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Unit 1 (b): Introduction to the Poetry of William Blake

(i): Life and Works

(if): Scheme of Innocence and Experience

Unit 2(a): A Study of Select Poems by William Blake

Unit 1 (a): Socio-Political and Theoretical Background of British Romanticism

The rise and development of the Romanticism in British literature has numerous interesting
features. It is difficult to draw a dividing line and to attribute a final date as a beginning of a historical
phenomenon like British Romanticism. The seed of romantic revival in British literature was nascent
in the development of eighteenth century philosophical development of empiricism and its tremendous
insistence on reason and logic.The eighteenth century British literature focused on reason and logic.
The authors’ unflinching loyalty to the tenets of classicism makes literature as an expression of well
structured form and content where the unsaid stories of populace remain unrecorded. The spontaneous
subjective expression of the poet does not get its proper expression in the eighteenth century literature
of Britain. In the writings of Robert Burns, Chatterton, and William Blake the spark of romanticism
has already caught the British imagination. Its culminating pointis marked in the year 1798 where
William Wordsworth published his famous — “Preface” to Lyrical Ballads. Thehistorians believed that
the publication of Lyrical Ballads actually initiated the Romantic Movement in British literature. The
involvement of Britain in several wars during this period and the worst living condition of the workers
during the latter part of the romantic age had caused the socio-political situation of England not a stable
one. Yet this age has witnessed an unprecedented development in the literary arena. As major
characteristics of the Romantic Movement in British literature the romantic authors focus on
subjectivity spontaneity and an inherent tendency to embrace the iconoclastic zeal in order to redefine
and restructure as a rebel the moribund customs of the society. The romantic poets have experimented
with both the form and content of the literature. As a corollary to that experiment literature focuses on
the simplicity and rustic beauty of the reaper girl as it is reflected in “The Solitary Reaper’” by
Wordsworth. 1t is the celebration of individual free will and liberty that get expressed in British
romantic literature. The mystery, enigma, and unexplored spheres of gothic tradition also influenced
Romantic minds. As a result of that interest Gothicism also becomea major aspect of British romantic



literature. The romantic poet appears as a dynamic character sometimes heis a nightingale who sits in
the darkness and illumines the solitude by his song; and often he is the prophet who scatters his thoughts

from an extinguished hearth to usher in rejuvenation in order to recreate the society.

UNIT 1-Db (i): LIFE AND WORKS OF WILLIAM BLAKE

William Blake was born in London on November 28, 1757, to James, a hosier, and Catherine
Blake. Two of his six siblings died in infancy. From early childhood, Blake spoke of having
visions—at four he saw God “put his head to the window”; around age nine, while walking through
the countryside, he saw a treefilled with angels, although his parents tried to discourage him from
“lying,” they did observe that he wasdifferent from his peers and did not force him to attend
conventional school. He learned to read and write at home. At age ten, Blake expressed a wish to
become a painter, so his parents sent him to drawing school. Two years later, Blake began writing
poetry. When he turned fourteen, he apprenticed with an engraver because art school proved too
costly. One of Blake‘s assignments as apprentice was to sketch the tombs at Westminster Abbey,
exposing him to a variety of Gothic styles from which he would draw inspiration throughout his
career. After his seven-year term ended, he studied briefly at the Royal Academy.

In 1782, he married an illiterate woman named Catherine Boucher. Blake taught her to read and
to write, and also instructed her in draftsmanship. Later, she helped him print the illuminated poetry
for which he isremembered today; the couple had no children. In 1784 he set up a print shop with
a friend and former fellow apprentice, James Parker, but this venture failed after several years. For
the remainder of his life, Blake made a meager living as an engraver and illustrator for books and
magazines. In addition to his wife, Blake also began training his younger brother Robert in
drawing, painting, and engraving. Robert fell ill during the winter of 1787 and succumbed,
probably to consumption. As Robert died, Blake saw his brother’s spirit rise up through the ceiling,
“clapping its hands for joy.” He believed that Robert’s spirit continued to visit him and later
claimed that in a dream Robert taught him the printing method that he used in Songs of Innocence

and other illuminated works.

Blake*s first printed work, Poetical Sketches (1783), is a collection of apprentice verse, mostly
imitating classical models. The poems protest against war, tyranny, and King George III’s
treatment of the American colonies. He published his most popular collection, Songs of
Innocence, in 1789 and followedit, in 1794, with Songs of Experience. Some readers interpret

Songs of Innocence in a straightforward fashion, considering it primarily a children’s book, but



others have found hints at parody or critique in its seemingly naive and simple lyrics. Both books
of Songs were printed in an illustrated format reminiscent of illuminated manuscripts. The text and

illustrations were printed from copper plates, and each picture was finished by hand in watercolors.

Blake was a nonconformist who associated with some of the leading radical thinkers of his day,
such as Thomas Paine and Mary Wollstonecraft. In defiance of 18th-century neoclassical
conventions, he privileged imagination over reason in the creation of both his poetry and images,
asserting that ideal forms should be constructed not from observations of nature but from inner
visions. He declared in one poem, “I must create a system or be enslaved by another man’s”. Works
such as “The French Revolution” (1791), “America, a Prophecy” (1793), “Visions of the Daughters
of Albion” (1793), and “Europe, a Prophecy” (1794) express his opposition to the English
monarchy, and to 18" century political and social tyranny in general. Theological tyranny is the
subject of The Book of Urizen (1794). In the prose work TheMarriage of Heaven and Hell (1790-
93), he satirized oppressive authority in church and state, as well as the works of Emanuel

Swedenborg, a Swedish philosopher whose ideas once attracted his interest.

In 1800, Blake moved to the seacoast town of Felpham, where he lived and worked until 1803
under the patronage of William Hayley. He taught himself Greek, Latin, Hebrew, and Italian, so
that he could read classical works in their original language. In Felpham he experienced profound
spiritual insights that prepared him for his mature work, the great visionary epics written and
etched between about 1804 and 1820. Milton (1804-08), Vala, or The Four Zoas (1797; rewritten
after 1800), and Jerusalem (1804-20) have neither traditional plot, characters, rhyme, nor meter.

They envision a new and higher kind of innocence, the human spirit triumphant over reason.

Blake believed that his poetry could be read and understood by common people, but he was
determined not to sacrifice his vision in order to become popular. In 1808, he exhibited some of
his watercolors at the Royal Academy, and in May of 1809, he exhibited his works at his brother
James‘s house. Some of those who saw the exhibit praised Blake‘s artistry, but others thought the
paintings “hideous” and more than a few called him insane. Blake’s poetry was not well known
by the general public, but he was mentioned in A Biographical Dictionary of the Living Authors of
Great Britain and Ireland, published in 1816. Samuel Taylor Coleridge, who had been lent a copy
of Songs of Innocence and of Experience, considered Blake “a man of Genius,” and Wordsworth
made his own copies of several songs. Charles Lamb sent a copy of “The Chimney Sweeper”
from Songs of Innocence to James Montgomery for his Chimney-Sweeper’s Friend, and Climbing
Boys’ Album (1824), and Robert Southey (who, like Wordsworth, considered Blake insane)
attended Blake‘s exhibition and included the “Mad Song>> from Poetical Sketches in
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his miscellany, The Doctor(1834-1837).

Blake’s final years, spent in great poverty, were cheered by the admiring friendship of a group
of younger artists who called themselves “the Ancients”. In 1818 he met John Linnell, a young
artist who helped himfinancially and also helped to create new interest in his work. It was Linnell
who, in 1825, commissioned him to design illustrations for Dante’s Divine Comedy, the cycle of

drawings that Blake worked on until his death in 1827.

UNIT 1 - b (ii): Scheme of Innocence and Experience

Since most of the poems included in the syllabus are from Blake‘s Songs of Innocence and Songs
of Experience it is necessary here to discuss Blake‘s design to project the contrasting states of
human life through these two books. The poems in the former book are complementary with certain
poems in the latter book. Poems of same title recur in both books, clearly showing how Blake
wants to underscore the change of feeling or emotion under different stages of human experience.
Blake‘s anti-industrial bent of mind becomes obvious in some of them. The locale for the poems
is Songs of Innocence is always the bank of a river, or lush green meadow and the characters are
innocent. The characters still retain faith in religion and morality and are filled with tender human
emotions. In drawing such a pastoral world Blake conjures pictures painted in Theocritus or Virgil.

Innocence is a collection of dreamy, nostalgic past of idyllic and sylvan order.

When a nation travels towards modernity, from agrarian to industrial structure, the values of
individuals and the society as a whole are bound to change. Songs of Experience deals with these
changes. While innocence hinders one from seeing the truth in all its complexity, experience
reveals the process of repression. Although Blake condemns the bleakness of the stage of
experience and the several vices attendant upon it, he cannot help admitting that such a stage is
inevitable in human life. Experience completes the journey from ignorance to knowledge,

necessary to counter and combat the ills of society.

In reading the Songs of Innocence and Songs of Experience the decorations and illustrations used
at the border become very important. The trees and boughs that accompany the Songs of Innocence
are leafy and thriving, entwined in natural grace. But they are dry and dying in Experience,

suggesting decay and desiccated order of life and civilization.

Songs of Innocence and Songs of Experience embody two contrasting states of mind, two

contradictory states of human life and civilization. In the scheme of Innocence and Experience



Blake expresses the values of pre industrial and post industrial society. In spite of his condemnation
Blake does not totally reject the stage of experience. It is inevitable and necessary.

UNIT 2 (a): ASTUDY OF THE SELECT POEMS OF WILLIAM BLAKE

“The Little Black Boy”

Text of the Poem
My mother bore me in the Southern Wild,

And | am black, but O! my soul is white;
White as an angel is the English child: But |
Am black as if bereav'd of light.

My mother taught me underneath a tree
And sitting down before the heat of day,
took me on her lap and kissed me, And

And pointing to the east began to say.

Look on the rising sun: there God does live
And gives his light, and gives his heat away.
And flowers and trees and beasts and men receive

Comfort in morning joy in the noonday.

And we are put on earth a little space,
That we may learn to bear the beams of love,
And these black bodies and this sun-burnt face

Is but a cloud, and like a shady grove.

For when our souls have learn'd the heat to bear
The cloud will vanish we shall hear his voice.
Saying: come out from the grove my love & care,

And round my golden tent like lambs rejoice.

Thus did my mother say and kissed me,
And thus | say to little English boy.



When | from black and he from white cloud free,
And round the tent of God like lambs we joy:

I'll shade him from the heat till he can bear,
To lean in joy upon our fathers knee.
And then I'll stand and stroke his silver hair,

And be like him and he will then love me.

Anal_vsis of the Poem

“The Little Black Boy” is a poem by William Blake included in Songs of Innocence in 1789. It
was published during a time when slavery was still legal and the campaign for the abolition of slavery was still
young. The poem has been considered “One of the most uncomfortable of Blake lyrics” which “deals with issues
of racism and slavery. The black race suffers in order to teach the white world wisdom, but the black child
deplores his own color since it seems to prevent the world realizing his purity of soul.” Theblack child like
the Chimney Sweeper teaches that life is something to escape from; it is then a tragic vision but the poem
remains in Innocence because there is belief in the happiness and redemption available oncethe body is cast
off. The poem is a poem of transition, a poem of doubt in the heart of the poet as he exploresprejudices and

racial issues. It is a search poem, which leads us very close to the issues raised in Experience.

