men." He 

i ,lt not say with Gray that the language of poetry is never the ordinary 
an6uage of men, but he would say that epic speech is the utterance of the 

ods. Epithets, he tells us, are of vast service and "the right use of 

hese is often the only expedient to render the narrative poetical". 
e remembers old Putter:l am's warning a ainst constant use of epithet. 

In the Postscript to the Odyssey_ Pope excuses the i.Tiltonisms he else - 
here condemns in Philip's Cyder, one of the works which helped on the 

iltonic craze. Naturally Pope's commonsense would condem that desperate. 

near would anon. His vies on his ..rt were too central., too nr., o nature re rov.lu 

ay, if we were not afraid of that word, to allow of such excess as the false 
eo- classics were about to commit. His C-clyssey, ho,,,ev r, has a certain 
ount of it. His excuse is that that work treats in a very plain way with 

otter which is 'hardly poetical, and to 1-lei`eten this matter, the poet has 

ecourse to the gran.dicse phraseoloty of Laradise 4s1.- precisely the excus 

or the dreadfully Miltcnised language of the 16th Century didactic poets. 
:arily we have still a Johnson left to deal faithfully with that unhappy 

raze. 

We regard Pope as, on the whole, a faithful trustee of the faith of neo- 
lassicism, of true not sham neo- classicism; and that doctrine, so far as 

t relates to language, may be summed up as being not averse to a dash of 

e antique if clearness and the prevailine :: modern feeling are not endangered,, 
anxious to observe all the modulated strains of langu.a ;e, to differentiate 1 

Lyles of diction according to the occasion and the character of the speaker, 
° recognise the grand or sublime with its flotilla of great and swelling 
°rds as one great manner, but mercilessly to condemn undue swelling, and 

°fall foul of poets who will not u.se a moderate and simple diction for 
.e simpler offices of life in toetry. cry /n i"itiko% u %io -Gf/ 

Pope' 
A 

Art of Cinkin` again stresses the warning against tumid language . 

is strange that this age of Pope's, which to most people sv.ggests every 
tree of tumidity and false rhetoric, is in its really great practitioners 

critics, incessantly calling out against those very things. The con - 
t ion h 5 risen 

t`lrOUgh our failure to recognise that there is a true as 
ell/ + 6L t f CI J'Lq o t, -a ,(- vs,r 9 14 ¡«, If f /vv.. 0-e 7. 
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well as a sham neo- classic, just as there is a true and a 

sham Gothic, and that the true neo- classic is as true a 

mode of artistic presentment, as reasonably and as deeply 

founded on nature, as the art of Claude and Boucher to 

which indeed it has obvious affinity When the school- 

books cease to gibe at the neo- classics, the essentially 

nervous, colloquial natural styles of Pope, Prior, Swift 

and Goldsmith will be seen for what they are. It is the 

eighteenth century Miltonists, the Philips, Grangers and 

Dyers, who have done the mischief by being false to the 

neo- classic ideal, as is seen in the judgments of the 

great arbiter Johnson. 

By common consent the most dexterous practitioners 

of the pert familiar style are Prior and Swift. The 

latter though he can hardly claim to be a poet in the 

true sense, so resolutely did he eschew fancy after his 

early and frozen attempts at pindaries , has a certain 

force of vulgar phrase , a nettete that not even Pope 

could match.. His octosyllabic line forced such economy 

of word on him, especially as he almost invariably locks 

the sense up in the couplet.. Happily we are able to 

compare him with Pope in that satire of Horace's in which 

they collaborated (ÿlth of Second Book). Needless to. 

say Swift hardly gives us the spirit of the original. The 

crabbed line and excessively homely phrase give a pertness 

which is far from the Latin poet's cólloquial but also 

dignified manner. 

I've often wish' d I had a clear 

For life, six hundred pounds a year 
A handsome house to lodge a Friend 
A river at my garden's end, 
A terrace-walk, and half a rood 
Of land, set out to plant a wood 

We1,,now I have all this and more 

I ask not to increase my store; 
But / 



But here a grievance seems to lie, 
All this is mine, but till I die 
I can't but think ' would sound more clever, 
'To me and to my Heirs for ever 
If I ne t er got or lost a groat 
By any trick or any fault. 

Pope it must be admitted, very skilfully apes the Dean's 

manner in the part of the imitation which is his. 

0 charming noonst and nights divine!. 
Or when I sup, or when I dine 
My friends above, my folks below 
Chatting and laughing all a -row 
The beans and bacon set before ter 
The grace -cup serv'd with all decorum 
Each willing to be pleas'd and please 
And even the very dogs at ease 
Here no man prates of idle things 
How this or that Italian sings 
A. neighbours madness, or his spouses 
Or what's in eith6r of the houses. 

But this is not Pope's native manner. He is more LyK 
17 

Horatian. The element of extravagance or ribaldry, which 

Prior and Swift derived from Butler is not for him. 

But he can use the witty language of gentlemen at their 

ease as no one has ever used it since, and he equals 

Swift in that happy knack of inlaying conversation 1 

sallies with the narrative. In his use of this 

colloquial strain, he can be terrible. Sometimes his 
C-. 

resentment - as in the famous attack on Lord Harvey in 

the Epistle to Arbuthnot - 

Let Sporus tremble - what? that thing of 
silk 

Sporus, that mere white curd of Ass's milk 

Satire or sense, alas? can Sporus feel? 

Who breaks a butterfly upon a wheel? 
P. Yet let me flab the bug with gilded wings 

This painted child of dirt, that stinks and 
stings 

screams at us, and so defeats its malignant purpose. 

For Pope's rage nothing can serve but the strongest 

biting / 



biting language *and this the despised English monosyllables 

supply. But when the fit of rage is over and he ascends 

to the moralising strain, he will adopt the typical 

diction of the Augustans. 

b friend! May each domestic bliss be thine 
Be no unpleasing melancholy mine; 
Me, let the tender office long engage 
To rock the cradle of reposing Age, 
With lenient arts extend a mother's breath, 
Make languor smile, and smooth the bed of death, 
Explore the thought, explain the asking eye 
And keep awhile one parent from the skyl 

These beautiful lines are in striking contrast to the 

rest of the Arbuthnot satire Land as they are in the 

generalising eighteenth century manner, seem to prove that 

in the hands of a master even that manner and diction can 

be employed to noble ends. 

It is astonishing to find the colloquial manner so 

ripe in Pope's earliest things. Essay on Criticism 

is full of remembered phrase, and few sayings have a chance 

of becoming proverbial which are not couched in clear and 

telling words. The fault of the Essay apart from its 

defective design, lies in the ambiguity of certain technical 

words and in obscurity arising from the cause indicated 

by Hobbes in his Letter Prefatory to Daveuants Gondibert - 

the ambition of ."perfect conception in fewer words than it 

requires ". But the language is throughdut the language of 

good conversation - "neat and customary". The Windsor 

Forest it is true, is dressed in the time -battered painted 

diction, which is in no way distinguishable from its use 

by the ordinary rhyming crew in all ages. Here are the 

invariable epithets in their unvarying places - as a rule 

the / 



the epithet dissyllabic and the substantive a monosyllable. 

With slaughtering guns the (unwearied) fowler roves 
When frosts have whitened all the (naked) groves; 
Where doves in flocks the (leafless) trees dkorshade 
And (lonely) woodcocks haunt the watery glade. 