My mother bore me in the southern wild,
And | am black, but O! my soul is white;
White as an angel is the English child: But |
am black as if bereav’d of light

The poem, The Little Black Boy by William Blake, begins with narration made by the little
black boy himself. The boy tells the readers that his mother gave birth to him in the southern
forest of Africa. So, heis black but his only skin of the body is black while his soul is white. His
spirit (soul) is as white as an angel in the white English child. However, he is black-skinned as if
it is bereft of light. The sense is that bereft of hope the black physical body seems condemned to

suffer.

My mother taught me underneath a tree

And sitting down before the heat of the day,
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She took me on her lap and kissed me, And

pointing to the east began to say.

The second stanza of the poem continues the narration of the black boy. In these four lines, the
little blackboy tells the readers that his mother brought him up and taught him not in the shade of
a sheltering home or hut but in the shade of a tree in the face of the heat of the sun. Seating
herself down facing the heat of day, the mother made her black son sit on her lap and kissed him
lovingly. Then pointing with her finger to the direction of the east, the mother started speaking to

the black in the following manner:

Look on the rising sun: there God does live And
gives his light, and gives his heat away.
And flowers and trees and beasts and men receive

Comfort in morning joy in the noonday.

The third stanza of four lines contains the statement of the black mother to her black son. The
mother directs the attention of her black boy to look at the rising sun and tells him that God does
live there. Fromthere the sun provides light and heat to the creatures of the world. All flowers,
trees, beasts and human beings receive from the sun comfort in the morning and happiness at
noon. ‘The Sun, Sol, is the mirror image of Los, Blake‘s creative faculty who leads man back to
the divine.’

And we are put on earth a little space,
That we may learn to bear the beams of love,
And theseblack bodies and this sun-burnt face

Is but a cloud, and like a shady grove.

The mother continues speaking to her little black boy in these four lines of the fourth stanza
wherein she tells her son and readers overhear her that human beings are provided a little space
in order to learn to barthe big rays of love. They become worthy of God’s love and illumination.
She says that the black bodies and sun-tanned faces are like cloud and like shady groves for
them.

For when our souls have learn’d the heat to bear
The cloud will vanish we shall hear his voice.

Saying: come out from the grove my love & care,



And round my golden tent like lambs rejoice.

In the next four lines of the fifth stanza, the mother continues speaking to her little black boy.
She tells the black boy that when the bodies of the blacks, like the mother and the son, become
accustomed to tolerate the heat of the sun, their souls will be free of the cloud, and they will be
able to hear divine voice asking them to come out of the grove to the divine care and love, to
move about happily round thegolden tent (Tabemacles of the Lord) like happy lambs. Here in
this stanza, the body is seen as a garment of the soul to be worn on earth. Once the child is
spiritually prepared to face the brilliance of heaven this material protection is no longer
necessary.

Thus did my mother say and kissed me,
Andthus I say to little English boy.
When | from black and he from white cloud free,
Andround the tent of God like lambs we joy:

The next four lines of The Little Black Boy by William Blake form the sixth stanza. In these
lines, the little black boy resumes speaking and tells the readers that his mother after speaking
to him in the earlierstanzas kissed him. And now the little black boy starts saying to little
English (white) boy in the following way. He says that when the black boy and the white boy
become free from black skin and white skin, they, like lambs (flocks), will play round the tent
of God merrily. -The black boy renders selfless services to the white child for the he has grown
through suffering. The white child is frailer spiritually for he has been protected from suffering

and experience.”

I’ll shade him from the heat till he can bear,
Tolean in joy upon our fathers knee.
And then I’ll stand and stroke his silver hair,
Andbe like him and he will then love me.

In the last four lines of the poem, the narrator is the little black boy himself. The black boy
feels that although his body is black and inferior, his soul, his spiritual self is as fine as white
child’s. The poet saysthat the black boy will shade the white boy from the beams of God’s love.
And that acts as a body or garment to the white child’s soul or body. As the black boy has
endured greater suffering on earth, he will help the white boy learn to bear the beams of God’s



love. After the white boy learns to bear the beams oflove, then touching the white boy will
become possible. Under the influence of God’s love, they will be perhaps equal and similar.

Then in this position of apparent equality, the white boy will instantly love theblack boy.

“The Garden of Love”

Text of the Poem

| went to the Garden of Love,
And saw what | never had seen:
A Chapel was built in the midst,
Where | used to play on the green.

And the gates of this Chapel were shut,
And 'Thou shalt not' writ over the door;
So | turn'd to the Garden of Love,

That so many sweet flowers bore.

And | saw it was filled with graves,
And tomb-stones where flowers should be:
And Priests in black gowns, were walking their rounds,

And binding with briars, my joys & desires.

Analysis of the Poem

The poem, The Garden of Love by William Blake, is the antithesis to The Echoing Green of
Innocence, asit uses the same setting and rhythm to stress the ugly contrast. Blake firmly believed
that love cannot be sanctified by religion. The negative commandments of the Old Testament,
“Thou Shall Not’ could not enshrine the most positive creative force on earth. For Blake, sexuality
and instinct is holy, the world of institutionalized religion turns this instinct into imprisonment and
engenders hypocrisy. Those rules, which forbid the celebration of the body, kill life itself. Here, in
this poem, the poet rebels against the ideaof original sin. Man was expelled for consuming the fruit
of knowledge and, cast out of Eden, was shamedby sexuality. In the poem, the poet subverts
orthodoxy and the patriarchal authority figures of the nobody and God and his Priests. The
Dissenting tradition to which Blake’s family belonged believed in “inner light” and “the kingdom
within”. Moral laws without any rationale are not to be obeyed. In “The Garden Love”, interfering

priesthood and the powers of prohibition blight innocent affections.



The Church of Experience like the King and State rely on such powers to ensure obedience. A
contemporary reference linked with the poem is that of the Marriage Act of 1753, passed by Lord
Hardwicke. These Acts stipulated that all marriages had to be solemnized according to the rules of
the Church of England in the Parish Church of one of the parties in the presence of a clergyman

and two witnesses.

With the loss of rural society and extended families in villages this legislation was perhaps
necessary, especially in urban centers. However, for Blake this was equal to curbing individual
freedom. For him, each prohibition created repression, therefore in The Garden of Love, we see a
bleak, unproductive landscape of unfulfilled yearning where sterile resentment, fear, guilt and

joylessness replace the open freedom of innocence.

The twelve lines of the William Blake’s poem The Garden of Love belong to the state of
Experiencethat characterizes the present day world. Experience stands in total contrast to the state

of Innocence.

The poet revisited the Garden of Love, open green piece of land where he used to play with boys
and girls together. He was dismayed to see there what he had never seen earlier. He found that in
the green open place, a Chapel (church) had been erected in the middle of the place were boys and
girls together used to play. Institutionalized religion thus destroyed the Garden of Love. In the
world of Experience, theharmony between man and nature no longer existed. Earlier the Garden
of Love seemed to be in state of idyllic beauty, but the present day scenario of the place is one of

utter sadness and gloom.

In the second stanza, the poet gives further description of the place of his revisit. The gates of
the Chapel were closed. And the closed door had got written on it ‘Thou Shalt Not.” So, the visitor
(the poet) turned his attention to the place of the Garden of Love where it used to bloom a number
of flowers but found them missing. In fact, the very idea of chapel and the negative ‘Thou Shalt
Not” suggests the concept of private property, which is the source of all inequality and helplessness
in society. The gate is closed to thepasserby and on it is inscribed the warning ‘Thou Shalt Not’.
The warning is emblematic of the classic dictum of the Old Testament God- Jehovah who is seen

as a prohibitive and a vindictive tyrant.

The lines of the third stanza depict he adverse changes that have enveloped the Garden of Love
during the present time. The Garden portrays an aura of total unease and misery. At present, the

garden seems to be filled with graves and tombstones which are images of death, and so
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horrendous and undesirable. Even the priests wrapped in black gowns forebode an ill-omen and
an act of mourning and despair. The priests depict a total official manner devoid of any
compassion or even forgiveness. This seems to be thebasic factor that binds the narrator‘s desires

and joy.

It could be that earlier, the Garden presented the state of innocence where an environment of
gaiety andmirth prevailed and everybody could enter the place without any discrimination
whatsoever. But now itseems that the Garden has been lent or sold out to a private individual
who exerts the sole authority andhence, the others are devoid of any joyous moment. The present
day scene looks quite dismal where even such a simple resort as the garden is unable to escape

the evils of industrialization and subsequentphenomenon of private ownership.

UNIT 2(b): SYMBOLISM IN THE POETRY OF WILLIAM BLAKE

Blake is a highly symbolic poet and his poetry is rich in symbols and allusions. Almost each and
every other word in his poems is symbolic. A symbol is an object which stands for something else
as dove symbolizes peace. Similarly, Blake‘s tiger symbolizes creative energy; Shelley’s wind
symbolizes inspiration; Ted Hughes’s Hawk symbolizes terrible destructiveness at the heart of
nature. Blake’s symbols usually have a wide range of meaning and more obvious. Few critics
would now wish to call Blake a symbolist poet, since his handling of symbols is markedly different
from that of the French symbolistes’, but the world inhabited by his mythical figures is defined
through quasi-allegorical images of complex significance, and such images are no less important
in his lyrical poetry. The use of symbols isone of the most striking features of Blake’s poetry. There
is hardly any poem in the “Songs of Innocence and of Experience” which does not possess a
symbolic or allegorical meaning, besides its apparent or surface meaning. If these poems are
written in the simplest possible language, that fact does not deprive them of a depth of meaning.
The language of these poems is like that of the Bible—at once simple and profound as the following

lines read:
“O Rose, thou art sick!”