As the words bracketed show, we can reduce such verse 

to octosyllabics without injury to the prosody. But 

the manner was early abandoned bÿ Pope and he returned 

to it only when fatigue and necessity drove him to it 

again in his version of Homer. Swift tells us in one 

of his piece hat he often wrote in verse because he 

found it easier to do so than in prose. We may feel 

the truth of this. It must have become fatally easy for 

him to string together in epistolary style the screeds of 

verse which fill up his ample volume. But we are 

bound to say he does not weary us, and that is probably 

because the manner of his verse interposes nothing between 
4 

the reader and his ironic genius. In other words there 

are as ±w as possible of the transporting and disturbing 

qualities which almost invariably accompany verse. Conver 

:sation measured off into octosyllabic lengths and 

rhyming is an accurate enough description of it. He 
/ 

attempts the fuller decasyllabic line with reluctance, but 

he can carry into it the full colloquial style he is 

accustomed to as in the Verse he contributed to Steele's 

Tatler called the City Shower - 

To shop in crowds the daggled females fly 

pretend / 

```7` 
k rc-Z/ f 

v a. l,rtirt .., t vzjQ, b 
Ìe LISC) ati cth. ( Cok 

h1J %,avs rtó See. I)a rirft 
)v j4 1....1-.. ßYawk,.. 

iti<<ss 
is fv 1-a1./0,,,-A' i{vH. 

nn 

1 
I ,.t; e,, + 2 ti.c 1< r,-i six +.er 4 

l 

- 1141J G2ZGI-,. 
i< 0 Y u 

tt I c , a ZfÁ' h 1 , vE ¡v w t 4M 

Í,tvG 2 viy' pt 5 ,v 
) w 

b n.t, # ° 7"tw A . 

V.0 rJj t 



Pretend to cheapen goods, but nothing buy. 
The Templar spruce, while every spout's abroach 
Stays till It is fair, yet seems to call a coach 
The tuck'd up sempstress walks with hasty strides 
While streams run round her oil'd umbrella's sides. 

Steele recommends these verses to his readers as intro.+ 

;clueing a new style, what hecalls Local Poetry, of which 

he approves. 7 We could not quarrel with any critic who 
i 

decided that not Pope and not Swift but Prior was the 

pre -eminent artist in the familiar style. Johnson who 

could not appreciate this style has some slighting 

remarks. on Prior's language. He is more perverse 

than usual in his strictures under this head. Believing 

as he did with Gray, that each true poet is ' indebted to 

his predecessors for the accumulated beauties of poetic 

diction, and that if the poet is happy he will add to 
the inherited store, he could only regard with aversion 

such poverty of traditional poetic diction as he found in 

Prior. Hence the judgment - "As he borrowed no elegance 

of langliege from his predecessors, none has he bequeathed" 

He also tells us surprisingy,that nothing comes happily 

and casually to Prior. All is the result of labour. 

We can only remark that Johnson is true to neo- classic 

oanons even in such wrongheaded judgments. The modern 

judgment is expresred by Cowper who despite his depreca- 

tory phrase "Dear Mat. Prior's easy jingle" has con- 

_: trived to say the right things of prior and his language 

as he has of almost all the people he talks of in his 

Letters.. Cowper asks if the doctor is not aware 

tha z the familiar way of writing is the most difficult 

of / 

'Letter to the Rev. Wm. Unwin - Feb. 24th 1782. 



of all, and Cowper, a master of both kinds, had the 

right to an opinion on the matter. His judgment on 

Pope's Homer at a time when an unbiased 

that work was difficult1is quite modern 

"Pope waver entered into the spirit of Homer" he says. 

The tinselled imagery is not Homer's, the gilded diction 

is not Homer's.. But he gives Pope too little allowance 

for the taste of his day. He might have noted pope's 

half apology for running counter to that taste in follow_. 

:ing Homer where Homer is natural and colloquial. That 

he often does so in the early books is true, ;,lthough the 

modern reader is borne down by the accumulated mass of 

verbal ornament.' 

Cowper himself as is well known is a master 

of both kinds, the familiar and the affected. He affords 

as many terrible examples of the latter as any Augustan 
M rUrLSS 

poet. His P-rof'Pssoy of Error and Conversations are 

however bright examples of the colloquial ease and wit he 

admired in prior. But we note that he has difficulty 

in avoiding the learned manner. Whereas Prior and Swift 

can run on gaily in pert monosyllabic verse, Cowper 
N 

stops to moralise and this demands heavier ordonánce. 

Hence none of his poems, save Gilpin, and the other purely 

judgment of 

in its tone. 

humorous ones, can 
[ve 

cited as pure examples of the witty 

colloquial manner: In truth his enthusiasm for Prior 

and / 

ñ Sheep are "fleecy teáants" ; tea - "the cup that 

'cheers, but not inebriates "; snow - "the fleecy 

shower ;" pipe - "the short tube that fumes beneath 

his nose"; tobacco - "fragrant charge" and "pungent 

nose-refreshing weed " ;_ smoke - "trailing cloud ;" 

fowls- "feathered tribes domestio ;" 

. Tie Conversationt.oscillates between the 
two styles, 

See Cowper's Letter to Lady Hesketh Dec..l5th 
1785. 
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and his emphasis off' the difficulty of/Writing in the 

familiar manner are evidence of his own difficulty of 

continuing in that style for any length of time We 

need hardly say that his John Gilpin is one of the happiest 

efforts in the familiar vein.. But Cowper is also a 

master of the middle kind of language, thwt sort of 

language of which Tennyson's Ulysses is an example,neither 

X too traditional or learned, nor too familiar. Cowper's 

y8,rdley Oak is written in that grave central English which 

never grows antiquated ' _e tPe ; s 
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To sum up the things the genuine neo -clastic is opposed to,- 
they are 

(1) Particularity in describing the object - 

involving a "low" language. 

(2) The swelling language of epic being used on 

trivial occasions - the crime of the didactic poets. 

As Johnson said of Granger's Sugar -Cane "What muse 

indeed could give a receipt for a comport of weeds, mould, 

dung, and stale, or a lively description of the symptoms 

and cure of the jaws and preserve his elegance or purity ?" 

(3) They, as a rule, frowned on the use of 

compounds - hence partly Johnson's dislike of Gray and 

collins. Pope in his Iliad had of course to admit these 

in imitation of Homer, but sparingly. 

(4) Archaism beyond a mere dash of the antique, t 
and dialect words. This kind of language offended their 

main principle that the refined language of the day is 

the true literary medium and none other. Hence Cowper's 

reference to Burns' genius as "shining through a dark 

lantern." 

(5) Technical and trade terms. Falconer's 

.Shipwreck was later held up as a happy miracle because it 

deserted the neo- classic canon here and did use the 

very language of the sea. 

work is gilt neo- classic. 

diction J 

But the basic speech of this 

As Dowden said "The poet's 

Johnson's attitude is well -known. Goldsmith remarks 
on Shens tone' s Schoolmistress "though I dislike the 

imitations of our old English poets in general, Yet 
on this minute subject, the antiquity of the. style 
produces a very ludicrous 
jÀ1 e,.JÑtr A''wf! 

solemnity," 
: 
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diction is the artificial diction of eighteenth Century 

verse, handled with none of that exquisite art shewn by 

some cultured writers of the time. And into the 

midst of the commonplace poetic vocabulary bounces suddenly 

a rattling row of nautical terms suitable only for the 

marine dictionary. . Phoebus and 01i® must lend a hand to 

brail up the mizzen, or belay the topping -lift." 

Byron, whose own shipwreck in Don Juan is full of 

sea terms, says of Falconer's work "These very terms by 

his application., make the strength and reality of his 

poem." 

Pope, as we have seen subscribes to these tenets 

of the creed perhaps not very understandingly. His views 

on philosophy, ethtes and aesthetics were not strongly 

fixed. He was one of these people who can brilliantly 

advocate a case without entering into it deeply. 

The question of using technical terms opens up 

a great vista of debate. After using the "dialect of 

the dockyard" in his Annus Mirabilis,, Dryden turned round 

and in the Preface to the Áeneid9 he approves Virgil's 

avoidance of such language. Johnson gave the wtexpected 

verdict "It is a general rule in poetry that all appropriated 

terms of wit should be sunk in general expressions" (Life 

of Dryden..) Nothing is more amusing that ,the efforts of 

the eighteenth Century didactic poets to avoid the 

crude language of trade and the field. They do not 

always do so however. Philips in his Cyder does not often 

creditably avoid them; but Granger takes them in his 

weary stride. It is important to note that a great deal 

of / 



36. ,° 
of the execrable phraseology of poetic diction is due 

to avoidance of these industrial and field terms. They 

would describe industrial operations with gusto, but 

not in industrial terms. As we have seen Mrs. Barbauld - 

and she speaks for the age - regarded this ingenious 

avoidance of the true term as the mark of the true poet. 

Armstrong will talk of gelid cistern for cold faith; Cowper 

of "the tube that fumes beneàth his nose" for. pipe; Dyer 

of the "sharpened instrument" for shears. Thomson, 

however, does not mind saying "and whet the sounding shears 

Addison of course, lays his gently censorious hand on 

Milton's use of technical terms - architectural terms 

like cornice, frieze, architrave. He might have added 

the favourite Jacobean "ceiling." 

Byron ought to have opposed the habit, since for 

the moment he was sailing in the Pape galley. But he 

perhaps did not clearly understand the implications of his 

championship of Pope. and there the matter rests, for the 

modern doctrine is that no word can be barred out. Time 

and place alone determine the rightness of a word. The 

machine and the laboratory now govern us. Our poets 

in the last age had to determine anew the boundaries 

of the realms of gold. Was poetry to stand aside from 

the master interests of the age, which were scientific, and 

become a mere cloistered art mumbling over the flyblown 

phylacteries of the past. Kipling answered in things 

like Romance and McAndrew' s Hymn, just as Turner had 

A -r t. 

answered for pig in his powerful painting Steam, Rain 
and Speed , "Romance b ©»ght up the 9..15" is the sufficient 

answer. / 
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answer. Kip ling is the master of those poets who 

boldly take over the language of machinery ax in McAndrew's 

Hymn, Tennyson had quite admirably incorporated a good 

deal of scientific jargon into his work - really difficult 

geological words - -amygdaloid and trachyte, plesiosaur us, 

etc. He is not perhaps so fortunate when, in the In 
11 

Memoriam, he alludes to astronomical and other scientific 

facts. He tends then to be very obscure. This 

arises from his particularity and the resolve (in these 

places) not to use the technical language. Elsewhere 

he uses freely the jargon of "astronomy and geology, 

terrible muses ". Wordsworth detested the geologist and 

botanist who "the substance classes by some barbarous 

name and hurries on". But Tennyson is not afraid of any 

scientific language. "Hammering and clinking, chattering 

stony names ( f shale , hornblende , rag and trap and tuff, 
r 

, amygdaloid and trachyte." The art of mingling homely 
,' ;- 

and scientific names iN especially his. Thus 

he illustrated for his age "electric, chemic laws and all 
hot. 

the rest" i d s Perhaps ] 1 o happy in introducing 

words like magnetic, semivital, aeonian, etc. But 

he has shewn us that the thing can be done. 

Thus time has dealt finally with one of the neo- 

:classic tenets.. 

In our own day technical language has been boldly 

indulged in by many poets and seemingly without objection 

taken. In his cunning poem The Journey, Mr. Harold 

Monro does not indeed use difficult technical words.. 

He uses just the words known to the ordinary man, piston, 

station, ticket, tunnel, curve; loop, rail, points, signal, 

and / 



and as for the engine which is the hero of the piece, 

it is now the wild engine, now dear gentle monster, now 

reat blue engine, etc. - 

At that last moment the unwary mind 
Forgets the solemn tick of station -time; 
That muddy lane the feet must climb - 
The bridge - the ticket - signal down - 
Train just emerging beyond the tr+p11; 
The great blue engine panting as it takes 
The final curve, and grinding on its brakes 
Up to the platform -edge 

- - - The train 
Gathers, and grips, and takes the rails again 
Moves to the shining open land, and soon 
Begins to tittle -tattle a tame tatoon 

It is useless to dismiss this art as photographic - that 

epithet has lost too much of its censorious bite. The 

principle of selection is not at all lost sight of in 

such verse. 

Mr. Masefield is an technical as poor Falconer)in 

his Dauber. He is everywhere fond of displaying technical 

knowledge of seamanship and sport. In Right Royal 

his inside knowledge of raging matters and terminology is 

as intimate as it is somehow entertaining. It affords 

him many a chance of shrewdest description in passages 

which challenge Shakespeare's noble pictures of animal 

life in his "first -- fruits" and in the dramas. Technical 

also we may call the jargon of the stables and the race- 

course - 

He was placed, bad third, in the Bl©wbury Cup 
And second at Ten with Kingston up 
He sulked at 'Folkestone , he funked at Speen' 
He baulked at the ditch at Hampton Green 

Indeed Right Royal is an interesting and clever study 

in jargon,, .No language could descend lower without 

breaking into blasphemy. It is reminiscent of the various 

outbreaks / 



 

outbreaks of "Money- catching" dialect from Nashe to Borrow. f 
It is undoubtedly succes ̂ fully attempted. What Johnson 

would have thought of it we can judge from his distaste 

of "lowness ", his dislike for "Harry Fielden" for display 

of that quality, and for the language of Shakespeare in 

Má cbe tai'. 

It remains for us now to say something of the 

curious linguistic art of Gray and Collins and of the 

quite different school of didactic poets. They are 

all heretics to neo- clas'ic theory, but in different 

ways. 



A not On Crays ie:: f the Lanouage propr to :iottiy . 

It is tall- kno7n that ,r! y categorically distinguished 

-tween the language e of p: try & tr_at of prose. The language 

of poe ry is never the 1a 1gue`e of the age,was Lis vLr- 

-dict , " "exc.pt among th French, whose vers.. ,wnere the t 

thouThìt do. s not support i`,i.iffers L. nothing from prose" 

He ad.-4s ,,Cur. 7,oetey on the contrary he lar.u..,re r-cu' 

-ices to itself,to evezy one tiiet has written 

has aláded ,:or:etrir_ ".That is ES eie,a a statem,,nt as we 

could have oh the suoj et . 

But this does not interest us so much 

as doe: his dtal:n1 wt_th v'eA a.tt gaestìon of language 

in general.he says ill the same le4-ter' " our lanuIenot 

bein a. ettled thing like the French },ha anundoubted 

right to 7::ords of an hundred years old,i;ìovided anti_iuit 

live not ender d them tuìi _tflli ,ible. "Lxamples of such 

word arc :iven,sllfrom Dryden,- mostly from hi s FBLi:S 

we should remark; and the list is extr mely int, e -tin. 

as shoving how_esicnted the Poetical tongue had be 

-come,wren such words & pDrsata sa- 
n 

i;u,:;eful mopeing.,,-trim of lov .-beveraE ,- . 
itÌ'i 

and knarres deformed,-boon -disrray,-ayward,- 

fu.Lbished,-foiled dodder d oaks,-disrieritEd,- 

smouldering flames,-retchl¢s:: of laws,-crocs,- 



CHAPTER V11. - Gray - Collins, etc. 

"It was not for nothing" says ;Matthew Arnold "that 

Gray came just when the 'English ear'" to quote Johnson again 

"had been accustomed to the mellifluence of Pope's numbers 

and the diction of poetry, had grown more splendid! Of the 

intellectualities , ingenuities, personifications, of the move- 

:ment and diction of Dryden and Pope, Gray caught something, 

caught too much. 

Unli ltt Clough who, in his essay on Restoration 

prose (Prose Remains) inclines to allow Johnson's 
1i 

claimffor 

Drydens, Arnold has a very poor opinion of 'splendid diction.' 

It means to-him false diction, and putting side b aide 

ro ldsmith' s line - a 

"7o cheerful murmurs fluctuate in tha gale." 

and Shakespeare's 

"In cradle of/the rude imperious surge," 

he asks us to look on this picture and on that. 

So e, quotation from Pindar effectually disposes 

of one from Dryden's poem on the death of _irs . Anne_Ulligrew. 

The poetical language of our eighteenth century in general 

is the language of men composing without their eye on the 

object as Wordsworth excellently said of Dryden; language 

merely recalling; the object, as the common language of prose 

does and then dressing- it out with a certain smartness and 
r 

brilliancy for the fancy and understanding , this is called 4s 
'splendid. diction ° . io Arnold,, comparing him with his 

contemporaries, Arnold allows Gray's claim to "extreme 

conciseness of expression, yet pure, perspicuous and musical" 

diction. Gray's view of his art is well w :rth studying 

for he was a thoroughly conscious artist. In the matter 

of / L /C. 40Y(1/ L^.t 

y gin fAevkl, 
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of language he was aware that Addison and rZowe and the 

modern dramatists fell far short of Shakespeare and the 

Elizabethans generally, in truth of language. West's 

praise of Leine, that he used 'the language of the times 

and PreA of the purest sort' met with the sharp avowal that 

the lane of the age is never the language of poetry, 
which indeed is hardly a true neo- classic judgment, though 

Addison had said something to the same effect, - "A poet 

should take particular care to guard himself against idioma- 

tic ways of speakin." still we hope we have already shown 

that the truer dogma is that expressed in the work of Pope 

and his school and the repeated judgments of Dr. Johnson,t' 
n 4 sc 

viz: - that, Ben Jonson's 1-aagi3 ,e , pure, neat and customary 
N 

is Dare to the true poet's liking. 

Gray's words - the date is 1742 - arel- 

The language of prose is never the language of poetry; 

except among the French whose verse, where the thought and 

image does not support it, differs in nothing from prose. 

Our poetry on the contrary, has a languae peculiar to itself; 

to which almost every one that has written, has added so :de- 

:thin; by enriching it with - ;reign idioms and derivations; 

nay, someti.. es words of their own derivatiTn. Shakespeare 

and Milton have been great creators this way; and no more 

licentious than Pope or Dryden, who perpetually' barrow ex- 

:pressions from the former. Let me give you some instances 

from Dryden, whom everybody reckons a great master of our 

poetical tongue - full of museful mopings, unlike the trim of 

love . a pleasant beverage, a roundelay of love, stood silent 

in his mood, with knots and knarres deformed. But they 

are / 
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are infinite - and our language not bein a settled thing 

(like the French) has an undoubted riht to w girds of an 

hundred years old, provided antiquity has not rendered them 

unintelligible. In truth Shakespeare's language is one 

of his principal beauties - - -- "Every word in him is a 

picture ." This is a manifesto of some importance. The 

phrases cited as novel are interestilij for they show how 

much our own literary vocabulary has been exercised since 

Gray's day, when such expressions could be rewarded as 

out of the way. It is noteworthy also that all these 

examples are taken from the Fables in which Dryden turned 

back towards the romantics. They are the sort of phrases 

Keats was to use later. Addison's observations on the 
art 

subject, to be found in the Spectator No. 28, íßs even 

more uncompromisin; . "The judgment of a poet very much 

discovers itself in shunning the common roads of expression 

without fallin into such ways of speech as may seem stiff 

and unnatural." As we have seen it :gas left to Pope to 

plead the cause of homely speech and this ilN,the Postscript to 

that very work (the Odyssey) which is supposed to have steree- 

:typed the false phraseology: We must conclude that the 

eighteenth century had not quite made up its mind on the 

,subject. 

It is curious to campare tale passages cited from 

Shakespeare by Gray and Arnold respectively to prove the name 

point - Shakespeare's infinite superiority over eighteenth 

century writers. Gray auo tes the rather conceited lines 

"But I that am not for sportive tricks 

Nor made to court an amorous looking- glass" 

and / 
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and defies his fellows to produce the like. Arnold, as 

we saw, cited from Shakespeare a really fine line. This 

proves once more the hopelessness of tsyin; tD reconcile 

the tastes of different a ,es . 

The point int t, note o i s that 1 r Cxray is enamoured of 

the tropical freedom and objectivity of Shakespeare's 

languages and quite aware that the poetry° of his own day had 

become polite to the point of insipidity. Johnson; needless 

to say1 took un West's position that the selected language 
!Lk hvz4. skri.zS 

of the age is the poet's speeoh. He paid no such geRev4us 

tribute to Shakespeare's language as Gray does. He praises 

the language of his comedy indeed, because it is his cue to 

represent him as a comic artist who strayed into tragedy. 

He censures the diction employed in the tragedies. . 

Courthope sums up the position - "They (Goldsmith and 

Johnson) Hiated anything in the shape of revivalism,because 

to them it savoured of affectation which they held, and 

justly, to be the deadliest of artistic sins. For the same 

reason they disapproved of the form of poetic diction 

adopted by Collins and Gray, holding with the Attic writers, 

Horace and Castiglione that the true basis of metrical com- 

:position was the colloquial idiom of living society refined 

by literary practice." This la true, but after all the 

ci tc a. ainst poetic diction from '';;crdsworth and Arnold and 

the rest, is there not some truth in Hazlitt's remark (Spirit 

of the Age 1325.) -- "A great outcry has prevailed r some 

tide past against poetic diction and affected conceits, and 

to a certain degree we go aloe; with it, but this must not 

prevent us from feeling the thrill of pleasure when we see 

beauty / 



"beauty linked to beauty like kindred flame to flame or 

from applauding the voluptuous fancy that raises and adorns 

the fairy fabric of thought that nature has begun." 

We must always be on our guard against the 

ascetics and rationalists in the arts 'Goldsmith deserves 
L c v+ r. c11 f&. 

more attention as a neo- classic critic. His ideas are very 

much the same as Johnson's. He cannot bear the c mftised 

welter of metaphor in many of Shakespear's admired passages - 

the Hamlet soliloquy for example, and he of course regards 

"ay, there's the rub" as vulgar. It is quite 

true the soliloquy will not bear analysis by the strict 

grammarian. Like Dryden could not overlook the excess 

of metaphor in Shakespeare. Like Addison and like Gray, he 

holds that poetry has a language of its own. He says "If 

poetry exists independent of versification, it will natur- 

:ay be asked, how then is IL L be distinF u 11 ished ?.° 

Undoubtedly by its own peculiar expression; it has a language 

of its own which speaks so feelingly to the heart and so 

pleasingly to the imagination, that its meanie s cannot possibly 

be misunderstood by any person of delicate sensations. It 

is a species of paintin with words." He sums up the allure - 

:ment of verse thus -"Tropes consist of a certain happy choice 

an arrangement of words, by which ideas are artfully dis- 

:closed in a great variety of attitudes; of epithets, and 

compound. epithets; of sounds collected in rder to echo the 

sense conveyed; of apostrophes; and above all, the enchant- 

: ing 
a 
use of the prosopopoeia which is a kind of. magic, by 

1 which the poet gives life and motion to every inanimate part 

of Nature." His list of "words and epithets wonderfully 

suited to the sense they imply" shows that he is in the 

darkest neo - classic night - cooing turtle, the sighing reed, 

the warbling rivulet, the gliding stream, the whispering 

breeze, the howling blast, etc. 

_--- 
What / - 
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What of Gray's own performance? Johnson cen- 

:sured him for the use of certain expressions like "gales -- 

redolent joy and youth," "Idalia's velvet- green "., 

"buxom health" etc., and of course he detested the excessive 

personification of dray and Collins, which hici reappe: -_rs in 

lovely form in _,eats' 'C'de to Autumn,' and other things, 

and in Coleridge's early poetry, though Coleridge rather 

pooh -poohed that poetry. Gray undoubtedly went near to 

verbal extravagance and obscurity or as Johritsoïi would say 

'harshness'. 

"Poor moralist: and what art thou? 
A solitary fly 

Thy joys sa:) glittering female meets. 

- Ode to Sprins. 

It is useless te expect quarter from Johnson 

when such faults, the result of ambition, stand confessed. 

Nor need we assume that Johnson is as usual the crabbed 

literalist. We may demur to his remark that the first 

stanza of the Progress of Poesy is meaningless. 

poets since have taught us to be content with a 

meaning `Y 1 4-4 
~e`ses4 "4(.4-," 

Periphrastic and allegoAcal language 

Romantic 

modicum of 
s, 

v`'s`"` 
.' 

overloads 

Eiray's work. The description* of the boyish sports in 

the Cde on a Pistant Prssp et of Eton Colle se is a perfect 

example of neo- classic art in the strictest sense. 

Say, _Father Thames, for thou hast seen 
Full many a sprightly rase 
Disporting on .tic; ;Lament green 
The paths of pleasure trace; 
Who foremost now delight to cleave, 

With pliant arm, tgy glassy wave? 

The captive linnet which enthral? 
What idle °___ succeed 
To chase t L ..in.,; circles speed 

Cr uur e the flying ball° 

The neo- classic poet condescendin_; to boys and their 

sports, a neo- classic poet who has declared that the 

language of poetry is never the language of ordinary life, 

is / 



is a curious spectacle The proof that Gray-'s theory of 

poetic language is much nearer to the common idea of poetry 

than Words rth's, lies in the immense and continued popular - 

i ty of &eh verse. As has alread7 been said, the ordinary 

man when poetically inclined, will turn to Gray's type of 

lan;uage , hot Wordsworth's to mark the difference of his 

excited from his ordinary mood. It is only to people who 

habitually think poetry, that this difference of ,mood does 

not require to be strongly marked by a violent change or exalta- 

:tion of language. This exaltation of diction is the ord- 

:inary man's chief means of mar kin the difference of his 

ordinary from his p >etic m -)odt, 

The passage quoted is to some a compendium of all 

the neo-classic vices. There is hardly a significant word 

which is used as it is commonly - margent, enthral, progeny, 

urges It is a caricature of this mode of art, almost a 

reductio ad ts,bsu.rdura , and yet this verse has its permanent 

place in the memories of all Englishmen. 

In the matter of Latin neologisms, Gray is innocent. 

He is utterly free from the muddy stains of Thomson's diction 

and of his sch,ol. He is fond of tLe classical derivative, 

has indeed a chosen band of favourities , social, jocund. ;eniai , 

influence, vernal, , ethereal, animate, etc. and he loves to 

retain-as much of the meaning of the original as possible, 

in words like provoke, genial, animated, urge, molest, but 

he does not coin words. He is a connoisseur not an innovator. 

His connoisseurship extends also to old "laid- aside" 

words. These he pr bably took from :;iilton, grisly, mate, 

t 
crew, uncouth, hauberk, antic, ftolic, wonted k, He can claim 

to 'have revived some elements of the Miltonic tongue, that 

sprightlier / 
' )4wr.ti rcfc,J,1 

I.t1. Ia 6a, 

ttr.+.o u<* 
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sprightlier element we noted in iiIilton's minor poems and 
Lw 

ezpeoially the , songs in Comus. :,Tilton had probably got this 

language from poets like Ben Jonson whose masques are full 

of it. - 

With antic Fp-rt and blue -e, ecl Pleasures, , 
Priskinn 1,i,^2ht in frolic measures; 
Now pursuing, , no v ret rea-t,in ; 
Now in circling troops they meet 
To brisk `l)teS in cadence beati4 
lance their many- twinklini; feet. 

Who does not recognise here the language of the lyrics in 

Comus? It is the lan;u^tge of the elegant masque 01" Pastoral. 

But -s archaisms are very timid after ;.,11. Collins was 

bolder. A word lire "repairs" in - 

"Tomorrow he repairs.; the ;;olden flood" 

is almost cert1a i-aly ::iiltc)n's word "anon repairs his drooping 

head." 

Phrases like "the warm precincts of the cheerful 

day" or "the busy housewife ply her evenin, care", or 

"their murmuring labours p1, " , phrases in which Cray abounds, 

have a pecu.li -arl-- artificial air, but they ow .ht not to have 

irritated Johnson. The lexicographer who boasted that 

he had only coined some four or five terms, oug3:it to have 

alloviod Grey some praise on that scare too /Wherein iF 

Grey most recognisably of his age? In the use of a 

certain restrcted vocabulary, which is presumably the lan- 

:g ul.ge he refers to when he says that every considerable 

poet has added to it any? so elevated the literary tongue above 

the ordinary. The reader Till excuse a bare list of words 

which illustrate this matter. We have - 

rustic and rural, genial, social, jocund, pastoral. 

Grove, glebe, shade, lawn, ,:lead, green; 

noddin; groves, verdant dales , vernal year, 

prospect / 



prospect, view, scene, landsoape, warbled lay, zephyrs. 

The epithets - smiling, laughing, cheerful , whispering, 

murmuring , glittering, mazy , labouring, verdant , tuneful 

tasteful, azure . purple, vernal, ample, sullen, solemn, 

gradual, bright. 

Merely to run over such a list recalls Gray's poetry. 

Then there i.s a range of abstract words - 

fancy , influep oe current, transport, - 

and there are the somewhat, antique words - 

marent , hoary, buxom, uncouth. 

But G.'ay in conformity with his , rincip1es is careful to be 

very 4iperfioiai in the antiqueeir_. Collins i much antique is u i 

more ..ari iJ . 

It seems incredible, but in this brief list we 

have the body of words with whiciy Gray does his chief brush- 

:work. When we recall the immensely. wider and more direct 

and subtle 1Tatuze vocabulary of a Tenn son, we see how thin 

this highly wrought, muse of Gray's is. Collins s has 4ftkihere 

body. It also happens to have far more art. in the modern 

sense. 

Goldsmith in censuring Gray's language for its 

imtation of the seeming obscurity, the suc'den transition 

and the hazardous epithet of his mighty master (Pin,dar)" 

continues "all which though evidently intended for beauties 

will probably be regarded as blemishes by the majority of 

readers. In short they are in some measure a representation 

of what Pindar now appears to be, though perhaps not what he 

appeared to the state of Greece when they rivalled each other 

in his applause sand when Pam himself was often .seen dancing 

to his melody." Goldsmith was capable of illumination. 

He also as we noted, censured the great Elegy for its excess 

epithet, though his own Edwin and Angelina is open to 

the same censure. We today have supped so .full of 

horrors that n., epithet is too hazardous for us. Still 

we / 



we can see 

requires a 
A 

10 . 

hov: Gray's audacities would shock his ac,,e. 

"Some mute inlorious Milton here may rest 
Some Cromwell guiltless of his cou-_try' s blood's 

sli;ht corr:mnent to mace it clear. But 

"Their lot forbade: nor circuastfin e alone 
Their growing virues, but their crimes confined" 

is really obscure, So - 

"Heap the shrine of lu jury and pride 
With incense s.indled at the Muses' flame" 

is ambitious and i r itatine; 

But what is particularly hazardous in Grey's 
epithets? He tabs of sceptred care, evening prey, grim 

repose. madding crowd , stubborn glebe, forgon terrors, 

screamin,, horror, fro',r_Y terrific, .dan -- twink_in ; feet, and 

indeed his compounds area icirld the true neo- classic deplored. 

In nothing d ;ems Gray mere oleariz point to the romantics than 

in his reviving the habit of compounding, which since 

Milton's time had been out of fashion, TD the true neo- 

classic, there was miolence in such Fiord fcrma,tion5 as bloud.- 

man ed tower, +' , tort head'. i vg w...I ..o..... , awe - co: :..:r_di., face, lor};. 

drawn awn aisle , 1on eFpeciin f1 veers , eto- at Goldseaith 
h.Q y, VC v 

is at the centre of true neo-classic art. Attic in his 

or-,se, he is scrupulously moderate in his use of gilded 

i- 

diction in his verse. 
01.4 

find cn1Y; clear instances of rrrrG.Ous 
ve3. Fin 17;t114 f EL'S I, Th DV 11.411t`. 

Dr. Courthope indeed professes to 

epithet in the lye viJI 

Miss go Ai-r-144et ;'. Ti ! . - "Happy to see the mantliYi,. 

remember fó ¢LeheS 

a,.e ,, r- or as 

r r 
. , 'smiling áp ï in; " -W.e must 

that the gradus epithet is only one oi% Severala atrure- of 

Poetic diction. The general cast of the diction of the 

Deserted ViIlar4e is unmistakably eighteenth century , but Dr. 

Courthope may well claim that it is excellent and often 

realistic En;lísh, and as remote from the frigid splendour of 

Gray's / 
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ay.-7 
Gre.y' s lasgua,ee as can be. In Goldsmith 

the lan,,ua e rune clear and un orced. There is no a tempt 

to wring from words novel or atmospheric effect. In Gray 

we do see a connoisseur-like playing with word values. 

In all these respects Collins is even more of a r 

portent. He is the one ei 'hteenth century poet except Blake, 

who still arouses romantic emotion, and who, in fact was 

fitted, and still is fisted, to become a model for the romantio 
/-1a3LR 

as Swinburne did - as Grat-'s 

is at last to be breathed 

artist. We must reea.rd him - 

master in lyric. True ro.nance 

from exquisite classical 14-fe, and we 
- --- 

used in a co.rrespondin,,ly vital way. 

Cf course there is a thick coating of 

In some res:oects as we shall show, he 

look to Find 

We are not 

contemporary 

is even more 

languae.e 

disappointed 

langua e . 

hidebound 

than some others., but when we alight on verse like this, we 

know that the windows of the heavens are at last open. 

Gael, 'tis held of antique story, 
Saw Britain linked to his own adverse strand 
No sea between nor cliff sublime and hoary, 
He passed with unwet feet tUro' all the land, 
To the blown Baltic then , they say, 
The wild waves found. another way 
Where Orcas howls , 

his wolfish mountains roundingg. 
Till all the banded west at once 'ga,n rise. 

Here are epithets which :'eats rai ;ht have used. 'or 
these things, as Mr. .Brin1 water says, it is impossible to 

place Collins, and certainly we must not place him with his 

contemp ,varies. But the ieportant thing to note is the 

appearance of a new diction, or we should rat ler say the old 

and beautiful la"sgweee of ':lilten's L rics? revived. It may 

affront neo- classic tasty.; but it is premonitory of Shelley. 

Beyond yon 11r- , ed oloads that lie 
raving the :iroidered sky 

the . v i ll I )ned plain 

The beauteous m e. e1 still remains. 

Beauteous model is unfortunate, but otherwise this 
is the 

very 

that 

lan'uage of Shelley - here are the favourite 

t k q fl0. L011Qr( S °kn J roYV7 4--( Witt 
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that bri ht lyrist. 

Cr take the Ode to Evens n which Swinburne likened 

to the art of Corot. 

"0 nymph reserved, while now the bri"ht- haired 
sun 

Site in ; ;on wester: tent, whose cloudy skirts 
17,e41Q With4ftEtzt 

ethereal wove 
wavv bed. 

Again the language which Shelley in some moods delighted in. 

ns has been said, he goes fur-tiler than Grey in the direction 

of the antique . Here erre sheen, uncouth, wont, blithe, 

yon, lorn, dun, (Johnson's bate noire), , beck , "at to -fall" 

crew, etc. 

Small wonder that golds mith and. Johnson did not 

lice this stuff. Their _aces were set rigidly aair..st 

Personification and the antique, and any violent, ,ricks of 

style. The were like the classic writers on Rhetoric in 

their timidity and fear of the violent and the vague. 

Thee c:.l ;c) in the nu:_ber of adjective formations in 

y, Collins anticipates Keats, as he aleo followed the 

older poets. We today hardly like these formations. 

They seem cheap. ap. --. sheens gold, gleativ pageant , viny crown 

v etc. A verse of the ;;reat Ode itself is dissfiureá thus - 

"71or when thy star arising shows 
His p"ly circlet' - 

and wore - 
"Then lead, calm votaress , where some sheets% lake 
Cheers the lone heath. 

Goldsmith has something Ds this in the Deserted Villa ;e , 

but not much. 

The importance of dray and, C :llins in our present 

study is that they took in a fresh dreught of poetic 

langua e at a time chen p,;etzN badi needed it , and that they 

took it chiefly from Milton's early p etry, n-,t as did 

the / 
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the eighteenth century blank verse poets from the later 

epic language. Despite these promisin.r aspects of his 
languare , the basis of Collins' diction is the false ne 

classic. His phrases sprinkled everywhere confess their 

age, - Hoary pile, rels.a ious wood, form celestial, laughing 

tzain, dewy wings, varied landscape, blooming year, genial 

meads, etc. 
;s ofl.zs6 

The unit of language 
A 
is not the word but the phrase. 

Indeed some would say that the unit of all poetry is the 

combination of adjective and substantive. It can hardly 

escape notice t! ,t tie combination of the disyllabic adject- 

ive and monosyllabic (saxon noun is the phraseological 

basis of neo- classic poetry. Spenser first, (Surrey- a little 

too) introduced these happy combinations in droves. But 

there are certain words having; the iamedi. to stamp of the 

eighteenth century aesthetic. In Collins we find the 

most frequent examples of their use. 

It would not be difficult to give an inclusive 

list of such authentic neo- classic words - we may note a 

few of them - theme, swain, genial, social. cordial, care, 

gradual, vocal, various. 

In the Introd.uctoryy lines to the Cede on the Super- 

: stitions of the Highlands addressed to Home of Douglas 

tragedy fame, we have a really perfect specimen of neo- 

Z., w r- 
classic verse. 

N 

Go not unmindful of that cordial youth 

Whom, long endeared,, thou leav'st by Lavant's side; 

Together let us wish him lasting truth 

And joy üntr Aint ed with his destined. bride. 
Go not regardless, while these nunbers boast, 
Thy short- -lived bliss, forget Tfry social name; 

But think far off how, on the southern coast 

I net thy friendship with ar_ equal flame; 

Fresh to that soil thou turn' fit, whose every vale 

Shall prompt the poet, and his song demand; 

To thee thy copious subjects ne' er shall fail; 

Thou needn'telv pencil to thy hand 
And paint what all believe, who own 

thy genial 
land. 
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The writer of a note in the English Parnassus (p.728) 

claims for Collins that "His style is quite unmarred by 

the pseudo -poetic diction which calls trundling a hoop 

and playing football - 

"To chase the rolling circlese speed 
Or urge the clying ball" 

His epithets are nei4he7 otiose nor rhetorical, but 

subdued in colouring, accurate, and imaginativé - note 

"with sheeny gold," "in gleamy pageant." 

The accuracy of these epithets may pass. But 

does anyone approve of them ?' If false poetic diction 

is limited to the sort of instances given from Gray, 
. 

we may say that Collins is quite free of it. But 

the passage quoted above is full of the peculiarly 

rhetorical neo- classic diction, and as a matter of 

tact Collins, considering his small bulk has a fair 

amount of the language we regard as unreal. It is true/ 

in the Ode referred to, he at once drops the rhetorical. manne: 

after the dedicatory verses to Home, and by skilfully 

introducing references to the Hebrides and Thule and 

St. Kilda plays skilfully on the romantic notes. 

Thomson, it is pointed out, had done this before him, 
a 

both in/finely romantic passage in the Seasons and in 

the Castle of Indolence. The romantic quality of 

the / 

(Or, where the Northern Ocean in vast whirls 

Boils round 'the naked kélancholy isles 
Of farthest Thule, and the Atlantic surge 
Pours in among the stormy Hebrides. 

The stanza in the 000.I. - 

"As when a shepherd of the Hebrid Isles 
"1Dlaced far amid the melancholy main," etc. 

is rather spoiled by w descent to the old mythology -- 

"The whilst in ocean Phoebus dips his wain." 

Note the recurrence of the epithets 'naked; melancholy ± 
isles naked hill, melancholy main. 
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the words Hebrides, Thule Atlantic surge is no 

doubt due to the accumulated associations of these 

words from Roman times when they stood for the 

furthest verge of the Empire, and the feelings of 

wonder excited by them.4. Mona and the western 

isles are names of like potency, which the romantic 

poets from the Wartons onward liked to exploit: 

used / 

It - interesting to note how certain words are 

4/As in poets like Claudian in his panegyrics. 
Petrarch's eager questions about Ultima 
Thule put to Richard de Bury whom he met 
at Avignon in 1340, will be remembered. 