When Blake talks of the sick rose, he is really telling us how mysterious evil attacks the soul.
Flower-symbolism is of particular importance in Songs of Innocence and Experience, being

connected with the Fall by the motif of the garden; and its traditional links with sexuality inform



the text of ‘The Blossom’ and the design for ‘Infant Joy’, which are taken up in Experience by the
plate for ‘The Sick Rose’. ‘Ah! Sun-Flower’ is a more symbolic text, and has evoked a greater
variety of responses. Declaring this to be one of ‘Blake‘s supreme poems’, we can interpret the
flower as a man who ‘is boundto the flesh’ but ‘yearns after the liberty of Eternity’. Harper claims
that it describes the aspiration of all ‘natural things’ to ‘the sun‘s eternality’. Blake travels from

flower-symbolism to animal symbols as in the ‘Tyger’:

“Did he smile his work to see

'79

Dis he who made the Lamb made thee

If the lamb symbolizes innocence and gentleness, the tiger is to Blake a symbol of the violent
and terrifying forces within the individual man. The lamb, innocent and pretty, seems the work of
a kindly Creator. The splendid but terrifying tiger makes us realize that God’s purposes are not so
easily understood, and that is why the question arises “Did he who made the Lamb make thee?”
At the same time, the tiger is symbolic of the Creator’s masterly skill which enabled Him to frame
the “fearful symmetry” of the tiger. But the lion described in the poem Night (in the “Songs of
Innocence”) offers an interesting contrary to the tiger of the “Songs of Experience”. Both the beasts
seem dreadful, but the lion, like the beast of the fairy tale, can be magically transformed into a good
and gentle creature: the tiger cannot. In the world of Experience the violent and destructive
elements in Creation must be faced and accepted, and even admired. The tiger is also symbolic of
the Energy and the Imagination of man, as opposed to the Reason. Blake was a great believer in
natural impulses and hated all restraints. Consequently he condemns all those who exercise
restraints upon others. He states in Holy Thursday I1I:

“And their ways are fill’d with thorns It

is eternal winter there”

The eternal winter are symbolic of total destruction of the country and the perpetual devastation
and ‘Grey-headed beadles’ in ‘Holy Thursday I’ are symbolic of authority and it is they exploit children
for their own material interests. In the poem London, oppression and tyranny are symbolized by the
king(who is responsible for the soldier‘s blood being shed), social institutions like (loveless) marriage,

and “he mind-forged manacles”. Even further, personal and social relationships have been symbolised as:
“In the morning glad I see
My foe outstretched beneath the tree”

A Poison Tree is another allegory. The tree here represents repressed wrath; the water represents



fear; the apple is symbolic of the fruit of the deceit which results from repression. This deceit gives
rise to the speaker*s action in laying a death-trap for his enemy. The deeper meaning of the poem
is that aggressive feelings, if suppressed, almost certainly destroy personal relationships. On the
surface, however, the poemis a simple, ordinary story. Thus symbolism is crucial to understanding
Blake as poet of earlier romanticism. What can be more symbolic than the following lines from,

‘Auguries of Innocence’?

“To see a world in a grain of sand,
Anda heaven in a wild flower,
Hold infinity in the palm of your hand,
Andeternity in an hour”

Thus, Blake’s poetry is charged with symbols. He has depicted nature and human nature; animals
and plants as simple but profound symbols of powerful forces; “contrary states of the human soul”
— for example, good and evil, or innocence and experience throughout his poetry. What is different
in Blake is that he is not modeling after any symbols but his own. The symbols always have an
inner relatedness that leads us from the outer world to the inner man. The symbols live in the
ordered existence of his vision; the vision itself is entirely personal, in theme and in the logic that
sustains it. Blake is difficult not becausehe invented symbols of his own; he created his symbols
to show that the existence of any natural object and the value man’s mind places on it were one
and the same. He was fighting the acceptance of reality inthe light of science as much as he was
fighting the suppression of human nature by ethical dogmas. He fought on two fronts, and shifted
his arms from one to the other without letting us know—more exactly, he did not let himself
know. He created for himself a personality, in life and in art, that was the image of the thing he

sought.

In short, it is established that William Blake is a highly symbolic and even allegorical poet. His
use of symbolism is unique and cinematic. It paints a lively and pulsating picture of dynamic life
before us. Especially, the symbolic use of ‘Sun-flower’ gets so much stamped on the mind of the
reader that it is difficult to forget it. He mentions a tiger and it becomes a symbol of God’s power
in creation, his lamb turns out to be a symbol of suffering innocence and Jesus Christ and his tree
is symbolic of anger and desire to triumph over enemies; the dark side of human nature.
Symbolism is the main trait of William Blake as a dramatist as a poet and this has been well-

crystallized in his legendary work, ‘The Songs of Innocence and Experience’.



UNIT 2 (c): BLAKE AND SOCIAL ILLS

Unlike prose or drama, English poetry had maintained a certain sort of distanced elitism from
social concerns until William Blake started associating the genre with social reformation. As a

radicalist, Blake was to inspire the second generation Romantic poets like Shelley and Keats. From

the second half of the 18t century European nations were becoming highly industrialized
supported by colonial enterprises. England of all nations held in a domineering position in
industrialization and colonization. However both had given rise to severe social ills within the
nation. High industrialization resulting in the growth of capitalism contributed to the unequal
growth of wealth, child labor and racial discrimination. His poems from Songs of Experience
contain severe criticism aimed at these social ills. That Blake is a poet of anti- industrial values is
clearly signaled in poems like ‘The Chimney Sweepers’. It shows how the factory system in
England had repressed the physical and emotional growth of children by employing them as
chimney sweepers. In the stage of innocence society kept its eyes fully shut to these evils, thereby

encouraging and justifying them.

In another poem ‘The Little Black Boy’ the poet speaks of racial binary which is largely an
attribute of colonialism. In both these poems social ills like child labour, racial discrimination and
slave trade are endorsed by religion. Both Tom Dacre and the little black boy are finally made
blind to the process of exploitation. Rather they give their consent to the process of exploitation
for some unspecified future hopewhich is illusory. Blake’s criticism of religion is more direct in
‘The Garden of Love’. There black robed priests have turned the garden of flowers into a space of
death.

Changes in social conditions have brought about changes in the nature of man as found in the
poem ‘A Poison Tree’. Man in the stage of innocence lived in pristine happiness amidst society
and nature. The sense of harmony and concern for others are no more prevailing in the stage of

experience.
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ASSIGNMENT

1. How do Blake’s poems which are included in your syllabus incorporate revolutionary zeal?
2. Blake is the first radical poet to have so much zeal for society. Comment.

3. Comment on the symbolism in Blake’s poetry.



UNIT -3

Poetry of William Wordsworth

Content Structure

Unit 3 (a): Introduction to the Poetry of William Wordsworth
Unit 3 (b): Study of Select Poems by William Wordsworth:
“London 1802”
“The World is Too Much With Us”

UNIT 3 (a): INTRODUCTION TO THE POETRY OF WILLIAM WORDSWORTH

The 2" child of John Wordsworth and Ann Cookson, William Wordsworth was born on 7 April
1770 at Cockermouth, Cumberland, which lies within the picturesque Lake District situated in north-
western England. When William Wordsworth was only 8 years old, he lost his mother. Following this
loss, the poet was sent toto Hawkshead Grammar School in Lancashire by his father. During the same
time, William's sister Dorothy (with whom the poet was to have an intimate relation lifelong) was sent
to live with relatives, due to which brother and sister could not meet each other for nine long years. In
1787, Wordswoth began attending St John‘sCollege Cambridge, from where he received his B.A.
Degree in 1791. During his stay at the aforementioned college, Wordsworth began his writing career
by publishing small pieces of poetry in The European Magazine.During the holidays Wordsworth went
on walking tours across the Lake District, the Swiss Alps and many other parts of Europe renowned for

their scenic beauty.

In November 1791, Wordsworth visited Revolutionary France and became enchanted with the
Republican movement. He fell in love with a French woman, Annette Vallon, who in 1792 gave birth
to their daughter Caroline. Financial problems and Britain's tense relations with France forced him to
return to England alone in 1792. But during the Reign of Terror that followed, Wordsworth was
thoroughly disenchanted and disillusioned with the turn that the French Revolution had taken. Besides,
the outbreak of armed hostilities between Britain and France prevented him from seeing Annette and
his daughter for some years. In 1802, when he visited France once again following the Treaty of
Amiens, his marriage to Mary Hutchinson was imminent. He met his daughter with Annette Villon,

Caroline and later (during Caroline‘s marriage in 1816) hesettled £30 a year.
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Though his friendship with Coleridge is well-documented, the two poets fell out in 1810, probably over
the issue of Coleridge‘s opium addiction. But in the late 1820s, they reconciled. Wordsworth married
Mary Hutchinson in 1802 and the couple had five children. Wordsworth was a staunch believer in the
principles of the Church of England. In 1838, Wordsworth received an honorary doctorate in Civil Law
from the University of Durham and the following year he was awarded the same honorary degree by
the University of Oxford, when John Keble praised him as the "poet of humanity". Following the death
of Robert Southey in 1843, Wordsworth was made Poet Laureate. William Wordsworth died at home
at Rydal Mount from an aggravated case of pleurisy on 23 April 1850 and was buried at St. Oswald‘s

Church, Grasmere.

WORKS

Wordsworth’s first collection of poems An Evening Walk was published in 1793. It was around the
same time that he composed Descriptive Sketches. Receiving 900 pounds from Raisley Calvert as
legacy helped immensely in his pursuit to become a poet. In the same year he met and befriended
Samuel Taylor Coleridge. William and Dorothy Wordsworth were staying at Alfoxton House,
Somerset, during this time while Coleridgewas staying at Nether Stowey a few miles away. Physical
as well as artistic proximity between the two poets led to a collaborative project they titled Lyrical
Ballads (1798). This work is generally hailed as the manifesto of the British Romantic Movement. A

second edition with an elaborate Preface was published in 1800.

Wordsworth composed only one play, titled The Borderers, which was composed during the period
1795-1797. However, it failed to impress the audiences. In 1798, William Wordsworth travelled to
Germany with his sister Dorothy and S.T. Coleridge. However, he became homesick and returned soon
to stay with Dorothy at Goslar. During 1798-99, he composed ‘The Lucy Poems’, which would later
be published in his collection The Prelude. Upon Coleridge’s return he proposed that the Wordsworths
accompany him for a tour across the LakeDistrict. The Wordsworth siblings accepted the proposal and
set up home at Grasmere, where another contemporary renowned poet- Robert Southey, was also
staying. The three poets-Robert Southey, William Wordsworth and Samuel Taylor Coleridge, came
to be known as ‘The Lake Poets’. Many poems written by Wordsworth during this period deal with

themes such as the trauma of death and separation, with the enduring pain it leaves behind.

For a long time Wordsworth had envisioned composing a tripartite poem with autobiographical
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themes. In 1798-99, he started composing it, initially referring to it as the ‘poem to Coleridge’.
According to his original plan, it would serve as the appendix to his larger work titled The Recluse. He
completed the first part of it by 1805, referring to it as the first version of The Prelude. But he refused
to publish it until the entire work could be completed. The philosophical basis of Wordsworth‘s longer
work The Prelude as also his shorter poems such as ‘Lines Written a Few Miles Above Tintern Abbey’
was German Romanticism brought to him by Samuel Taylor Coleridge. But recent research shows that
Wordsworth was also considerably influenced by world-traveller John-Walking Stewart’s materialist
treatise The Apocalypse of Nature. In 1807, Wordsworth’s Poems in Two Volumes was published,
which contained his famous work “Ode: Intimations of Immoralityfrom Recollections of Early
Childhood”.