Wordsworth's Verses on Macpherson's Ossian 
best express the spirit of the turbulent 
northern ocean, where he talks - 

Of old grey stone and high -born name 
That cleaves to rock or pillared cave 
Where moans the blast, or beats the wave 

and yet Wordsworth was to make some very 
contemptuous observations on the treatment 
of nature in Ossian. A false art can 
evidently move a true poet to fine utterance! 



14. 

used by the early romantics, by Keats for example. 

Take the beautiful word gradual. Collins uses it 

finely in the Ode to Evening in that beautiful verse - 

And hamlets brown and dim -discovered spires 
And hears their simple bell and marks o'er all 

Thy dewy fingers draw 
The gradual dusky veil. 

Keats uses it exquisitely in describing the wave that 

"bursts gradual." So parnell in The Hermit. 

"Azad wings, whose colours glitter'd in the day 
Wide at its back their gradual plumes display. 

Tennyson makes fine use of it. 

But take the ward "cordial ". Keats was 

enamoured of Coll' 's muse and tries to imitate him,' 

but sometimes not very happily . He talks of the 

cordial dram. Unfortunately 'dram' i.s beyond hope 
If. 

of redemption. flA^he word 'care' is seeptred care,. and " 

"The busy housewife plies her evening care." But the 

word is everywhere in eighteenth century poetry. 

"Various as ether is the pastoral care" sings Dyer who 

never passes the word by. In fifty lines of The Fleece 

he uses it five times. The word various also is 

greatly overworked. 

There are other well worn words in Collins and 

Gray which deserve notice. Some of these have been 

noted already in connection with Gray's diction. There 

are the words 'sullen' and 'solemn'. Collins uses 

these quite often. - 

"The beetle winds 
His small but sullen horn." 

Ina partalel passage i cidas Milton uses tT 1 - 

"What time the ga ely winds her 47 horn." 
Like / 

6.! 

/ 
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Like vernal hyacinths in sullen hue 
Dun night has veiled the solem view 
And frequent round him rolls his sullen eyes 

But thou, lorn stream whose sullen tide 
No sedge- crowned sisters now attend. 

"Low sullen sounds his grief beguiled. 

Then there is the whole family of scenic words - Pros- 

pect , scene, view, landscape, lawn, mead, etc. 

Echoes of Milton's phrase are frequent 

in Collins - Ode to Simplicity and Ode to Liberty 

notably - but always of the early Milton. Keats in 

turn echoes Collins, who is almost the earliest 

eighteenth century poet to press new meanings out of 

words in the romantic manner. 

High on some cliff to heaven up -piled 
Of rude access, of prospect wild 
Where, tangled round, the jealous steep 
Strange shades o'erbrow, the valleys deep 

Ode on the And holy genii guard the rock 
Poetical Its glooms embrown, its springs unlock 
Character. While on its rich ambitious head 

An Eden, like -= own, lies spread 
I view that oak, the fancied shades among, 
By which as Milton lay, his evening ear 
From many a cloud that dropped ethereal dew 
Nigh sphered in heaven, its native strains could 

hear. 

Such language affronts every canon of neo- classic 

art. It is the language of romantic art,and Johnson's 

censure was from his neo- clas-ic point of view thoroughly 

sound. Further, it has been suggested that we are 

to look to Colli personifications (which also teased 

Johnson) for the beginnings of the manner of writing 

which is called pre- Raph.ate . Touches a, e here 

and / 
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and there doubtless which point the way - 

Rut lo, where sunk in deep despair, 
On Death Her garments torn, her bosom bare 
of Col Ross Impatient freedom lies 
Variation 1.37 -42. Her matted tresses madly spread 

To every sod which wraps the dead 
She turns t her joyless eyes. 

But we would not insist on the definitely pre- Ráphaelite 

character of these personifications. It is enough 

to claim that Collins is the first poet of his age to 

import genuine romantic feeling into words, and the study 

of Milton's early poetry was perhaps the main influence 

here. Johnson was profoundly true to his own 

principles in enndemning the language of this poet, 

since he had already condemned the language of his 

great model. 

so - With eyes upraised, as one inspired 
Pale melancholy sat retired 
And from her wild sequestred seat 
In notes by distance made more sweet 
Poured through the mellow horn her pensive 

soul. 

Like Gray, Collins uses a very restricted part of the 

focabulary. These poets breathe a very thin air. 

Goldsmith interferingly advised Gray to study the people - 

giving the authority of Isocrates. Goldsmith like 

Fielding was all for the low - using that term in its 

eighteenth century sense. Those few high notes 

exquisitely delivered by Gray and Collins sounded thin 

and solitary in his ears. They no doubt did something -- 

did / 
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did much - to widen the prospects of English poetry by way 

of reaction, but the Muse would have died of inanition 

and sequestration from the world of menlif it had pro- 

:duced many poets of their cold type. Goldsmith like 

Johnson loved the world of men, and his language, pure as 

it generally is, shows it. Collins' Odes came out 

shortly after Joseph Warton's Odes appeared in Dodsleyq) 

Miscellany 1746. The vein of language and sentiment 

in Warton's inferior Ode to Fancy is similar to that of 

Collins Odes, but there is a wide difference in accomplish- 

ment. Il Penseroso is the classic model for those 

gently melancholy writers of Odes who swarmed in the mid - 

century. It was Joseph Warton who in 1746 reminded poets 

that the heart had more claim on the poet the warm heart 

of humanity, than writers of the past age had allowed. 

The language of the heart in this false or premature dawn 

of the Romantic Revival, meant most musical and most 

melancholy lucubration or reverie on time -mouldering walls 

and midnight bells. Although work of the Wartons (both 

Joseph and Tom) falls far below that of Collins, it is 

extraordinary how their Odes echo and re-echo the language 

of Grays' and Collins' Odes. Here are all the bright 

phraseological counters, which were to do service in the 

Ode species for half a century. Thomas Warton's muse 

especially attracted to itself the whole Praetorian 
the 

Guard (to use Mcammillarlimax phrase which Francis 

Thomson applied to the language of the early romantics) 

of peffieffirt4re pseudo -romantic phraseology. His very wide 

,reading in the elder bards no doubt helped him 
here. 

That / 

4-In the Enthusiast published 
with the 'Odes 1746, but 

said to have been written in 1740i. 
The introduction 

to the Odes attacks the didactLc 
mcthOd of poetising 

and upholds Invention and Imáginátion. 
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But he used the language rather senselessly -- certainly 

without much art. In a sense it is true to say that 

this special language had been exhausted by inept persons 

before romance proper was fairly started on its great 

way. After reading widely among the Wartons and 

Mason's of the day, the candid critic will hold ùp his 

hands and wonder if this supposed language of the heart, 

is a whit less wearying than the gradu.s language of the 

purblind neo-- classics. 

But to this adventurous disòovembelongs another 

distinction. Without a doubt he hit upon Scott's 

metre and language in his King ,Arthur's' gave. Witness 

the following lines - 

Illumining the vaulted roof 
A thousand torches flamed aloof 
The storied tapestry was hung 
With minstrelsy the rafters rung 
Of harp., that with reflected light 
From the 'proud' gallery glittered bright 
With gifted bands, a revel throng 
(From distant Móná' nurse of song) 
To crown the banquet's solemn close 
Themes of British glory chose 
And to the strings of various chime 
Attempered thus the fabled rhyme. 

There is nothing of this in Gray and Collins., whose 

art is of a higher strain, eschewing the more obvious 

phraseology of romance. Dr. Courthope in his pene - 

trating analysis of these two poets, notes the wide 

divergence of their arts. Gray is more for the 

balance and accumulation of sonorous epithet which we 

associate with the genius of Latin poetry. Collins 

for the more daring and occasional flashes of phrase. 

They / 
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They have both been charged' with obscurity, and here 

Collins is really culpable. The Ode to Simplicity is . 

often obscure not by reason of scholarly allusions, but 

through mere slovenliness. Collins was a little 

like Keats in the hit -or -miss method he often adopts. 

We know how the latterpoet will often meander round a 

méaning - a 'large idea' - and end by giving us a series 

of enigmatic phrases. Gray was too precise for that, 

but Collins had mwny examples of the vice. On the 

other hand we are grateful to him for his thrift and 

the delicate poise of his words. Romance in its 

early phase was to mean unmeasured indulgence in words. 
s 

Collins is classical enough to paint cleanly and to impose 

rigour on himself. It is a.great pity thwt he lapses 

into a vagueness of wording , which has nothing to do 

with the sublime, and that his epithets are often so 

poor. For example in the Ode/b© Simplify which is 

full of Miltonic echoes, we are told -- 

No more, in hall or bower 
The pas ̂ions own thy power 
Love, only love, her forceless numbers tom 

mean. 

For thou hast left her shrine 
Her olive more, nor vine 
shall gain thy feet to bless the servile 

scene. 

and in the Ode on Popular Superstitions we have 

There, Shakespeare's salf, with every 
garland crowned 

Flew to those fairy climes his fancy sheeü 

In musing hour 

The / 
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The drowned swain is thus described 

His fear -ahpok limbs have lost their youthly force 

Such a passage as 

"To monarchs dear, some hundred miles astray Oft have they seen fate give the fatal blow. 

is both obscure and slovenly. 

There is a common notion that the eighteenth 

century on the whole barred out external nature. There 

is no age, not even the Victorian, which talks about it so 

much. Their talk may not please us, but it is endless. 

The poets of the age are obsessed with the notion of 

painting nature. Mr. T. H. Ward says of Whitehead's 

The' Enthusiast -- "It epitomises the debate -- it is a per- 

ennial debate, but the eighteenth Centure took one side 

and we take another -- between nature and society" and quotes 

the lines -- 

"b' bards, that call to bank and glen 
_Ye bid me go to nature to be healed 
And lot a purer fount is here revealed 
Thy lady- nature dwells in hearts of men." 

It is rather doubtful which side the eighteenth 

,century took in the debate; it was certainly not unanimous, 

bnd thelines quoted represent a re- action against the 

prevalent worship of nature,.st and prove, if proof were 

needed, how much the feeling for Nature enters into the 

consciousness of this age. Nothing indeed urged on the 

movement towards a new poetic diction so much as the 

necessity of getting a language adequate for the new Nature 

.poetry, It was felt by the best neo- classics that the 

stereotyped language would not do. 

Sb,'Charles Churchill, following pope describes his 

muse in his rather low way (Prophecy of Famine) - 

Who cannot follow where trim Fancy leads 

By "prattling streams" o'er "flower- empurpled "mead 

Who_ /' 



!1 

Who often plat w5trhni,f sugcess have prayed 
Fü a]) a])i elltteratiorib rtí -âiä - 

Who would but cannot with a master's e :ill 
Coin .;: ino new e--Dithets , which mean no ill." 

Pope had similarly, çatiri ed the prevailing nature 
far' ion. 

Where'e'er y-ou find 'the c ̂ olive western breeze' In the net hiu e it 'whispers through cale trees' 
If c,rstal streams 'with pleasin; murmurs creep' 
The reader's threatened (not in vain) with sleep. 

A very; large part )f the century's poetry is 

devoted to nature - the providentiel eepeets '. J' nature, on 

whic'l poets ca i moralise. Nature in ':!.tilon1s >n t `, Seasons was 
f. 416, of 

hot an object of rapture aru dew :tion, that of odd Theistic 
n 

cohtempla.tion. 

Here cohtompl,z; io_i points ehe road 
Throur;h I?a turE' s charms to Nature's God : 

scys Uhitehead in The Enthussi.. t 
It has been noted that there are stages in the 

growth of rocantic nature worship from the oc__ eon strain 

Which Pope and Churchill ridicule - but which is perennial - 

and which Pope himself used when in Windsor Forest he still 

"wandered in 'ancy's maze" . In the early stages it was 

'Fancy' always, ane to this stage beloa s the meagre thread- 

:bare vocabulary already., referred to - lawns, meads, greens, 

a: zure 
, 
zephyrs, etc. Gray's line "To meet the sun upon tie 

upland lawn is good enough. Possible he had '.,'ilton's line 

in. mind "Together both t e higlsjlawn appeared" 

But compare B-v-er's lines in "r rcnga r Jill' -- 

G -ud; to e openine dawn 

Lies level Z .Ij E. lone and V - le-m. 

or Sin: rt - "Beauteous the m )on fall on the lawn or 

'Jihitehead - "beside a e reenv,00d shade 

'which clothed a lawn's aspiring head. 

It / 
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It is a beautiful word and its meaning was not so contracted 

aP it has since become. It is used with 'green' a great deal, 

e.g. in the Deserted Villa e . 

"Along the lawn, where scattered hamlets rose" 

and "Sweet smiling village, loveliest f the lawn" 

Meadows, meads, glebes, greenP , groves, are ,as we saw, equally 

in èvidence. Nature is referred to as 'painted' or 'deckt' 

or 'enamelled' or 'gilt', and the land is generally 'smiling'. 

Such was the meagre language of this make- believe art. 

Constrained joviality in talking of nature becomes de rigueur. 

Thus Gray - "To scatter plenty on a land" 
"Left the warm precincts of the cheerful day" 

'Jocund morn', J-c . 

"The laughing flowers that round them blow" 

As for the sounds or motions of nature such old tried favour - 

;ices as - whisper, warble, purling, blow, bloom, murmur, 

are judged sufficientfanv' were so till the nineteenth century 

romanticstand especially the treat Victorians, so enriched 

their view of nature that every stray unthow;ht -of particle of 

the English tongue was pressed into service to make a colourable 

imitation. It was demonstrated then that the despised rubble 

of the language was as potent for this use as the grandiose 

part of it. 

As the century progressed a real knowledge 0,Y and 

love of wide prospects, generally cultivated but with an 

evergrowing love of the melancholy waste appears. Gray's 

letters except for a false stumble here and there have a ; :god 

deal of the worship of savae nature in the Salvator Rosa 

manner. See for example his description of the Lakes, 

and note that after an incursion int the truly grand, he 

relapses into talk about 'smiling plenty and happy poverty-.' 

The appetite for wildness and grandeur grows especially when 
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fed on the taste for ruins. This taste a-pears markedly 

in Shenstone1 and will one day develop into the profound 

romantic melancholy that breathes in Childe Harold. All 

this prep_ res for the voya;e pitttlresqu of the true 

romantics. Even in Shenstone, ar.ifidal as he is, we 

note that this new form of sentimentality,begins to demand 

a new diction. The breath of mystery and of ensive 

reverie at the same time passes over the land of poesy, and 

enforces an enlargement of the poetic vocabulary. Who 

now (Ives not know Lady Winchelsea's 7octurnal Reverie 

praised by Wordsworth as the only poem - exceptin3. a passage 

or two in Windsor Forest - between Paradise Lost and The 

Seasons 'that contains a single new image of external nature ?" 

Mr. 4osse says justly of this oftet "She lights upon the right 

epithet and employs it with precision and gives a brilliant 

turn, even to a triviality, by some bright and natural touch." 

And this is in an age which was, though thoroughly natur- 

alistic, prone to conventional description on the One hand, 

or sheer ugliness on the of ier. 

said the late Professor Dowden 

"The poetry' of ruins" 

as not reserved for the 

romantic second half of the century. It is Dyer who 

describes - "the spacious plain 
Of Sarum spread like ocean's boundless round 

Where solitary Stonehenge gray with moss 

Ruin of aces nods." 

The same pleasurable melancholy breathes in Lady Winchelse 's 

poem. One may believe that this sentimentality passing, 

as it did/ in the later years of the century through a rather 

sickly phase, did as much to enforce the enlargement of the 

poetic vocabulary as the new spirit of naturalistic observa- 

tion. 

Most people know the "nature" passag,eS in Gray's 

letters. / 
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letters. It is Sublime and romantic nature he writes of, 

and he giires s, G.4143.1r-a.bae example of romantic writing. It 

is true we can:c'icover i; le neo- classic in his asides. 

13th October 1739 he writes to his mother of the Grand 

Chartreuse. "It is six miles to the top, the road runs 

winding up it; on one hand, is the rock, with woods of 

pine trees hanging overhead; on the other, a montrous 

precipice, almost perpendicular , at the bottom Of which rolls 

a torrent, that sometimes tumbling among the fragments of 

stone that have fallen from on high, and sometimes precipit- 

:ating itself down vast descents with a noise lirce thunder, 

which is still made greater by the echo from the mountains on 

each side, concurs to form one of tho most solemn, the most 

romantic, and the most astonishin; scenes I ever beheld." 

From this period we date the outbreak of the epidemical fury 

of nature worship from which we still su ± :fer, and which has 

been exploited by every tourist agency in the world. So 

ryarly le - Sartor Resartus - aator a gorgeous nature pas age) 

after the style of that quoted from Gray-turns on himself 

thus - "Sometime before Small -pox was extirpated" says the 

Professor "there came a new malady of the spiritual sort 

in Europe, I mean the epidemic, now endemical of view -hunting. 

Poets of old date being privileged, with senses, had also 

enjoyed external nature; but chiefly as we enjoy tie crystal 

cup which holds good or bad liquor for us, that is to say in 

silence, or with slight incidental commentary. Never, as I 

compute, till after the sorrows of Werter was there men 

found who would say, 'Come, let us make a description;' " 

Carlyle had not read Gray's le - ters and other thin.; s too. 

The words 'survey' and'view' ,'prospect' and 'scene' 

were sadly overworked. 

So / 



So Gray - "Of Windsor's heihts the expanse below 
Of grove, of la of mead surve." 

But the words are the veriest hackneys in neo- classic 

poetry. Akenside, perhaps best of all, illustrates the sense 

of wide -extended landscape - 

"Who that from Alpine hei; hts his labouring eye 
Shoots round the wide horizon tq__=>_urvey 
Nile's or Ganges) rolling his bright .;ave 
Thrfugh mountains, plains, through empires 

black with shade. 
And continents of sand, will turn his gaze 
To mark the windings of a scanty rill 
That murmurs at his feet. 

We must not hope ;yet for the rare and surprisin .,TordI such 

as Tennyson deli;.; its us with, in Nature pieces 

as - "The landscape winkin_; through the heat 

or "Or like an old -world mammoth bulk' d in ice 

Though Thomson comes very: near it as when he talks of 

the 'melancholy main' or therwallflower -stained. 
7 

Akenside like Thomson was a Scot. But wd must 

not claim for him much. 'The new interest in remote 
Lad - 

territories, the new interest in the boat which people like 

Sir William Jones encouraged, and the new taste for scenes of 

desolation, and for the 'majestic form' of nature and the 

'pride of the daring' all these in triumphing over the tepid 

commonplaces of well ordered 'smiling' nature, gradually 

demanded a wider range of words. In other words a new 

aesthetic was in the birthpangs,and a new diction is the first 

recuis ite of the change. 

But during the flat middle years of the century 

the e of wide- extended prospect did not develop much of 

a vocabulary, because it was the result of cosmopolitan 

feelin ; , of intellectualism, not o_ real interest in Nature. 

Hence the meagre nature -vocabulary still sufficed. Needless 

to say the mdern poet scrupulously avoids these conventional 

words, / 
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words, -scene , landscape , prospect, etc. They seem to 

interpose a barrier between the object and the poet who 

desires to identify himself immediately with nature, not 

pose toeards it as a sort of cicerone. 

If anyone wishes to e the difference between 

a tolerable nature language (albeit still conventional) 

and the intolerable Miltonic manner, let him study - they 

are worth it - Dyer's Grongar Hill and his later Fleece. 

'Gron ;ar Hill has blways been justly praised for the same 

reasons as Lady Winchelsea's Nocturnal Reverie, because 

here language is used reasonably and aesthetically to convey 

the poet's natural - and slightly melancholy - delight in 

a beautiful prospect. It is a conventional language of 

course, as compared with later freedoms on tae part of 

nineteenth century naturalistic poets, but some poets 

can be effective while observing the conventions . 
l\ 

N 

But in the interval between Gronar Hill and the 

Fleece , Dyer has assimilated the bad elements of the 

diction of the Seasons. The universal admiration for that 

work is responsible fr an age of deplorable poetry, whose 

language will always be held up to execration. The 

reader - ;ill noti that. despite conventional frills, Grongar 

Hill is written in a pure language - predominantly native, 

and full pf that quiet ease in which the Jacobeans are 

supreme. Had English poetry developed thus after 1726 

we had been spared a reat deal of the worst didactic kind. 

Even the Task and the Excursion might have taken a less 

laboured and more harmonious turn. In Dyer's Fleece wL 

see the folly wo r_Un, in every vein, and contesting it 

with the earlier ingenuous language of Grongar Hill. 

"Sprinkle my little croft with 
daisy flowers." 

or "When the new -dropt lamb 

Totterin g with weakness by 
his mother's side 

Feels the fresh world around 

leave / 



is a distinctly naive touch. But in a line from The 

Fleece like 

"Various as ether is the pastoral pare" 

we have all the congregated evils of eighteenth century 

false poetic diction. 

Tumid phraseology and classical turns which are 

somehow unnatural, or ;wd the page and one is able to mark 

the fatal influence of the great vogue of the Reasons. 

Johnson and Goldsmith, the keepers of the neo- classic 

door failed to impress the detestation which they ought 

to have felt towards the new style of the didactic and 

nature poets. By all the canons of their school, they 

ought to have slammed the door on this monstrous form of 

ppeech, with its clumsy artifice and stupid invention,, 

from which their own verse is wonderfully immune. They 

were decided enough in their censure of the aesthetic 

linage of :_ilton and Gray and Collins. True , Johnson 

does , in the case of the luckless Granger of sugar -Cane 

fame, deliver a stunning verdict, but it is rather against 
ri. hti e î,ßa 

the subjects, these writers adopted than their language. 

His judgment on Philip's C dder refers rather to the metre 

than the diction. He demands that the :_erits of the 

Pearmain should be sung in heroic couplets. Bit The 

diction of Cyder is not so bad. But we have a right 

to expect from the true neo- classics a more exemplary 

punishment of these pretenders. The didactic poets 
a+ 

had and still have their partisans however, e 

e 

,still 

did is Young and Alenside we need say,, little 
/ 

But that little roust, dissociate them from the 
school of 

Thomson in this that oaey at least, accept the English 

vocabulary as they find it. They do not indulge in 

cumbrous / 
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cumbrous coinages. But they generally overload their 

expression in a manner far more wearying to the modern 

reader than do even Thomson or Cowper. You might 

have been different fDr his early satires, which antici- 

: pated Pope's, are s::iarp enough, and not unduly weighted 

with verbiage. In the interim however, he fell under 

the spell of the philosophic manner ehich the Seasons did 

much to popularise, and that meant words, words, And more 

words. Even in the "Night Thoughts "however, we come 

across patches of what his contemporaries regarded as 

vulgar expression, and which remind us of his early satirical 

period - "the same old slobber'd tale ", "peruse the person'd 

"page"' We rather welcome such lowness, -- amid a 

carnival of pompous phrasing. Like Devils and Dryden and 
1.4 
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Pope, he is a reasoner in verse, but,,is in our view,(inferior 

even ta Blackmore. He rents and expatiates and thon nothing 

will content him but the greatest words - 

Great future: glorious patron of the past, 
And present'. when shall I thy shrine adore; 
From Natures Continent, immensely eide 
Immensely blest, this little-isle of life, 
This dark, incarcerating ooleny 
Divides us. Happy Day: that breaks our chain 
That manumitss ; it calls from e ..ile ho ;ae , 

That leads to nature's great metropollís. 
IVIrt 

We might,be reading one of the spacious Elizabethans and 

yet Johnson praises him. Johnson could not resist 

°' f( 
piety . Like most pompous writers, l 

î 
requen ly falls 

into bathos, and then his language is pedestrian enough. 

On the whole he is perhaps the worst of the line of 

philosophical reasoners in verse. Akenside is a little 

better. / 

'Note; - Mitford in his edition (Preface XXXIX) 
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He has some notion of poetic language and 

sometimes we are reminded of Milton. - 

Eternal youth 
Oser all her form its glowing honours breathed; 
And smiles eternal from her candid eyes 
Flow like the dewy lustre of the morn 
E sive trembling on the placid waves 

-- - - - full diffused 
Her yellow mantle floated in the breeze; 
And in her hand she waved a living branch 
Rich with immortal fruits. 

The rich classical manner is not yet forgotten, we feel, 

but alas, we are soon back in our native flatst 

Akenside cannot beep it up, though he does so longer than 

we expect. He will nib be 'vulgar' or slows 

like Young, and as we say, he does sometimes recollect 

the true accent of the grand poetical speech. He made 

a mark in his day, and perhaps he deserved to do so. 

He is fond of the compound epithet and other Miltonian 

delights, but rejects coinages and is often content with 

a simplet language. In Akenside we see the great 

neo-classic school verging towards abstract thought, and 

discarding a great deal of the mere mebellishment of rhet- 

:orical speech. We are reminded of the similar decay 

of the Elizabethan school of drama, after Shakespeare. 

There too speech became measured and monotoned in compari- 

:so n with the ebrave translunarys language of the. true 

Elizabethans. Quietism in speech, not only in vocabulary, 

but in all the w, elements of speech, syntax,. imagery, 

etc. pervades the work of Massinger and Ford. So 

now, in poets like Akenside we note the casting aside 

of the decayed finery of neo- clas ̂ic diction:, but yet Sw.e ,, 

hardly a glimmer of the new language 
which is to take 

its place. For that we must look 
to the writers not 

of / 
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of didactic poems but of Odes. Pages of th45 poet more 

than faintly remind us of the Wordsworth of the Excursion. 

Armstrong is held to be an extreme example of 

the neo-classic grandiose, often one thinks, on the strength 

of that awful phraseological specimen quoted by professor 

Saintsbury - gelid cistern (cold bath) . As a matter 

of fact he is rather pure - he should perhaps be classed 

with Akenside, as a revolter against a too turbid diction. 

His own remarks in his prose Sketches or Essays prove that 

he had very definite and conservative views on the subject. 

"The best language ' he says "is strong and ex-- 

¡pressive without stiffness or exaggeration; 
short and concise, without being either obscure, 
or ambiguous; and easy flowing and disengaged;, 
without one undetermined or superfluous word." 

Again "It is the aasiest thing in the world to coin 
new words. The most ignorant of the 
mobility do it every day, and are laughdid at 
for it. Horace gave, it is said? but two,, 
and Virgil one new word to the Latin tongue" 

He serves up for us yin humorous fashion, a list of modern 

encroachments which ought not to be allowed:- 

Encroach or encroachment - inculcate, purpose, 

betwixt, me thinks , froward, vouchsafe. 

"From which rugged road, I wonder, did this swerve deviate 

into theEnglish language? But this subject- matter! 

In the name of everything that is disgusting and detestable 

what is it? 

Gilfi llan, who quotes the above passage in full, 

asks what Armstrong would have thought of our 
nineteenth 

century speech, of Carlyle's "fountain, oceans, 
flame- 

pictures, star-galaxies, and bushy-whiskered, 
yet fire - 

radiant Tantalus- Ixions: But we are once more back in 

the purgation scene of Ben Jonson's Poetaster..: 
Arid 
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truly, save when he is more than usually technical, 

Armstrong does not fall very far below these precepts in 

his Art of Preserving Health. He is generally rather 

bydr. optic , it is true, and one wishes he had not talked 

of gelid cistern, prolixer dreams, and pleuritic springs. 

An air of burlesque necessarily pervades his work. 

But Johnson was of the opinion that long poems in the 

Miltonic manner,could not be successful without the usual 

elements of grandiose speech. Still Armstrong is 

far from being the worst of the Didactics. He is far 

from what Isaac D'Israeli called the "artificial magic of 

poetical diction ", which Erasmus Darwin, much to Mrs 

Barba ld's and his own, admiration, "carried to the highest 

perfection." 

It was made a complaint by Ruskin that in Scot- 

1 :tish song, sun always Ben Achree or some 

other taguish' hill. May we not say that this was 

the peculiar grace of Scottish poetry. Even in the 

eighteenth century when English poets were surveying man- 

:kind from China to Peru, the northern muse was local 

and particular. Hence those vivid Hebridean touches in 

Thomson, and hence the well marked local features 
of 

Ramsay's Gentle Shepherd. As the Scottish genius 

refused to be cosmopolitan - save when it used 
the English 

tongue in imitation of English themes - so its 
descriptive 

vocabulary was vivid and formed clearly 
with the eye on 

the / 

And still more of "Those, clumsy 
heroes, those fat- 

headed' gods" 

Well enough marked d to enable us to decide the 

unique locality. 
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the object. It may have had not a little to do with 
the revived sincerity of English poetry. Ramsay was 
fairly well known in the South, and Wordsworth knew and 

praised Ferguson mad as well as Burns. Cowper 

knew and admired Burns' work. 

But perhaps Crabbe is still "Nature's 

sternest painter, yet the best. "' Browning in 

Childe Roland and elsewhere has painted Desolation with 

more power,, but the great passage at the beginning of 

the Village' - lines 63 - 80 -"Lot where the heath, with 
.withering brake grown ooer" 

will always remain a landmark in English landscape poetry. 

Here are all the common weeds with their common names, 

and a descriptive language employedwhich is direct 

enough, though always liable to descend to the old modes 

of phraseology. As Crabbe proceeded he showed a pro- 

:gressive tendency to reject even the abundant vestiges 

of the artificial speech which appear in the Village, 

and so he commanded himself to Wordsworth's favour, and 

without doubt influenced the great poet in the direction 

of plainness. This is especially true of his TaleS 

A Tale like peter Grimes comes very near to some of 

Wordsworth's similar efforts -- 

Thus by himself compelled to live each day 

To wait for certain hours the tide's delay; 

At the same time the same dull views to see,, 

The / 

There is one line of a peculiarly neo- classic 

cast - 

There, thistles stretch their prickly arms 
afar* 

And to the ragged infant threaten war. 



 

The bounding marsh -land, and the blighted tree 
The water-only, when the tides were high 
When low, the mud half-covered and half -dry; 
The sunburnt tar that blisters on the planks 
And bank -side stakes in their uneven ranks. 

It is not a beautiful world! Nature no longer smiles. 

But we are finally rid of the pestilence of neo- classic 

verbiage. No one can now complain that epithet is 

overworked, or that an artificial or invariable form 

of epithet is employed. And indeed Crabbe, not to be 

out of the movement, started by the prefc;,ce and Postscript 

to the Lyriéal Ballads , hints in the preface to the Tales 

at his aim to strip words of their associated meanings, 

and use them with their bare dictionary meanings. Small 

wonder Wordsworth approved of his work! 

To conclude this chapter on typical eighteenth 

century poetic speech, it is good to remember 

than anything that has been, may be, probably will 

be again. Nothing is finally driven out of man's 

artistic economy. In our own day we seem to run round 

the various tastes of the various ages in an afternoon. 

Now we are primitive, now mataphysical, 
now Browningesque. 

It is little use talking about learning lessons. 

Art criticism does not teach lessons in that sense. 

It helps to create taste, but it 

cannot / 



cannot hound any particular taste out of vogue for long. 

In that sense the writers on poetics do not seem to be 

able to help the poets much. Perhaps they do so more 

than one thinks. Perhaps the poets do read what the critics 

say and perpend . But there is no cult, be it never so Puri us 

:ly assailed in one a ,e that may not revive in another. 

There is almost perfect unanimity of censure, for example, on 
ciLqtj 

the style of speech we have been considering. TTo one troubles 

to defend it today. A century of indignant reaction against 

cumbrous latinisation and stereotyped epithet might assure us 

that style has no chance of revival in our day. And yet our 

poet Laureate , so sophisticated on all points of technique, 

can be charged and justly charged by a London journalist with 

using this very style of language. 

Mr . JLAmes Douglas in an article in the Daily News 

entitled The Obvious Epithet says - 

"I have de an anthology of primitive epithets 

from the Laureate's Lyrics. The most useful theme for a 

poetic neophyte is of course, the Sprin . It will save 

him a lot of trouble to know that Spring is radiant when she 

is not eternal. Other aspects of nature ought to be dealt 

with in the same way. Winds should always be called 'zephyrs' 

clouds should be 'fleecy' banKts should invariably be 'mossy,' 

or 'verdant.' . The Thames must be described as the 'silver 

Thames' A gale must always be 

ttngry' . The moon must always be than ;eful.' The ocean 

must always be 'sad.' Swans must be 'proud.' Grass must be 

'dewy'.. A lover must be 'expectant'. So ,jocund. Springy , 

flowery barí'.m , 'wondrous joy' and divinest joy are both 

permissible." 

"If you desire" continues this writer, 
"to be very 

bold, you may speak of the t;;Ta :.noun wind. Do not forget 

to allude to the silver mist, as well as 
to the silver Thames 

and / 



and on no account neglect to brim; in a reference t the 

'sylvan court' of the birds. There are many other 

good useful phrases that any young poetaster ought to learn 

by heart;as he studies the lyrics of the Laureate. Chis- 

:elled phrases such as ''olden- tinted leaves', 'shinin, 

shield', mournful strains', 'plaintive woe', and 'wizard eyes' 

are very useful Then there is the melan- 

:oholv sea - - - - Branches are mournful., as a rule and 

valleys are fruitful, and 'green' is glaucous. I can 

recommend glaucous -green to all word -painters." 

After IVr. Brett -Young's claim for Dr. Bridges as 

the poet who , on the whole, tends like Browning to abandon 

epithet - as indeed he is sparing of its use, especially in 

his later work and in the dramas - it comes as a surprise 

that he can be classed with the poets of our most jaded cen- 

:tury. And though the critic quoted is a little jaundiced, 

the actual examples he has there collected - some however not 

very damaging - are conclusive. It seems as if in excess 

of aversion from the prevailin_; hunt for strangeness of 

epithet, epithets glaucous- green, Dr. Bridges has reverted 

somewhat to the fradus epithet where he has not discarded the 

epithet altogether. Such are the strange revolutions of 

things; And the fact. that Mr. Douglas was the author of 

the article on James P. Bail y and his Festus in Chambers' 

F poedia of English Li erature does not invalidate his 

criticisms here. His list is his criticism. One of his 

jibes goes quite 'home.' He says - ''Another good sound 

,iltonic epithet is the word 'dear'. It out always to be 

stuck upon the word 'occasion.' Do not plagiarise. Do not 

write 'sad occasion dear'. Say with austere brevite 'dear 

occasion' and you will be Miltonic" . 

Let / 
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Let us remember that Meredith, the most distinctive 

of poets in his early verse used the same battered but 

eternal poets' language and that without stint, and our 

case is made out that this so called classical or neo- classi- 

c cal 'language is really the natural , primitive, ° étérnal, 

poetic speech of the ordinary man when mbved poetiéálly. - 

and that movements towards ' simplicity' are the work of 

excessively cultured people who don't care to use the 

dialect of common people. The notion of a people near 

the sò7. living in a state of high simplicity, speaking 

austerely when in a state of artistic excitement is an 

illusion. The ideal suggested is really an aristocratic 

one, not democratic or tribal. 

This is no plea for a wholesale return to that 

language on the part of our poets. Modern poets no longer 

speak to popñular audiences. Indeed danger. 

They speak to each other. They review each other's 

poems. Since Tennyson's time there has been no poet with 

wide appeal to the people save Kipling and perhaps Masefield, 

and the cultured. taste shuns the speech methods' of the 

middleclasss. It bather relishes the proletarian growls 

from underneath. But it will have nothing to do 

with the professional or money -making clases, 
and 'so it 

wanders uneasily about looking for a public 
which it 

does not in its heart loathe and despise. 
When it 

finds that public and once more appeals 
to a aattamilmmlAa 

nation-wide audience, and not to jaded 
litt e cults, it 

will have found a new poetic speech. 
For nothing is 

made so clear by our study as 
this, that each new movement 

in aesthetic, brings a change 
of poetic language. 

Sometimes / 
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sometimes the change is delayec,,and poets having new 

inspiration, new aesthetic, still cling to the old versifi- 

cation and diction. Crabbe is a case in point. 

Not only his social ide9.q, which would not matter so much, 

but his aesthetic is essentially new. His seascapes 

for example and the new realism he introduced into his 

squalid pictures, of seaboard life imply certainly á change 

of aesthetic. But there is no essential correspond- 

:ing change of technique. He still clings to the neo- 

classic manner, though his technique ought to be as new 

as that of our own Mr. Masefield with whom he has the most 

obvious affinity. Falconer whose Shipwreck was greatly 

praised in his own day and later by Byron on account 

of its frank use of sea terms, is no better. He mingles 

his sea terms with the worn out phraseology and prosody 

and introduces the usual mythological matter. 



CHAPTER Ville - The Early Romantics. 

It has been made clear that poets either in their 

theory or their practice (the twain are often it r apart) 

incline to one of two sides. Some honour the vernacular, 

and believe that Antae us -like they draw their best strength 

from popular contacts. Poets' language then comes 

straight from the he of the people . This view though 

not exclusively modern - even the ancients sometimes approv- 

ed it - has been truly realised since the era of the French 

Revolution, Mr. Abercrombie already quoted says - 

"The magnificences and surprises of diction have their best 

chance of proving their mettle, when they are immersed in and 

infected with the nameless indefinable electricity of common- 

:speech." He adds the very modern advice "For this choose 

phrases and idioms of common speech even where they seem to 

challèñge.. gramia' r," 

The French Revolution started the worship of the 

august being Man, whose noble contours Wordsworth first 

saw starkly out -lined against the mountain crests. This 

creature has dwindled in our own day into the Average Man 

or the Plain Man. But he is still the object of servile 

worship and his speech or jargon is held in great respect by 

our Kiplings and Chestertons and others. Wordsworth start- 

:ed the worship of Man, rustic and noble. Walt Whitman 

continued it in Dithyrambic style, The reaction against 

the eighteenth century man of society, against Elegance, 

which we saw began in Fielding and Goldsmith, with their 

propensity to buffoonery and low company, has carried every- 

thing / 
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everything before it. So that today a young poet would 

rather talk a low jargon than be 'correct', The poet 

must not disdain to use the august Being's express language 

even if the Being is only Bottom the weaver after all. 

Caliban worshipped Prospero for his speech. Prospero now 

worships Caliban. Theseus and his gentles are no longer 

the object of interest.. It is Nick Bottom and his fellows 

who give us the authentic thrill, and of course,all that is 

as it should be. In the eighteenth century people took 

sides in this quarrel. Horace Walpole is perhaps the 

stiffest figure on the one side, Fielding on the other, 

the 'low'sidee Twice in those wise and diverting pre - 

:fatorial excursions in Tom Jones, he animadverts on the 
iV 

people for whom every touch of true life is 'low'. Johnson 

attacked him on this score. Boswell - "You will allow, 

sir, that he (Harry Fielden) draws very natural pictures 

of human life ?" Johnson - "Why , sir, it is of very low 

life." Walpole censures Goldsmith's "She stoops 

to Conquer" for the same reason, its grossness-of dialogue, 

etc., "What disgusts me most is that though the characters 

are very low and aim at low humour, not one of them says 

a sentence that is natural or marks àny character at all." 

With Goldsmith indeed we note the arrival of the new rally - 

:ing cries - popular sympathies, language of the heart, 

joys and sorrows of the poor, It is a -n easy step to the 

dismal romantics, Gray he found fault with because he 

did not follow the advice oflSocrates -Study the people 

poetry 

The other view, the old- fashioned one, is that 
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poetry is an art, and the mastery of its technique a matter of 

long and painful apprenticeship, The difficulty with poetry 

is that it is neither pure art nor pure thought, but is compound- 

ed of both. The proportions in which they are blended to some 

extent determines the sort of art. In his little book 

de Vulgari Eloquió, Dante remarks that prosewriters get their 

language from the poets and not vice versa. In other words 

popular contacts are not the means to fine poetry. The poet 

is the Lawgiver; he is Lord of language. This view is curiously 

corroborated by the precedence in time which poetry has over 

prose in most tongues. Our own prose developed late and with 

every sign of uncouthness and savagery,long after poetry had grown 

comparatively civil. We are not so sure however when it comes 

to the actual matter of borrowing, whether the poets have been 

more indebted to the prosewriters or vice versa. The argument 

is of interest because we assume that prose is on the whole 

nearer popular i:t+, contactç than poetry. The Shakesperean age of 

poetry was profoundly influenced - not altogether for its good - 

by the prose cults of Euphuism and Arcadianism. The Victorians 
plus< 

drew copiously on old phrase which they found in the romancers, 

Browne and Burton gave much rich phrase to the earlier romantics. 

A modern poet Mr. Watson, complains that when he draws on the 

language of the old chroniclers, the brilliant theft is not even 

noticed 
t 

On the whole the earlier romantics are more influenced 

by the elder poets, the later from Tennyson to our own day by 

the unsunned riches embedded in the old prose writers. But 

in either case the true vernacular had very little to do with 

the matter. Both movements are literary and imitative, and 

therefore leagues away from the modern school which does explore 

actual 
and exploit the /language of the people even in defiance of 

r 

grammar. / 
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grammar, 

To take the case of two moderns , Mr . Yeats and Mr. 

Lascelles Abercrombie, and speaking for the momentAif their 

theories only Mr. Abercrombie in the Lecture or Pamphlet 

already referred to, seems to write himself down puré Words - 

:wo rthian. He talks, as we have seen, with such conviction about 

the real language of man. As a matter of fact, and as his own 

work reveals, he is at the opposite pole from Wordsworth. The 

latter to our mind, not only in his famous pronouncement on poetic 
- \SrSt F10h 6h 

diction, but consistently through -out his, aesthetic , deliberately 

belittles the principle of selection on which classic and neo- 

classic and indeed all art is built up. It is true he uses the 
4 1 w.t kdZS, 

word selection, but note with conviction. His writings prove 

how weak he was here, but he is weak on principle: Words are 

to have no priority over other words, any more than elements of 

.a landscape are to be exalted at the expense of other elements. 

In the Prelude, Wordsworth attacks/just as Walt Whitman 

does later all the prescribed formularfs of middle -class culture. 

He attacks artfulness and satire. - those 

even in pleasure pleased 
Book X11. Unworthily, disliking here, and there 

Liking; by rules of mimic art transferred 
To things above all art; but more, - for this 

Although a strong infection of the age, 
Was never much my habit - giving way 

To a comparison of scene with scene 

Bent overmuch on superficial things 
Pampering myself with meagre novelties. 

I roamed fróm hill to hill, from rock to rock 

Still craving combinations of new form 

New pleasure, under empire for the sight. 

and so he is led up to a grand attack on Education and the 

taicì g "wó r1d 

There are who think that strong 
affection, love 

Known by whatever name, is falsely deemed 

A gift, to use a term which they would use, 

Of vulgar nature; its growth requires 

Retirement, leisure, language purified' 

By / 



By manners studied and elaborate 
That whoso feels such passion in its strength Must live within the very light and air Of courtéóús'usages refined by art 

We are misled by "men adroit in speech" and neglect the 

"shy and unpractised in the strife of phrase" But of the 

latter it may be said - 

The's is the language of the heavens,thé power 
The thought , the usage , and the silent joy 
Words are but under- agents in their souls 

Now Mr. Abercrombies' idea of Word -potential, of words 

and phrases coming in and going out , getting worn out by use 

and lying fallow till they recover, is essentially the artist's 

doctrine of words, and it is not Wordsworth's. But Mr. Aber - 

:crombie does recognise that the people''speech is the repository 

of poet's specch,tbat thepotentialsaccumulated in words is the 

result of their jostling in the market -place, 

Mr. Yeats is difficult to place. Sometimes as a 

word artist he seems to be identifiable with the school of 

Mallarmé and Verlaine, sometimes - perhaps normally - he is in 

the line of Rossetti, a pre -Raphaelite , and an archaist. Only 

he will not say it is archaistic, Elizabethan speech he employs. 

He will announce the theory that this old and beautiful speech 

has remained among the people of Ireland from of old ,and that he 

is therefore no mere archaist like Swinburne when he employs it. 
44.11 i a,wctii^ 

Mr. George Moore in his Ave gives notes of a conversa- 

tion with Mr. Yeats which may be more trustworthy (they are 

not less malicious) than Drummond's conversations with Ben Johson. 

Anyhow they illustrate Yeath' notions of poets' language, anc],they 

indicate the desirability of what wre called 'made' languages. 

Each competent artist will 'make' his own language and a poet 

of any power and versatility will have at command several 

'languages." 

Mr / 
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Mr. Moore says - 

Ave p_ 55 Morris had made one (poetic 'language') to suit his 

stories and I learnt that one might be sought for and found among 

the Sligo peasants , only it would take years to discover it , and 

then he (Yeats) would be too old to use it. 

Moore - "You don't mean the brogue, the ugliest dialect in 

the world ?" 

Yeats - "No dialect is ugly, the bypaths are all beautiful. 

It is the broad road of the journalist that is ugly." 

Mr. Moore continues - I said that very soon there would not be 

enough grammar left in England for literature, English was 

becoming a lean language_; then after deploring the loss of 'thee' 

and 'thou' (as impossible in verse as in prose) Nor could he 

sympathise with me when I spoke of the lost subjunctive, and I 

understood him to be of the opinion that a language might lose 

all its grammar and still remain a vehicle for literature, the 

literary artist always finding material for his art in the coun- 
t. 

:try. 

"Like a landscape painter" I answered him; "but we are losing 

our verbs; we no longer ascent and descend, we go up and we 

go down; birds still alight whereas human beings get out' and 

gét' ih. 

Yeats answered that even in Shakespeare's time people 

were beginning to talk of the decline of language. "No 

language" he said "was ever so grammatical äs Latin, yet the 

language died, perhaps from excess of grammar.. It is with 

idiom and not with grammar that the literary artist should concern 

himself, and stroking his thin yellow hands slowly, he looked 

into the fire regretting be had no gift to leazb. living speech 

from those who knew it - the peasants. It was only from them 

we / 
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we could learn to write, their speech being living speech, 

flowing out of the habits of their lives, "struck out of life 

itself" , he said, and I listened to him telling of a volume of 

folklore collected by him in Sligo; a welcome change truly is 

such after reading the Times. 

OtheFpassages from the same diverting source:- 
Moore suggests "Language wears out like a coat, and just as a 

man has to change his coat when it becomes threadbare, a 

nation has to change its language if it is to produce a new 

literature. There could be no doubt of this. Italy had 

changed its language; whereas Greece had not changed hers, 

and there was no literature in Greece, and there could be none 

until the modern language had separated itself sufficiently 

from the ancient." 

One has to go back through many generations of English 

poetry to find writers thus interested in the language which 

is the medium of their art. We may note that Mr. Mosre's 

suggestion that a nation has to change its language before a new 

literature is possible is the reverse way of saying what has 

already been stated of the eighteenth century romantics,that a 

new aesthetic involves a change of poetic speech, though as we 
t, 6, s fu«42i.a 

saw at the close of the last chapter the change o£ speech may 

be delayed. In the same way after the new romantic speech 

had run its career, it began in turn to harden into what Francis 

Thompson likened to a sort of old Praetorian guard of words. 

These in turn must be disbanded, including all that purple 
-plumed 

language which Shelley nobly employed. Otherwise the tyranny 

of modes of speech aserbs4.tself, and new enterprise 
becomes 

difficult, so powerful are word -associations. 

We shall note also the opinion of 
these two 

great 
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gret word masters that idiom is the measure of a language's 

possibilities of artistic expression. Mr. Moore of course 

demurs a little to this and wishes to insist more on grammar 

(an old crotchet of his). One supposes that the matter 

may resolve itself this way - that for the dreamy art Yeats 

had in mind, untroubled by intellectual notions ( "Literature i 

dying of ideas" he says elsewhere) #rammar,which is concrete 

logic is not so necessary whereas idioms have the force 

almost of auto -suggestion. But for the art of a great 

drama like the Elizabethan which cannot avoid ideas, the 

discipline of grammar is necessary. And of course for 

all the more business -like offices of life, grammar is 
(p«Z 

necessary while, idiom can very well be dispensed with,- at 

least the highly coloured idiom Yeats has in view. Idiom 

of that kind is living poetry, and we can understand the 

poet's eagerness to draw on it. Note also how the poet 

talks of this language as if it were the business of a 

lifetime to acquire it. We may be sure that Wordsworth 

had nothing of this in his mind, when he talked of the lan- 

guage of peasants. He certainly reproduces nothing of 

it. 

But the passage is interesting.as showing the 

conviction these writers have of the differing modes and 

strata of language in English. Each poet 'makes' his own 

language. This comes near confirming Gray's view that 

every considerable poet adds to the poetic language. 

Only he seems to have viewed this language 
as a sort of 

snowball gathering weight as it goes on, and in the end 

diverging at all points from the living 
speech. Yeats' 

idea is of course the opposite. 

One / 



One wonders if this curiosity on the part of writers 
word - 

as to their medium is a good or a bad sign. We are 

somewhat reassured when we scan the great critical places 

in the world's literature. Dante wrote a book on the 

language of poetry. _,_Ben Jonson and Milton wrote grammars 

and the Discoveries of the former is bright with happy thoughts 

(culled largely from the later Latins) on the subject. Dryden'E 

Prefaces are largely devoted to considerations of language, 

and then there are Gray, Johnson, Wordsworth and a host of 

others down to our own day. Yes) it is a healthy sign when 

the workman examines his tools. However,there are contrary 

views. The Irish writer, John Eglinton takes such pre- 

occupation with language to be a sign of dwindling genius. 

Taken in conjunction with the deliberate seeking out of old 

myths and peasant speech, this pre -occupation may warn, p,s 

that in John Eglinton's words "we have reached the stage 

'when the poetic and mythopoeic faculty deserted the dis-illu- 

:sioned Greeks' and when in consequence 'they began to specu- 

late on the nature of poetry.' Further 'when the moderns 

perceiving a certain void in their lives, have begun to ask 

for an ideal poetic art springing directly out of modern life, 

it has been found necessary to investigate the origin and 

nature .of poetry.' 

The positions assigned to Mr. Yeats in the above 

alleged conversation are quite intelligible. They are 

supported by his remarks in Samhain and elsewhere. He 

evidently places more emphasis on wordcraft than most poets, 

in fact he seems to encourage the view that poetry litt3 ready 

made in the living speech of innocent land -dwellers. This 

may / 



10. 

may be one more illusion about Arcadia,. But he supported 

the view to the extent of persuading Synge to sojourn in 

the Arran Islands for the sole purpose of getting up that 

warm speech which he declared was beyond his own powers. 

It is easy to laugh with Mr. Moore at the idea of Synge, 

late of Montmartreleavesdropping from the rafters on peasant 

folk. We may think the quest very much on all fours with 

that hideous hunt for old furniture, pewter pots and chim- 

ney pieces which shows our art people in such a grotesque 

light. It is, some will say, all a part of the perennial 

tributecr sated civilisation to Arcadia and as in Spenser's 

pastoral episode in the Faerie 
ti ß4K7 

P P Queen, there is,a suggestion 

of ill -breeding in the interloping emissary of civilisation, 

To return for a moment to the seeming opposition 

of idiom and grammar. A language which dispenses with 

grammar was said to be the less capable of orderly thought. 

We have very little grammar left in English, if by grammar 

we mean inflections, and yet we boast that English is 

capable not indeed of the logical precision of drench, but 

of any required degree of exactness. 

But a tongue need not be grammarless, though it is 

not like the classical tongues elaborately inflected. 

Inflections are up to a point a safeguard against the speedy 

dissolution of a tongue. When Sidney called English 

grammarless, he had in mind the classical tongues with their 

invariable and often 'ponderous inflections, and their con - 

:sequent ability to vary the position of words indefinitely. 

When the neo- classic poets tried to imitate these inversions 

they fell into bad obscurity. But as Mr. Jespersn in 

his suggests,'the latter tendency of modern 

tongues / 



11. 

tongues is to drop inflections. Modern English is here 

in advance of German. Indeed a highly organised system 

of inflections is a sign of primitiveness, and one wonders 

how the Latin maintained itself intact in this respect. 

A tongue which involves us in such a senseless formula as 

Harum bonarum puellarum and worse indulges in the very fee- 
) 

fo-fUm of speech. It may be that in English, idioms to a 

certain extent are a substitute for grammar. The hard 

lines which grammar gives to a language are indispénsable 

to anything above the amoebic stage of thought. Idioms 

are picturesque approximations to thought - paths blazed 
S,4r WQ 

in the woods of Tarmain. A tongue rich in idioms gives 
and 

proof of a people's richly stored experience /of a long 

settled community. Idioms however tend to give way before 

education. Cultural modes of expression tend to drive 

out ancestral traits of language, which persist only among 

the more primLtive land -dwellers. A sense of great loss 

assails us when we read a single page of seventeenth 

century prose, and that even of what is called classical 

prose , Taylor's Holy Living and Holy Dying for example or 

any of Donne's sermons. Here are the swelling classical 

periods, the rich but often homely imagery, the Shakes- 

pearian phrase, but all is linked together by infinite 

ties of homely associations too homely for our taste some- 

times, and these associations are maintained by English 

idioms. And in a non -classical writer like Fuller or 

L'Est range we are simply amazed at the network of shrewd 

vernaeulwr idiom struck immediately out of life. it is 

not all idiom of course. As often it is mere simile. 

And as was pointed out earlier, a good 
deal of what looks 

like genuine idiom is simply crude expression 
having no 

roots / 
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roots in the language. 

The main idea held fanatically by some of the 

neo-- classics was calculated to root out this jungle of primi- 

:tive expression and replace it not indeed by grammar and ac- 

cidence - these they rather further discouraged as being 
4 teIttE vo cc. "441 I 

archaic , - but by careful syntax. As before, we absolutely 

except the work of the eighteenth century satirists and collo- 

:qui -al writers from this judgment. They are admirably 

idiomatic, though their idioms are notlof course of the poetica: 

sort demanded by .Mr. Yeats 

The early romantics both in prose and poetry, 

laboured to bring back to the tongue poetical and forceful 

words 'long had in deliciis'. It was however the`pre- 
i 

Raphaelite poets who saw how much more subtly effective it 

was to revive the dead state of grammar and syntax than 

merely to sprinkle a few obsolete words over their page 

after the manner of the opening canto of Childe Harold, and 

the RünéNN of the Ancient Mariner. 

But taking a wider view, we note that the first 

flush of romantic writing is marked by extreme insénsitive- 
IK 8.),e 

:ñéss to word -values and a fine contempt of grammar. This 

must not be applied too harshly to Keats who of course dis- 

plays a fine sensitiveness though he makes innumerable 

errors of taste in his experimenting with words And it 

does not apply to Shelley at all Nor can we say that 

'Coleridge and Wordsworth are careless of grammar or 
lacking 

in word-sense. But for the commoner rout of romantics 

ranging from Southey to Byron,, there is no word 
for the 

in 
carelessness and /sensitiveness in which their characteristic 

work isinvolved. Scott and Byron are of course proverbs 

of / 
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of carelessness and insensitiveness. In their poetry 

we are constantly being 'let down' by some appalling 

commonplace, some outworn rag of speech, or melodramatic 

flourish, or gross solecism. As for the minors, Southey, 

Campbell, Moore, with their Oriental romances, nothing can 

equal the tawdriness and poetical rigmarole we are invited 

hearken t by these minstrel. Lalla Rookh is positive- 
__ 

:ly the most ill- conditioned piece of writing of the age 

with the possible exception of Hunt's Story of Rimini pro- 

:duced the year before (1816.). Indeed we might well take 

the five years of romantic poetry before Shelley began to 

write as the most lax and - so far as fineness of texture 

is concerned - ill- conditioned in our tongue. Such is 

the view of a great contemporary. De Quincey in his 

essay on Rhetoric and again in his essay on Style declares 

that the poets of his day - the great day of Scott, Byron, 

Campbell, Moore, Southey, - seemed to have deserted grammar 

altogether. He wishes to protect and restore the pure 

idioms of the tongue which were in danger of being replaced 

by a 'Latinised and artificial phraseology.' He says 

"Writers felt that already, in this one act of preference 

shown to the artificial vocabulary, they had done enough 

to stablish a differential character of regular composition, 

and on that consideration thought themselves entitled to neg- 

:le ct'the'combination of their words into sentences or 

periods.' Non -idiomatic English was his bugbear and the 

journalists were the enemy. The language of life and 

the language of books were contrasted. i "The idiom of our 

language, the mother tongue, survives only among women and 

children" In the essay' on Rhetoric he says "With the 

single / 
I-rr í., 
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single exception of William Wordsworth who has paid an 

honourable attention to the purity and accuracy of his 

Englishlwe believe that there is not one celebrated author 

of this daft who has written two pages consecutively without 

some flagrant impropriety in the grammar (such as the 

eternal confusion of the preterite with the past participle, 

confusion of verbs transitive with intransitive, etc.) or 

some violation more or less of the vernacular idiom." 

It is piquant to find that the precious English 

he seeks for, that is idiomatic , colloquial English, is to 

be found in the correspondence of spinster ladies of good 

family. They are untouched by academic frigidity. They 

have been bred up in gentlemanly families where good English 

is habitually spoken Only they are liable to copy the 

boorish idiom of Nurse Bridget as well as their gentlemanly 

fathers and brothers. 

It is rather upsetting to be told that the early 

romantics were insensitive on the point of language. Have 

we not been told that Romantic art plays with the exquisite 

hues and harmonies of words and extracts from them the most 

subtle flavours? This is true of mature romantic art, but 

our romantic era emerged only gradually out of various 

morbid conditions, galloped out of sickly sentimentality into 

strutting heroics, and downright vulgarity, relapsing from 

one fit of bad taste into another until Shelley's lamp 

arose over the waters. 

An exception to these censures has been made in 

the case of 'Coleridge But he too offends in the two or 

three I 
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three works by which he is best known. It is instructive 

to compare the first edition of the Rime of the Ancient 

Mariner with the seconde The poet has in the latter 

moderated both the archaism and the ghoulishness of the 

original. Perhaps Wordsworth influenced him here. The 

silly Chattertonian archaism has largely gone - clombe, 

sterte, Pheere (fere c companion) etc, disappear. The 

revisions of a poet and critic like Coleridge are always 

interesting. In the later versions of Christabel4he 

altered little, but those alterations - some of them - are 

curious. Be it confessed that there are passages in 

this admired work which look like poetic rigmarole with 

all the romantic bathos and obviousness of epithet which 

the Lockharts and Milmans and Giffords lived to flagellate. 

Sometimes one wonders how a work so full of puerilities 
CJ t' 

can be quoted with such fervouve Take the passage - 

"The lady wiped her moist cold brow 
And faintly said, 'tis over now"' 

which certainly is an improvement on the original last 

(2.19) line - "And faintly said 'I'm better now'" 

or "0 weary lady Geraldine 
I pray you drink this cordial wine 
It is a wine of virtuous powers 
My mother made it of wild flowers" 

which again is better than the old lines - 

(193-4) "Nay, drink it up, I pray you do 
Believe me it will comfort you." 

Here is the very thing we ridicule in Hunt and sometimes in 

Keats - that conversational stuff in a serious setting which 

results in bathos (as here)) or vulgarity, as in Runt. But 

besides that, the whole passage is like Walter Scott at 

his worst. It is rigmarole! We would not insist with 
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some that every line (not to speak of every phrase or clause) 

of a poem should be in itself quotable. The unit of poetical 

expression may be something more extended than the phrase or 

line. With romantics like Coleridge (in parto the unit 

of expression must be extended to the paragraph and that is 

true of the whole early romantic school. They are quotable 

only in blocks, Or take the passage from Christabel - 11 634 - 

648. 
Within the Baron's heart and brain 
If thoughts like _thee had any share, 
They only swelled his rage and pain: 
And did but work confusion there. 
His.heart was cleft with pain and rage 
His cheeks they quivered, his eyes were wild, 
Dishonoured thus in his old age; 
Dishonoured by his only child 

And all his hospitality 
To the insulted daughter of his friend 
By more than woman's jealousy 
Brought to this disgraceful end. 
He rolled his eye with stern regard. 

"What miserable stuff" the casual reader may be tempted to say: 

What "turns of speech" or "dance of words" as the neoclassic 

writers would say: And are there not lines here deserving 

of the wooden spoon? And yet the reader knows that Coleridge 

is one of the early and Brea* asters of vowelled melody. 

As ' Prefessor Grierson, "nn ' °^ says "Into the 

Palace of Art towards which Collins was struggling, Coleridge 

enters and behind him follow Keats and Tennyson,, Rossetti and 4 
Morris." We may admit that where Coleridge uses phrases 

like her eyes so blue, he is imitating what he imagines to 

be the simplicity of the ballad. And there are many 

passages where the witchery of words is felt by every reader. 

The chamber into which Christabi is led is perhaps the 

earliest anticipation of the intenser decorative manner of 

the pre- Ráphae lit s 

The moon shines dim in the open air 

and / 

The English Parnassus 11. 735 
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And not a sunbeam enters here 
But they without its light can see 
The chamber carved so curiously 
Carved with figures strange and sweet,, 
All made out of the carver'b brain, 
For a lady's chamber meet. 
The lamp with twofold silver chain 
Is fastened to an angel's feet 
The silver lamp burns dead and dim 
But Christabel the lamp will trim 
She trimmed the lamp, and made it bright 
And left it swinging to and fro 
While Geraldine in wretched plight 
Sank down upon the floor below. 174-189 

Hgre are exploited those words which became the darlings 

of the pre -Raphaelite poets, low, dim, cold, and here 

are those perhaps too frequent "turn' of words or artful 

repetitions of phrase which1in the previously quoted passage, 

were a little ridiculous. We will have to wait till 

Keats gives us the Eve of St. Mark for a like kind of art. 

The Rime of the Ancient Mariner is such a tour de 

force, and its qualities so well understood, that we need 

not do more than ask the question why such lines as those 

quoted below immediately achieve their object. Coleridge 

contrives with a minimum of words, and these very ordinary 

ones, to give us as happy an experience of what Professor 

Wm. Lyon Phhlp! calls a "spinal chill" as any passage in 

literature does. - 

The sun's rim dips; the stars rush out; 
At one stride comes the dark; 
With far-heard whisper, o'er the sea 
Off shot the spectre -bark. 

We listened and looked sideways up: 

Fear at my heart, as at a cup 
My life -blood seemed to sip 

The stars were dim, and thick the night 

The steersman's face by the lamp gleamed white; 

From the sails the dew did drip 

Till clomb above. the eastern bar 

The horned moon, with one bright star 

Within the nether ti i . 

How is'it, we ask, that such verse, so affected in a sense, 

so unartful with its naive inversions and'dids'and 
'clombs' 

and that hideous "as at a cup" never fails of its effect ?' 

Part of the secret lies no doubt in the 
use of those potent 

little / 



16b. 

little monosyllables underlined. Rossetti uses them in 

the same way in The Blessed Damo e1, perhaps the most authentic 

piece of pre- Raphaelite writing we have. Compare the 

magical monosyllabic lines - 

The wild winds blew 
The white foam flew 
We were the first that ever burst 
Into that silent sea. 

But to attempt to discover the technical sources -or to 

explain them in a c t:0-M) way-of such effects of genius 

is foolishness, Suffice it to say that the poet gets 

his main effect from unconsidered snappy little words which 

involve us in clusters of emphatic consonants - uQ, cup, 

think, did, drip, tip, digT The teeth are as it were 

clenched, and the poet for the moment wa ves aside mere 

vowelled melody, of which at another time he is such a 

master,as in Kubla Khan. 

Coleridge then may claim to be the first of the 

modern poets to discover the inner secrets of word -craft - 

the first to show how the melody of vowel -music might be 

varied, and so made more poignant, by the rudeness and 

curtness of monosyllabic English. The Ancient Mariner 

is a marvellous instance of the coloured effects of low 

words -- 

Blue, glossy green, and velvet black 

They coiled and swam; and every track 

Was a flash of golden fire. 

and Of, the extreme effect of mere strangeness of word 

I looked upon the rotting sea 

The cold sweat melted from their limbs 

Nor rot nor reek did they 

and 

-Note also the naive effects got from the word uR 

looked sideways up, The moving moon wenttkyup the 

And nowhere did abide; 
Softly she was going u 
And a star or two bee. 

and Morris' Defence of Guenevere 
p. 
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and lastly of the effect of words like slid 

my soul) g ush'd (used several times, eg A 

gushed from my heart) and of the constant us 

(That slid into 

spring of love 

e of did and do. 

In a word Coleridge gains his verbal effects by denying 

all the things that Dryden had pleaded for in the Defence of 

the Epilogue. We have come full circle again. But Coleridge 

was a miraculous exception to the Baevian host of early 

romantics and must be regarded as the precursor of the later 

school of pre- Raphaelitel,than one with the Southeys,Moores 

and Campbells. 

If the reader wishes to measure the degree of this 

early romantic foolishness, and this is the measure of 

justification for the Blackwood and Quarterly Reviewers, 

let him read but a page of Southey's Curse of Kehama, then 

pass to Gertrude of Wÿoming, and taking Lalla Rookh and The 

Cladur by the way, finish up with the incomparable Story of 

Rimini. One hesitates to call them artists in words at all: 

And first of Scott! The proof that this lawlessness and 

insensitiveness is due in part to the kind of poetry these 

men were writing is made out pretty well by Scott's own 

case. His lyrics are of course almost Shakespearian. 

They rank very high even in this form of poetry which is 

England's boast, and his Introductions to Marmion, especially 

the First are positively great verse in the neo- classic manner. 

They are really predominantly neo- classic - and are 

of the kind toldelight Dr. Courthope - the spirit of 

nationalism and lofty patriotism was surely never display - 

:ed to better purpose, and the language is not 
lax, not 

romantic commonplace: It is fine nervous Englishlirradiat 

:ed here and there by flashes of high 
romantic phrasing. 

Now pas to a page of the romance proper. 
What a change 

is here! Now we are in the country 
of.. slipshod syntax and 

stumbling grammar and tawdry epithet.. 
Perhaps it will be 

said / 

cf. Keats p.2.1 
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said that Scott even in his romantic fervour is really still 
neo- classic in diction. This is largely true. Even his 
early Ballads are full of obvious neo- classic phrase.-1 So 

are the romances. This merely substantiates what has 

already been said of Crabbe, that an old manner may persist 

in spite of a new aesthetic outlook. But how commonplace 

it all is: What insensitiveness: Bravely it gallops forward 

to its appointed close. Here are high spirits and gallant 

family pride, but no pride of 'curious' workmanship. How 

different fromtoontemporary Landor with his boast "The name is 

graven on the workmanship!" Take a passage from Rokebÿ - 

(vi.111) - 

Now through the woods' dark mazes past 
The opening lawn he reach'd at last 
Where, silver'd by the moonlight ray, 
The ancient Hall before him lay. 
Those martial terrors long were fled 
That frown'd of old around its head; 
The battlement, the turrets gray 
Seem' half -abandon ' to decay 
On barbican and keep of stone 
Stern Time the foreman's work had done. 
Where banners the invader braved 
The harebell now and wallflower waved. 

It is easy now to smile at this daubing,, the constant and 

puerile inversions, the weak epithets and monotonous hurry 

of the piece, but it gives the throb and the showy diction 

of romance which the ordinary uncultured person, the average 

man will always respond to. Scott was a sort of poetical 

journalist. He turned out reams of such stuff before 

breakfast. His phraseology repeats itself in ..blocks -- 

t *etbling drawbridge, turrets grey, grim portcullis, latticed 

oriels, grated casement, prancing steeds, blithesome cheer, 

etc., in short the brave old customary language of the high 

heart / 

Due perhaps to some extent to the example of Percy 

who did not hesitate to touch up his ancient Ballads 

in a manner and degree which would now be regarded as 

shameful. t Qioa a 
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heart. Vestiges of this 1 
1 

anguage appear in the old noata -tu 
-l1 

romances and very decidedly in Chaucer in moments of excite- 

ment. 

Thtrse is a common enough notion that, great master 

of language as he was, Chaucer came too @§: to display 

the ardent or langourous language of the true rom.Intio poet. 

His epithets, it is true, are as a rule poor and trite. 

But one can instance many passages which show that the 

tricks (to use a convenient word) of romantic art were quite 

at his command. Look at the Death of Arcite in the 

Knightes Tale - 11. 2805 -9. - 

or 2698-9 

"when the hefte felte death 
Dusked his eyen two, and failled breath, 
But on his lady yet caste he his ye 
His laste word was 'mercy, Emelye." 

"For he was yet in memorie and alive 
And always crying after Emelye" 

or that line which is charged with romantic force 

"His voys was 'as a trompet" 

Here is an, echo of Swinburne- 

2423-34 - 4- 

"And eek the dores, clatereden ful faste, 

Of which Arcita som -what him agaste 

Nam 

- - and atte laste 

The statue of Mars bigan his hauberk ringe 

And with that sour he herde a murmuring,, 

Fu]A.owe and dim, that sayde thus ' Victorie' 

whilst the description of the combat might do honour to 

Walter Scott. -- 

"Tho' were the gates shet, and cryed was leude; 

Do now your devoir, yongp knightes 
proudet 

The heraudes lefte hir priking 
up and doua; 

Now ringen trompes leude and 
clarioun 

But / 

He Uses this word three times 
in the piece eg: 2358 - 

the arms in the case 

"Of the goddess clateren 
faste and ringe 

Ther shive ren upon sheeldes thikke 

He feleth thrugh the herte 
-spoon the prikke 

Up springen speres twenty 
foot on highte 

Out goon the swerdes as the 
silver brighte 
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But enough has been said to show what-the observing student 

of Chaucer always knew, that the etern,_.l language of battle 

and romance is used by him just as it is by Sir Walter Scott 

in his battlepieoes; where falchions flash, and shafts shiver 

on the shield and arms clatter, and the voices of the 

Captains thunder dike truniiets. We suggest further 

that that subtler language of romance which Keats and the 

pre- Raphaelite poets, Rossetti and Morris and Swinburne, 

intensified and revived rather than discovered, is not 

beyond Chaucer in rare moments; as that passage alone 

herde a murmuring 
Full law and dim 

perhaps proves. 

We have referred to the fine Introductory Cantos 

of Marmiori. It would be unfair to Scott to pretend that 

his work is entitrely of the slap -dash romantic order. 

That species of panegyric verse which was at its height in 

the time of Addison and of which Addison's Campaign and 

prior's CarMen Sae oulare are respectable examples, is al to- 

gether overtopped by the glowing verse of the first 

Màrmior Introduction. This composition shows what Scott 

could do when ardent conviction inspired his pen. Here 

is the tine passage on Pitt quoted by Lord Rosebery on the 

Death of Gladstone. - 

Hadst thou but lived, though stripp'd of power 

A watchman on the lonely tower 

1ky thrilling trump had roused the land 

When fraud or danger were at hand 

By thee as by the beacon -light 

Our pilots had kept course aright; 

As some proud column, though alone 

Thy strength had propped the tottering throbe. 

Now is the stately column broke 

The beacon -light is quenched in smoke 

The trumpet's silver voice is still 

The warder silent on the bill. 

Then we have the sombre lines 

Oh, / 
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Oh, think, how to his latest day, 
When Death, just hovering, claimed his prey 
With Palinure's unaltered mood 
Firm at his dangerous post he stood. 

The mingling of clear romantic imagery in this verse, 

imagery which makes the borderlands stand out starkly against 

the national destiny, the mingling of this with a language 

which is never very far from the best language of the 

eighteenth century poets1is very striking, and happily we 

have a good deal of this in Scott. And whilst it is 

possible to quote whole pages of *mere rant and fustian of 

romantic speech, there are numerous pas -ages of a generous 

enough poetry for those who are not so delicate- stomached 

as to spurn at every obvious epithet1or laugh at the time - 

honoured jargon of robust romantic poetry of the ballad sort. 

The same censure of laxness and commonplace will 

be passed on William Morris . It really comes to this, 

that there is a type of poetry which does not pretend to 

incredible polish and finesse, or even to high inspiration. 

Morris would say that poetry is simply the workman singing 

at the loom,and we can't expect ravishing verse in such 

circumstances. We understand that Morris's lack of polish 

is due to his conception of,What poetry is meant to be. 

Perhaps the same charitable cloak may cover Scott's short- 

:comings too. For was not Sir Walter a minstrel imitating 

the dude melodies of his clan? Perhaps we would be right 

to say that there are two main strands of romantic art. 

Scott and Morris may well stand for the one, Keats and 

Rossetti for the other. The first owes its vital breath 

to the inspiration of ballad literature and is chiefly 

interested in telling a story, sometimes rather 
breathlessly, 

and / 



and is always in too great a hurry tp pick any but the 

most obvious flowers by the way. We include Morris here 

although, as a pre-Raphaelite, he was fond of conventional 
said 

and rich decorations. Yeats, it will be remembered /that 

Morris 'made' a language for himself. This however is more 

observable in his translations , and his epic work `- Sigurd 

the Vòlsüng - and a terrible language it can be Scott,' 

we say, contented himself in the main with a language whose 

basis was eighteenth century poetic expression. Both 

however, write with a certainkarelessness of language, partly 

due to the hurry of the story. They bolt their speech. 

There are obvious affinities between the two men, both 

busy men of affairs and both of a generous carelessness of 

temper, and a genius which is on a puzzlingly low level of 

inspiration. 

The other strain of romantic work, that assoc- 

iated with Keats, and Rossetti, is absorbed in word 

values and verbal magic. They are the poets who 'put 

green' / 

His early work is of course in the express pre - 

Raphaelite manner - 

See through my long throat how the words go up 

In ripples 'tò `my mòuth; how in my hand 

The shadows lie like* wine withh7 a cup 

Of marvel?ously ̀ cól'o'ur'd gold; ye*low 

This little wind is rising, look you up 

And wonder how the light is falling so 

Within my moving tiesses 

Curious how the poets of this school 
are fond of the 

ugly word uL - cf. the Coleridge passage Rvard 4ltiv <, 

Kee. <<+. 



Green' into poetic language as soneone said of Rousseau 

and the French tongue. They are the greater artists 

of course, and they strive to get values out of words, 
FI hôUry of 

which it is almost beyond words to conjure up. Remember 

the list of words headed "stunning words for poetry" 

f©ubd in Rossetti's papers. 

Now the early romantic poets who display like 