In 1814, Wordsworth published The Excursion as the second part of his work The Recluse. In a
‘Prospectus’ attached to this work, Wordsworth elaborated the structure and intention of the whole
work, focusing on the intimate relation between nature and the human mind. Laodamia-Wordsworth‘s
narrative poem based on the Trojan War was published in the year 1815. Composed in 1807-08,
Wordsworth‘s The White Doe of Rylstone; or the Fate of the Nortons was a long narrative poem
published in 1815. It was set during the Rising of the North in 1569. The Prelude was published
posthumously in 1850.

Poetics of William Wordsworth

The literary scenario in the second half of the eighteenth century overturns most of the neoclassic
poetics held sacrosanct for much of its first half. William Wordsworth, beginning his poetic career in
the last decade of the eighteenth century, imbibed these attitudes. More importantly, the French
revolution which he witnessed as a young man of twenty sparked his literary imagination with the idea
of liberation-from unjust bondage, worn-out conventions and literary creed established by the likes

of Dryden and Pope a century ago.

As his The Prelude reveals, Wordsworth forsook the ‘crowded solitude” of London society,
resolving to go to France. There, he saw “the Revolutionary Power / Toss like a ship at anchor, rocked
by storms,”” and witnessed how the “silent zephyrs sported with the dust / Of the Bastille”. He describes
the time as “an hour / Of universal ferment,” and himself as a “patriot” whose heart was given over
to the French people. Interestingly his upbringing had taught him to disdain feudal “wealth and
titles” in favor of republican ideals such as “talents, worth, and prosperous industry”. Initially



Wordsworth held the Revolution as an expression of “nature’s certain course”. This devotion to
nature he maintained till the end of his days. In his autobiographicalmasterpiece he equates political
events with nature, which represents a fundamental unity. While the feudal society rested, according to
Wordsworth, on the power of royal courts and “voluptuous life,” dissociated from “the natural inlets of
just sentiment, / From lowly sympathy and chastening truth”, it was his desire to see:
“... the earth
Unthwarted in her wish to recompense
The meek, the lowly, the patient child of toil, . . .
And finally, as sum and crown of all,
Should see the people having a strong hand
In framing their own laws; whence better days

To all mankind.”

Wordsworth even names the violent outbursts against prevailing power as “Nature‘s rebellion
against monstrous law”, citing reasons that “nothing hath a natural right to last / But equity and reason”.
But witnessing the turn of events following the revolution in France Wordsworth wrote: “oppressors in
their turn,” changing “a war of self-defence / For one of conquest, losing sight of all / Which they had

struggled for”.

Despairing of moral questions, and losing his faith in the authority of abstract reason alone, he
describes himself as turning to the realm of “abstract science” where reason might operate undisturbed
by the world of space and time, matter, and “human will and power” (X1, 328-332). Guided by nature,
he returns to his “true self,>> his fundamental identity as a poet, open “To those sweet counsels

between head and heart / Whence grew that genuine knowledge, fraught with peace.”

The most elemental factor in Wordsworth’s return to nature was imagination. Earlier in the
Prelude, he had referred to imagination as an “awful Power>” that reveals with a flash the “invisible
world”. In the conclusion of the poem, he says that imagination is “but another name for absolute power
/ And clearest insight, amplitude of mind, / And Reason in her most exalted mood”. This faculty has
been his “feeding source,” and it is a power which enables one to engage in “spiritual Love,” whereby
one can transcend the dictates of custom, the pressures of conventional opinion, and the narrowness of
concerns that are confined to the present. Imagination, in its capacity as “right reason,>> orients our
sensibility to the things that are truly universal and permanent; by implication, a “wrong” use of

reason, abstracted entirely from things of the sense, would either impel us to impose false schemes



upon the world of sense, or to be at the mercy of the world of sense, taking this alone as reality, and
understanding its own function as ordering this reality which is already given, already presented to our

SEenses.

Notwithstanding the fact that Wordsworth’s Preface is often held up as one of the seminal manifestos
of Romanticism, it is clear that the poetic ideal he is espousing here is a classical one: poetry does not
so much express private emotions and the particulars of a given situation as the universal truths
underlying these. Wordsworth insists that the poet “converses with general nature,” and directs his
attention to the knowledge and sympathies shared by all human beings. The passions and feelings that
are produced in the poet “are the general passions and thoughts and feelings of men”. Also classical
is Wordsworth‘s insistence on poetry as a “rational®” art and his claim that the poet excites “rational
sympathy.>> Wordsworth’s comments on the nature of poetic composition reinforce this view of poetry
as a conscious and controlled activity. Wordsworth’s view of poetry as a meditated craft is elaborated
in Wordsworth’s other renowned comment in the Preface concerning poetic composition. After
repeating his original statement that “poetry is the spontaneous overflow of powerful feelings,” he adds

that poetry:

“takes its origin from emotion recollected in tranquillity: the emotion is contemplated till,by a species
of re-action, the tranquillity gradually disappears, and an emotion, kindred to that which was before
the subject of contemplation, is gradually produced, and does itself actually exist in the mind. In this
mood successful composition generally begins.”

So the poetic process begins with emotion that is remembered and subjected to thought; in this initial
state, the emotion is thought. The word “tranquility®> implies a certain distance from, and
perhaps a certain contextualization of, the original emotion: the disappearing of this tranquillity is the
process whereby the thought reverts to emotion; the original emotion which is represented by the
current thought is once again felt, is brought to life again as a feeling, extricated from its current context,
a context which allowed it to be contemplated dispassionately. To put it another way, we leave behind
the current emotion as mediated by thought and retrospection, returning to it in its immediate state. In
this sense, poetic composition begins in feeling, but this feeling will be subsequently modified again by
thought.

While Wordsworth accepts Aristotle’s definition of poetry, then, as expressing universal truths, and

while he sees poetry as an activity controlled by thought, he enlists these classical views in the service



of a more Romantic aesthetic purpose. The poet’s essential focus is not on the external world, or
supposedly “objective” events and actions, but on the connection between the inner world of human
nature and the world of external nature. Archetypally Romantic is his view that these two worlds are
created by mutual interaction. He also diverges from Aristotle and other classical thinkers in his views

of the purpose of poetry. This purpose, he says, is to give “immediate pleasure”.

“l_ondon, 1802”

“London, 1802” is a poem by the English Romantic poet William Wordsworth, where the poet
castigates the English people as stagnant and selfish, and eulogises seventeenth-century poet John
Milton. Composed in1802, “London, 1802 was published for the first time in Poems, in Two
Volumes (1807).

Text of the Poem

Milton! thou shouldst be living at this hour:
England hath need of thee: she is a fen
Of stagnant waters: altar, sword, and pen,
Fireside, the heroic wealth of hall and bower,
Have forfeited their ancient English dower
Of inward happiness. We are selfish men;
Oh! raise us up, return to us again;

And give us manners, virtue, freedom, power.
Thy soul was like a Star, and dwelt apart:
Thou hadst a voice whose sound was like the sea:
Pure as the naked heavens, majestic, free,
So didst thou travel on life's common way,
In cheerful godliness; and yet thy heart
The lowliest duties on herself did lay.

The unnamed speaker of the poem begins by apostrophizing Milton, claiming that he should have
been alive at the specified hour of composition of this poem. The speaker believes that the moral
standards of England have debilitated considerably and only someone as upright as the seventeenth
century poet and writer John Milton would have found it possible to pull the country and its people
back on the path of greatness. It is to be noted that Wordsworth focuses on recalling the righteousness
of Milton as an abstract quality separated from Milton the poet. Wordsworth characterizes the

England of his time as being a “fen” or marshland marked by stagnancy in every sphere,
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forbidding the freedom of thought and expression in theology (symbolized by ‘Altar’), righteous
and heroic lifestyle (symbolized by ‘Sword”), scholarship (symbolized by ‘Pen’) and the sphere of home
and family (symbolized by the use of ‘Fireside’). This image of the marshland used by Wordsworth
also accrues the additional suggestions of lethargy, decay and putrefaction, which might be set right

only by the presence of someone possessed with the astuteness of John Milton.

Wordsworth makes the readers visualize an immemorial past when the English nation brimmed
with activity, enlivened by the spirit of enquiry and selflessness. The desire to participate in questions
of national significance transcending petty, individual concerns of selfishness is considered a laudable
quality which Englishmen of the past (none more so than Milton) embodied. Being thus buoyed by a
holistic outlook towardslife, integrating one and all, Wordsworth considers ancient Englishmen as
being blessed with ‘inward happiness’ besides material wealth. To this picture of a pristine past, the
present of Milton’s day stands as a stark contrast where selfishness and moral laxity of individuals has
culminated in desertion of inward happiness, though material wealth continues to accrue. This breeds
an unhealthy atmosphere where corruption starts creeping in. The longer this prevails, the lower does

the morale of the populace plummet.

It is from this nadir of national zeal that Wordsworth begins invoking the spirit of Milton in a
dramatic gesture.In Wordsworth‘s eyes Milton is the only figure capable of hoisting his country back
to its now-lost position of prominence and honour. It is interesting to note the qualities which
Wordsworth expects Milton to reawaken- “manners, virtue, freedom, power”. Milton was a Puritan
at heart and defended his choice through several prose tracts. His poetic career likewise embodies
the manifold aspects of classicism, to which he stuck with steadfastness. Coming a few decades after
the Elizabethan poets, Milton’s poetry offers an antidote to the overflow of emotions by channelizing
them along orderly ways, maintaining decorum as emphasized by the writers of classical antiquity. It
is interesting how Wordsworth designates the soul of Milton as a “star” - a guiding light in the darkness,
made visible by its own charismatic luminousness. Moreover, in the history of English literature the
poetry of John Milton marks the most significant achievement in the seventeenth century.The turn
towards Classical impulse that embodies his poetic vocation and technique were to become the guiding
lights for the Neoclassic or Augustan period that followed. While critics in the 20" century and later
differ from the oversimplistic view that the Metaphysicals merely indulged in tortuous conceits, to
Wordsworthwriting at the beginning of the 19" century, the true flowering of British poetry came with
the efforts of John Milton. Wordsworth claims that Milton was a person who “lived apart” — wilfully

detaching himself from the mainstream of 17" century poetry to meditate on the transcendental epics



that he would compose only later in his career. Not only did Milton detach himself from the hubbub of
life around to concentrate on accomplishing that in which he had firm conviction, his seriousness in
pursuit of his dream set him apart from the rest. Evenin the early poem Lycidas elegizing the death of
budding fellow poet Edward King, Milton differentiates between his precocious self and his friends,
whom he refers to as ‘rural ditties’. In the present poem Wordsworth makes use of synaesthesia,
likening the profundity of Milton’s vocation to the incomparable depthof the sea. This profundity was
heightened all the more due to the purity of Milton’s will to create works of art worthy of standing the
test of time; coupled with this was the strong desire to voice his views considered revolutionary in his

day in a tone that was no short of ‘majestic’ in its clarity and magnanimity.