Scott an abysmal lack of word -sensitiveness and grammar 

are all of the first class -storytellers, and their tales 

are mostly exotic -oriental or Hindu. 

Book 1.11 - 

Take a passage from Southey's Curse of Kehamaí 

"Vainly ye blesred twinklers of the night 
Your feeble beams ye shed 

(uenched in the unnatural light which might 
out -stare 

Even the broad eye of Day; 
And thou from thy celestial way 
Pourest 0 moon, an ineffectual ray: 
For lo, ten thousand torches flame and flare 

Upon the midnight air 
Blotting the lights of heaven 

With one portentous glare 
Behold / 

Whilst the passage quoted is not untypical of the Curse 
of Kehama , it must in jus tice be said that the later 

Roderick, although hardly *the first poem of the mime' 
as Byron generously said, is written in a truer and 
quieter language which sometimes recalls Arnold's style 
in Sohrab and Rustum. In the earlier Thalaba we 

descry just a touch of the pre -Raphaelite word artistry 

which is so marked in Keats' Eve of St. Mark. -- 

for a brothers eye 

Were her long fingers tinged 

As when she trimmed the lamp 

And through the veins and delicate skin 

The light shone rosy 
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Behold the fragrant smoke in many a fold 
Ascending, floats along the fiery sky 
And hangeth visible on high 
A dark and waving canopy. 

And so on - 
6Yi;'" 4 14.-W.°-1 

Campbell in his long poem* is equally destitute 

of art, the diction is commonplace beyond belief, and 

has not a little of that mawkishness which was now about 

to invade English poetry and become a chief blemish in 

young Keats. 

111 -XXX. Go, Henry, go not back, when I depart, 
The scene thy bursting tears too deep will 

(& 
1Grwá4 move, 

Where thy dear father took thee to his heart 
And Gertrude thought it ecstacy to rove, 
With thee, as with an angel, through the grove 
Of peace, imagining her lot was cast 
In heaven; for ours was not like earthly love 
And must this parting be our very last? 
No: I shall love thee still, when death itself 

is past. -j 
Lalla Rookh appeared in 1817 and the fact that it passed 

through several editions in that year shows that public 

taste was at low ebb. Leigh Hunt's Story of Rimini was 

published the year before and seems to hive set the vogue 

in this familiar, rather vulgar, sentimental style. We 

have already discussed the appearance of the Bernesque 

style in English poetry. There is something beyond 

Berni in Hunt and his School - a cheaper vein of sentiment/ 

a diction now dropping into hideous conversational tags, 

now revoltingly luscious and bad. 

"'Twas a fair scene - a land more bright 
Never did mortal eye behold! 
Who could have thought , that saw this night 
Those valleys and their fruits of gold 
Basking in Heaven's serenest light; - 
Those groups of lovely date -trees bending 
Languidly their leaf- crown'd heads 
Like youthful maids, when slee..eseending 
Warns them to their silken beds. < 4 Zl ou K4. 

1 
I i 

Lóvelÿ' date-trees , glorious black eyes , eyes so Blue,such 

is the power of epithet till Keats introduced true romantic 

epithet. I 
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epithet. But the climax of this missishness (to use an 

excellent word of Professor Saintsbury's) 

And how felt he the wretch'd man 
Reclining there 2 

From the Story of Rimini the monstrous offspring of Leigh Hunt 

and,Italian Story; we need cite only a line or two. The 

front of Hunt's offence is that he has chosen the most tragic 
l- 

and exquisitely told love story in Dante to degrade with his 

vulgar familiarities 

"May I come in ?" said he: - it made her start, - 
That smiling voice; - she colour'd, presn,ed her 

heart 
A moment, as for breath, and then with free 
And usual tone said, - "0, yes, - certainly." 

This is the very stamp of the so- called Cockney school- its 
cam., «Í 

missishness., Professor Saintsbury. instances from Keats 

the use of 'very' - He will speak 
And tell thee that my prayer is very weak 

or (the second line of I stood tiptoe.) 

"The air was cooling and so very still" 
"When I read about the 

'Swart planet in the universe of weeds' 

says Professor Saintáburyi "I bethink me of Ancient Pistol - 
not as I would. And thq/opening of the Third Book (of 

Endymion) for twenty lines at least resemblesnothing so much 

as the result of the combination of some wooden spoon among 

the University wits of the late sixteenth century with the 

most spasmodic of spasmodics in the mid -nineteenth." Let 

nobody imagine that the Story of Rimini is destitute of merit. 

A poet is here confessed, a poet worth twenty Moores or 

Campbells if these poets had not other and high claims in the 

ode and lyric sort. 

And twixt the wood and flowery walks , half -way 

And form'd of both, the loveliest portionlay 

A spot, that struck yoù like enchanted ground 
It was a shallow dell, set in a mound 

Of sloping orchards, - fig and-almond trees 

Cherry and pine , with some few cypresses 

Down by whose roots, descending darkly still 

(You saw it not, but heard), there gushed a rill 

Whose low sweet talking seem' d as if it said 

Something eternal to that happy shade. 

A curious aeePley of inferior taste and not inferior poetry 

But / 
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But why should Hunt be denied all beneficial influ- 

ence on Keats? Why merely held up to oppobrium? 

O'er the door was carv'd a sacrifice 
By girls and shepherds brought, with reverent eyes 
Of sylvan drinks and foods, simple and sweet 
And goats with struggling horns and planted feet 
And round about, ran, on a line with this 
In like relief, a world of pagan bliss. 

Anyone knows that here is the original of some good passages 

in Keats, even down to the inevitable prosaic flaw underlined. 

Hunt's views on poetry are fully laid bare in his 

Imagination and Poetry 1814. It must be said that jaunty 

and pragmatic as he is over the matter, he has a quite modern 

aesthetic. One is forced to think that the elder race of 

critics have done him an injury. He was a true though 

occasionally vulgar son of song, and he had clear views as 

to how poetry might be rescued from the still clanking irons 

of eighteenth century theory. 

We spoke of The C}iaour 1813 because it best illus- 

trates Byron's kinship with these early and slapdash roman - 

;tics.. The language is largely neo- classic.. Byron des- 

pite his romantic vein had all his life sympathies and 

affinities with the satirical school of Pope, and also with 

the method and manner of Windsor Forest. 

Fair clime, where every season smiles 

,4.0 "y Benignant o'er those blessed isles, 

Which; seen from far Colonne's height 

Make glad the heart that hails the sight 

And lend to loneliness delight.. 
There mildly dimpling, ocean's cheek 
Reflects the tints of many a peak 

Caught by the laughing. tides that lave 

These Edens of the eastern wave; 

And if at times a transient breeze 

Break the blue crystal of the seas 

Or sweep one blossom from the trees 

How welcome is each gentle air 

That wakes and wafts the odours there! 

For there - the Rose o'er crag or vale 

Sultana of the Nightingale, 
The / 
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The maid for whom the melody 
His thousand songs are heard 

on high 
Blooms blushing to her lover's tale. 

This is pure Tom Moore, the phraseology, the 

commonest stuff of the false romantics, and the whole 

treatment inferior. There is not much to choose 

between Byron's early romantic stuff, his iaours and 

Corsairs and Southey's terrible Curse of Kehama.. These 

years 1813-17 are however extremely interesting to the 

student because he sees in them English poetry in a 

strange passing fashion, outwardly of wild attire, and 

much dishevelled, but inwardly commonplace and in fact 

vulgar to the core. Look at the Siege of Corinth, 

written mostly in the year of Waterloo, when Leigh Hunt 

was busy over the Story of Rimini and Moore was meditat- 

ing his L.l1a Rookh, and when Scott had just published 

his poem on the great battle itself. They are all 

of one style of slatternly workmanship, and if one may 

be allowed a heterodox opinion, the best of them or 

at least the one which displays a truer vein of poetry 

is the most ridiculed, the Story of Rimini. 

The night is past, and shines the sun 

As if that morn were a jocund one 

/ CWt - 

Such / 

As the wolves that headlong go 
On the stately buffalo 

Thus against the wall they went 

Thus the first were backward bent 

The foe came on, and few remain 

To strive, and those must strive in vain. 



24. 

10 mac 

Such is the work which caused sueh palpitation in London 

drawing rooms! It all reads like a child's attempt at 

versifying. Surely many a nursery has furnished 

better verse. It is amazing that Byron in the very 

year of Rimini (1816) was able to follow this up with 

The Prisoner of Chillon a poem of grave and sustained 

beauty, where the best part of our tongue is used with 

colloquial ease and art, and indeed with something of 

Dante's power over sombre language. The same is true 

of the Lament of Tasso, Mazeppa and Dante's Prophecy. 

It was in Don Juan e that his true 
Genius shone forth. The suggestion of caricature in to 

early romantic poem is suddenly realised in the amazing 

art of our greatest comic poem. It almost seems as 

if Byron had been guying' himself all the time he wrote 

in the romantic vein, and saving himself up for a 

supreme outburst of spleen directed against that vein. 

:Tot that the dhl manner with its crudities is dead. 

No, it survives in many a passage, but it sums now 

applied with far greater art. True, even in a sublime- 
u 

ly rhetorical poem inset 'like l'he Isles of Greece' 

the penchant for the commonplace and the prosaic can 

still defeature a line or verse. 

A king sate on the rocky brow 
Which looks o'er sea -born Salamis 
And ships, by thousands, lay below, 
And men in nations; all were his; 

He counted them at break of day 

And when the sun set, where were they? 

or -- mill high the bowl with Samian wine 

Our virgins dance beneath the shade - 

I see their glorious black eyes shine 

But gazing on each glowing maid 

My own the burning tear -drop lavès 

To think such breasts must suckle 
slaves 

Or / 
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Or in the narrative itself we will constantly find even 

the grave beauty of the verse cheapened by a careless 

passage or cheap epithet 

And then a slave bethought her of a harp 
The harper came, and tuned his instrument 
At the first note, irregular and sharp 
On him her flashing eyes a moment bent 
Then to the wall she turned, as if to warp 
Her thoughts from sorrow, through her heart 

re -sent 
And he began a long low island -song 
Of ancient days, ere tyranny grew strong. 

It is well not to be too fastidious, otherwise we render 

oi}rselves incapable of enjoying the common fare of 

mankind. If such blemishes as are noted above send 

the reader away from Byron in disgust, he may be sure 

that his stomach is too quea*. For atwene who is not 

aware that the colloquial speech is being used to its 

limit of grave and beautiful expression in these serious 

stanzas is insensitive indeed. 

As for the prevailing mock element of Juan 

has anything in our poetry quite equalled it? Has the 

shrewdest vernacular ever been put to sore risible uses? 

We have suggested that the poet's apprenticeship to the 

slapdash romantic sbhool helped to make him the greatest 

master of the- Bernesque style who ever lived. Is it 

possible to believe that he wrote his Giaours and Corsairs 

without accumulating a store of fierce reaction against 

the strutting heroics of that style? English Bards 

and Scotéh' Reviewers at the outset of his career proves 
lt,G k <c-J f ar bat.. a..scrtix f )'0+-,.,z,,, t( fv<oe2 

Further the curious to of commonplace 
and vulgarity in serious romantic poetry which we have not- 

ed, served his purpose well when, with easy art.,he turned 

to the Bernesque manner. It was not afar step from 

the / 
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the serious stuff of Hunt and Moore or even Southey to the 

exquisite.mockery of Don Juan. Just a little more indulgence 

in the vulgar,and the trick is done. 

It was in Beppo that Byron first discovered a 
poetic language which suited his mocking genius. Beppo is 

not a burlesque. William Tennant, the Scotch schoolmaster 

who first approximated to the style of the Italian Puled, and 

Hookham Frere whe-ee mock- heroic Prospectus and Specimen of an 

Intended National Work - - - - intended to comprise the 

most interesting particulars relating to King Arthur and his 

Round Table 1817 -18, were the immediate precursors of Beppo. 
Byron rather uses the style to express his daring wit and 

t 
vigorous personality. But as has been said the marvellous 

success of this style is not a little due to the fact that 

contemporary serious poetry hovered so near the abyss of 

ridicule, and it may be that Byron would have found his way 

to it independently of the example of Frere. His 'horror 

of poétry' had been nourished on the wretched pseudo- romantic 

stuff fashionable when he was a young man, and his own 

performances in that vein,though they brought him fame, must 

have caused him some shamefacedness. Never did style fall 

timely into the hands of a master than did this style now. 

If an explanation of the insensitiveness of these 

romantics to the beauty of phrase it may be found partly 

(in Coleridge and Scott, and perhaps Byron) in the fact 

that they supposed themselves to be rude 
minstrels imitating 

Ï a style of poetry in vogue long 
before correctness or beauty 

I.. 4,N2 ..J,0.4, CuK f6.(() 
»w,, I,', 4,,,.4Fa, or continuity of phrase were thought 

of. 
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G4GY04 c s :ated themselves from the neo- classic style, which did, at 

)4». ,;. 

phi 

its best, insist on the scanning 
of every phrase. Further 
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oetosyllabic line is, except in the hands of a master like 

Milton, too short for supreme verbal effect. 

When we turn to that other 'tadpole of the Lakes' 

John Keats , we feel as Johnson in a fampus passage felt on 

approaching the sacred soil of Iona. We feel that 

something new and great is about to happen to English poetry, 

and that it can never be quite the same again. This may 

seem the language of idolatry and not 'on this side' either. 

But reat+y Keats' influence has so worked into the texture 

of English poetry and the English imagination that it is 

hard to speak of him without idolatry. 

There is nothing of eighteenth century sciolism 

in Keats. On the contrary from him we date the modern 

repudiation of wisdom, of the cultures and sciences in 

poetry and in modern art generally. It was not for nothing 
70 h-e ,,,L4,{- 

that Matthew Arnold felt himself repelled by the genius of 

this poet. Arnold stood for the cultural intellectual 

view of poetry, though of course he was too great a critic 

and poet not to insist on the concreteness and emotionalism 

Of art. Many a man since has deplored the fact that Keats 

more than any single author helped to effect a radical 

change in the direction of English poetry. The new direc- 

:tion is towards sensationalism, and towards the utilisation 

of methods borrowed from the other arts. Doubtless 

Coleridge did something here too. New musical values, a 

hint of something we might call orchestration, are strongly 
r4r3 

suggested by Coleridge's characteristic,wo rk. His exploita- 

tion of mystery and magic impelled him to 
force fwmaa words h 

their maximum of strangeness and suggestiveness, 
and their 

full sensational value. In the Preface to his Tales from 

the / 
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thér Hall' 1806 Crabbe protests against thc.s new use of words. 

He is all for the bare and literal or dictionary; meaning. 

Doubtless he felt in the search for strange and suggestive 

phraseology, he would be left far behind. Therefore 

he ranges himself with the school of Wordsworth. In many 

ways in his cold realism, in his natural descriptionsand 

rejectionp /that cheerfulness, which as Johnson said 

would always keep creeping in, he is of the new age. But 

his technique is definitely neo- classic, and neo- classicism 

demanded plain meanings for words. 

Keats on the other hand is the dream -artist whose l'a(r 

seems to corroborate the view that romantic art aims at 

inducing a state of hipnosis . He is N on :an 

poet who escapes the misery of the real world by resolving 

its harsh appearances into tolerable dream -shapes. In 

this respect he resembles Spenser, only, in Spencer's case 

'the two -handed engine at the door'was a disturbing element. 
u2tw.cc no I-tA* -i 

Keats was not troubled by pu__ ±an ^___rgi°s, but occasionally 

we hear muffled echoes of the real and painful world from 

this 'shadow upon the skirts of human nature dwelLing lone.' 

How is it that these echoes of the real world strike us as al- 

most in bad taste. - the reference to the avaricious brothers 

in Isabella with their red -ruled ledger 

"Closed in and vineyarded from beggar spies" 

and the suggestion in the opening lines of the second 
part 

1- 

of Lámiä that love in a cottage leads to 
hate. We have 

bargained with the poet to keep the room 
fast -shuttered 

against the garish light of day, and 
he just here and there 

lets a chink of light appear.. So in the Isabella, that 

passage describing the means by 
which the brothers obtained 

their / 
t P4{ 

C1-1,4 »-sr¡, (//se-. 9 47-st. /u. V/ , 
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their wealth - 

"With her two brothers this fair lady dwelt 
Enriched from ancestral merchandise, 
And for them many a weary hand did swelt 
In torched mines, and noisy factories 
And many once proud-quivered loins did melt 
In blood from stinging whip - with hollow eye 
Many all day in dazzling river stood 
To take the rich -ored driftings of the flood. 

(Isabella X1V.) 
t 

This is rather revolting in a romantic setting. Note also 

the false archaism swelt and the hideous-td form,` torchéd, 

and the impossible compound proud- qúivered. Doubtless 

parallels in Elizabethan diction can be found in plenty, 

which perhaps leads a critic like Professor Saintsbury to 

an undue lenity when he says of the Quarterly reviewer - 

"He could not stomach the diction; his objections to it 

being partly well -founded, but much more largely based on 

ignorance of the real history and principles of English." 

Mr. Buxton Forman saw in the following passage (XV) - 

For them the Ceylon diver held his breath 
And went all naked to the hungry shark 
For them his ears gush' d blood, etc. 

an echo of a passage in Dryden2s Annus Mirabilis. But we 

cannot find that Keats tock anything from Dryden except 

perhaps something of the tone and phrasing of the Fables. 

Such a curtained art as Keat s v5 demands the most 

extraordinary dealing with words. The poet is playing w n 

our sensory nerves and any ruffling of temper through mala- 

droit language will "abuse the curtained sleeper ". It must 

be said that despite a hundred errors of tawte, Keats 

contrives to bemuse us to the point of ecstasy. The open 

way to Nirvana is here and the potent spells of words are 

the glowworm signposts. 

At the same time the maturing Keats showed signs 

of 
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of something greater or at least different. He had imbibed 

from Paradise Lost a love of the heroic. His letters show 

him stretching forth towards epical greatness, - the gigntes- 

:que.. It was Cowden Clarke who "show'd me that epic was 

of all the king - Round, vast and spanning all like Saturn's 
Se L s c.7 -, 

ring Epistle to Charles Cowden Clarke. 

The conflict between illusion and epical grandeur 

appears in his last great work, the Hyperion. Not that 

the two are incompatible, but Keats' strain of illusion would 

militate against the energy and detail which after all are 

necessary to the conduct of an epic. In Endymion he had 

lost himself in the warld of dreams, because of the leaden 

movement of the action. In Isabella, Boccaccio's well- 
a6 

told tale is teased out unconscio by decorative indul- 

:gences. What of Hyperion? Does his leaning towards 

statuary grouping, rather than towards a dynamic cast of 

art, hopelessly delay such action as we are permitted to behold 

here? The poem opens in most opiate strain. Leaden slum - 

:ber charms down our eyelids. But would we be justified 

in saying that this heavy -footed action ruins the poem? 

Keats himself definitely ascribed its failure (in the sense 

that it was unfinished) to the language employed. "There 

were too many Miltonic inversions." By inversions he means, 

departure from the ordinary word- order; of the stock neo- 
I 

classic inversion for r mes sake, he shows little. The 

syntax is not specially Miltonic, and is so only in patches 

and rately reacheN true Miltonic density. 
The rhythm is as 

slow as rhythm can be, as if measuring 
with too ponderous 

a beat some truly cyclopean theme. The labour of imitation 

however lies chiefly in attempted Miltonic 'turns° and 

epic / 



epic idioms, and in the 

weighting of the lines 

such a great part. 
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balance and poise of words, and the 

in which the distributed pause plays 

The vocabulary while displaying here 

and there Keats° fabricating humour (the humour of most 

creative poets) is only in small patches Miltonic. And 

yet Hÿpériöñ is on the face of it a Miltonic imitation, and 

how much nearer the original than the didactic imitations-of 

the previous age. Now it is as if Milton's grand music had 

been heard for the first time. 

It is not yet quite free from the mawkishness which 

disturbs the beauty of Endymion and the early things, but it 

is freer in the great first part from those offensive word 

and phrase formations which are such a blot on these works. 

Keats was clearly learning fast. The imitation of his 

favourite Paradise Lost, harmful in one sense, was helping 
Lea 

to clarify taste. He probably would never have settled 
h 

down to the speech of his day. That the one medium 

he would not use although he says piously "English ought to 

be kept up ". No poet more convincingly supports Gray's 

idea of poetic diction. A truly great word -master in 

process of self -educating, he presents to those who honour. 

his genius the assurance that, had he lived, he would have 

found,perhaps made, that language which he so ardently sought. 

Milton was precisely the poet whose language Words- 

:worth ought to have condemned because 
it is not only a 

startling example of a!made' language, but it has so power- 

;fully influenced succeeding generations. 
He does not censure 

him but reserves his reproach for that pale 
copy of Milton, 

Thomas Gray. Wordsworth indeed never understood 
that a 

more / 
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more deadly $opr,rifi-c to the Muse is the abstract current 

language of philosophy More deadly than any 'made' 

language, so long as it is sensuous, can be., Erasmus Darwin 

could have taught him this. He himself illustrates how 

deeply the Miltonic cult has eaten into the language - how 

any poet may attain a colourable imitation of the style for a 

little. For example, Wordsworth slips into it every now and 

again, as in the Invocation to the first book of the Recluse. 

So prayed, more gaining than he asked, the Bard - 
In holiest mood. Urania, I shall need 
Thy guidance, or a greater Muse, if such, 
Descend to earth, or dwell in highest heaven. 

Jehovah - with his thunder, and the choir 
Of shouting angels, and th' empyreal thrones - 
I pass them unalarmed. Not chaos, not 
The darkest pit, of lowest Erebus 
Nor aught of blinder vacancy, scoop'd out 
By help of dreams - can breed such fear and awe 

and so he passes on very to 

the fierce confederate storm 
Of sorrow barricadoed evermore 
Within the walls of cities. 

This is by way of Invocation. We are pleased to see the 
co P- 

author of the Lyrical Ballads Preface and Postscripthdescend- 

:ing to the grand manner. But none of them can keep it 

up. 

It was the search for an epic tongue "the large 

utterance of the early gods" whh baffled Keats throughout 

his too short career. Endymion is a failure in this 

sense, bright as the poem is in other ways. This is what 

is meant by saying that Keats had the sense of 
the heroic, of 

glory, as high -pitched as Milton himself, 
He could not 

rest content with his wonderful Odes acid descriptive fresco 

wort / 
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work in Lárnïá or Isabella. The heroic impulse urged him 

on to epic. This was the 'vast idea' of Sleep and Poetry 

"the end and aim of poety ". As Sir Francis Palgrave 

said, he had "the inspiration and the magnimimity of the 

great age of our Muses; - more than any, he is the true 

Elizabethan.," But to discover. an epic language that would 

truly correspond to his genius, was evidently beyond him for 

the moment. And the epic is the kind which invites most 

to fabrication of tongues. 

Apart from his compounds and wonderful epithets by 

which the poet hoped to rescue poetry from the deplorably 

obvious epithets of the early romantics, we should note here 
%,'t ASui, 

the insistence on the adverb in Keats' work. Often th-Qr 
1s 

are like the epithets, strange looking things. A writer 

who has elsewhere written admirably on Keats' epithets 

remarks that "Adverbs are much less common and much less 

important in English poetry than adjectives - - - - - 

Adverbs, as instruments of abstraction and analysis, are 

more at home in prose than in poetry." This is quite true 
true 

of poetry before Keats. Not so /after. Keats will go 

out of his way to form a weird adverb like angerly, or greyly, 

or drowningly - which are bad enough,, And Browning, like the 

angular and accurate poet he is,sometimes positively prefers 

the adverb, uncouth as it is, to the adjective. 

As for Èndymion, it is not at all Miltonic. Its 

beauty has been clouded by a good deal 
of intolerable phrase. 

The / 

r Mr. D. W. Rannie's Article "Keats' Epithets" English 

Association Publication Vol. 
III. The quotation is from 

his 'Elements of Style' p. 116 -117. 
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The English language is rather badly used by the poet here. 

It departs so much from ordinary speech that we may regard 

it as a "made" language. So much is this the case that 

one must reluctantly support the venture of the bludgeoning 

article in Blackwood and the milder, (but contemptuously brief) 

review in the Quarterly. So far only however as diction is 

concerned. We have already alluded to this subject and 

will only say here that in our view these reviews are 

thoroughly wrong-headed in their criticism of the prosody of 

Endÿinioñ,' but not so muddled in their view of the diction. 

No critical person could allow the language of this poem to 

pass without remark, especially as it was the language of 

an untried person. It is thoroughly bad. For example he 

strains the Elizabethan liberty of using certain words as 

nouns and verbs or adjectives at will, and uses the most 

eccentric adverbs - 

"And so the dawned light in pomp receive 
a hazy light 

Spread greyly eastward. 

His quick gon +love 
'Mong shepherds gone in eld 
What misery most drowningly doth sing 
After a thousand mazes overgone. 

The poem is full of such blemishes. Isabella has a little 

of it too, but the Eve of St. Agnes is free of it. Possibly 

the reason .forthis is that here Keats first discovers the 

full potency of the diction that for short we might call Pre - 

Raphaelite, that is words of curious vertu are unearthed and 

used with magic skill. Words like Paynim, ave, wassaillers, 

alár M, amulet, eremite, affrayed, gules, missal, etc. 

Palgrave said of the liberties taken in Endymion - "He copied 

much no doubt, from our elder poets; but he also invents with 

the / CJ . 
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the freedom which is one of the prerogatives of all poetry, 

and of all language in a vital condition., This is generous, 

but one doubts. The Quarterly indeed is not without praise 

for Keats. 

çs 
We regard the prosodic system of Endymion not 

unnatural and certainly a welcome breakaway from the cast - 

iron system of the neo- classic couplet, restoring to English 

verse the liberties it enjoyed in the Elizabethan period. 

But it is different with language. We cannot allow that a 

poet has the right to make such widespread changes in the 

tongue without some compelling reason. It seems to us 

that Milton had such reason for his own transformation of 

the tongue. "The language sunk under him." Will anyone 

contend that the petty changes wrought in the language in 
a b<9,, 4 

Endymion are warranted by anyAartistic aim2 

We have already alluded to Keats' numerous lapses 

from good taste, especially 

at his worst in transitions. 

rather conceited reflections 

in Endymion 

There 
W 

on social 

He was always 

he often indulged in 

oche and of -ten 

the result is slightly offensive. Look for example at 
t 

the opening to Book 111 of Endymion to which Saintsbury 

allots the wooden spoon of English verse, and4the second 

part of Lamia. At the same time we must not forget the 

undoubted beauty of Endymion, It is chargeable with all 

sorts of fault as narrative ünd as poetry, but it is a 

well of poetic delight. In Hyperion he is less given 

up to decoration, though there is plenty of that. The art - 

motif has changed. His own confession "Milton's verse 

cannot be written but in an artful or rather artists' 

humour. I wish to give myself up to dither sensations. 

English must bé' képt up," is evidence that he knew well 

what/ 
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what he was doing, and that such artful epic language was 

bound to do violence to the tongue. Palgrave cites as 

the reason for its failure the mythological subject. It 

is "too late a day" for such matter. But this is not 

Keats' reason nor do we believe that the mythological 

subject would have been a fatal bar. Perhaps a,truer rea- 

son - apart from the very trying style - was that Keats 

was not by temperament capable of interest in the1knowledges, 

and these as we have noted make up a good deal of the old 

epics It is difficult to fill up a long poem with sensa- 

tion however lovely. The epic poet had better balance 

action and sensation with cultural or instructional interests. 

This element will of course, demand his best powers to render 

it poetical. It will be remembered that it was here 

that Milton had most frequent recourse to a grotesquely 

Latinised tongue. His didactic vein demanded a novel 

language and this language was later taken over and made 

more grotesque by the eighteenth century didactics. Keats 

o= -4.eise, did not use that language. His vocabulary in 
c3 

Endjmión and Hyperion at least sound English. But the 

constant trickery of rhetorical syntax irked him, while the 

subject grew cold and Hyperion remained a magnificent torse. 

The first book is one of the high upland lawns of English 

poetry. Fatigue makes itself felt in the second. In 

the third there is hardly an effort to conokal it The bow 

of Ulysses is beyond his powers. The great language so 

magnificently adequate in the first book becomes Strained 

and tawdry in the third and his old lapses in taste even 

begin to reappear. The vernacular is avenged. The Fall 

of / 
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of Hyperion is the Fall of John Keats. 

this decline of taste - 

As an example of 

Surely I have traced 
The rustle of those ample skirts about 
These grassy solitudes, and seen the flowers 
Lift up their heads, as still the whisper passed 
Goddess'. I have iaeheld those eyes before 
And their eternal calm, and all that face 
Or have I dreamed? 

The poem tails off most miserably in the old slovenly 

would -be poetic language of Endymion, and but for a phrase 

here and there reminiscent of Milton, - 

There was he, when the Giant of the sun 
Stood bright, amid the sorrow of his peers 

or For me , dark , dark, 
And painful vile oblivion ,seals my eyes. 

or Names, deeds, grey legends, dire events, rebellious 
Majesties, srovran voices, agonies 
Creations and destroyings, all at once 
Pour into the wide hollows of my brain, 

the poet absolutely abandons the great language. The dense 

syntax, classical ellipses and "turns ", inversions, and 

all the like are gone. One can trace the steady decline 

to the point where the dejected poet threw aside his pen. 

We can imagine Byron with his "horror of poetry" crjting out 

for Pope's colloquial strain after this. 

However we note that Keats in this poem has 

avoided a mere imitation of the Miltonic vocabulary and 

is far more subtle than his predecessors in attempting a 

fac simile of Milton's style. He displays even in this 

avowedly Miltonic poem far less of the Miltonic word than 

Shelley who is, pace Sir Francis Palgrave, a truer Elizabethan 

than ever Keats was. 

To return for a moment to Keats' curious use of 

the adverb. The writer already referred to says - 

"Adverbs for the most part express abstraction 
and subtle 

refinement,' while the best poetic style is predominantly 

concrete / 
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concrete and simple. Given a noun, a definite object, 

poetry can exert its imaginative powers to find the 

proper epithets for it; but to go further and expect it 

to characterise the action or suffering expres ̂ed by verbs 

may be to set poetry to a task of doubtful dignity, in 

which failure is likely." - (D. W. Rennie "Elements of 

Stylé" p. 116.) 

But it was just this nicety, this measuring of 

degrees of sensationlin which romantic art in Victorian 

timesspecialised. Keats may have suggested the exagger- 

ated use of rare adverbs to them. Browning we have 

already referred to as one who almost preferred the adverb. 

Tennyson also has many examples of its rare use, eg: - 

Perfectly beautiful 

All that I saw (for 

Faultily faultless, 

; let it be granted her; 
where is the fault? 

her eyes were downcase, 
not to be seen) 

icily regular, splendidly 
null." 

Swinburne as we shall find later is also proficient in the 

adverb used with arresting force. It is indeed one of 

the minor discoveries of the romantics and Keats sets the 

fashion as he does in so many things. 

Shelley's language is in certain elements far 

enough from the ordinary speech. Despite the modest 

protest in the Preface to The Revolt of Islam, he is a 

true romantic in this, that he relies as much on the subtle 

excitement of words used out of their ordinary sense, as 

on his daring and inverted imagery or his intoxicating 

rlythms . He was censured in his own age and later for 

his never-ending torrent of vague diction. Firm outline 

his art did not, as a rule aspire to, and he would not 

revise. He is like those modern painters who affirm 

that / 
+ Ik 
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that colour is outline enough. Hence he offended the 

taste of an age which had not outlived its neo- classic preju- 

dices in favour of accurate draughtsmanship. En revanche 

we today find Keats' indolent -seeming indulgence in the 

"pleasant smotherings" of Imagination rather tiresome. 

Shelley does not merely or basely luxuriate in pleasant 

imaginings.ien he is vague and torrential, he is so because 

of his gropings after the sublime, which has always been 

accepted from Longinus' time downwards as a good plea in 

extenuation of the Miltonic vague. Like Milton too he 

is almost wearisomely addicted to a special group of words, 

the primal vocabulary of the Barth spirit (to use the title 
earl& 

of one of AeE .'s books) of Fire, Air, spirit and the 

Empyrean. Profes ̂or Masson we remembers drwrw up a long 

list of such words used by Milton, and we note that they 

are much the same as those used excessively by Shelley. - 

awJ I..á44 t,.0h0 s7Zt46s.c 

mostly quite commonnwords. But he is also addicted to 

another Miltonic class of words - the splendid classicisms 

which give Prometheus Unbound the appearance of a fabricated 

tongue. This work is not like Keats' Hyperion - the 

imitative cast of its great language is very remarkable and 

the poem is able to carry off this language successfully. 

Shelley had more aptitude than Keats for living in the 

higher altitude of great phrase, because he could live 

more apart from his kind, and is indeed the dews of Bacon's 
pecks ,, 

aizt aut dens Whereas the grand "made" language 

really chilled Keats' ardent but earthloving genius. Keats 

certainly lived nearer humanity and in a grosser 
atmos- 

phere. The Hampstead poet is at all times nearer 

Hogarth and Constable, and loved the common English joys. 

He is very earthy with all his 
romantic yearnings. He 

had 
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had little life in the spirit. Shelley was less genial and 

social, mere demoniac. Keats' Rype ion had no great ethos 

to support the grand language . Prometheus Unbound , drawn 

from the same mythological source as Hyperion was as magni- 

:fi cently supported by its ethos as is Paradise Lost and not 

being on the great scale of that work, does not rest its wing 

in long cultural 'disquisitions" or descriptions as the 
J 

formal epic tends to do. Shelley cared little for the 

grand historical sweeps which sum up the learning and chiv- 

:airy of twenty ages. The life of the spirit in the 

intense region in which he dwelt apart, is one and eternal, 

aeonian and does not descend to little local cultures. 

Hence those wide lacu.ae in his poetry - he shows no 

appreciation of the middle ages or of the Renaissance, 

though his art in the poem we are considering is decidedly 

of Renaissance.inspiration. The success of Prometheus' 

Ùñbóbizd bears out what we have been saying, and what even 

Johnson dimly recognised, that given the lofty inspiration, 

the poet may mould the tongue as he pleases, and than in 

fact for the true grand , a fabricated language is almost 

necessary. There is the simple grand of which Dante is 

a great master, which seeks the very simplest language. 

But its uses are rather dramatic than epic. Longinus' 

famous exa e from Genesis Gód'said té » there' be Ligh t``'and 
Light was is a good example. The' student of Dante will 

remembwr frequent use of this form of the sublime (he is not 

wanting in the other smrt which consists of masive fragments 

of speech) with its "bareness as of the mountain -top ", and 

we / 
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we agree that its effects in genuine cases are at least as 

great as the Miltonic 
grand which sometimes betrayed the 

poet into 414..e grandiose as in that line quoted by Hazlitt - 

"the elephant 
To make them sport, heaved his proboscis lithe" Of 

In Prometheus Unbound Shelley strains mightily at the great 
Jç std 

language of the Elizabethans. His modes,,are more represent- 

ative than Keats' are in Hyperionrwhere Milton is the sole 

presiding deity -. Shelley is more eclectic, but even in 

him Shakespeare and Milton dominate the scene. There is 

however a family of words which mark Shelley's own manner 

and to which we referred in the chapter on Gray - words like 

Lucent, glooms, plumes, pave, translucent, pavillion, sphere, 

azure, dome, etc., and all the family of words denoting 

intricacy and interwinding, e.g. - implicated, inwoven, 
-F- 

braided, etc. He is also givenilike the Elizabethans,to 

excessive compounding, not always successfully. He seems 

in this to be running up another little sail to catch every 

breath of wind that plays around words. 

Again, unlike Keats (and this is why we say he 

was more eclectic) he takes tribute of a meaner group of 

useful old words, thwart, athwart, hoar, grudge, thaw (thaw - 

cloven) gnarr, (the meaning is doubtful), horny ( - eyes 4eg cr. 

fÉ Tennyson's horny flodid,r -the latin corniger fluvius) ounces 

(hooded ounces), raven, frore, crawl (he is very fond of this 

word - e.g. crawling glaciers, crawling hours, etc.) pied, etc. 

In short he is the first romantic who is fully 

alive to the value of not merely le mot sonore, but of that 

Underwood of rough silvan language which is so remarkable 

in Shakespeare's pastoral pieces, in Fletcher, and 
in 
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Milton's Comics. It is however in the aforesaid compounds 

that he appears to best advantage. The habit of compound- 

ing had been frowned on by the straiter neo- classics, but 

it asserted itself in Gray and Collins. It burst forth 

in all its luxuriance in the minor -keyed, and rather sickly 

school of sentimentalists in the latter half of the eighteenth 

century, Hayley, Miss Seward, the simpering Della Cruscans, 

the race of poets Coleridge had in mind when he compared 

them to their disadvantage with the illotaphsioals. On 

that,occasion the great critic remarked that while the latter 

expressed the deepest things in the simplest language, the 

poets of his boyhood expressdd their native nonsense in 

highflown jargon. In their compounds especially they 

show forth their poverty of soul. 

Shelley recalled the art of compounding to its 

Shakesperian quality. Swinburne later carried it to all 

lengths. The compound in the best Elizabethans has the 
0 

effect of a thunderboltt41'thought executing fire; and Shelley 

too found it an excellent means of "discharging the mind's 

collected lightsn.ing' Used much by writers who have no 

lightning to discharge, it is a puerile habit. Keats used 

it for pictorial effect and as a short -cut to description - 

But a line like that in the second book of Hyperion 

"Now tiger- passioned, lion- thoughted,wroth" 

shows to the life the manner of Swinburne's compounding. 

The H3ipériòn has a fair number of such combinations,often 

successful as in the well -known lines - 

"Those 'reen- robed' senators of mighty woods 

Tall oaks, branch-:charmed by the earnest stars" 

Not so successfully in 

"0 lank -ear'd Phantoms of black- weeded pools:" 

As to the great fabricated language of Próinéthéùs Unbound, 

Shelley's / 
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Shelley's refining genius saw to it that such fabrications 

should be beautiful. Hardly a page of the poem is 

destitute of examples of this like - interlunar sea, 

implicated orbits, irremediable plague, adamantine charms, 

semivital worms, glaucous caverns, labyrinthine soul, 

daèdal cups, unpavillioned sky, etc; and then he has all the 

aromatic and charmed names that Milton also loved. 

Prometheus saw and waked the legioned hopes 
Which sleep within folded Elysian flowers 
Nepenthe, Moly, Amaranthe, fadeless bloom 
That they might hide with them and rainbow wings 
The shape of death. 

Who does not recognise here a far, more traditional voice 

(the tradition of our elder anti famous poets) than is heard 

in Keats lovely verse. Not that Keats did not use the 

device of names with fair success as in the Eve of St. Agnes - 

Manna and dates, in argosy transferred 
From Fez; and spiced dainties, every one 
From silken Samarcand to cedar'd Lebanon 

and in Hyperion are several creditable imitations of Milton, 

But it is not the masterhand that appears. Shelley's genius 

was in one respect not unlike Wordsworth's - he had a 

tendency towards the:bstract language of philosophy. 
oiS 

So had Browning, especially in hiss age , so had the early 

Tennyson. 

"till , wrecked in convulsion 

Alternating, attractions and repulsions 

Thine went astray and that was rent in twain." 

But he seems to be able to play with abstractions 
,s if they 

were persons and so to save these passages from being 

unpoetical. Indeed this was Shelley's peculiar power. 

He could vivify abstract and unreal things. His Plat- 

onism was so intense that the things of 
the mind were often 

less shadowy than actual substances. 

Keats / 



44. 

Keats1we say despairingly abandoned, not the 

vocabulary, but the rhetorical inversions of Hyperion. 

Shelley was always an artful poet,,nd had no notion as 

Wordsworth perhaps and Walt Whitman certainly had, of 

rejecting the skilful variation of syntax from the simpler 
were 

to the dense and implicated constructions which /Milton's 

favourite sport, and which dazzled the youthful eyes of the 

author of ypr erion. Still less had Shelley anyidea of 

abandoning the higher scales of language,on the contrary he 

added to the grand style. But the blank verse of Prómetheus 

Uñbound shows a return from the super- classicism of Milton 

to the plainer (though often breathless enough) rhetoric of 
1411 

the,Elizabethans. Needless to say this involves a number 

of devices, but it is a more normal and native poetic manner 

and not all compact of rhetorical device as is Parádise Lost, 

and the earlier parts of Hyperion. 

Let it not be imagined that Shelley had only one 

language, one style- Me- Yeats, we noted, demands that 

the great poe ,shall have several Ilanguagest at command. 

The Letter to Maria Gisborne and the Julian and Maddalo 

show admirable mastery of the vernacular style. Here one 

Sec 
may ire richly displayed that colloquial and idiomatic 
English 11 which De Quincey evinced such zealous regard. 

It is doubtful if any poem in the middle manner shows a 

more robust dealing with words and idioms than do these works 

written in a sort of sevuo pedestris. In a whimsical 
t, ally 

footnote, Professor Saintsbury suggests that if complete 
w-¢t 

isolation of 
é 
he germ of poetry xs possible, it would be fHrii 

in e Shelley :, . The critic in talking of 

Shelley's / 
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Shelley's prosody remarks that he is the immediate master of 

all forms. He passes through no noviciate. So is it 

with his language. Whether he is using the grand 

orchestrated diction of Prometheus Unbound or the sérmb 

; destris of these two poems, or the grim humourous realism 

of the Witéi' ©f'Atlá,s, he declares himself _a master right 
MMC4. 

away. The same can be said of Milton, ̀. «less cerlwainly of 

Tennyson, but of few others. There is almost nothing 

to regret in his use of language except perhaps that obsession 

for a group of reiterated words which fascinated him; or per - 

;hags a certain torrential excess to which Ruskin and others 

took exception. They regardgdthis excess as little better 

than chaos. Ruskin like Byron worshipped at the shrine 

of Pope, and demanded clear contours. 

In the Witch of Atlas, there are lurid lights 

truly, for of all Shelley's works, it teems most with the 

evidences of fantastic power in imagery and language. 

It is a study in the grotesque. But it discovers no 

a4- 

affection. Its vocabulary and phraseology tinily can be lik- 

;ened to tropical vegetátion, but affectation is far away. 

It is Shakespearian in this sense. Through pressure of 

an abundant genius it makes the greatest call on all the 

possibilities of the tongue, but the syntax is lucid and 

normal. It is with all its fancy a masculine work, and is 

an answer to those unfortunates who still imagine that 

Shelley's is a womanish genius. 

The Cenci is of course simply Elizabethan. 

It would be difficult to say whether it combines more of 

Fletcher's fluency or Ford's deeply emotional 
simplicity. 

It certainly does not imitate the earlier and 
greater 

Elizabethans. / 



Elizabethans. 

46 . 

Someone has said that when the modern poet 

imitates Elizabethan tragedy, it is in the style of Ford 

rather than Ford's masters. This is true of Shelley's 

Cëri`ci', not of his Próéthé`ùs'' Ü'ribóúncl. For a mythological 

subject the Shakespearian style with a strain of Miltonism 

is best; for a realistic drama of blood, the later Elizabethan 

manner. At least so Shelley found it. It is doubtful 

again if English poetry can boast a poem where the equipoise 

of literary and colloquial elements is better preserved than in 

t :'"Céhci. Having talked of his immediate mastery of 

several style of diction, we have to admit that the youthful 

AlaStor, , has bad patches which'displayl here the influence of 

the wordier Wordsworth,with his prosaisms and abstract phrase - 
A iú4!.( of 

:ologyland there the mawkishness of the della Cruscans'. 

The powerful Sensitive Plant has all the stops out. - 

here are the great imitative.language of Prometheus Unbound, 

the shrewd language of niggard nature in which English is so 

rich1 and which Browning used with such excess of power in t)oe.r 

tAilagg like Childe Rolande, and lastly his own favourite ideal 

caste of language to which we have referred several times, The 

poet exhibits mome of obscurity than he can ordinarily be 

charged 'with, not unlike the imaginative obscurity of Meredith's 
we ae.Y 

ti ̂ Jóods of 'man. 

This brief analysis may serve to show that Prometheus 

Unbound is the only one of Shelley's works which departs so 

consistently from ffiorma. speech as to merit the name of a 

"made speech," made partly by Shelley, but in far greater part 

by the elder poets. It is the language Gray has in mind 

when he says that each considerable poet adds something to it. 

We have had occasion to note how several masters-of 
the poet's 

craft have progressed from the voluptuous style to a certain 

bareness and literality. Shelley does so. The Cenci, 

restrained in speech succeeds Prometheus 
Unbound, and the 
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Triumph of Life, his last and in some respects greatest 

work, is comparatively bare of ornament - comparative 

for this tropical genius. It is perhaps natural in 

a poet who is verging on the Manichan view of life, 

to drop a great many of the masks of speech, and to 

write in simpler vein. The poet is of course, a very 
g.,11 «4444 1 a..evc1 

difficult one. Mysticism can ben conveyed in the 

simplest words. The austere temper in which the poem 

is written /is well reflected in his often monosyllabic 

English. Not that he does not rise occasionally 6n the 

old pinion. But the diction and style are prevailingly 

modest, and,for Shelley, economical. 

The sacred few who could not tame 
Their spirits to the conquerors - but as soon 
As they had touched the world with living flame 
Fled back like eagles to their native noon. 

Difficult to surmise what direction Shelley's art would 
ON 

have taken after this poem. 5ke technique was like 

Shakespeares' and Miltons' directly affected by the mood 

of the moment. If like Goethe he had mastered the 

scorn of life so manifest in this poem, he might have 

flowered out anew into torrid opulence. 

To conclude She lleyt does not, like Keats, roll 
-1 

words'ipon the palate fine ", He is less of an epicurean, 

because of his divine mission. He was a political preache 

and had something to say to his generation. The mere 
out 

pressing of strange and voluptuous values /of words, did not 

so much interest him. Besides he has more inherited 

mastery over the poetic tongue, he is Vetter versed in the 

tradition of English and Classical poetics. His art is 

more of the centre. He has not therefore had quite the 

influence of Keats. He understood far better how to 

use the lower range of language effectivelytas he could 

more constantly and1 (savefor the first part of Hÿpériòñ,) 
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alt higher_ leve l us e the grand poetic t flgue . While he 

could not equal the poignancy and vision of the language 

of Keats0''0des,and could not Fully utilise the alluring 

associations which hover round words in the manner of 

Keats at his greatest, he is a lofty master of imaginative 

speech., and avoids in thorough -bred fashion almost all 

that mawkishness and deplorableamateurishness which 

mars so. much of Keats' : work. 

Our conclusions in regard to: S4e lley and 

Keats are - that Shelley is surer, less experimental and 

less capricious in his use of the traditional language 

of poetry. His taste is surer and he very rarely 'lets 

us down' , and he is a master not only of the higher Ian -. -. 

,gunge, the high urbane selective language which Dante 

demands for the higher offices of poetry, but also of 

the lower serio-comic familiar vein. Keats can do. 

nothing in this vein and errs deplorably when he indulges 

it. 06 the other hand he is the more sensuous, more 

exotic genius and if his phraseological experiments are 

as often a miss as a hit, the general character of his 

language is richer , more honeyladen and perfumed , and 

whilst he is occasionally obscure as a result of his 

hit -or -miss method, and of romantic vagueness, he does 

not bewilder us as Shelley often does by a shower of words 

which leave the faintest impression on the mind. Nor 

does he lose himself in philosophical conceptions which 

are for the ordinary reader imperfectly worked out. Hoe 

is not at all transcendental. His trouble with words 

was not Shelleys. But the claim we have made for 

ShP iley , that he more surely than Keats revived the 

high ji 
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high selective language of ideal poetry at a moment 

when English poetry was in danger of sinking under a 

load of tawdry pseudo -romantic jargon ought to stand. 

He was, it is true, always under the tyranny of his 

sounding vocabulary,. ridiculously so in his early Alp,stor,. 

but.- even in his later works like The Ttriumph of. Lïire 
Nr 

always capable of intoxication of great words of august 

association. In this he resembled Francis Thompson 

and others. It is difficult to isolate the respective 

° cinfluences'+ of these two poets over the early Tppnyson 

and Browning. Bu -t no one doubts the potency of these 

influences. We must leave the discussion to. the next 

chapter. 



CHÄP'l' k lx. 

When Ruskin wrote to the "Times" his famous letters 

which turned the tide in favour of "the Pre-Raphaelite 

painters in May 18519 he warned them that if their art narrow 
;ed itself to mere,imitation of mediaeval work,, he for one 
would have nothing to do with theme In the same way and 

despite his love of Scott, he attacked the mouldy antiquar- 

;ianism of the Waverley Novels. There seemed to be a danger 

of the movement developing ton strongly on the antiquarian 

side, but looking back we see that the Brotherhood on the 

whole was inspired by principles, ethical in the first in- 

:stance as well as artistic, which Ruskin with all his 

crotchets approved. Reverence for natural faot which did 

not however,'interfere with their joy in a sort of Keatsian 

richness, capacity for taking pains in the smallest details, 

and withal a certain spiritual, almost virginal outlook,. 

these are the outstanding features of their work at its best. 

There were confusions and secessions. Lady Millais is no 

doubt right in pointing out.in the Life of her husband, 

that Rossetti was never at heart one of the group. His 

genius ran more to emotional impressionism, and he was not 

capable of the fundamental labour which was as necessary as 

the spiritual quality. He out himself loose from that 

connection in the course of a year or two, and in poetry 

became the father of a line, which stretches down to our 

own day and includes notable members of the Irish School, 

Mr Yeats chief among them- For certain reasons we might 

include Francis Thompson in the school although the meta- 

physical strain is even more pronounced in that uncertain 

genius. Among present day disciples we might mention the 

little known work of Mrs. Annand Taylor. One is tempted to 

think that not even the master himself, hardly even Thompson 

has / 

Poems by Rachel Anhand Taylor 1904. 
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has used the sacred words of old romance and its lingering 

half lights with more admired skill. A poem like Sárräs 

for example is a fine example of the qualities and methods of 

the school. 

Sarras (p.23 of the Poems); - 

Far in the town of Sarras 
Red -rose the gloamings 4a 11 

For in the heart of wonder 
Flames the Sangreal. 

The gleaming foes ring her' 
Haut dreams her turrets are 

She r eth o'er the desert 
Like the great magian star 

Through the o'er -castled portals 
The knights ride out and in 

Their tired sweet heads all drooping 
The pray away their sin. 

Upon the carven cus ewa r 
Pass damozels in vair 

And samite dropped with flamelets 
Crowned on their ashen hair. 

This is pure enough and by no means a reductio ad absúrdïäm 

of the pre- Raphaelite manner. We may judge how much that 

manner relies on the sweet and hidden force of words. An 

age to come will regard it as .a very sickly mood ( "tired 

sweet heads "). It is far too narrow a cult to pass the 

gúöd sempër et úbicue test, but we are not yet too far gone 

in reaction against it, to admire the adroit and spiritual 

"fingering" (to use Prof. Saintsbury's word) of the piece. 

Those critics who are impatient of talk about the 

schools end who roundly declare that the only schools are 

the good and the bad will have difficulty in disposing of 

the pre -Raphaelites. There has hardly been a better marked 

style of poetical art. At times it leans decidedly to the 

morbid. Morris's Kirk` ïrthu.r s " Toob is almost the perfect 

type of this class of poems. We have Dr. Johnson's 

considered verdict on the metaphysical poets. Would we 

could have it on the pre- Raphaelites' Only a very specially 

prepared / 



prepared age - say one in three centuries - could tolerate 

such a poem as Kin FÁrti l s ~TÓmb. Not that it is cited 

as a crowning mercy of pre- Raphaelite art, but it is cer- 

tainly representative. What a kissing, or "longing 

for kisses "' of "pale or red lips" is here: What a 

brushing of hair ('now heavy swinging hair') now merely 

on the face, now on the rushes on the floor. What a 

weeping and clenching of teeth (ladies' teeth) and tolling 

of convent bells and what a scarlet blushing for sin and 

non -blasphemous appeal to Christ :1' 

Whether we take Rossetti and Morris at the begin- 

ning of the school or Mrs. Taylor at the close - if we 

may now hope for the close - we note throughout a certain 

harping on elemental things and words, which are steeped 

in symbolic values. The created world narrows down to a 

dozen or so images and the mind of men to a few stereotyped 

emotions. The cross and the chapel, the bell and the 

cup; the sword and lance and horse, the mediaeval cell or 

chamber with rushes on the floor, the turrets of the little 

town, the musical instruments, viol, harp, and citole, 

the dress materials, samite and vair. All the rest is 

women's body, hair, fingers, breast,feet. 

Morris's early pre -Raphaelite poems are interest- 

ing vagaries - interesting because they exaggerate to 

grotesqueness, the peculiarities of the school in diction 

and sentiments. In Tennyson's similar efforts we note 

a marked softening down of those eccentricities. Horses 

are / 

X "Moreover Christ, I cannot bear that hell" says 
Guinevere 

confidentially, after she hws asked 
"dost thou reek 

That I am beautiful Lord, even as you 

And your dear mother ?" 

What room for mockery is here, and yet the pre - 

Raphaelites have been let down very gently. 
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are not called destriers and there is not so much tragic 

weeping, angry flushing , waxing pale and clenching teeth, 

and human fingers and hair are not so sensuously displayed., 
t. /f Sir daa:ád is thoroughly pre -Raphaelite, but it has wed 

ite#' of the violence which disfigures Morris's efforts. 

The- Lady-of Shalott is the masterpiece of the school. A 

study of the earlier and later versions of this poem is a 

liberal education in taste. Here are the reverence for 

natural fact,for the minuter evidences of nature, which was 

the groundwork of the school of Holman Hunt and Millais.' 

By the margin, willow -veil'd 
Slide the heavy barges trail'd 
By slow horses; and unhail'd 
The shallop flitteth silken- sail'd 

Skimming down to Camelot 

and there is that constant effort after onomatopoeic effect, 

which is not perhaps very happily displayed in the last line 

quoted - skimming is not very good. Where Morris gives us a 

stagey picture of mediaeval life and passion, Tennyson gives 

us the actuel world with the magic added - a more subtle 

magic than the Morris had at fh.is period any idea 

of; And here we should notice the general nature of the 

changes which Tennyson effected\in the poems which appeared in 

the 1832 volume and re- appeared in much altered guise in the 

1842 volume. Tennyson's favourite adage, his son tells us, 

is that the poet is known by his self -limitation. The 

changes in the 1842 póéms bear this out. As a reviewer -l' 

said of the time - "The Lady of Sha ott for instance, is 

stripped of all her finery; her pearl garland, her velvet 

bed, her royal apparel and her 'blinding diamond bright' are 

all gone; and certainly in the simple white robe which she 

now wears her beauty shows to much greater advantage." 

The change wrought'here and elsewhere is all 
in the direction 

of modifying those features to which, in a broad sense, we may 

refer as pre-Raphaelite. Ruskin might have been pleased for 

ten / 

Speeding in the Edinburgh Review quoted in the MemDir 

of Tennyson by his son. 



ten years leter he has a savage outburst against the luxuriant 

dress and toilet of the lady in Colli os picture. 
The lines in the original version ran; - 

"A cloud -white crown of pearl she dight 
All raimented in showy white 
That loosely flew (her zone in sight 
Clasped with one blinding diamond bright) 

Her wide eyes fixed on Camelot 
Though the squally eastwind keenly 
Blew, with folded arms serenely 
By the water stood the queenly 

Lady of Shalot t . 

The peculiarly pre -Raphaelite quality of the poem comes out 

in the minute description of the jewelled caparisons of the 

knight's horse and his own armour and coal -black -curls. 

But it is done something after the manner of Chaucer - that 

is so far as the actual circumstance is concerned - and with 

no tendency to the morbid It is recognisably pre -Raphaelite 

painting, but in a frank and comparatively natural manner, 

and with no searching out of 'stunning words for poetry'; 

or words of vertu. 

Mrs. Armand Taylor with her almost uncannyc instinct j 

for such words - it is not just to say that her art is all 

compounded of the toying with wards of antiquarian or mystic 

import - came to late to re- capture the public ear foie the 

forlorn school. She has well described the raptures of the 

art. - 

0 beauty of great colour, great desires 
Great throes of music, clangour of great spires', 
Mystical marvel of great verse, great dream 

Of carven faces, and O thou supreme 
Beauty of perfect love, the perfect art , - 

Ye do consume with ecstasy mine heart. ' 
The age of ecstasy was beginning to wane when she 

started 

writing. With all her skill in the kind, how morbid she can 

be / 

'Poems 1904 - An Art -lover to Christ. In this 

poem she rejects Christ in favour of art "Rather 

than live with Thee, with these I die.'° An inter- 

; esting rea4wfal of the conclusion of the Palace of 

Art. - k : aC 

1 



be is shewn in a fine poem like A B'eaaút'i'fu1 4&Ynätï tö-'fiê'x'LOVer, 

and here we see the qualities of the school pushed to their 

extreme and also curiously blended with touches of the 

metaphysicals. The beautiful woman talks of the man's 

dëäd:är`Tiands and delicate, and of her own long fine fingers 

and of her 'same iiptnous hair' ,which is a development from 

Morris's frank 'red heavy -swinging hair.' She has the 

usual reference to musical instruments, virginals, violin 

('while violin on violin laments') lute and viol, and of 

course the 'pothecary wares, amber, nard, and albanum' And 

pa's'iöiìät'ë' myrrh'. Nevertheless it is a fine poem. If 

such instinot for and preoccupation with an ancient cult and 

its decayed but beautiful language is a sign of perverted 

talents then the ort of the later pre -Raphaelites is thorough- 

ly perverted. Blot we must remember that only a singer here 

and there like Mrs. Taylor dwells and abides in this cult. The 

greater poets, Morris, Tennyson, Swinburne adopt in youth the 

express pre- Raphaelite style, and then coming into a style of 

their own, either abandon the hectic manner or toning it down, 

in some way absor0 what is plea:ing'in it into their own manner. 

The one thing we do not doubt is that this strange style most 

vitally affected the language of the great Victorians, -- Now 

in the direction of a certain quaint Or virginal freshness!, now 

of mere strangeness and virtuosity. 

Rossetti left among his papers a list of words 
headed 

"stunning words for poetry. "Ir To exploit these words 
of 

immemorial fragrance or mystery is one of the ideas of the 

school. Francis Thompson exploits the impressive 
ceremonial 

of the Catholic Church, its august words are arranged in 

phalanx. / 

His own description of the pre- Raphaelite 
manner 

quoted by prof. Elton (Survey of English 
Poetry 

1832 -1880 , vol 11 p. 1 is adequate 

He affirmed that there was no 
collaboration of style 

however, only ofeam raderis. 
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phalanx. The attack on our senses is tremendous, until by 

frequent reading, the clay -,ical reader begins to weary of the 

display, and asks if poetry has no other office than to dazzle 

our eyes and minds with words of splendid or awful import. 

Then in certain places the verse descends to musical jingle. 

the ordinary reader, certainly of the more masculine sort, is 

bound to react against this formidable word system, but it would 

be ungrateful not to acknowledge the spell and the mystery 

wrought on us, even if daylight dissipates something of the 

charm. Never have the sheer beauty and mystery of words 

been more feelingly displayed. The austere critic, whether 

from the classical side or the naturalistic will condemn. 

The school which wishes to identify poetry with Art and to 

regard words as pigments will be more pleased by such a rav- 

ishing display of word artistry. The ordinary catholic reader 

will feel as if he had wandered into an exquisite curiosity 

shop. He is surrounded by articles of vertu. He may 

indeed think it is connoisseurship run mad, as in the poem 

quoted from Mrs. Taylor's works, where the strangest words 

stare at us from every corner. But as was said, he will 

not be ungrateful for the momentary pleasure though he will 

also be rather relieved to step into daylight once more. 

For this can never be the poetry of common experience. It is 

a little distraught. Words are not the servants but the 

masters of the Muse. We can no longer talk as Tennyson did 

of Lords of Language, but rather of the Thralls of 
Language. 

So much is contained in that brief heading "Stunning 
words for 

Poetry." 

Tîg iözi -- 

Take for example Francis Thompson's The-MiStrëä 

There was never moon 

Save the white sufficing woman¡ 

Like the most heavenly -- human - 

Like the unseen, form. of sound, 

Sensed invisibly in tune, - 

Wi th a sun-derived stole 

Did inaureole 
All / 
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All her lovely body round, 
Lovelily her ludid body with that light was 

int e rs t rewn . 

The sun which lit that garden wholly, 
Low and vibrant visible 
Temper'd glory woke, 
And it seemed solely 
Like a silver thurible 
Solemnly swung, slowly 

Fuming clouds of golden fire for a cloud of incense; 
smoke. 

But woe's me, and woe's me 
For the hearts of her eyes t 
In my visions fearfully 
They are ever shewn to be 
As fringed pools , whereof each lies 
Pallid -dark beneath the skies 
Of a night that is 
gut one blear necropolis 

And her eyes a little tremble in the wind of her 
own sighs. 

Thompson is a master of language who had drunk copiously at 

Elizabethan and Jacobean fountains, Whatever protest we 

raise against his never- ending cascades of strange and strange- 

ly used words, we must admit that he is free of the language 

of the older poets when they are at their best. It is not 

enough to say that his words master him as much as he them. 

It is not decisive to point out that he is entirely imitative 

in his large effects - that Cranhaw for example, speaks through 

many of his most brilliant word displays as in his great Ode 

after Easter. 

Hark to the juhil to of the bird 
For them that found the dying way to life: 
And they have heard 
And quicken to the great precursive word, 
Green spray showers lightly down the cascade of 

the larch 

Raise up your eyes, 0 raise your_eyes a broad! 

No more shall You it sole and vidual 

Searching, in servile pall 
Upon.the hieratic night the star- seal'd sense of 

all. 

We suggest that this ought to be judged as if Crashaw and 

his fellows had never existed. Since words themselves 

° used / 



used rhythmically have undoubtedly a certain intoxication 

apart from their meaning, many readers will rejoice in 

Thompson's wonderful dance of words, and as, like the poetess 

referred to above, he is a true connoisseur and rarely 

'lets us down' and is obviously wholly and sincerely 

possessed by the strange religious emotions he celebrates, 

we are compelled to give him a place with the early masters 

of the tongue. It is not that he imitates merely their 

use of strange and sovereign language. He is a master 

also of that quaint native spe: oh for which they, and 

especially Herrick are remarkable. 

Let even the slug -abed snail upon the thorn 
Put forth a conscious horn. 

I that no part have in the time's bragg'd way 
And its loud bruit. 

And he has caught that Elizabethan habit of using a low 

and domestic language and imagery when describing the 

heavens or the gods. 

the wiíi teSaMèd' chambers of the air 
See they be garnished fair 

When he talks of the 'beäteri'ÿoik -öf' stärs' we feel he 

is more domestic and ludicrous than the Elizabethans 

Fortunately the Elizabethan and Caroline styles 

will bear reviving. The sticklers for speech which 

shall be 'neat, plain and customary' must allow that these 

periodic revivals of a really fine and free stage of lan- 

guage do help to fertilise the soil of poetry. Thompson 

is in this sense a prince of revivalists. 

It has been suggested that the earliest 

anticipation of the pre- Raphaelite movement in English 

poetry may be traced to Collis' personifications' The 

picture / 

k 
See the English Parnassus p. 743. The picture 

of Fear for example (Ode to Pear) has a touch of it 

"I know thy hurried step, thy haggard eye 

Like thee I start; like thee disordered fly,&o. 

and, more marked, of melancholy in The passions, 

But the touches are a little doubtful. 
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picture of the chamber in Chrsta,bl -- 

The moon shines dim in the open air, 
And not a moonbeam enters here. 
But they without its light can see 
The chamber carved so curiously, ' 

Carved with figures strange and sweet, 
All made out of the carver's brain 
For a lady's chamber meet; 
The lamp with twofold silver chain 
Is fastened to an angel's feet. 
The silver lamp burns dead and dim; 
But Christabel the lamp will trim. 

is certainly pre- Raphaelite, and Keats' early things 

contain certain indications of the manner as in that 

passage already quoted from the Eve of St. Nark; 

Lot I must tell a tale of chivalry; 
For which I muse the lance "points slanting 1y 
Athwart the morning air; some lady sweet 
Who cannot feel for cold her tender feet 
From the worn top of some old battlement 
Hails it with tears; 

which has something of the distinctive pre -Raphaelite 

manner of such ripe -to- rotten verse as this - 

Her tired feet looked cold and thin 
Her lips were twitch'd, and wretched tears, 
Some, as she lay, roll'd past her ears 
Some fell from off her quivering chin 
Her long throat, stretch'd to its full length, 
Rose up and fell right brokenly; 
As though the unhappy heart was nigh 
Striving to break with all its strength. 

In this chapter we are to glance briefly at 

the work of the Victorians. In a curious way their` work, 

taking a broad view of it,, is at the same time imitative and 

nobly original. Tennyson looked to right and left of 

him, to the classics on the one hand, and to the middle 

ages on the other for a milieu and a method for his art. 

He also took his own contemporary England and produced 

pleasing narrative poems on something like the lines laid 

down by Wordsworth in Michael and Dorel and Resolution and 

Independence, and afterwards trod -- with a difference - 

by Mr. Masefield in things like The Daffodil Fields. 

The difference .one thinks , is not all / 

quoted in The English Barnassus - notes p. 743. 
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all in favour of the Georgian poet, whether we have regard 

to the art of producing natural conversation or those 

sudden lights of beauty which illustrate the poem. But 

leaving aside his English idylls, and other contemporary 

poems, it may be said that whether he chooses the middle - 

ages or the classics for a milieu, Tennyson is bent on pro - 

6ecting the fermenting ideas of his own age into the past. 

This is not true of all the c]Yassicar poems, of the Lucretius 

for example, but is broadly true. So that before' we dub 

him archaist or imitative poet, we must be careful to define 

the sense in which he is so. He is not a medievalist in 

tone and feeling any more than Shakespeare is a Roman in his 

Roman plays. He had not the mental agility, he was far 

too bound up in a kind of noble egoism, to realise the mental- 

ity of the middleages. Such indeed is the charge against 

his Idsrli.s. They are not medieval at all. Swinburne 

wrote his Arthurian poems to correct Victorian ene#r4ena1 

stiffness and moral rectitude, of the Idylls. He is 

however more of an archaist in his skilfully woven language, 

which shows an extraordinary mingling of classical and 

obsolete English elements. But of that anon. 

Not even Browning, the most individual genius of 

them all, escapes altogether the blight or blessing of 

archaism. It is true he sloughs off the affectation 

after Sordell®. The reception that work met with se ;-ms 

to have worked towards his literary salvation. Mrs. Orr 

in her valuable Handbook to Browning tells the 
story of how 

the poet changed almost overnight from a diffuse, 
rambling, 

and somewhat archaic style, to the elliptical 
and rugged 

style / , /AA-1 1,,, - a kJ 

I f ',,, E .. t I-0 o r ó 
,, 

} 2AL 
/ 

J o f} `tiI 5t 
y.r .4- 4 Gtiravkf `t f;,1" 

It, )r,..) 4"(4. Z<,,(_ 



style we recognise as his and his alone. W6 mark-ant 

1-ße the change in Wordsworth's, Ruskin's and TolstoY''s 

conversion from rhetoric to simplicity, from art to 

literalism. In these cases it is a matter of ethical chang 

in the artist, An impulse, puritan in its origin, drove 

those Nineteenth Century artists away from the finery of 

art to a naked simplicity, Life was fax them more than 
t.4$ Ion e&' s 

art. Tinto this Last' is devoid of art , but as compared 

with Modern Painters is bare as a mountain top. In 

Browning this seems hardly the case at first sight. 

Simplicity seems hardly the word we would apply to his 

mature style, But he so hacks his way through, so imper- 

iously bends words to his strong purpose, and turns away 

so contemptuously from the mere grace of word and gesture; 

he is so vehemently bent on getting to grips at once with 

his matter, caring nothing meanwhile for style in the ordin- 

ary sense, that we may perhaps enrol him among the puritans 

of art. A devoted admirer like the late Mr. Stopford 

Brook considered that Browning was one of the poets who by 

his treatment of words confound the limits of poetry and 

painting. It was not however in order to give the 

effects of other arts, but because the stubborn matter of 

his thought had to be clothed somehow, and words must be 

wrenched out of their customary form and treatment to serve 

this purpose , Immediacy seems to us the keynote of 

Browning's art so far as words are concerned. From 

the difficult thought to the tortured expression was one 

step. His early work especially Pauline is marked by a 

certain relaxed and imitative phraseology, not unlike 
'Tenny -- 

:son's boyish Confessions of a Sensitive Mind 
and Timbüctoo. 

Even in Pauline however, the poet's true 
idiosyncrasy appears 

under / 



under the indolent finery of the day, borrowed mostly from 

Keats. Here are the love of eccentric sound, the multi - 
/ what the older~ rac 

:tudinous sib'llants, and dentals, -'in a word,AAkexof critic 
or l'arshness . 

;ailed eác phónyt / On the other hand the Mature Tennyson etas 

proud to remember that 

of sy 41-ants in his early work. 

had noted the absences 

Still the notion 

that Browning was "instantly original in Nature as in 

other things" is hardly correct. It is indeed curious 

to notice Keats and Browning at strife in Pauline. 

Thou vast as a star to menL 
As one should worship long a sacred spring 
Scarce worth a moth's flitting which long 

grasses cross 
And one small tree embowers droopingly. 

He gives just ahint here and there of that sensuous 

familiarity which is in the eyes of many a chief blemish 
1 

in Keats. 

And her neck looks like marble misted o'er 
With love breath 

and which is indeed one of the marks of Pre- Raphaelite 

poetry., Again we notice the use of words like grin, 

gape, and sneer, which one hesitates to use much in con - 
a 

;versation, but which the early Victorians a, be 
- 

the Hunt - 

Keats school used freely - a marked blemish in Maud and 

other earlier things of Tennyson. 

Something of that Elizabethan quality which 

Browning discovered for himself - and this before our 

'virile' moderns discovered it - a sort of ghoulish extra- - 

:vagance in imagery and word appears - 

Nothing but sky appears 

Blue sunning air, where a great cloud floats 
laden 

With light like a dead whale that white birds 
peck. 

We noted something of this in Shelley and Coleridge. This 

Y is 



is just a premonitory touch. We know how far our 

Sargents and Bottomleys, not to mention the great author 

of '"The Dynasts "' have carried their ghoulish or !virile' 

fancies. In Browning's case this note probably was not, 

as with some of the moderns, due to mere imitation of 

Elizabethan 'virility.' 

Páráòélsus owes less and less- hardly anything - 

to Keats and Shelley. Rather it displays the ambitious 

verbosity of the spasmodic poets. karge tracts of it are 

not poetry. It is in the ]ine of the eighteenth century 

didactics. Much of it accordingly reminds us of Words- 

;worth whose influence on Browning at the time was rather 

marked. 

One tyrant all - 

Absorbing aim fills up the interstice 
One vast unbroken chain of thought, kept up 
Through a career apparently adverse 
To its existence. 

Worderful that Browning was able so soon to shake off 

both Keatsian luxuriousness and Wordsworthian philosophic 

verbositÿL 

Sòrdello first fully reveals the poet that 

was to be. It first shows Browning's hunger for a 

certain exotic vocabulary.. His contempt for tradition is 

great. Wordsworth had at the age of 28, advocated the 

use of a lower level of diction. But this did not mean 

in Wordsworth's case the putting forth of the whole powers 

of the language. Rather it seemed to limit the poet 

to a respectable diction of the lower level. The holding 

up of Daniel to admiration seems to point to this. But 

now in Sòrdellò words crowd the page that had not been 

free of sér .òus poetry - Don Juan of course keeps open 

house -- since Elizabethan times. - snuffs, i?ilthiest gloom, 

that biótchy bosom, knack, dunce, sands that buhg our 

throats;" etc. / 



e. 

throats,' etc. 

We may conclude that it is not Wordsworth but 

Browning who leads our age back to the true freedom of the End 

:lish language as it was enjoyed in the days of Shakespeare. 

He still maintains a thread of connection with 

the traditionalists in the archaic shent, writhen lands, 

rathe (- ripe), cressets, a signiory firm -rooted uhestrange -d, 

o rpine , argentine, dispread, blent utterly with thee, 

burthens, broidered, emperor, the gentler crew, which the 

student recognises as the small change of early romantic 

poetry. Here also are touches of Keatsian tastelessness 
the 

in,/words, tiptoe, nested, a- swarm, bevy, rarities, etc. 

The phrase "wide Lombardy a- tiptoe to begin" is typical. 

There are other Keatsian formations - abstract plurals like 

"bland approvals", with r. 0,00 J1.11Ni/.0A00 novelties in - ment, e.g 

a new revealment; and impossible superlatives like "ravish - 

:ingest lady ", "a distinctest consciousness." 

If the reader will turn to line ? he will find 

a medley of three styles. First, the passage beginning 

"They would belong 
To what they worship 

and ending 
foiled of its radiant chance" 

is in the manner of Shelley when that poet imitated the 

Miltan4c grand._ 

Then the passage (line ) - 

"The castle too seemed empty : far and wide 
Might he disport ----- - - - - -- 

with the dreadful finish - 

all his clue 
To the wand's business and embroiled adö 

is unmistakable Keats, while sandwiched betwe_n is the 

authentic Browning. -- 

"Witness a Greek or two from the abysm 
That stray through Florence - town with 

studious air 
Calming the chisel for that Pisan pair. 
If Nicolo should carve a Christus yet! 
While / 



While at Sienna is Guidone set 
Forehead on hand; a painful birth must be 
Matured ere Saint Eufemia's sacristy 
Or transept , gather fruits of one great gaze 
At the moon! Look you'. The same orange haze 
The same blue stripe round that 

Nevertheless tie Sordello warns us of the advent of a new 

style in English poetry. Its manifold obscurities, we 

are told by Mrs. Orr, are due to Miss Caroline Fox's 
communicated to the poet 

remark to John Sterling / "both Mr. Browning not know - -- 

,Eager to amend, the young poet becomes enigmatic. 

Clever persons however maintain that Sordello is not obscure. 

Whatever may have been the effect of the poem on his art, 

the Browning style had to come even if Sordelló had never 

been written. 

It is not usual to connect the names of Browning 

and Swinburne, but in the curious word -flowering of 

Sordello we have more than a hint of the latbr poet's 

dealing with words, We note for example. - 

(1) The use of superlatives like "each delicatet. 
limb." 

(2) The use of the -er suffix with a sort of 
nascent force -- Dante pacer of the shore, 
Shelley is suntreader, etc. 

(3) The -let suffix used on all occasions - c.f. 
Swiñbúrne's vine- chapleted with Browning s 
fresh- chapleted , and wondrous winglets. 

(4) The use of the dis- prefix, - dissheathe, 
dispread, etc. This of course is found 
in the Elizabethans. 

(5) Use of strange compounds - 

rather-ripe, rotten -rich, cloud-girt, 
bitter- sweetling. 

(6) Use of he past participle in "ate ",saturate, 
des e with age,etc. 

Swinburne of course, carries all these novelties to a 

beautiful extreme, where Browning is not so much bent on 

aesthetic effect as verbal force. But when people lift 

up /' 