Wordsworth’s poem is a sonnet. The last six lines of a sonnet are collectively known as the sestet.
The first three lines of the sestet of “London 1802 stress upon the uniqueness of the life and vocation
of eighteenth century English poet John Milton. However, the final three lines of the sestet as well as
of the poem emphasize that in spite of his uniqueness Milton ultimately had to “travel on life’s common
way”’. He journeyed down thecommon path, but he did so with devout good cheer and with a willingness
to accept the "lowliest duties.” The poem's final words stress Milton's free acceptance of obligations;
unlike contemporary England, which has "forfeited" its heritage, Milton's heart "The lowliest duties on
herself did lay". The poem ends with an active verb that also stresses submission and service; it
concludes by stressing the paradox of freely chosen obligations. Although most of the poem exalts
Milton‘s loftiness, the final lines point out a humility that seems common in one sense but quite
uncommon in another. Milton, in his "cheerful godliness," experienced the kindof "inward happiness”
that Wordsworth's contemporaries are now bereft of. But simultaneously his willingnessto accept "The
lowliest duties” did not come into conflict with ‘real happiness’. It also reveals him to havebeen
distinct from the "selfish men" Wordsworth's sonnet indicts. In these ways and others, details from the
sestet recall and answer details from the octave, giving the poem the very kind of comprehensive,
complex unity that Wordsworth admires in Milton himself.



Historical Context

This sonnet and a few others were composed by William Wordsworth in the aftermath of a journey
he made to France in 1802. There he had visited his illegitimate infant daughter and the girl's mother
(Annette Vallon), with whom he had had an affair during an earlier stay in that country. At one point of
time Wordsworth had been sympathetic to, and inspired by, the aims of the French Revolution of 1789,
but by 1802 the democratic fervor that had unleashed that revolt had produced years of turmoil and
violence that had resulted in the rise of Napoleon Bonaparte. England had been at war with France in the
period preceding Wordsworth's visit, and it was clear that future war was likely. This poem was written
during a time of intense domestic and international crisis. France, which had once symbolized for
Wordsworth the best hope for freedom, had now become an aggressive dictatorship, with Napoleon bent
on foreign conquest. England was an obstacle to his designs, and although (from the perspective of
Wordsworth and other progressives) its political system was far from ideal, the English nation was now
increasingly associated with liberty in opposition to Napoleonic tyranny. Wordsworth could easily have
written a tritely patriotic poem, extolling the glories of Britain. Instead he chose to offer a poem that
attempts to summon English allegiance to what he considered the best aspects of the nation's political
heritage. In particular, he uses the poem to celebrate one of the greatest republican figures of the English
past. Milton had been a vigorous supporter and defender of the English Revolution-a revolt against
perceived political tyranny that had resulted in the execution of King Charles 1. Milton spent many years
in tireless service to the newly established Commonwealth; these are probably the "lowliest duties”
Wordsworth mentions near the end of his sonnet. Although eventually the republican cause was defeated
when the English chose to restore the monarchy, Milton never renounced his republican views or his
disdain for tyranny. Little wonder, then, that Wordsworth found him an inspiring example in 1802. Milton,
the one-time revolutionary now becomes, for the increasingly conservative Wordsworth, the symbol of
the best English political traditions, including traditions of liberty dating back at least as far as the Magna
Carta. Although the poem mayseem to offer highly general praise of Milton, when the poem is read in
light of its immediate historical context(as its title invites us to read it), its highly charged political

dimensions become obvious.



Biographical Context

Wordsworth, one of the major poets of the Romantic period, is generally believed to have ushered
in a new mode of writing in reaction against the predominant neo-classicism of the eighteenth century,
with Coleridge. Wordsworth and Coleridge championed poetry that was intended to be simpler, less
artificial, more "natural,” more colloquial, and more attuned to the expression of common emotions. At
first these innovations met with considerable resistance, but eventually Wordsworth became a respected
and much-loved writer, and in the finalyears of his life he was even appointed the official Poet Laureate
of England. Although Wordsworth remarked that at one point he had considered the sonnet form
"egregiously absurd", he changed his mind when his sister Dorothy re-acquainted him with some of
Milton's sonnets by reading them to him in May of 1802. Eventually, he composed more than 500
poems using this form. Wordsworth admired the "dignified simplicity” and "majestic harmony"
(Moorman 565) of Milton's poems, and the experience of hearing the works inspired his own outburst
of sonnet-writing that year. These sonnets of 1802 contain some of the most explicit political
commentary Wordsworth had offered in some time, although the poems are not as propagandistic as
they couldhave been. Wordsworth himself later called attention to the "simplicity of style" and
"grandeur of moral sentiment” he had sought to achieve in these works (Hall 71), and certainly
"London, 1802" seems toexemplify those traits. The sonnets of 1802 are part of the poet's general
movement away from the intense lyricism of his early career; they signal instead his growing status as
a public poet (he would eventually be named England's official Poet Laureate) as well as his movement
towards a more conservative cultural and political stance. Wordsworth married in 1802, and in various
other ways he began, more and more, to submit tothe various public and social "duties" he mentions in
the sonnet praising Milton. In that poem and in others he began to associate the ideal of liberty with the
ideal of order, and he began to think, increasingly, that England best represented the union of those
ideals, especially in its conflict with a France that seemed, in its allegiance to Napoleon, to have

betrayed the promise of the Revolution Wordsworth had once admired.

“The World Is Too Much with Us”

Text of the Poem

The world is too much with us; late and soon,
Getting and spending, we lay waste our powers;—
Little we see in Nature that is ours;

We have given our hearts away, a sordid boon!

This Sea that bares her bosom to the moon;



The winds that will be howling at all hours,
And are up-gathered now like sleeping flowers;
For this, for everything, we are out of tune;

It moves us not. Great God! I’d rather be
A Pagan suckled in a creed outworn;

So might I, standing on this pleasant lea,
Have glimpses that would make me less forlorn;
Have sight of Proteus rising from the sea;

Or hear old Triton blow his wreathéd horn.

The poem “The World is Too Much With Us” was composed by William Wordsworth in the year 1802.

It was published for the first time in Poems, in Two Volumes (1807).

The picture of contemporary society that Wordsworth offers in the poem is a determinist one. The
terms “late” and “‘soon™ in juxtaposition occurring in the opening verse show how the past and future
together constitute Wordsworth‘s vision of human history. The author is aware of the potential inherent
in humanity. However, what he sees all around himself is the mentality of "getting and spending”,
which corrupts by infusing unchecked materialism. Wordsworth coins a vividly apt oxymoron- "sordid
boon™ in order to point out the ills of consumerism we have "given our hearts" to. Though apparently
it reflects the progress of mankind, simultaneously it reveals how narrow-mindedness has taken control
over our finer natures. The detrimental effect this attitude has on society as well as the environment,
will proceed unchecked and relentless like the "winds that will be howling at all hours"”, unless people
take active steps to counter it.

Wordsworth at this point opines that "the world" in its entirety is so overwhelming that we human
beings, with all our limitations, cannot manage to appreciate it. Besides, people are so concerned about
money that they use up all their time and energy in futile endeavours. Most people are interested only
in the accumulation of material goods, so they see nothing in Nature that they can "own", and have sold

their souls.

Unlike the rest of society, Wordsworth does not look upon nature as a commaodity. The verse "Little
we see in Nature that is ours"”, shows that coexistence is the relationship envisioned. We should ideally
be able to appreciate beautiful natural occurrences like the moon shining over the ocean and the blowing

of strong winds,but lived experience shows the poet-narrator that humans are tuned in a key different



from Nature.

The expression "little we see in Nature that is ours” exemplifies how man has foregone whatever
empathy it may have had for nature. At present human society is obsessed with materialism and other
worldly objects. Wordsworth's Romanticism is best observable in his cherishing of nature in these
lines. He clearly points out how man, in his increased opposition to nature, is laying the path for his
own doom. The vulnerable descriptionof nature foreshadows the inevitable catastrophe. Echoing the
conventional feminine personification of Nature, Wordsworth uses the expression "This Sea that bares
her bosom to the moon"- portraying the vision of a feminine creature opening herself to the heavens
above. The phrase "sleeping flowers" might also describe hownature is being exploited and trampled

incessantly.

The verse "I, standing on this pleasant lea, have glimpses that would make me less forlorn™,
divulges the poet- narrator‘s perception of himself in society. One clearly understands that he is a
visionary, a romantic to the core, in touch with nature unlike his philistine contemporaries. The speaker
says that he would rather be a pagan, paying tributes to a heathen deity. The idea is that under such a
pre-modern dispensation, when he gazesout on the ocean (as he's doing now), he would feel one with
the vastness of nature. If he were a pagan, he would have glimpses of the great green meadows that
would make him less dejected. He'd see wild mythological gods like Proteus, who can take many

shapes, and Triton, who can soothe the howling sea waves.

Suggested Reading

1. William Wordsworth in Context — Andrew Bennett, Cambridge University Press.

2. William Wordsworth’s Poetry: A Reader’s Guide — Daniel Robinson, Continuum
International Publishing.

3. Wordsworth, Commodification and Social Concern — David Simpson, Cambridge
UniversityPress.

4. The Cambridge Introduction to William Wordsworth — Emma Mason, Cambridge
UniversityPress.

5. Romantic Ecology: Wordsworth and the Environmental Tradition — Jonathan Bate,
RoutledgePublishing House.

6. ‘Cognition and Representation in Wordsworth's London’ — Mark J. Bruhn.
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7. ‘Wordsworth's Sentimental Naturalism: Theme and Image in "The World Is Too
Much WithUs” — Arnold B. Fox and Martin Kallich
8. ‘This Pleasant Lea’: Waning Vision in "The World Is Too Much with Us” — Edward Proffitt
9. ‘A New Reading of “The World Is Too Much with Us” — Karl Kroeber
10. ‘Glimpses" in Wordsworth's "The World is Too Much With Us" — Karl Ketterer
11.

Assignment

1. Why does Wordsworth invoke Milton in “London, 1802”*?

2. Wordsworth’s romantic apostrophization of Milton — the epitome of classicism,
creates a curious convergence of opposites at the heart of the poem. Discuss.

3. How does Wordsworth‘s use of imagery enhance the romantic appeal in the poem
‘London 1802’

4. Comment on Wordsworth‘s indictment of the ethos of materialism prompted among
citizensby the Industrial Revolution in “The World is Too Much With Us”.

5. Write an essay on Wordsworth‘s Romantic attitude towards Paganism in “The World
is TooMuch With Us”



Block |
Unit 4

The Poetry of Percy Bysshe Shelley

Content Structure

Unit 4 (a): Introduction to the Poetry of Percy Bysshe Shelley
Unit 4 (b): Study of Select Poems by P.B. Shelley:
“The Cloud” and

“Indian Serenade”

Objectives

This unit deals with the poetry of Percy Bysshe Shelley. He was one of the major Romantic Poets of
Nineteenth Century Romantic Movement in British Poetry. His revolutionary ideals as a Romntic poet,
major concerns in his poetry and his tragically short life — all these are major aspects, rather key ideas
to read Shelleyan poetic endeavour. The introduction to Shelley, as a poet and characteristics of his
poetry will helpthe learners to get an insight into the close reading of the two poems, namely ‘The

Cloud’, and ‘Indian Serenade’, which are in the syllabus.

Unit 4 (a): Introduction to the Poetry of Percy Bysshe Shelley

Percy Bysshe Shelley was born on 4 August, 1792 in Horsham, Sussex. His father was a member of
Parliament. He attended the University of Oxford, but he continued his study at Oxford University only for a year.
His radical thought and contradictory political views since his student life made him an outcast. Shelley married
Harriet Westbrook when he was only nineteen years old, but eventually his intense emotional attachment with
Mary Godwin made the marriage a futile one. After the suicide of his first wife, he married Mary Godwin, daughter
of the radical thinker of the age William Godwin. After marriage both of them travelled extensively. They went to
Italy. The natural beauty and peaceful life at Italy and Florence influenced Shelleyan thoughts. Some of his finest
poems have taken their origin during this time. On 8 July, 1822, just a month before his thirtieth birthday he was
drowned in a sudden storm on the Gulf of Spezia while returning from Leghorn to Lerici in his boat. In 1811 Shelley

published a pamphlet titled “The Necessity of Atheism’ which propagates anti-religious thoughts and immediately



it caused his expulsion from the Oxford University. The burning rage against society and accepted religious belief
which reflected in “The Necessity of Atheism” reverberate in all the works of Shelley in his later life. With time,
the spark of revolution which was nascent in his early pamphlet has taken shape of an angry rebel. The traces of
such anger and protest in order to rejuvenate the moribund custom of the dead society can be discerned in his
1813 publication titled “‘Queen Mab”. It is a visionary, long poem based on revolutionary ideals. Later he reworked
it and renamed as The Daemon of the World. Alastor or the Spirit of Solitude, The Revolt of Islam are long poems
on the Shelleyan revolutionary ideals. In 1821 Shelley composed a lyrical drama titled Prometheus Unbound where
the character of Prometheus becomes the symbolic representation of revolutionary spirit. The character of
Prometheus according to mythology is a rebel, who steals fire from heaven for the benefit of humanity. And as a
punishment for his wrong deed he was punished by Zeus. Zeus nailed him to a mountain in the Caucasus and sent
an eagle to devour his immortal liver, which constantly replenished itself. Based on this mythology of Prometheus,
Shelley composed his lyrical drama Prometheus Unbound. It becomes one of his masterpieces. In Shelley‘s
imagination Prometheus becomes the symbol of liberty, freedom and revolutionary zeal. Another remarkable
creation of Shelley is The Masque of Anarchy. It is a political poem. He penned it in 1819 as a reaction to Peterloo
massacre. Shelley’s other remarkable poems are “Ode to the West Wind”, “To a Skylark’*, “Ozymandias”, “Music,
When Soft Voices Die”. In 1821 Shelley composed the elegy Adonais to bemoan thedeath of John Keats. In 1822

Shelley was composing the long poem The Triumph of Life. His sudden death makes it an unfinished poem.

Shelley’s poetry breathes an ethereal aroma of lyricism. The lyrical aspect in Shelley’s poetry is merged
with idealism. Shelley is well known as a revolutionary rather than an indolent romantic. Shelley believes, a poet
IS someone who never sits in an ivory tower and thus keeps a detachment from the reality. Shelleyan perception
of a poet is someone who writes out of his lived experiences and his pen is the means of expressing personal
despondency and dissatisfaction about the injustices of the world. Shelleyan poetry articulates the deepest desire
of a rebel who wants to reform the dead customs and defunct society in order to create a society free from corruption
and injustices. For articulating his zeal for reforming the world Shelley employs series of images and symbols. He
is more a metaphor, symbolism and essence of revolution than a biographical entity. He is quintessentially a
visionary poet and a propagandist of Atheism. His revolutionary fervor has been radiated in these well known
poems like ‘The Cloud’, ‘Ode to the West Wind’, and The Revolt of Islam. In hismajor poems like ‘Ode to the West
Wind’, ‘To a Skylark’, ‘The Cloud’ and ‘Ozymandias’ Shelley employs a major symbol in each of these poems
and it is the rich meanings proliferating from his symbols that provide thequintessence of his visions. Each time he
attributes on a natural object the symbolic meaning of his prophetic vision. For example, in the “Ode to the West
Wind” it is the west wind which is a personified version of the universal spirit. It is deathless and powerful. It
simultaneously destroys and preserves. It has a dual role to play. The west wind destroys the old, dead, objects of

nature in order to usher in rebirth or rejuvenation. Shelleygoes on to such an imaginative vision that in his vision



the west wind becomes a symbolic representation of a rebel in human society. Shelley is speaking out eloquently
with exquisite flow the principles of destruction, preservation and the revolutionary ideas in ‘Ode to the West
Wind’. In ‘The Cloud’ the deathless universal spirit is being represented through the metaphor of cloud, which just
like west wind is deathless. It has a changing nature, but it never dies. In ‘To a Skylark’ the bird Skylark becomes
the metaphor of eternity and beauty which can transcend the destructive power of time. The bird’s song brings in
the troubled earth the nectar of happiness and beauty. Here Shelley reiterates the eternal quest of a man who craves
for immortality. In Shelleyan vision, the Skylark becomes the embodiment of eternity and immortality. The bird’s
song enchants the entire world. Like a poet, the bird spreads its message of eternity through its song, while
itremains invisible. The bird’s song like a spark of happiness catches every human being‘s troubled self. Thus, it
spreads the nectar of beauty and happiness in the world. Shelley employs various metrical patterns in his poetic

endeavour to suit the purpose of his message in his craft.

Unit 4 (b): ‘The Cloud’

Text of the Poem

| bring fresh showers for the thirsting flowers,
From the seas and the streams;
I bear light shade for the leaves when laid
In their noonday dreams.
From my wings are shaken the dews that waken
The sweet buds every one,
When rocked to rest on their mother's breast,
As she dances about the sun.

I wield the flail of the lashing hail,
And whiten the green plains under,
And then again | dissolve it in rain,

And laugh as | pass in thunder.

| sift the snow on the mountains below,
And their great pines groan aghast;

And all the night 'tis my pillow white,

While I sleep in the arms of the blast.

Sublime on the towers of my skiey bowers,



Lightning my pilot sits;
In a cavern under is fettered the thunder,
It struggles and howls at fits;
Over earth and ocean, with gentle motion,
This pilot is guiding me,
Lured by the love of the genii that move
In the depths of the purple sea;

Over the rills, and the crags, and the hills,
Over the lakes and the plains,
Wherever he dream, under mountain or stream,
The Spirit he loves remains;

And 1 all the while bask in Heaven's blue smile,

Whilst he is dissolving in rains.

The sanguine Sunrise, with his meteor eyes,
And his burning plumes outspread,
Leaps on the back of my sailing rack,
When the morning star shines dead;

As on the jag of a mountain crag,
Which an earthquake rocks and swings,
An eagle alit one moment may sit
In the light of its golden wings.

And when Sunset may breathe, from the lit sea beneath,
Its ardours of rest and of love,

And the crimson pall of eve may fall
From the depth of Heaven above,
With wings folded I rest, on mine aéry nest,

As still as a brooding dove.

That orbed maiden with white fire laden,
Whom mortals call the Moon,
Glides glimmering o'er my fleece-like floor,
By the midnight breezes strewn;

And wherever the beat of her unseen feet,



Which only the angels hear,
May have broken the woof of my tent's thin roof,
The stars peep behind her and peer;
And | laugh to see them whirl and flee,
Like a swarm of golden bees,
When | widen the rent in my wind-built tent,
Till calm the rivers, lakes, and seas,
Like strips of the sky fallen through me on high,
Are each paved with the moon and these.

| bind the Sun's throne with a burning zone,
And the Moon's with a girdle of pearl;

The volcanoes are dim, and the stars reel and swim,
When the whirlwinds my banner unfurl.
From cape to cape, with a bridge-like shape,
Over a torrent sea,

Sunbeam-proof, I hang like a roof,

The mountains its columns be.

The triumphal arch through which I march
With hurricane, fire, and snow,

When the Powers of the air are chained to my chair,
Is the million-coloured bow;

The sphere-fire above its soft colours wove,

While the moist Earth was laughing below.

| am the daughter of Earth and Water,
And the nursling of the Sky;
I pass through the pores of the ocean and shores;
| change, but I cannot die.
For after the rain when with never a stain
The pavilion of Heaven is bare,
And the winds and sunbeams with their convex gleams

Build up the blue dome of air,

I silently laugh at my own cenotaph,



And out of the caverns of rain,
Like a child from the womb, like a ghost from the tomb,

| arise and unbuild it again.

Analysis of the poem

Shelley composed the poem in 1820. ‘The Cloud’ is a major 1820 poem written by PercyBysshe
Shelley. ‘The Cloud’ was written during late 1819 or early 1820, and submitted for publication on 12
July 1820. The work was published in the 1820 collection Prometheus Unbound: A Lyrical Drama, in
Four Acts, With Other Poems by Charles and James Ollier in London in August 1820. The work was
proof-read by John Gisborne. There were multiple drafts of the poem. The poem consists of six stanzas
in anapestic or antidactylus meter, a foot with two unaccented syllables followed by an accented
syllable. The poem in first stanza describes the activities of the cloud. It brings fresh showers for thirsty
flower, It provides shade for the leaves. It showers down upon the buds. The cloud brings hail that
covers the green land with a snowy coat. In the second stanza various activities of the cloud is described.
It disturbs the snow on the mountain tops thus allowing pine trees to grow. At night, the cloud makes a
pillow with snow and sleeps in the arms of the storm. The lightening guides the cloud over water and
land, as it is attracted by its love for the genii. The cloud in its journey enjoys the smile of the blue sky.
The third stanza catalogues the cloud‘s relationship with the sun. The cloud says that the red coloured
sun, with its large eyes and burning feathers embraces the cloud. With the sunset the cloud rests like a
dove, sitting in its nest with a folded wings. In the fourth stanza the cloud describesits relationship with
the moon. At night, the moon guides the cloud over the soft, silken floor of cloud. In the next stanza
the cloud describes the way in which he restricts the moon and the sun. It restricts the sun’s throne with
a bright circle. It spreads its canopy over the sea and thus protects it from excessive sun ray. In the
concluding stanza the cloud describes its origin. It is the daughter of Earth and water. He passes through
the pores of ocean and sea. It change but it cannot die. It creates rain and falls down on earth in the
form of rain drops. And from the sea the deep moistures form the shape of cloud. The unending process
of creation and reformation and destruction go on in nature. The cloud is powerful elemental force of
nature which remains unaffected in this continuous procedure of creation and destruction. Just like the
west wind or the skylark, in this poem —The Cloudl , the cloud is shelleyan metaphor for the
rejuvenative spirit of nature. It is the universalspirit which is deathless and powerful. It has a dual role
to play. It sustains the earth by creating rain and nourishing plants. It protects the water sources by
covering them below its canopy, so that their moisture cannot be evaporated by the sun beam. It creates
snowy cover in the mountain region to keep natural balance. Simultaneously, it performs the role of

a destroyer. In the lightening it smiles like a almighty emperor. It creates deep chasm in the sky
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with the fire of lightening. It is the harbinger of storm. It brings fresh rain to rejuvenate the thirty earth
with lush vegetation. “I change, but I cannot die” this phrase in the concluding stanza of the poem
is a very powerful assertation. It is indicative of the nature of the cloud. It is an elemental force. It may
undergo through the evolutionary process of flux and mutability, but it cannot die. It can metamorphose
into some other element, but its spirit is immortal.
“I silently
laugh at my own cenotaph,
And out of the caverns of rain,
Like a child from the womb, like a ghost from the tomb,

I arise and unbuild it again.”