up their hands at the manner in which the younger poet resus- 

pitated the moribund powers of the tongue, we must invite 

the reader to seek in the first fifty lines of Sórdelló for 
earlier 

a ' similar /attempt . The crabbed awkwardness of the con- 

structions reminding us'of Ben Jonson, and the ugliness of the 

verbal novelties - so different from Swinburne's use of them - 

need''not mislead us. The one poet sought power, the other 

harmony, but they both feel constrained to burst the bonds of 

modern speech, In Sördellö the conflict between form and 

matter loudly declares itself. In other poets it is there 

of course, but we do not see so much of the painful struggle. 

There are many gratuitously bad and ungracious lines. It is 

to be feared that Browning often blustered to show his 

strength. But there are more numérous instances of the 

true Browning - 

or better - 

"lashless eyes 
Inveterately tear -marked" 

"care -bit erased 
Broken -up beauties" 

or 'almost Shakespearian,, - 

"Each camel chains a sick and frothy chap" 

Still with all itp novelties, Keatsian and other, in the 

Sordellö` l$40 , we see the Browning-to-be as in a glass darkly 

We have no space to follow in detail his great career as an 

artist in words, and must limit ourselves to a few strongly - 

marked poems. 

In Caliban upon S0tebas ., that process censured by 

Mr. Stopford Brooke of using words as a painter uses colour 

reaches its maturity. No poem better illustrates the 

sunken riches of the English vocabulary. A seemingly ugly 

language is bent by the artistVs will into the semblance of 

beauty. Fresh from the 'Tempest , Browning devises a whole 

series / 



series of new compounds after the fashion of that great work. - 

gave -top, eft -things, green -dense, dim -delicious, fire -eye,' 

ròck -top , toe -webs, 'iron otter sleek-wet, black, lithe as a 

leech" Caliban is supposed to babble out a semi-brutish, semi - 

poetical language. 

The Caliban of Shakespeare speaks some beautiful 

natural poetry. His language is not at all circumscribed. 

Shakespeare was not mapaaacconcerned to make his language and 

his psychology congruent, By filling the mouth of his mori- 

:ster with beautiful words, Shakespeare has perhaps mitigated 

the offensiveness of the creature. On the other hand Brown- 

:ing fills his mouth with the most angular flint -stones in the 

lower reaches of the tongue. Expressiveness has triumphed 

over facile beauty. - "Froth rises bladdery" , "nip me off 

the horns of grigs," All the diction of nipping, pinching, 

kicking, trïòkling , etc. is here. 

"But steals the nut from underneath my thumb 
And when I threat, bites stoutly in defence 
Spareth an urchin, that contrariwise 
Curls up into a ball, pretending death." 

Browning's Caliban has all the observation a creature close 

to nature might be supposed to have, and he has the words 'to 

express it(, in dramatic monologue which no such creature could 

have indulged. 

"Yon auk, one fire -eye in a ball of foam, 
That flouts and feeds; a certain badger brown 
He hath watched hunt with that slant white -wedge 

(eye, 
By moonlight, and the pie with the long tongue 
That pricks deep into the oakwarts for a worm. 

None can fail to appreciate the beautiful vowel music of this - 
N 

a thing not so rare in our poet as some imagine. Mr. Arthur 

Symons says - "In Caliban we have the pure grotesque, an 

essentially noble variety of art, admitting of the utmost 

refinement / 



refinement of craft." Caliban is noble. It is an essay 
n 

in "difficult beauty" of a kind,familiar enough to us1. Poets 
rather 

like Sargent and Bottomley who seek in nature primitive 

passion than beauty have followed in Browning's steps, and 

sometimes strike out lines which not only suggest extreme 

ugliness or the grotesque, but which are at first sight, 

incomprehensible. A poet like Mr. Charles Doughty who seems 

absurdly archaic in his speech, is on second view, seen to be 

not unlike Browning in the way he tivresta, words, archaic or 

comad words, out of all recognition to normal English spe <ch - 
with its floods of incomprehensible phrase 1 

See his strange epic Mansoul/- "Immane tyned ranks - 

'Browning as a realist has thought out the sort of 

language which for Caliban might be supposed least unreal, 

allowing for the fact that the real Caliban could probably only 

express himself by grunts and squeals. His compounds, we 

note are mostly non -poetical, being merely noun added to noun. 

The rhythms are also thought out. If the poet finds himself 

slipping into a tolerably smooth vein, the next line is a 

shocking cacáphony. In his Letter to Maria Gisbornè, Shelley 

sometimes slips the collar of the seim,o pedestris he has 

adoptedland for half a dozen lines soars to his native level 

Browning has a harder task, to keep the monologue at a painful 

and yet expressive level of speech. Shakespeare, we saw 

has no thought of congruity. Those critics who like the 

late Mr. Stopford Brooke have a passion for moderation ought 

to consider that immoderation is the element of an art like 

Browning's. One might as usefully implore a Gargoyle to 

moderate its grin as tell a Browning to be normal. IYI Sordello 

and the earlier things Browning had paid court to various 

lines of poetic tradition. Perhaps the neglect of these 

works made him resolve to be henceforth utterly himself. 

,From / 



From that point onwards he becomes stubbornly individualistic. 

That love of painting desolation in nature and 

:ure in life, which became a passion with him and gradually 

displaced his early preference for spring scenery and deep 

woodland dells, naturally encouraged his use of the lower 

parts of speech. It has been suggested that in this respect 

Browning is a reversion to type that in Caliban and Childe 

Róläüd', we are retracing our - eps to the desolate, brooding, 

curse --bound scenery of Beo if. It is rather an amusing 

suggestion that the Renaissance or the Ignorance as Morris 

called it, introduced us to the smiling aspects of nature, 

and seduced us from the true native type of nature painting 

with its deep and melancholy strain of thought, We hardly 

need to go back to Beo if however. The Elizabethans and some 

of the Jacobeans observed something of the same hard dealing 

with nature. Their mythopoet}.c genius made them use and 

maltreat nature quite as grotesquely as Browning does. 

Crashaw for example in his Glorious ,Aiiphany - 

"forhhis day did rise 
So oft with blubbered eyed. 

and 
shreds of light 

Sordidly shifting hands with shades and night. 

Shelley often, especially in the third part of the Sensitive. 

Plant evokes the same powerful fancies of blighted nature; he 

often gives rein to this ghoulish fancy after the manner of the 

Elizabethans and of our very modern young poets. He does so 

even in the ideal connections of the Pastoral Elegy - in 
him , 

AdC4ts. , No doubt Browning learned something from /here 

The very mature Dramatis Personae is full of it - nature is 

here bent and writhing , a demoniac thing, a remarkable accom- 

paniment to the human passions displayed in the poems. 

, "This / 



"Phis house of four rooms, that field red and rough 
Though it yield there 

For the rabbit that robs, scarce -a blade or a bent 
I leaned on the turf 
I looked at the rock 
Left dry by the surf 

For the turf, to call it grass were to mock 
Dead to the roots, so deep was done 
The work of the summer sun. 

Hunger -bitten nature bad been tolerably described by Crabbe 

and malignant nature by Shelley, but hardly with such green-' 

malignant colouring as in that astonishing piece in the -ii.ram- 

:atic Lyrics i By the Fireside,where a classical landscapes- 

a cross between a Poussin and Salvator Rosa is suddenly, daph- 

: ed by the incorrigible grotesque 

X11. That crimson the creepers leaf across 
Like a splash of blood, intense, abrupt , 
O'er a shield else gold from rim to boss 
And lay it for show on the fairy- cupped 
Elf -needled mat of moss 

The last line with its reluctant syllables being dragged 

into place shows how Browning depends on the harshest conson- 

ants rather than on vowel -music (though he is not defective 

in that) for his effects in the grotesque. 

The effect on the diction is of course very marked. 

X111 By the rose -flesh mushrooms, undivulged 
Last evening -- nay, in today's first dew 
Yon sudden coral nipple bulged 
Where a freak fawn -coloured flaky crew 
Of toadstools peep indulged. 

At first reading this hardly seems English at all -. 

Capital words, tiritikowlic words which call for visualisation 

are mas'ed together. The mind tires and longs for the in- 

dulgence of explanatory prepositions and conjunctions. 

Such language justifies Professor Herford's remark that 

Browning is the poet of chinks and crannies and broken edges - 

he is the poet of the creaking door. 

But the most ambitious attempt in desolation is 

Childe / 



Chide Röländ Language indeed can hardly be used more 

absolutely in the manner of the plastic arts. 

What war did they wage 
Whose savage trample thus could pad the dank 
Soil to a_ 1ash9 toads in a poisoned tank etc. 

The poem is a wonderful study of earth !desperate and done 

with' , And of course its spiritual meaning shines clear. 
a nightmare defied 

It is the nightmare of the soul - /by interior strength. 

1. Now blotches rankling, coloured gay and grim 
Now patches where some leanness of the soil's 
Broke into moss or substances like boils; 
Then came a palsied oak,.a cleft in him 
Like a distorted month that splits its rim 
Gaping at death ünd dies while it recoils. 

This is a gargoyle. Poetry here approaches the art of a 

Rodin. Squat, brutish words are of more avail in this work 

than the elegant. Browning might reverse D ryden's demand for 

more of the latter He looks round for those parts of the 

language which are ugly to deformity Surely a very 

remarkable change in aesthetic, this? The e, ssociationSwhich 
this kind of 

words carry are not of much importance in fieVart. It is the 

bodily form of these verba macerata , jejuna, strigosa, all the 

words which the Renaissance peep.le reject from Dante (he how- 

:ever allowed some of the hirsuta) to Ben Jonson, that count in 

this art which treats words dB plastic. Only he will not 

alter the customary forms of words, as Shakespeare does* to 

achieve this end. For he wishes as hard a material as 

possible, and the poet who reduces the tongue to a fluid state 

cannot achieve hardness. He has to his hand such a store 

of stunted or onomatopoeic words, words so near to the murmur- 

ings and hissings of nature, that trifling with the establis h- 

:ed forms of words is unnecessary. 

So much has been written of Tennyson as a great 

Lord of Language (the character in which he preferred to present 

himself) / 



himself) that anything but the briefest summary would be out 

of place here. If education in taste is desirable surely 

the study of this great artist's evolution is the best 

means to that end.. An artist who rewrote so much and in 

almost every instance with improvement is almost a portent. 

His errors in taste - they were many and were not the things 

he cared to correct are no less instructive than his triumphs 

in phrasing. Perhaps as a poet he gave too easy response to 

the thought- stimulus of his day. With all his learning 

and thought, his culture is now seen to be much narrower and 

more pedantic,, than Arnold's or Swinburne's.. It rejected 

too much His temperament was too puritanic and insular - 

the hebraic element as Arnold would say, was a little trying 

to the bright Hellenic .fie. His Palace of Art might be 

a sort of illustration of what Arnold deplores in Culture and 

Anarchy. The deep English conviction that the pursuit of 
1s 'ChM., 

beauty or art without the ever -recurrent clang of duty, 
t 

oppresses us somewhat. We are reminded too often of 

Spenser's knight asleep in the false one's arms, his shield 

foully thrown aside. Tennyson is morally with Spenser, 

his beautiful art is somewhat at odds with his insistant 

puritanism. Palgrave in the preface to the Golden Treasury 

talks of Tennyson's "almost infallible good taste. He was 

referring of course, to his taste in choosing or rejecting 

poems. The phrase could not truly describe Tennyson the 

artist. No poet of such absolute pre -eminence has so 

constantly stumbled into offence of various kind. If Morris 

shocks us -- some would not allow this - by his affectation 

of savagery in his translation of Virgil, we feel that the 
love of 

fault is done in obedience to his generous XimCLW /the 

middleages. The barbarity of his language in translating the 

most / kvC fa4 4 
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most civil of poets is excusable quaintness. But 

Tennyson often shows a narrow and modern ugly side, an intoler, -- 

:ance and fuller display of what Mr. Arnold Bennet regards us 

the Englishman's greatest failing - the habit of indulging 

in moral indignation. It is possible to be indignant and poet 

:ical as Milton's "Avenge, 0 Lord" proves, buts, as we saw, Aveh 

Milton, is not always dignified in his resentment. 
f 

Indignation so easily slips into abuse or the facile sneer. 

It is to be feared that Tennyson was a great offender here. 
S ot . 

Also in certain works, notably the In Memoriam hehshows a 

perverse obliquity of style andphrase which betrays a false 

streak in his artistic conscience. It has aesthetically 

the same source as the eighteenth century failure in 

directness, but is much more subtle and therefore more 

liable to obscurity. This is seen even in those English 

Idylls which are otherwise so unpretentious, so Wordsworth - 

:ian almost. "Another hand crept too across his trade" is 

an ambitious way of saying that Enoch Arden suffered from a 

rival. 

' "Then first since Enoch's golden ring had girt 
Her finger" 

is similarly awkward, all the more so considering the 

low monotone of the poem as a whole. Some readers will 

not object to these too artful expressions, any more than to 
anacoluthon 

such an example of artful as "Whom Enoch took, 

and handled all his limbs" or such Miltonic' "danée of wordd 

as "she heard 
Heard and not heard him." 

Poetry must have some elevation they will say, and perhaps 

they are right. 

Again there is an aggressive Anglicanism and 

brutal insularity about his outlook on life, which betrays 

him/ fwwYh (444 he2 <ftsre z.{ k, hi, f 
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him often into what is nothing less than bad taste. There 

is of course, bad taste in life and bad taste in letters and 

some may argue that a bad attitude on any public or private 

question need not involve any error of taste on the part of 

the poet. The close of the Princess for example, with its 

offensive references to France's Revolutions - 

"No graver than a schoolboy's barring out" 

and - 

"A kingdom topples over with a shriek 
Like an old woman, 

This fine old world of ours is but a child 
Yet in the go-cart." 

is not only bad politics, but bad literary form, even allow- 

ing for the pedestrian style of that excellent work. 
it 

Sometimes it is a matter of the spirit, sometimes /appears as 

something inept in the phraseology. For example the 

Merlin and Vivien seems rather tasteless in, forcing the 

modern code of morals in an old legend. Vivien is simply 

a modern flirt and the whole thing is rather absurd. The 

introduction of the word prurient in the following passage 

is no less disastrous than the modern "jawing" of which it 

ispart - 

"and Love 
Should have some rest and pleasure in himself 
Not ever be too curious for a boon 
Too k. rurient for a proof against the grain 
Of him ye say ye love. 

But the Idylls are full of such ineptitudes. Vivien is not 

a nice woman, but the poet should not have allowed Merlin 

to ask 

"But is your spleen froth'd out, or have 
ye more ?" 

Nor do we admire him when he talks of "the paach'd filth that 

floods the middle street." Tennyson was a victim of his 

own scorn, and his art Wuffered for it in numerous little 

ways. f 



26. 

ways. We even get a hint of Leigh Hunt's failure in 

taste sometimes. 

The late Mr. Churton Collins was not too severe 

on the Idylls of the King. "The simple prose of Malory and 

Lady Charlotte Guest (her English version of Mabinogion 1838 b 

:ing the raw material of Geraint and Enid) often undergoes 

in Tennyson's rendering precisely the same sort of trans- 

:formation as the simple prose of St., John's Gospel under- 

:goes at the hands of Nonnus." Mr Collins rightly 

identified certain peculiarities of Tennyson's language 

with the features "Characteristic of all literatures in 

their decadence and sevemly commented on by Longinus,." On 

the other hand the gentler critic will insist rather on the 

likeness to Virgil. Dryden's old praise of the Virgil he 

tried - so unsuccessfully - to imitate still stands. "His 

verse is everywhere sounding the very thing in your ears whose 

sense it bears; yet the numbers are perpetually varied to 

increase the delight of the reader. So that the same 

sounds are never repeated twice together." One might add to 

this last clause, "except for artistic reasons." In Tenny- 

:son the same sounds are perpetually returning on themselves, 

and that is part of his art Dryden might have detailed 

some of the devices which secure this happy result - the spier* 

:did onomatopoeic effects, the slight and very occasional 

archaic tinge, the use of all the rhetorician's bag of 

tricks - hypall,age, paronomasia, oxymoron, etc., and the 

peculiar pride the word- artist takes in epithet with its 

'local surprise effects'often unintelligible until the 

secret has been carefully pointed out This is 

scholar's poetry, and yet Tennyson has a wide following. content 

This following consists largely of people who are/xxixtroixt 

to / 



to miss all these effects of connoisseurship, thus proving 

that the great Victorian had a life in him apart from all the 

specious tricks of art. 

Tennyson was not very good at joiR..ng widely 

different ages together. It requires a special sympathy 
the 

and tact to bring the nineteenth century and /baiddleages 

together. Morris could do it, But when Tennyson started 

to project his modern ideas into the past he displayed some 

gaucherie. Morté d'Arthur is great, but we are not sure 
to it 

that the prologue and epilogue /are happy. The Former with 

its lubberly account of the poet's having bumped himself on 

the ice in making figures of eight seems to point to that 

defeat of taste which pursues this consummate artist through 

all his career'. He had evidently been impressed by Words- 

:worth's doctrines on the language of poetry, and every now 

and then breaks into rather awkward verse as in this prologue. 

The princess has a good deal of such stuff too. We expect 
low 

a studiously /level of speech in the English Idylls, but it 

sometimes trails too much on the ground, and again it is 

heightened by such tasteless artificiality as is seen in 

the passages already quoted from Enoch Arden. 

We submit that Tennyson's temper as an artist 

was not well poised. Given a certain style he was a 

very great artist. In a medley of styles he was apt to 

go either to extreme rusticity or to tasteless intricacy. 

Su,oh seems to be the modern verdict, and it is not likely 
our 

to abate by a jot Milit admiration for the supreme artist 

in Tennyson, when he was happy in his style. It seems now 

to be generally conceded that he was especially happy in the 

classical pieces. There is a noble gravity of feeling and 

style / 



style in Ulysses, Tithònus , Lucretius,, Oenpne , and the Lotus - 

Eaters: are rather different in tone, both noble works how - 

:ever. They have more of local atmosphere and landscape 

than those mentioned above. The English,anguage will 

never, one might say, be seen to better advantage than in 
in it 

Ulysses, Although there are classical phrases /it is 

nobly English in vocabulary and syntax. 

This we cannot say of the Idylls. The tricking out 

of the pedestrian Muse with extreme artifice shows that 

Tennyson never understood the spirit of medieval art and life. 

He spoke in words part heard, in whispers part 
Half suffocated in the hoary fell 
And many- wintered fleece of throat and chin 
And Vivien, gathering somewhat of his mood 
And hearing 'harlot' muttered twice or thrice 
Leapt from her session on his lap, and stood 
Stiff as a viper frozen; loathsome sight 
How from her rosy lips of life and love 
Flash'd the bare -grinning skeleton of death;. 
White was her cheek; sharp breaths of anger 

puff' d 
Her fairy nostril out 

We may compare this with Whristabel and Lamia for a similar 

situation, but Tennyson's treatment is not happy. It takes 

us back to the good old days when Disraeli was referring 

to Victoria as the Fairy. The Last Tournament rises to more 

impassioned heights than the pedestrian jogtrot (one does not 

complain of that however - it has its beauty) of the hest, 

'Me subject forced him He could not tell the loves of 

rtires 

Tristan and Iseult without passion. Often indeed he uses 

the splendid art, and even at times suggests Dante. But 

again the beautiful imagery is often incongruously applied 

(He) "let the drunkard, as he stretched from 
horse 

To strike him, overbalancing his bulk 
Down from the causeway heavily to the swapp 
Fall, as the crest of some slow - arching wave 
Heard in the dead night along that table -shore 
Drops flat, and after the great waters break 
Whitening for half a league and thin themselves 
Far over sands marbled with moon and cloud 

We feel that the drunkard is hardly worth such a figure and 

such / 



such peerless harmony of phrase. But art in decay thinks 

more of the ornament than the material. So to say that 

Iseult - 

Beltef his body with her white embrace 
or (He) had let one finger lightly touch 

The warm white apple of her throat 

seems to show that the less worthy Keats is still directing 
f 

the poet's pen. 

It is an ungrateful task to notice blemishes in 

such splendid work. He clearly thinks more of imagery than 

of the passion of the lovers.. At any moment he is 

liable to m.,r a fine passage by affected periphrasis like 

And all the purple slopes of mountain flowers 
Pass under white-;-- 

Classical constructions mingle with vicious periphrasis in 

the same passage. 

(He) Found Enid with the corner of his eye 
And knew her sitting sad and solitary 

c.f. Debating his command of silence given 
or Who love to vex him eating 

Worse still in the conceited style - 

Low at leave -taking, with his brandish'd 
plume 

Btushing his instep, bowed the all- 
amorous earl. 

Equally perverse 

But o'er her meek eyes came a happy mist 
Like that which kept the heart of Eden 

green... 
Before the useful trouble of the rain. 

The In Memóriam is a storehouse of such expressions 

Many of them are marked by a curious pre- Raphaelite exacti- 
. i- D WEdcy 

:tude of observation, which is too didactic to warm the 
r 

imaginution . / 
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imagination. Fancy is here certainly not talmi in the 

h é kt. The anatomical explanation of "God shut the door- 

:ways of his head" does not interest us. Absurd and 

ghoulish conceits like 

"I take the grasses of the grave 
And make them pipes whereon to blow 

warnA us that art has for the moment run its course. 

Even Donn407 obscure conceits do not as a rule mystify us 

more than 

"the kneeling hamlet takes 
The chalice of the grapes of God." 

Mr. hurton Collins 
has instanced a great many of these 

blemishes in his edition of Maud, In Memoriam and The 

Princess 

The dense obscurity of In Memoriam is largely 

due to this vice of affected expression, and not as 

Brownings was to the leaping thought and dramatic energy. 

Compression of phrase is in magnetic mockeries, waste coñ- 

:fusion' glorious iñsufficiencies (where glorious has the 

classical meaning of 'boastful' etc. added to the mystical 

thought, makes the work a dense forest. Milton has 

something of this and Shakespeare in the sonnets of course. 

kis frequent use of words in their original classical sense 

is no new thing in English poetry. Dryden's Annus Mira - 

:abilis has many examples s°Ome of which were quoted in an 
1- 

earlier chapter. 

It is easy to point out Tennyson's blemishes. 

The best compliment we can pay to him is to say that it is 

quite unneces^ary to point out his teeming felicities. 

Apart from words and turns of phrase how did he give archaic 

colour / 



colour to his work', Chiefly by a studied looseness of 

expression. The syntax is very loose, as it is in Arnold$ 

Sohrab añd Rustum, And --- and; so - -- so predominate, 

but not to monotony. It is so in fifteenth century prose, 

in Malory and Caxton, He avoids 194tiolgetizer however their 

anacoluthon even (as Milton uses it) as a figure of speech, 

and he does not imitate their difficulties with correlatives 

and subordinate particles. In the Idylls a great deal of 

prosaic speech is introduced, phrases like "as it were" 

appear every now and then. In this he is like Spenser, when 

Spenser is in doldrums , as he so offen is. The frequent 
-h 

classical idiom help to balance such rusticities. 

Clearly the poet is poised between two styles - 

the cultivated which he cannot altogether give up and the 

supposed simplicity and even boorishness of medieval writing 

Many people like the amalgam of styles. There is too an 

element of 'faked' expression , of pretended vertu, in - 

"my husband's brother/had my son 
Thrall'd in his earth, and;hath starved him 

dead. 

or 
"rich in emblem of the work 

Of ancient kings, who did their days in stone 

Spenser of course, indulged this practice. Biblical phrase 

is frequent 

"for thou art not who 
Thou seemest, but I know thee who thou art. 

Swinburne used this type of Bible phrase with effect. 

The earliest Idyll - Gareth and Lynette shows most 

attempt at the archaic, but though the diction is highly 

coloured with old words like thrall'd, knave, wreak, shrew, 

broach - turner, scullion, cate, hardly half -e1- "dozen are words 

actually out of use. The poet uses the oldest parts of 

the / f,,h,arwi 
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the native language, but not archa,io words, and these are 

mingled with the words of high poetical intent which Keats 

and Shelley revived. 

And in the stream beneath him shone 
Immingled with Heaven's azure waveringly 
The gay pavilion and the naked feet. 
His aims, , the rosy raiment, and thar. . 

This blending of different types of words, is more pleasing 

than that of rustic and classical idiom. But more of 

the archaic effect is attained by use of the old suffixes - 

eth, est, en, etc; the extensive use (as in Swinburne) of 

the comparative and superlative suffixed, únd of the pre- 

:position 'of' as a maid of all work. Then there is 

much play with the verbal suffix - ing, as also with the 

subjunctive. In short Tennyson was before Swinburne in 

the attempt to revivify the old grammar. The Bible 

no less than the old Romances is the model of this speech. 

As Mr. Yeats says in (Samhain 1902) - "One must found 

good literature on a living speech. English men of 

letters found themselves upon the English Bible where reli- 

:gion gets its living speech. Blake, is I remember, 

copied it out twice. Byron read it for the sake of style. 

In the English Idylls the language is beauti- 

fully free and liquid without these touches of antiquity. 

There are however, many examples of circumlocution in the 

phrases. The Two Voices skilfully avoids philosophical 

abstract language. It is just saved for poetry by the 

concreteness Of the imagery, and it is comparatively free 

from the phraseological affectatives which mar. the In 

Memoriam. Reference has been made to the alterations 

Tennyson / 



33. 

Tennyson made in the 1842 volume of those poems which had 

appeared in the 1832 volume. The changes are for the 

most part made in obedience to that stern admonition of 

self- limitation. They are often rather like those 

made by Coleridge in the revised version of "The Rime of 

thé TÁrñdient Mariner" - that is they are generally in the 

direction of greater simplicity, the discarding of the 

obsolete and of a good deal of overloading in imagery and 

diction. It is indeed an interesting study,, but we have 

space here for the fewest instances - 

In the old version of The Lady of Shalott, the 

penultimate stanza read 

A pale, pale corpse she floated by 
Dead into towered Camelot 
Knight and burgher, lord and dame 
To the planked wharfage came 
Below the stern they read her name 

"The Lady of Shalott." 

Now it reads - 

Under tower and balcony 
By _,garden -wall and gallery 
A gléaming shape' she floated by 
Dead -pale between the houses high 

silent into Camelot 
Out upon the wharfs they came 
Knight and burgher, lord and dame 

And round the prow they read her name 
"The Lady of Shalott." 

The new version avoids repetition of corpse and dead, the 

otiose pale pale, and the Elizabethan license (which 

Keats would have taken) ' of pin ed wharfage . Immensely 

impressed as he was by Keats' greatness, Tennyson seems to 

have gradually avoided his licentious word- system. 

He also tended to avoid the sensuous warmth 

of Keats' verse. 

in the South' -- 

become 

Again / 

For example, the old lines in Mariana 

She moved her lips, she prayed alone 
She praying, disarrayed and warm 
From slumber, deep her wavy form 
In the dark -lustrous mirror shone 
And in the liquid mirror glow'd 

The clear perfection of her face. 



Again the poet of 1842 keeps strict watch on his diction and 

will not allow himself the Keatsian indulgence in compounds 

which is found in the 1832 volume. The early version of 

Oenone for example is crammed with words like glenriver9 

Fsté6pd&Aii 
A tëridri1twirie , cedariháclòwÿ, srïówÿëólwmnéd 9 - 

TheWe occurring, in six lines. They all go in the later 

version. Oenone's neck formerly "all marblewhite and 

marblecold" is now simply a neck without epithet. 

The revised passage beginning "Far -off the torrent 

called me from the cleft" is of much interest when compared 

with the ambitious language of 1832 - 

"thegoldensanded morn 
Rosehued the scornful hills" becomes 
"Far -up the solitary morning smote 
The streaks of virgin snow." 

Lower down he excises more sternly a posy of Keatsian words - 

the Olympian goddesses 
Naked they came to the smoothswarded. bower 
Lustrous with lilyflower, vi1eteyed 
Both white and blue with lotetree -fruit thickset 
Shadowed with singing pine." 

All the wealth of verbiage and of the merely pretty goes. 

In the ten years between 1832 and 1842 Tennyson has renounced 

the Keatsian diction, and so made it impossible for illnatured 

people to grudge him his .fame cbn the score of language. He 

also renounced undue sensuous warmth and he deepens the moral 

feeling of his wort/. In all these ways he repairs the 

blunders of the youthful Keats. In a sense he may be said 

to carry forward Keats' work to a glorious consummation. 

Regret is sometimes expressed that Tennyson did not 

give us a version of the Iliad. The brief specimens he has 

given us, prove that his would have been the best of our half 

dozen versions. He was better employed in his original 

work. But if the reader will compare his translation of the 

closing/ 



closing lines of Book Vill ith Chapman's or ' ay's or 

Pope's version he ill no doubt decide for Tennyson's. 

In the first place his blank verse is a noble measure fre, 

and varied, in the second he had discovered a, true diction, 

avoiding eçually Chapman's uncouth Jords and Pope's flatter - 

:ing generalities. Nor does he lean to the archaic as 

ay does,only here and there he has a suggestion of the 

archaic in the preterite forms brake and spake. Compare 

one passage in the four versions: - 

S`sinburne, violent in all things, 
carried the 

archaising tendency to its limit. As Brorning's poetry 

at its most characteristic, suggests 
the plastic arts, so 

Sinburne's suggests music. The noti `i of idealess 

symphonies in poetry no appears fully stated. To 

minimise the thought content of 
poetry, and exaggerate the 

sensational elements, is the aim of the nay/ poetry, or as 

Mrs Babbit edantically puts it, to exploit the sensorium 

at the expense of the cerebellum 
This is the direction 

in hich romantic art moves. 
We note the tendency first 

very clearly in Coleridge, 
the strong suggestion óf 

musical effect. But Coleridge had a sanity 
denied to Sdn- 

:burn.) and his followe -rs. 
For example in the matter 

of 

compounds', in Which Swinburne 
runs to such fanatical excess, 

We find the mature Coleridge 
votrning the young poets of his 

day against this spacious 
means to grace. His early 

poetry in the volume of 
1797 is full of a certain turgidity 

of diction "cumbrous 
splendour :hick ,Je ,;ish away, to use 

Johnson's words, and 
above all flashy compounds. In the 

second / 

4-gabbit - The New Laokof,n 
p 
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second edition which followed the next year the poet admits 

that the poems were "rightly charged with a profusion of 

double epithets and a general turgidness and adds that he 

has ' pruned the double epithets with no sparing hand'` 

He seems to have been chiefly under the spell of Gray's 

manner when he wrote these early things. 

But Swinburne elevates compounding into an art, 

and so rich and various are the results in this sort that 

ene hesitates to condemn even en the authority of a Coleridge. 

If purely musical effects are t0 be sought, no doubt the 

liberty of double epithet had better be preserved. 

In the earlier Victorian the archaising tendency 

though widespread is rather artless, stuck on with a trowel. 

Swinburne fully explored the possibilities ,of language .in 

the direction of revivification, and as we may raised the 

manner to ap art. The lyric note has never been struck 

u re pl ntly than in lines like these from Txistràm i 
n 

liZïsrissé -- 

,Yea, as warm night refreshens the sere blood 
In storm- struck petal or in sun - struck bud 
With tender hours and tempering dww to cure 
The hunger and the thirst of day's distemperature 
And ravin of the dry discolouring.hours 
Hath he not bid relume their flameles;s flowers 
With summer fire and heat of lamping tang 
And bid short-lived things, long dead, live long. 

The reader will remark that the spirit of Shelley seems 

to preside over verse such as this. There are his 

favourite words, relúme , ±lame le ss , Tamping , and the cor 

:pounds. These lines are from the eostatio chant in prise 

of love in the Prelude to Tristrám and are on a higher -plane 

of emotion and diction than the poem itself -- but the 

strange j 

"Tennyson follows his example in the revisions of 
his 1842 publication. 



strange elements of speech, the borrowed and re- fashioned 

words and constructions are in both. At the time when 

Tennyson, Swinburne and Morris were writing, it appeared to 

their contemporaries that they were very distinct in their 

technique. It appears to us now that they were not so very 

different from each other. That is natural enough. We 

in the same undistinguishing mood bundle together the 

eighteenth century bards who in their day were proud tó be 

distinct from eaoh other, so with the seventeenth century 

metaphysieals. As an age recedes it is the solid basis of 

agreement in manner and technique which strikes the reader, not 

the little things which once gave a proud distinction to one 

poet over another. There have been times when poets like 

painters were proud to enter themselves as of this school or 

that. This was a Chaucerian, acid that "sealed of the tribe 

of Ben" or this other of the Pleiade fraternity. But in 

modern times the spirit of collective discipleship is not so 

marked in England. It is true there are signs of the revival 

of the spirit of enthusiastic discipleship. The pre -Raphael 

;ite poets as well as painters encouraged the idea. Morris 

sings movingly of his debt to Chaucer as if he were a 

fifteenth century Chaucerian or a Spenser. A modern like 

Mr. 'Charles Doughty in his epic Marisoul writes in the same 

spirit of Spenser "my lodestar". There is something very, 

engaging in. this. There is not so much danger of over- 

stressing a really weak individuality when discipleship is 

do affectionately avowed. It is a pretty and grateful ex- 

hibition, but it is so decidedly unmodern as to be suspect 

of mere quaintness. The painters have always been more 

gregarious. / 
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gregarious. Their talk is of this school and that, this 

master and that other. Nevertheless in the retrospect it 

is seen that poetry, is also of the schools, and very few 

rise above the limitations of the schools. Shakespeare 

is decidedly of a school; in his Poems indeed he is of an 

extremely affected school, and he plays about with every 

sign of enjoyment in a most artificial element. 

So with the poets of the pre- Raphaelite era. 

This by no means signified that there are not marked differ - 

;ences of method and genius. It simply means that time 

has now properly focussed these poets , and they appear to 

us less as individual peaks and more as spurs and outlying 

features of a great chain. In other words the technical 

and emotional elements of their separate muses are much the 

same. They can be treated as a school. An analysis, of 

Swinburne ' s methods, for example will give the range of the 

school. Closer criticism will reveal the all -important 

differences. 

We may prophecy that there will never be a 

greater connoisseur in the colouring matter of poetry than 

Swinburne. To use his awn epithet he is par excellence 

the "subtle -coloured" poet. He had the amplest range of 

European literature and selected freely every poetical 

device, metrical and phraseological which appealed to him 

in past schools. He also displayed sheer invention, though 

ityels difficult at this time of day to invent anything. 

In the passage quoted above it is, so far as phrase goes, 

Shelley whom he copies. We have seen that Shelley was 

fascinated by the language of colour or rather of light and 

radiance - that certain words had for him almost a 
hypnotic 

effect, words like ilium ` , lamp; fläme , ráciíárce, páveri, 

pavilion / 



iàvli'rri, wòvéri, and indeed all the family of words suggesting 

veaving and interweaving or patterning of any sort. He: 

?xploited almost unduly words formed by the suffix -less 

and the prefix -un. And then there are his brilliant 

3ompounds . In all these respects the Prelude to Tristram 

11 gg,st Shelley. But in the Poem itself, we at once 

)ereeive notes which are not in Shelley. This from the 

First part, the sailing of the Swallow; - 

And as a bird is taken to man's breast 
The sweet -souled land, where sorrow sweetest sings 
Is wrapt round with them as with hands and wings 
And taken to the seals heart as a flower. 
There in the luck and light of his good hour 
Came to the King's Court like a notelesss mari 

Tristram, and while some half a season ran: 
Above before him harping in his hall; 
And taught swe t craft of new thing á musical 
To the dear maiden mouth and innocent hands 
That for his sake are famous in all lands 
Yet wa not love 'between them, for their fate 
Lay würapt "in its appointed hour at wait 
And had no flower to show yet, and no sting 

['hat yearning of subtle people for simplicity which is not 

simple, and which is so often e$the* ere simplesse or 

affectation / 



affectation is everywhere seen in these lines. It is not 

in Shelley. It was destined to become almost the pre- 

vailing note of a great school, and indeed under this fad 

or #inrey it has coloured our artistic lives down to the 

present day. It is to be distinguished from the honest 

simplicity of Wordsworth, which has no aesthetic intent 

behind it, but rather an ethical) namely, the speaking honest- 

ly and without artifice, the thought that is in the heart. 

No, there is a world of difference between the simplicity 

which Mr. Mackail marks as a prevailing note in Morris and 

the Pre -Raphaelites generally and the country -bred simpli- 

city of Wordsworth, and the one could never have been bred 

out of the other. Swinburne achieves only that affecta- 

tion of simplicity which we find in the prose of Mr. Maurice 

Hewlitt - a mannered simplicity, While Ruskin and 

Tolstoy, like Wordsworth before them, went through what 

amounted to a spiritual conversion, which turned them towards 

a religious simplicity of word and phrase with humble intent 

to be understood by all men, and with something of the image - 
/ 

breaker's hatred of arty Swinburne was always van of 

his learned audience, and never at any timerilt impelled to 

stoop to the multitude. Nevertheless he is` very artful 

in his simulation of medieval simplicity, and knows exactly 

at the same time when to avoid medieval prosaism and 

garrulity. We need not trouble here with the view that 

he is all a harmony of beautiful sounds without meaning.. 

We cannot judge between the zealots of the various schools. 

But no one is likely to deny that he was a great master of 

words, even if his word- weaving is no more that beautiful 

sound, and even if he is rather the servant than the master 

of his words and images. 

In / 



It is easy to smile at these laboured theses 

with their vast cunning in categories. There is something 

in the English temper which will always be repelled even in 