In this section of the poem, the cloud complacently claims to be amazed seeing his enormous
power. Like a monarch who is pleased seeing his vast kingdom, the cloud cherishes his sovereignty
among all natural objects. Therefore, his ‘laugh’ seeing his own cenotaph is a gesture of complacency
in his part. In the last two lines of this section, Shelley employs a series of extended similes in order to
find suitable imagery to describe theinvisible but powerful nature of the cloud. In this section Shelley
compares the cloud to an unborn child and a ghost. The unborn child and the ghost images are powerful
enough to establish a point of similarity with the cloud. Like a ghost in a tomb, the cloud remains
invisible, but his existence is felt through its actions. Like an unborn child also, the cloud remains
hidden in the sphere of sky, but its existence cannot be denied. In Shelleyan prophetic vision, the cloud
becomes an extended metaphor for a rebel and the mind of the artist. Shelleyan emphasis on the
invisible aspect of the cloud’s entity and the powerful actions which validate its existence on the
universe compel one to think of James Joyce’s definite of an artist, who remains invisible like a God in
his creation. His existence is being revealed through his created works. Thus, like a mind of the artist,
the cloud remains invisible but its existence is revealed through its works. The cloud is also symbolic
of a revolutionary. Just like a rebel, it is powerful enough to enchant the entire world by its zeal for
rebirth. The rebel remains invisible, but it is his visions and words that spread the fire from one corner
of the world to another. Like the cloud, the rebel is performing a dual role. It perishes the defunct
custom of the dead society. Simultaneously, it spreads the message of rebirth in the entire world. He
needs to destruct the old habits and conventions in order to build a new society based on the principles
of equality and justice. The cloud is the embodiment of revolutionary spirit, which can change its form
but it never dies. In human world if you look at the revolutionary principle and the history of revolt,
you will see over time the leaders die, but their messages and spirits never die. Their revolutionary

fervor has mesmerized innumerable disciples of those leaders. And after the death of one leader, it is



the disciples who go on with the dream of their chiefs to materialize their visions of establishing a
society based on justice and equality. Through the metaphor of the cloud, Shelley goeson proclaiming
the necessity of destruction in order to recreate and rebuild something new. The poem endswith
typical optimism of a revolutionary mind who tolerates dark winter in an obdurate manner with the
promise that someday the spring would come. The deathlessness or immortality of the cloud itself is an
affirmation of the Shelleyan hope that if winter comes, the spring cannot be far behind. The poem is
composed in anapaestic metre. In the stanzas there are variations of trimetre and tetrameter. The poem
with its powerful symbols and imagery, its concern with the motif of rebirth and regeneration, and its

wonderful lyricism ultimately becomes one of the masterpieces of Shelleyan genius.

Unit 4 (b): “The Indian Serenade”

Text of the Poem
| arise from dreams of thee

In the first sweet sleep of night,
When the winds are breathing low,
And the stars are shining bright:
| arise from dreams of thee,
And a spirit in my feet
Hath led me—who knows how?

To thy chamber window, Sweet!

The wandering airs they faint
On the dark, the silent stream—
The Champak odours fail
Like sweet thoughts in a dream;
The Nightingale's complaint,
It dies upon her heart;—

As | must on thine,

Oh, beloved as thou art!

Oh lift me from the grass!
I die! I faint! | fail!

Let thy love in kisses rain



On my lips and eyelids pale.
My cheek is cold and white, alas!
My heart beats loud and fast;—
Oh! press it to thine own again,
Where it will break at last.

Analysis of the poem

Shelley is well known for articulating his revolutionary zeal. In his perception, poetry is not only
an expression of an impassionate plea for liberty and reformation. Sometimes, to him, poetry is equally
a means of expression the gratitude of having a mortal birth; because this mortal existence provides
him opportunity to fall in love with the variegated beauty of the created, natural world. And sometimes,
as a mortal, his elation becomes unsurpassable when he feels his passion for the lady love. Indeed, it is
the divine magic of love which he savours through his visionary zeal like the nectar of heaven. Shelley’s
‘The Indian Serenade’ is one such example where Shelley articulates his happiness to experience the
nectar of love as he is passionately in love with his lady love. This sixteen line poem ‘The Indian
Serenade’ is actually a love lyric. Here the poetic persona passionately outpours his heart and effusively
celebrates his feeling of being in love with his lady love. This poem is about celebration of love. Here
love is being valorized as a panacea for the ailments of an unjust and dead world. The poem ‘The
Indian Serenade’ has few alternative titles, such as: ‘Song Written for an Indian Air’ or ‘Lines to an
Indian Air’. The poem is divided into three stanzas. The first stanza expresses the lovers feeling. He
awakes up in the night after having sweet slumber of the lady love. Theatmospheric stillness is
reflective of the poet‘s serenity and composure. After waking up from his sleep he isled by some
spirit towards the window of a chamber where his beloved rests. The second stanza deals with his
observation and description of the place near the beloved’s window. The sweet breeze soothes the
lover’s heart. The fragrance of Champak flower is wafting in the air. The fragrant air makes the darkness
embalmed. The fragrance of Champak is being compared to sweet thoughts in a dream. Shelley uses
the metaphor of nightingale who sings but its melody dies within its heart. The poet metaphorically
compares himself to a nightingale and his love for the beloved is nightingale‘s song. Therefore, he
suggests the idea of union of both the male lover and the lady love. Just like the merger of nightingale
and nightingale’s melody are united in a perfect harmony. In this context, it is worthwhile to remember,
Shelley in his prose “Defence of Poetry” calls the poet a nightingale who sits in the darkness and sings
to his heart’s content. It is his song which makes the world enchanted. The third and concluding stanza

of the poem has reached in a tonal crescendo. Near the window of the beloved, the male lover falls on



the ground. He desperately calls his beloved to come and lift him from the ground. Like a love-lorn,
fatigued soul the poet wants his lady love to shower upon him kisses in his eyelids and lips. He wants
the lady love to adore him with all the intensity, so that the loud heart beats of both the lovers merge
together in perfect harmony. The poem ultimately becomes an impassionate plea on part of a male lover
to his lady love for loving him. Love like a magic spell binds their souls together. The concluding
section of the poem, where the poetic persona craves for the physical intimacy of the lady love is a
sensuous description. Shelleyan description of the section echoes Keats’ perception of sensuousness.
The sensuousness that is being conveyed through the phrases like “Champak odor” and beloved’s Kisses
like the rain and the longing on part of the poet to get united with the beloved — all these make the poem
lyrical and romantic. In this poem Shelley’s expression of sensuousness reinforces his passion and

enchantment for the beloved.
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Assignment

1. Write a note on the symbolic implication of the cloud in the poem “The Cloud”.
2. Write a critical analysis on the poem “The Cloud”.
3. “The Indian Serenade” is a love lyric. Justify the validity of the statement.

4. Critically appreciate the lyric “The Indian Serenade”.



UNIT 5

Content Structure

Unit 5 (a): Introduction to the Poetry of John Keats
Unit 5 (b): Study of the Select Poems of John Keats:
“The Bright Star”

“To Autumn”

Unit 5 (a): Introduction to the Poetry of John Keats

John Keats till date remains one of the most curious younger Romantic poets in British literature
so far. His unsurpassable talent his quest for beauty and endless strive to find truth and an imagination
fired with sensuouscharm — all are hallmarks of Keatsean style and poetic endeavour. Keats was born
on 31 October 1795 at Moorgate London. His father is Thomas Keats, a hostler at the stables attached
to the swan and Hoop inn. His Mother is Frances Jennings. Keats was the elder of the four surviving
children in the family. His siblings are George, Thomas, and Frances or Fanny. The meager income of
his father caused young Keats to get accustomed to the sufferings and financial difficulties at a tender
age. The financial difficulty hampers his education as well. His parents simply lack that amount of
money to admit him in the reputed schools in London. They admitted him at John Clarke’s school at
Enfield. The liberal atmosphere at the school nourished the mind of young Keats but his education was
hampered by the sudden death of his father Thomas Keats. The four siblings were sent to Keats’
maternal grandmother Alice Jennings. Keats’ mother died when the poet was only fourteen years old.
Her sudden death left four siblings of Keats in the custody of his maternal grandmother Alice Jennings.
During that time Keats showed his interest in the study of medicine. His training in the medicine and
surgery somehow assured his maternal grandmother of Keats’ prosperous life in the future.In the
year1816 Keats got his apothecary license. This time he felt that his professional responsibilities caused
interruption in his passion for literature. This year ultimately he left his plan of pursuing medicine and
he firmly stated his desire to be a poet. Keats’ all masterpieces get published after his death. Therefore,
during his lifetime he never achieved the fame which was due to him. Keats’ remarkable works are his
odes: “Ode to Nightingale”, “Ode to Autumn”, “Ode to Psyche”, “Ode on a Grecian Urn”, “Ode to
Melancholy”. Apartfrom the remarkable odes he penned — “La Belle Dame Sans Merci>’, Lamia,
Isabella, “The Eve of St. Agnes” Hyperion, Fall of Hyperion. Keats’ health gradually deteriorates
due to tuberculosis. He died at the age of twenty five only. On 23 February, 1821 Keats died in Rome.