its most serious scholarship by such peeping and botanising 

in the field of poetry. Nevertheless much can be learned 

from a close and even statistical study of the language of 

our great poets. 

The conclusion from the studies referred to would 

seem to be, then, that the great poet will alter the tongue 

without scruple, change the whole face of it in fact, to 

gain the desired effect. In Chaucer's day the language 

was proceeding slowly out of a state of bilingualism and 

Chaucer and Langland took a good deal more advantage of this 

fact than their contemporaries. They exploited its 

bilingual character to give the greatest variety to their 

language. Spenser is the classic case among the elder 

poets of deliberate and capricious and often ignorant re- 

moulding of the poetic tongue. By his efforts, English 

poetic speech was established. Shakespeare so master- 

played with the tongue in its colloquial, technical, 

and higher poetical aspects that all the Keys to Shakespeare 

and Shakespeare - Grammatiks seem inadqquate to explain 

exhaustively his dealing with words. 

When we add to the long list of notorious word- 

makers, poets who would do anything to avoid the customary foram 

of words (not customary idiom, that is a different matter) 

Milton, Keats, Tennyson, to some extent in his archaisms 

and compounds, Swinburne and Morrps notoriously, Francis 

Thompson and Charles Doughty, it appears that the more 

considerable / 



considerable poets are all on the side of change. No 

other tongue, least of all the classical tongues, which of 

course are opposed to such wholesale liberties, shows 

anything like the inordinate passion for change and relapse 

that the English does, and the fact Istria doubt, partly due 

to the balancing feats that English has had to perform. If 

we look round for a period during which the tongue was 

more or less settled we may fix on the Augustan age. The 

scho_1 of Pope - Goldsmith - Johnson does honestly attempt 

to be classical and un- English in this that it observes the 

limits of the language both as respects words and idioms. 

Today of course it would not be difficult to find poets 

who with a wider orbit of language do the same thing. 

We can well understand why Johnson and Gold- 

smith disliked the school of Gray and Collins. Those 

writers who wrote so well in the classical vein were des-_ 

:troying the neo- classic compact in regard to the stability 

of the tongue. It was symptomatic that Gray imitated 

Pindar who gave him an excuse for dark and swelling language 

We have already quoted Goldsmith's censure of this ambitious 

language. To turn now to Swinburne, we note his hundreds 

of adverbial and adjectival formations in - wise, - like, - 

fashion - ward, etc. Tennyson also is strong in these 

and indeed almost everything linguistically curious in 

Swinburne will be found in the older poet. Pretty forma- 

tions they often are, flower -fashion, houndlike, vinewise, 

etc, "To flightward they go as the feastward ".. Many 

a gleaming line in this poet owes its charm to such 

words. Then there is a mass of old forms in 'a', used also 

by Tennyson and Browning but more temperately - afoam, 

asmoulder, aopurt, etc This rather irritates the 

modern / 



modern reader, as does all that archaic debris - anow, 

alway, sometime, kin (for akin) etc. It seems to the 

reader a pure 'fake' to get poetic 'potential' out of 

the omission or addition of a customary 's' as in alway, 

and sometime. 

Swinburne's art dt s a word -smith reveals itself 

most notably in his compounds. In Keats's novelties 

here we imagine that the short -cut is the thing aimed 

at as much as the romantic suggestiveness. In Swinburne 

the sound seems to be the chief thing, though a good deal 

of nonsense has been written on this head. He had power 

of vision as well as a beautiful ear. No doubt the late 

Mr. Edward Thomas and Mr. Drinkwater are right in pointing 

out how often mere sound runs away with him and Mr. 

Woodbury is of course right when he says that Swinburne's 

language exp reseed the rollings and the glidings of the 

sea so as hardly to call for a meaning. But in such 

daring compounds as - 

Milk -budded myrtles 
Love -locks vinechapleted 
Spring -flowered ways 
Flower -feasted mouth etc. 

and in his nymerous compounds of words denoting material 

objects like iron, milk, rose, silk, etc. Swinburne seems 

to prove his love of concrete, eye- satisfying images 

The word coloured is used a good deal as a partner in these 

compounds - 

Ashen -coloured palm 
Snow- coloured hands 
rose -leaf coloured shells 

and there are a number of very pretty compounds like subtle - 

coloured hair; tender- coloured hair, where the effect is 

not `to vision it all. April-hearted, sullen- souled, 

"the sanguine -sandalled priests" ,"broom-bossed witches", 

"whirlwind / 



"whirlwind- footed bridegro ,m , seem to go as far in this 

direction as we can desire. Like Tennyson he exploits 

the comparative and superlative suffixes even in his 

compounds "sweeter -tuned the clamorous years" - "A 

trumpet stormier-sounded" which has the excuse of Shakespeare's 
t 

''arthlier happy". But livelier lovelihead is a poor 

jingle and "deathlie r airs" and "the moon grows queenlier" 

seems foolishness. 

All these liberties are no doubt, to be found 

in the elder poets but never before in such serried array. 

The abnormal is often effective, but it must not become 

the normal. In Browning's Sordello curiously are found 

a great mwny of Swinburne's novelties. We noted how Tenny- 

:son keeps a sort of balanoe between rusticity and classi 

:cism by the mingling of classical idiom with the homeliest 

English. Swinburne is as effective as Tennyson in this 

trickery - 
"only her low neme 

'Andreola' came thrice." 

or "With sudden feat that graze the gradual sea" 

or sad with slow sense of time" 

No poet except Shakespeare is more affecting in such small 

snatches as these examples afford. And yet lee is not 

popularly quoted. 

Tennyson we saw does not limit himself as he 

might have done with advantage to such simple classical 

devices as those noted above He often becomes obscure 

in his effort to bring off a more elaborate classical 

"turn" or ellipse. The artist mind in him wanted to 

redeem the homeliness of the style which is almost Words - 

:worthian, and as he did not as a rule achieve elevation 

through / 



through a heightened vocabulary (the archaic touches are 

of course , a sort of heightening) , he found it in occasional 

classical constructions. In a poem like Tristram of Lyon- 
_ 

:esse - not the prelude to it however which is in the ele- 

vated style of diction - Swinburne found this elevation 

or transport which his art demanded in the musical arrangement 

of the short native words, in the recurrent use of novel 

forms of words and the cunning modelling of phrases on 

Biblical expressions which linger in the memory. Further 

he fully maintains the subjunctive mood. In this respect 

he observes Shakespeare's practice, it being one of his 

early discoveries that to restore the lost mood was a means 

to varied expression no less than to faint archaic colouring.; 

Like Tennyson in the Idylls he overworks the preposition 

'of' and the verbal form in' -ing.' He differs from his 

contemporaries in this, that he is more systematic in his 

resuscitation of the old tongue with such grammar as English 

once possessed. He uses the prefixes and suffixes with 

what may be called nascent force, as if the language were 

in process of formation rather than long established. This 

he took fo be the best means of giving freshness to 

English. Others since, notably Mr. Yeats keep up the 

complaint that the journalists and business men have drained 

the tongue of its colour and beauty, des -mated it A 

critic like Professor W. LA denies this, does not 

in fact know what they mean by this plaint, and points to 

the vigorous and various English of our G- ibsons and 

Masefields as proof that there is nothing it it. But 

these poets have gone to the great souroe of refreshment 

the / 

.., 



the popular tongue. Swinburne did not do this. He 

preferred as Mr. Yeats seems on the whole to do too, in 

spite of his talk about peasants' speech/ to revivify 

an old stage of the literary tongue. Happily the 

literary language of the Elizabethan tongue was very near 

to the colloquial,. 

The revival of the subjunctive mood seems 

a small thing, but Mr. George Moore and the 

Irish writers generally are right in insisting on ,its 

importance. Its occasional use gives great effect, 

though often it appears too precious, as where Tennyson, 

who was alive to its importance, says (coming of Arthur) 

for saving I be join'd 
To her that is the fairest under Heaven 

-- -But were I join'd with her 
Then might we live together as one life 
And reigning with one will in everything 
Have power on the dark -land to lighten it. 

In the omission of the articles or their intrusion, and 

in his love of plurals and compound verbal expressions 

for simple verbs, Swinburne is genuinely Elizabethan. 

But in time these devices tire us out. Other minute 

archaic touches appear like "Then said this lady with her 

maiden mouth" or "Forth soon to Cornwall are these 

brethren gone". The same slight romantic touch is 
even 

found in Keats and /in Dr. Bridges. So the use of 

'some' and 'something' - 

Like a great fire on some great slip of land 

or 
Till on some writer's dawn of some dim year. 

His use of double negatives is notable. 

also the Biblical use of the preposition - 

"His heart 
Yearned on her." 

o r 

There is 



or he will use any but the customary preposition. 

"Lips wherein he hath no power" 

"Long held on pain" 

Scriptural constructions like - 

"And Qtod saw the light, that it was good" 

are used by Swinburne and Kipling a good deal, e.g. 

"And we know thee how all men behold thee 
"We know thy words that they live. 

In such wise did the cunningest of virtuosos work; Na 

touch of archaism is too minute for him. The archaic 

element in the early romantics is laid on with a trowel. 

In Swinburne its handling has become an art. He 

rediscovered the lost powers of the language. For 

lost they were and the mere reclamation of vocabulary 

which the earlier romantics attempted was of little 

account compared with his redemption of the actual 

processes of speech. To change the metaphor he caused 

English to breathe more deeply. Stil Ruskin's warning 

to the Pre-Raphaelites is worth recalling - "If their 

sympathies - -- lead them into medievalism - - 

they will come to nothing" 

Reclamation of this sort made by the lyric 

poet today, may be extended to the prose art and theno 

to current speech tomorrow. We recall again Dante's 

remarks in his booklet On Vulgar Eloquence that prose - 

writers get their language from poets and not vice versa. 

Mr Yeats would rather say that the opposite is true though 

one suspects that a great part of his own fine language 

never issued from the peasant mouths of Galway. Rather 

we think we should alter the statement to read and vice 

ve rs a 



versa'. But partisans are bitter on t4e subject. To 

quote from Mr. Moore once more "Very soon" said Moore 'there 

would not be enough grammar left in England for literature. 

English is becoming a lean language." Mr. Moore goes on 

"Yeats it may be remembered could not sympathise with 

me when I spoke of the lost subjunctive and I understood 

him to be of the opinion that a language might lose all 

its grammar and still remain a vehicle for literature, 

the literary artist always finding material for his art 

in the country". 

Again later - "It is without, idiom and not with grammar 

the literary ,.;,rtist should concern himself." 

Whether Swinburne and his fellows were labouring in vain 

to restore the old grammar, whether they would have been 

better advised to go down to the marketplace or the road- 

side for a revivified language is a moot point. Be it 

observed that with all their cunning in grammar and 

word, the Victorians do not get the true touch of 

Elizabethan idiom., There is a great deal of 'faking' 

in their idiom. They are certainly not Elizabethan, 

often not English at all. And in place of mediaeval 

directness and simplicity theyaprefer clumsy and affected 

circumlocutions. Their art moves by circumlocution. 

They will make three words grow where one grew before. 

Their influence on modern poetry in this respect is 

small though the school still languishes with writers 

like Mr. Lascelles Abercrombie, and 
- a true virtuoso - Mr. 

Charles Doughty. These poets have tried to "keep up 

grammar" and to consolidate the ground won back by the 

Vest Victorians. 

which / 
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which is rather towards excessive colloqui:.,lism. Words - 

:worth in fact ceems to have in a manner triumphed. But 

we have our cunning word -artists; our Herbert French and 

Elroy Fleoker and J. C. Squire, who do not bow to the 

popular manner, though they do not either follow the 

methods of Swinburne, Whether we are to include Morris 

among those who tried in Ruskin's phrase "to return to 

archaic art instead of archaic honesty" is also a moot 

point to be answered according to temperament. Ruskin 

said of the Pre- Raphaelites of whom Morris was one, 

"they know little of ancient paintings who suppose the 

works of these young artists resemble them." Can we say 

this also of Morris' poetry? May we say that the resemb- 

:lances to mediaeval poetry are superficial, in spite 

of his formidable word -hoard? Mo one can doubt this 

who understands the relation in which Morris stands to 

Keats.. There is another influence beside the 

:ite colouring in the Defence of GU nevere and King Arthur's 

Tomb. It is the influence not of Tennyson but of 

Browning as Morris himself conf es«ed. The staccato 

rhythms and phrase, the close rush of verse,all mark 
+ 

the influence of the Master,. If Morris had kept to 

this inspiration and not meandered into the flowery 

meads of the Earthly Paradise, we might have had an 

inferior Browning. But instead we have the large 

recompense of the longest and sweetest rom tic composi- 

:tion in the language after Chaucer's Tr .lus and Cresseyde. 

No mediaeval poetry is _ so decorative, -o rich as Morris' 

mature poetry.. He sank deeper into mediaeval and Norse 

fanaticism in later life, and worked in the Sigurd the 

Vols zng and the translation of Beo*9?lf, with a language 

the / 
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the like of which had never been heard before in England, 

or anywhere At times it is extremely powerful 

and again extremely engaging as in the affecting passages 

of the Virgil. But in the Life and Death of Jason 

and'in fact the whole Earthly Paradise he displays 

Keatsian richness and romantic colouring rather than 

mediaeval directness True he knows none of the secrets 

of the intenser romantic manner.. He covers much canvas 

but his detail is often perfunctory and he shows in 

fact the tendencies of the dauber rather than the 

breathless artist, His language is often uncouth 
5 

as i Scotts' and Byrons', his epithets conventional 

and obvious. Nature had not given him the gift of 

mystery in language. He wrote too easily as he 

boyishly admitted where some friend said that Topsy was a 

great poet. It was as easy to him as working at his 

arts and crafts. Mr. Masefield in his Widow of the Byestree 

is nearer the art of Chaucer both in his conduct of the 

story and the directness of his manner. 

In his Life of William Morris, Mr. Mackail 

compares the Victorian era to that of the silver Latins 

when writers turned away from the Grecism of the Augus- 

tan age and rejecting foreign elements, tried to force 

the poetic language back to the native simplicity of 

the age of Ennius. In this respect Morris rather than 

Tennyson was the spokesman of his age,. He cried to 

divest English poetry of the pompous robes which were 

chiefly borrowed from the Renaissance. Though his 

art closely resembles that of Keats, he has less than 

most poets of his day of that traditional poets' 

language which Keats, opposing Wordsworth here, revived, 

and / 



and which indeed wa the rock on which Hyperion split. 

Another poet across the Antantic was fanatically 

tearing down the ornaments of the old poetic faith. But 

Walt Whitman's 'was a movement towards complete colloquial- 

:ism, sansculottism indeed, a purge of the language which 

Wordsworth himself never contemplated. It was a move- 

ment towards anarchy by breaking up all the traditional 

patterns of art and poetical speech. It regarded all 

the e]zments of speech as equally beautiful, equally 

sacred as it did everything in nature. The old terms 
R:Ct 

ugly and beautiful were in his aestha44a com4ounded and 

made one. Morris has nothing to do with this movement. 

On the contrary he was for emphasising the beauty and 

glory of fragrant old phrase. 

If we regard Ruskin's impossible statement 

that "from Raphael's time to this day historical art 

has been in acknowledged decadence," as having a gragment 

of truth in it, the corresponding fact for poetry is that 

from the evil day on which the Italian critics, the 

Castelvetros and Vidas first imprisoned poetry in the 

shackles long before prepared for it by Horace and Quintill- 

:ian, all the vices of conventional treatment and expression 

had united to depress the truly innocent and free spirit 

of poetry. Such was Morr s' belief. He held for 

example that the Latins were inferior imitative poets 

and would not recommend their inclusion in Sir John 

Lubboces Hundred Best- Books'.. It is interesting to 

compare Ruskin's pontifical suggestions under this head 

with Morr more modestly stated but none the less violent 

preferences. 

This movement of revulsion against the Renaissance 

was / 



was of course, started by Blake, who first attacked the 

scholarly and intellectual view of literature and art. 

The Renaissance took art away from man and placed it in the 

study. Something of the same was said of Euripides, 
w-ckrSrc.4v 

the first of Greek poets to alafttract himself from the 

common affairs of man, and on this score attacked by 

Aristophanes .. 

Morris' sympathies 

:sance. Hence those vas 

abruptly with the Renais- 

ae in his experience. 

A homeless wanderer in his own day, he sought spiritual 

sustenance in the ages before Art was invented as a special 

activity of man. He avoided of course, the eighteenth 

century, but equally the great Elizabethan age Mr. 

Chesterton talks of Swinburne's "profane parody of the 

Old Testament," indicating thereby his subtle borrowings 

of phrase and rhythm from the Bible. But Morris the 

archaist, neglects even the Bible as a supreme source 

of impressive speech. Nor do we find many echoes of the 

Eliaabethans or of the Jacobeans in his phrase. 

Milton of course is barred out altogether. In short his 

phrases hardly ever - after the early Rossetti period - 

recall the decorative speech to be found in the long 

tradition of literary poetry. Unlike Rossetti and his 

followers, he avoids as a rule that specially romantic 

Anglo-Norman vocabulary, those "stunning words for 

poetry" He was too sincere an artist to use words 

for their mystery or high and immemorial associations. 

In his mature original poetry his vocabulary is not at 

all arresting. He prefers the ordinary range of good 

English words, with however no ostentati ns avoidance - 

such as we sometimes note in Dr. Bri 

more / 
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more elevated words. He is not quoted because he 

avoids the purple phrase and had no art for precision or 

brilliancy of phrase. The flood of sweet words pours 

on our ears with grateful murmur. He avoids the 

purple phrase because his aesthetic tended to lower the 

high lights of art and to illuminate the whole canvas with 

equal intensity. As in painting he disliked the art which 

concentrates all its powers on some central point, so in 

poetry he regarded an equable flow of pleasant but not 

transporting speech as preferable to occasional brilliant 

phrasing. It is not likely that he could have been 

brilliant in any case He was a story -teller first 

and foremost. Ih the Life and Death of Jason and the 

Earthly Paradise, the archaism is moderate in amount, and 

is displayed more in the simplicity and ̂touchafof vertu in 

the syntax, than in the diction. Clearness and pleas - 

:aptness of utterance are there seen at their height. 

It is almost too easy, the constructions too simple. 

Later on in his Translations and the Sigurd he was seized 
fgeq 

with the ambition to alter the verye of the language. 
One would have said that eccentricity can go no further 

hiod not Mr. Doughty written Mansoula Defending the 

really formidable language of his Beu nif translation, he 

says that except for a few words, the words he used in 

it,, were such as he would not hesitate to use in an original 

'e of poem of his own. On this Mr. Mackail remarks - He did 

xis 
285, not add, however, that their effect if slipped sparingly 

in amid his own pellucid construction and facile narrative 

method,' would be very different from their habitual use in 

a / 



a translation which must in any case, if it were faithful 

to the original, be often both harsh and obscure. In his 

desire to reproduce the early English manner, he allowed 

himself a harshness of construction and a strangeness 

of vocabulary, that in many places go near to making his 

version unintelligible. A poem which professes to be 

"modern and yet requires a glossary fails of one of its 

primary objects." 

Apart from the wots and gottens, soothly, hoar, 

twain, sithence, knowers and a 'host of similar intelli- 

gible but in the mass, irritating old words and forms, what 

are the linguistic elements of Beowulf to which exceptanee 
ti 

can be taken ?' There are first the crabbed inversions 

which are in the original truly, but which might be 

moderated in a modern version. Then there are the numer- 

ous strange looking compounds. These are not epithets 

usually, but after the fashion of Anglo- Saxon, substan- 

tives - 

"That he his breast- swelling might nowise forbear 
its owning -lord. 

Thy word -saying soothly the Lord of all wisdom 
Hath sent into my mind. 

And unto thine helping the spear -holt may bear 
A man- staying mighty . 

It is obvious that Morris carries the restoration process 

in language a few hundred years further back than Swinburne, 

and the result is rather painful. Here also we have 

Swinburne's insistence on ring forms, and an attempt is 

made to capture the nascent vigour of the old suffixes and 

prefixes, before age long use had numbed them. 

c.f. Of the love of thy mood, may yet more be an- earning 

or - The earls' aback -faring, as erst he beheld them. 

Such / 
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Along with the revival of precious forms of old English 

speech, there are many forms and idioms not at all 

genuine, mere mischievous circumlocutions which kook like 

old idioms. The last effect these archaisers aim at 

least in phrase is directness. Browning of course finds 

new force in the old outworn particles. He uses the -er 

suffix denoting agency a good deal, and makes notable use 

of -ing forms (verbal noun) but with him the aim is 

always force and directness rather than mere curiosity. 

What he does he does in ignorance or neglect of the 

philological habit of the old language. The constant 

circumlocution which betrays the true archaist is far 

from him. Morris and Swinburne and Tennyson show 

that the vice of the periphrasis lurks in affected old 

English as much as in Johnsonian English. Anyone coping 

the poetic language of Anglo -Saxon literature, is imitating 

a highly, almost fantastically conventional speech, asfar 

from spoken idiom as a language can well be. It has 

nothing in common with that of the old ballads which 

are certainly ruder and hurried in expression. Rossetti 

and Morris - in his early poetry - caught this style very 

well, though they ran elements into it which were too 

sophisticated, too artful, for a rude age. In proceeding 

from that early style to the refashioning of the language 

or the model of old English poetry, Morris was passing 

from one extreme of art to another. He does not seem to 

have been aware that the language of Beownlf is a highly 

conventional one. 

Mr. John Drinkwater in his excellent book on 

Morris refuses to allow the word archaic to be used of 

his poetic speech. In Morris, he says in effect, the 

old language comes naturally, almost unbidden, and 

with / 



with no suggestions of artifice. It is as natural to 

Morris as the language of Reason was to Pope. "The 

quality in mediaeval art that chiefly attracted him was 

its direct simplicity, and this quality he took up into 

his own work Instead of using words for their cumulat- 

:ive poetic value, he threw poetry over words that had 

hitherto gone naked. Apart from a few of his early 

poems and the use that he makes of models from time to 

time in verse forms, there is scarcely any evidence in 

the manner of his work that he had ever read any of the 
irinkwat e r 
i.Morris poetry before him 
p.192. 

This critic is evidently limiting himself to 

the Jasón and the Earthly' Paradise. We have already 

admitted the easy and customary nature of the language in 

these poems. The level flow of good unremarkable English 

in them is to some readers a little monotonous. Its 

archaism is very subdued and hardly appears in the 

vocabulary at all. The most notable characteristic is 

the tendency to use certain common words over and over 

again, words like Báir, sweet , gold, silver, etc. the condi- 

:ments of a rather syrupy confection. Archaism is found, 

not in words so much as in phrases and idioms. But the 

tendency is not newly so marked as it afterwards became. 

Still we may adapt Johnson's question "If Morris is not 

an archaist, where are we to look for one?" 

As for the conventional small change 

of the archaist - eftsooneZ certes, I trow, etc_ Mr. 

Drinkwater makes a spec 1 plea for Morris - that in them 

they wall up as nat ally as common speech. "The words 

in themselves are perfectly fit for use in poetry and 

the / 



the discredit ,into which they have fallen is entirely due 

to inferior writers who have sought to make them in 

themselves substitutes for poetry." 

A11 which simply means that if a poet can show sufficient 

naturalness in the use of old tags, he is not to be 

called archaist. Only the frauds and botchers like 

Ohatterton and Spenser were to be called so. The blind - 

:ness of affection!, 

As for the 'direct simplicity' of mediaeval 

art, certainly the Jason and the poems of the Earthly 

Paradise are direct and easy,in language and construction. 

The translations are not at all direct and simple as we 

have seen. Nor need art always show direct simplicity. 

In certain modds we can relish the unhewn blocks of ancient 

language which bestrew the Sigurd and even, if we forget 

the original, the quaint but vivid jargon of the Aeneids 

whose language is not at all used with direct simplicity, 

but rather after the manner of Browning, as plastic for 

modelling. Mr Drinkwater's view that Morris is 

uninterested in wor4.s as such and is only eager to 

arrive at his meaning with force and brevity, is surely 

a mistaken one. His cunning lies as much in the web 

of words he weaves as in his narrative and fine elegiac 

mood. 

The Victorians opened up the ways, the 

moderns who have found no really new ways explore the 

bye-paths. Some like A.E. and the Irish poets for 

the most, art follow the line of Shelley and Rossetti. 

Their language is not so transcendental, but in point 

of poetic vagueness and twilight effects has much in 

common / 



common with that of the poet of glooms and shuddering 

plumes. Here and there is a hint of the same qualities 
as are seen in Gray and Collins. Pre- Raphaelite 
feeling and technique are everywhere visible especially 

in Yeats' characteristic word. 

Take A. E. How his language gleams with 

such tone words as glimmering, shadowy, dim, trembling quie 
we have dim' twilight, radiant spheres, shadows dim, trem- 

:tiling dew, tremuloízs potils etc. and such compounds as 

shadowy -petalled 
star -misty 
twilight -burnished hills 
starry fruitage 
Thought -swept fields of light. 

Like Shelley, but without She lley' s flame, A.E. tries 

to sing the daedal earth, and the result is a great 

deal of mystic and often wearisomely repeated language 

in which the words crystal, infinite, fiery, aether, ancient 

eternal, starry, glory, fantastic, and august words like 

cyclic, supernal, mystic, ancestral, with the eternally 

recurring colours, amethyst, sapphire, opal (aureole) 

diamond aureole, lunar and mystic radiance, chase each other 

through the maze of his dreams. This is Pre- Raphaelitism 

with a strong dash of mysticism added. He has in a less 

degree Francis Thompson's mania for novel and magnificent 

classical words. But he is not at all archaic, and 

is at no pains to reclaim old forms or lost grammar. 

Unlike Yeats, he puts no store by striking idioms whether 

collected like Tennyson's or Swinburne's from our old 

language or like Yeats'; from the peasantry of today. 

He forms no clumsy comparatives or superlatives. He 

hardly uses the subjunctive,. In short he is content 

with / 
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with the 'lean' English of his age which with the help of 

those impressive but vague words of the Shelley and Rossetti 

vocabulary is adequate for the minor appeal he makes. 

He is no euphuist. His art does not lie merely in 

words and a mosaic of strange expressions, though he 

has his preference for shadowy and splendid words. We 

have referred already to that seeking after mystery and 

richness in words as characteristic of the Keats -Rossetti 

school and pursued to undesirable lengths by poets like 

Mrs. Taylor Annazd. This love of richness in colour 

and phrase was of course, interant in the Pre -Raphaelite 

painters. They tried to write homely circumstances 

with richness of vestments and with religious fervour and 

mkstery. Their extreme naturalism led them to paint 

pto tures like Holman Hunt's Carpenter's Shop which is 

a real not makebelieve shop, and urged them to undertake 

the labour of travel for small effects of local landscape. 

It depended on the temperament of the artist which of 

these two tendencies, naturalism or opulence in treatment, 

should prevail. As we have seen and as Lady Millais 

remarked, Rossetti soon ranged himself with the latter, 

and his poetic disciples have gone his way,' down to A. 
and Mrs. Anntrud. Ruskin disliked this side of their 

activities as much as their tendency to mediaevalism, 

wonderful purples and greens, the pomp of ritual, robes stiff 

with gems, aro,used in him the uncompromising Protestant. 

"I am glad to see that Mr. Millais' lady in blue is 

heartily tired of her painted window and idolatrous 

toilet table" he wrote to the timed' May 9th 1851. But 

it / 
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it was this style, the handsome lady and the glorious 

blue with the tiredness thrown in which was to prevail - 

certainly among the poetic Pre- Raphaelites, and of these 

A.E, is typical and representative. 

Far other is it with a poet like Mr. Lascelles 

Abercrombie, who is in the directest descent from the great 

Victorians, who indeed carries their idiosyncrasies to 

immodest lengths. We are far away here from the quietism 

of A.E ,'s verse. Every line stares you out of countan- 

:ance, and makes a strong bid for your admiration, or at 

leach astonishment The contorted words or phrases, 

hip up a false excitement. Yet it is good in its 

way. There is something to reveal. It has little 

of that rather sickly mooning, quality, of A.E.'s verse, 

the'mystic sounds' or 'phantom images' and 'valleys dim' 

which English poetry has never quite purged from its system 

since Gray and Cdllins and their feebler eighteenth 

Century imitators in a bad hour inoculated it. 

We are making no- attempt at a reasoned survey 

of the language of poetry. We can only indicate in 

the briefest way the main inherited tendencies of the 

schools. A word on the art of Dr. Bridges will not 

however be amiss here. Technical accomplishment 

seems so pronounced in this poet that the ordinary 

reader is inclined to think of him rather as a connoisseir 

and technician, than a full- blooded poet. His matter 

seems thin and his vision limited. Perhaps we should 

say he is like Pat rsj Marius, he has found how to 

reconcile the sweet thrall of the senses with the discipline 

of the spirit. In the process the senses seem to have 

got / 



got the worst of it and yet the spirit is no lambent 

flame either. 

Dr. Bridges is of course, a scholar in the 

modern sense, curiously intrigued by questions of metric 

and-phraseology and pronunciation. So was the author of 

Christabel who excused his meagre output by pleading 

very curiosity about his metres - just the opposite of 

robust geniuses like Scott and Byron and Morris, who 

care not too much about these things. Dr. Bridges Is a 

grammarian and shows a strained attempt after purity of 

word and grammar, an attempt to reclaim English grammar 

before it is hopelessly lost. But he is too modest 

to follow up Swinburne's attempt to cast the poetic speech 

back to the state it enjoyed in the age of Elizabeth or 

earlier. He makes notable play with the subjunctive. 

One hardly knows any poet who is more scrupulous on this 

head, so scrupulous as to suggest affectation. And he 

is Equally careful to observe Mast sequence of tenses, and 

indeed all the minute points of grammar, which the early 

romantics notoriously flouted. The thees and thous and 

-eths which Mr. G. Moore mourned as defunct are all 

rather awkwardly inserted here. The -eth and other 

unstressed particles are demanded by Dr. Bridget theory 

of prosody, which, right, or, wrong, is framed for a; 

much earlier stage of the language, than the shorn condi- 

tion of speech at which we moderns have arrived. The 

same is true of the -ing forms, which are much in evidence. 

- witness the fine poem London Snow which in 37 lines 

contains 28 such forms. Swinburne we remember, stressed 

this form too. Take the stanza in London Snow gI1.13) 
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"Only life's common plod; still to repair 
The body,, and the thing which perisheth 
The soil, the smutch, the toil and ache and wear 
The grinding enginry of blood and breath, 
Pains random darts, the' heartless spade of Death 
All is but grief, andheavily we call 
On the last terror for the end of alla 

Here is no lack of virtuosity in phrase. But how 

explain that curious childish (rather than childlike) 

note in the work of this expert poet, which so constantly 

offeids the ordinary reader. One might explain this 

quality in his official productions as the result of a 

poet's coldness towards a routine duty, but the same note 

of simplesse is struck in many of his other works and 

seems connected with the charge referred to on a previous 

page, that .his epithets are often conventional to the 

point of stuu]idity,. This is true however of only a 

part of his works, and may be the result of reaction 

against the feverish search for colour and strangeness 

of epithet by his contemporaries. Dees Dr. Bridges 

say to himself -'these others stand a- tiptoe for effect. 

No extravagance is too much for them, so long as novelty 

is attained. The hunt for expressiveness and realism 

has driven them to avoid everything common, I will 

affect the common, traditional epithet.' This some 

people charitably call restraint, it is a sort of 

poetical quietism, and will never make an appeal outside 

the extremely cultured people who have lost the sense of 

broad humanity in their zeal for form. 

In Dr. Bridges as in Swinburne, several 

poetic cultures meet,. Now it is a wisp of the old 

romance we meet, such as we might find in Keats, as - 

"But now again were these fine levers met 
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which is fragrant of romance . In spite of what has 

been said of the prevailing commonness of his epithets 

(his later tendency is to dispense with them largely) 

he can often give us a quite Keatsian epithet, as when 

he talks of 'the pensioned' stars' or 'thy soft unohris- 

:tèn'd smile.n 

Again it is the influence of Walt Whitman that 

prevails. Dr. Bridges eclogues especially are full 

of a prosaic quality which somehow we find easier to 

pardon in the American poet because of his poetic creed,' 

of sansculottism. But Bridges is in a peculiar 

sense the heir of all the ages - No one certainly has 

been better dowered in this respect. 

Like Tennyson he uses the simplest English 

artfully, and his verse proves that no language is better 

fitted to describe the sea in its Northern moods than 

monosyllabic English.. And like Tennyson he feels no 

incongruity in using a classical construction in a 

bucolic English setting. e.g. "Thus they in verse 

alternate sang the year" and in keeping with that 

simplesse referred to above, he will use the most child- 

ish inversions. 

His taste is by no means impeccable. He 

seems a rather humourless man, which may explain such 

verse as this in the August eclogue 

"A reaper with duty shoon and hat of straw 
On the yellow field, his scythe in his armes baaw. 
Beneath the tall grey trees resting at noon 
From sweèt and swink with scythe and duty 

shoon. 

In spite of such ludicrous writing he is a master of 

pretty country folk talk, but it is literary talk, 

the / 



the traditional language of the English eclogue. His 

intimate knowledge of homely and obsolete literary 

English is often put to good use. But above all he 

is the connoisseur in old and rare words.. How true it 

is of poets of craft rather than genius that their 

at consists largely in the delicate use of words rather 

than in the vigorous display of the passions. 

BIV. 11. Sweet is the hidden drops that swell 
Their honey- throated chalicing. 

In ZV.12.. he talks of "a ribbald cuckoo" and in V.13 "The 

unheeded music twires." 

Very characteristic of his art is the study 

of a windmill (one drops naturally into talking of 

these things as pictures) in Book IV..13. Here the 

naivete and childish literalness is pleasing. There 

is a touch of Blake in it. 

"I lean across the paddock pale 
And gaze upon the giddy mill 

Its hurtling sails a mighty sweep 
Cut through the air; with rushing sound 
Each strikes in fury down the steep 
Rattles and whirls in chase around 

Beside his sacks the miller stands 
On high within the open door 
A book and pencil in his hands 
Hiss_, grist and meal he reckoneth o'erij 

His tireless merry slave the wind 
Is busy with his work today. 

Hem is the return to the childhood of art.. Will the 

shade of Blake or of Wordsworth be more pleased by this 

triumph of their styles? It seems Blake rather than 

Wordsworth. There is of course art of a high kind in 

the piece. Much of this is imitative of the Jacobeans. 

June's birth they greet, and when their 
bloom 

DislustreS, withering on his tomb 
The summer hath a shortening day; 

And steps slow to decay.. 

Mood, / 



Mood, metre, and the sudden use of a word like dislustre 

in midst of simple English are all suggestive of Jacobean 

art.. 

So - The delicate- runk'd golden corn 
That never more shall rear its crown 

And curtsOy to the morn 

and Their notes through all the jocund spring 
Were mixed in merry musicking 

or His golden gleams 
On gaudy flowers shine, that prank the rows 
Of high -grown hollyhocks. 

or how truly Jacobean this, 

"With idle effort plundering one by one 
The nectaries of deepest- throated blooms. 

®rahe birds -- 

Come gathering to their colony, and there 
Settling in ragged parliament 
Some stormy council hold in the high trees 

In a rough way the present race of singers - if such sombre 

artists deserve that name - is to the great Victorians 

what the Jacobeans were to the Elizabethans. Figures 

and quaint grace many of them have, precious novelty, 

handsome words on a plain background, rare conceits, the 

things that waning passion seeks,. If we class Dr. Bridges 

amont the modrn euphuists, it is no more than saying that 

he belongs to the age of Vaughan and Herrick rather than 

of Shakespeare and Marlowe. 

A. E. and Dr. Bridges seem distinct to us today, 

but they have so much in common that the next age if it 

thinks of them at all will regard them as of the same 

school. The Englishman is not atall mystical, änd he 

has not A.E.'s desolating lyric note. But in technique 

they are very close, so close often that often the student 

would be hard put to it to decide the authorship of a 

piece / 



piece like this. 

"Let us leave our island woods grown dim and blue 
O'er the waters seeping the pearl dust of the eve 
Hides the silver of the long wave rippling through 

The chill for the warm room let us leave 

Rumour of the fierce- pulsed city far away 
Breaks upon the peace that aureoles our rest 
Steeped in stillness as of some primeval day 
Hung drowsily over the waters breast 

Age in age is heaped about us as we hear 
Cycles hurrying to and fro with giant tread 
From the deep unto the deep; but do not fear 

For the soul unhearing them is dead. 

The sad minor note of a difficult ageL 