Keats’ Poetic Theory: Major Aspects in his Poetry

One of the major aspects in Keats’ poetry is the emphasis on sensuousness. He writes in his letter
to George,his brother “... For a life full of sensuousness rather than thoughts.” This statement
Keats made only to reinforce his love for sensuousness. He never mentions that any thought-
provoking ideal would not beincluded in his poetry. Recent scholarship on Keats has discovered and
established the fact that Keats is not only a sensuous poet or indolent romantic poet but also his poetry
harmonizes the sensuousness and thought in a finely balanced way. Thus Keatsean poetic endeavour is
a combination of both thought and sensuousness. Eminent Critic F.R. Leavis in Revaluation in 1947
writes that Keats is not a mere aesthete. His lifelong suffering and personal tragedies carried Keats’
mind through and beyond any mere voluptuousness into a tragicwisdom. It is based on his own
experiences. It is inclusive of all human suffering and agony that he observes inthe mortal world. In
Keats’ perception man is unique. He participates in two worlds: he lives in the world of nature but
perceives and develops significance beyond nature, which nature itself could never do. In fact, the major
theme in Keats’ work is the defeat of man at the hands of nature on one hand, but the human triumph
over nature through art on the “other”. Another problematic aspect in Keats’ poetry is his concept of
beauty. The relationship between truth and beauty in Keatsean understanding is complex. Critics like
Matthew Arnold, Robert Bridges, Mrs. Owen, and Colvin contemplates on this problematic aspect of
beauty in Keats’ poetry. The critics raise the question what is Keats’ understanding of beauty? Is it
purely physical by nature? If so thenthe entire poetic endeavour of Keats would be based on a narrow
vision and such interpretation of beauty in Keatsean poetry would shrink the value of his art. This
reading would establish the poet Keats as an indolent romantic who sits in the ivory tower and
remaining detached from the sorrows and agonies of humanity. But a close reading of Keatsean
understanding of beauty would reveal that beauty is not of physical nature to Keats. It is eternal quality
which he seeks in all the natural objects. Beauty to Keats is something related to the intellect and spirit
and it is grounded in the lived realities of the mortal self. For example when the poet was “half in
love with easeful Death” in “Ode to Nightingale” his quest for beauty and truth both get merged. This
perception of beauty is not physical by nature. It is the perception of happiness and bliss which
beautifies the agonized mortal self of the poet who is battered down by his personal tragedy in life.
Indeed the Nightingale’s song in this ode is the symbol of beauty. Interestingly this source of beauty
also becomes the source of truth. Both beauty and truth are inextricably coalesced in the concept of
eternity. Matthew Arnold points out in Keats’ poetry the yearning for beauty is another way a yearning
for truth. It is not the passion of a sensuous poet but also it is suggestive of spiritual and intellectual

passion of the poet. Middleton Murry is another critic of Keats and he believes that Keats is a poet of



intellect. Murry in his Essays in Keats: New and Old in 1939 writes that the sensuousness and aesthetic
mind of a dreamer both mingled in Keats’ poetry. Murry has spoken most extensively and more
eloquently for Keats as a poet of rare intellectual endowment and achievement. Murry in his book
mentioned that in the Spring of 1819 Keats’ speculation comes to a focus. Therefore his heart and mind
were finally in harmony, both instruments to the oneness of his poetic personality in its grappling with
realities, both willing to bow before life in acceptance. It is this self-abnegation even in opposition to
personal desire that Keats’ mind reaches near the understanding of William Blake’s philosophyof

self-annihilation.

Unit 5 (b): “The Bright Star”

Text of the Poem

Bright star, would | were stedfast as thou art—
Not in lone splendour hung aloft the night
And watching, with eternal lids apart,
Like nature's patient, sleepless Eremite,
The moving waters at their priestlike task
Of pure ablution round earth's human shores,
Or gazing on the new soft-fallen mask
Of snow upon the mountains and the moors—
No—yet still stedfast, still unchangeable,
Pillow'd upon my fair love's ripening breast,
To feel for ever its soft fall and swell,
Awake for ever in a sweet unrest,

Still, still to hear her tender-taken breath,

And so live ever—or else swoon to death.

“The Bright Star” is a sonnet written by Keats. The exact composition date of the sonnet cannot be
determined as Keats’ critics differ largely in the opinions about the composition date of the sonnet. It
is believed by critics like Andrew Motion and Robert Gittings that the sonnet had been composed
between 1818-1819. The sonnet was officially published in 1838 in the Plymouth and Devonport
Weekly Journal. It is declared by Keats’ scholars like Colvin and Gittings that immediately after the

informal engagement with Fanny Brawne Keats had composed the sonnet as a poetical expression of



his love for Fanny Brawne. In the fourteen line length of the sonnet Keats articulates the typical
sensuousness of a love-lorn, indolent, romantic soul and an earnest desire to crave for a life full of
sensuousness rather than of thought. Keats at the outset of the poem addresses the bright star. He
appreciates the loyalty of the star who keeps his vigil on the changing earth. The star from the sky keeps
on watching the changing natural beauty, the snowy valley, and the mountain tops, but, it remains
detached from the eventful world of humans where love flourishes and life is filled with the fragrance
of joy and companionship. From the sestet onwards there is a tonal shift in the sonnet. Throughout the
octave the sonneteer goes on praising the steadfast quality of the star. But from the beginning of the
sestet he goes on proclaiming that he would love to possess the steadfast quality of the star. But as a
romantic love-lorn self he cannot be able to retain the objectivity and detachment from the life and
living world. There is a change of toneof the sonneteer when he expresses his desire to be as steadfast
as the bright star. But he wants to remain loyal only in declaration of his love to his beloved. His loyalty
would be the soothing balm that would heal all his agonies. His love-lorn soul thus would be able to
heal by the soothing company of his beloved. Being pillowed upon his fair love’s “ripening breast>”
he wants to savour the beauty of life. The phrase “fair love’s ripening breast>> is very connotative.
The word “ripening”” implies a sense of continuity. The word “ripening>> stands in stark contrast with
the word “ripe” which is emblematic of end state of an object. The ripening breast of the fair love is a
kind of imagination of the poet lover who goes on feeling this heavenly blessing of being loved. His
intensity of passion and love for his beloved make him imagine the bosom of the beloved as ripening.
Michael Bakhtin is a Russian theorist who propounds the concept of “grotesque body”. According to
Bakhtinian theory the grotesque body is a type of body which always undergoes through the procedure
of alteration and mutability. A grotesque body is an unfinished body where always the growth and
developmentgo on. According to the perspective of feminist theory a female body is a grotesque one,
whereas, a male body is a static body. In a female body the process of alteration continuously go on. In
the phases of infancy, adolescence, adulthood, and motherhood a female body undergoes through the
radical process of alteration. Keatsean assertion and perception of “ripening breast>> of his fair
love can be read as a kind of acknowledgement on part of the romantic poet to express his
wonder and his sense of surprise realizing the beauty and mystery of the female body. Indeed this
adoration of the female body is also implicitly associated with the Freudian principles of Eros.
Precisely, the Eros can be defined as “life principle or love principle”. According to psychoanalytic
reading Eros is something which sustains life. The sonnet is operating on several binaries. The schism
between objectivity and subjectivity is clearly evident. The objectivity of the star signals the
indifference and detachment from the human world; contrarily, the personal involvement of the poet as

a love-lorn soul and his utmost desire to remain loyal to his love all these bear testimony to the poet‘s



subjectivism. The poem focuses on the aspects on flux, mutability, and eternity. The concluding part of
the sonnet deals with Keatsean perception of life and love. To the sensuous poet like Keats life and love
both exist in a symbiotic relationship. Life is being sustained by love and love is also sustaining life.
Therefore, love in Keatsean perception becomes a panacea for all the hurdles of life. Interestingly

this sonnet is not marked byany sense of conflict which is a hallmark of Keatsean style.

Unit 5 (b): “Ode to Autumn”

Text of the Poem

Season of mists and mellow fruitfulness,
Close bosom-friend of the maturing sun;
Conspiring with him how to load and bless
With fruit the vines that round the thatch-eves run;
To bend with apples the moss'd cottage-trees,
And fill all fruit with ripeness to the core;

To swell the gourd, and plump the hazel shells
With a sweet kernel; to set budding more,
And still more, later flowers for the bees,
Until they think warm days will never cease,

For summer has o'er-brimm'd their clammy cells.

Who hath not seen thee oft amid thy store?
Sometimes whoever seeks abroad may find
Thee sitting careless on a granary floor,
Thy hair soft-lifted by the winnowing wind;
Or on a half-reap'd furrow sound asleep,
Drows'd with the fume of poppies, while thy hook
Spares the next swath and all its twined flowers:
And sometimes like a gleaner thou dost keep
Steady thy laden head across a brook;

Or by a cyder-press, with patient look,
Thou watchest the last oozings hours by hours.



Where are the songs of spring? Ay, Where are they?
Think not of them, thou hast thy music too,—
While barred clouds bloom the soft-dying day,

And touch the stubble-plains with rosy hue;
Then in a wailful choir the small gnats mourn
Among the river sallows, borne aloft
Or sinking as the light wind lives or dies;
And full-grown lambs loud bleat from hilly bourn;
Hedge-crickets sing; and now with treble soft
The red-breast whistles from a garden-croft;

And gathering swallows twitter in the skies.

Analysis of the Poem

“Ode to Autumn” is being considered by scholars as one of the last poems written by Keats. Keats
has composed the ode in 1819. It is one of the great odes which Keats has penned in 1819. In this
ode Keats piles images on Autumn to represent it as one of the remarkable seasons of nature. In the
first stanza the poetis describing Autumn as a season of fruitfulness. The three stanzas of the ode
deal with three different aspects of the season Autumn: its fruitfulness, labour, and ultimate decline.
With the progression of the narrative in the poem the autumn is being represented as someone who
ripens fruits, creates music, and enhances the beauty and charm of the nature. The first stanza exposes
the beauty of autumn in its ripeness. The second stanza concentrates on the harvest and its amplitude
that make the autumn the most promising season of the nature. Its abundance of harvest makes it
appear as a season of mellowed beauty. The third stanza goes on describing the post harvest beauty
of the autumn when autumn is being represented in herpost harvest serenity and beauty. “Ode to
Autumn” is one of the subtle poems written by Keats. Quite interestingly critics have spoken about
others odes on Keats; but about “Ode to Autumn” very few critical writings can be traced. Keatsean
description of sensuousness is very explicit in the second stanza where the mellow beauty of Autumn
is being imagined as a fatigue of the woman after sensual satisfaction. Here the Autumn is being
described as the “close bosom friend of the maturing sun”. The association of autumn and the
maturing sun cause the ripeness of fruits and the fulfillment of the harvest. The creativity and
immediately after the creation or harvest the fatigue of the creator are being implied in this context.
Observing this many critics have considered the entire ode as a metaphorical way of expressing the

creative process of art. The entire poem is a perfect combination of imagery and symbolism which



give the sense of rhythm and musicality which are an inevitable part of the creative process. Like
many other Keatsean odes the “Ode to Autumn” is clearly based on conflicts. The schism between
maturity and death; beauty and its erosion; time and mutability also constitute major concerns in the
ode. Scholars have noted a number of literary influences on “To Autumn” from Virgil's Georgics, to
Edmund Spenser's "Mutability Cantos", to the language of Thomas Chatterton, to Samuel Taylor
Coleridge's "Frost at Midnight", to an essay on autumn by Leigh Hunt, which Keats hadrecently read.
“To Autumn” is thematically connected to other odes that Keats wrote in 1819. For example, in his
"Ode to Melancholy" a major theme is the acceptance of the process of life. When this theme appears
later in “To Autumn”, however, it is with a difference. This time the figure of the poet disappears,
and there is no exhortation of an imaginary reader. There are no open conflicts, and "dramaticdebate,
protest, and qualification are absent”. In process there is a harmony between the finality of death and
hints of renewal of life in the cycle of the seasons, paralleled by the renewal of a single day. Critics
have tended to emphasize different aspects of the process. Some have focused on renewal; Walter
Jackson Bate points to the theme of each stanza including “its contrary” idea, here death implying,
thoughonly indirectly, the renewal of life. Also, noted by both Bate and Jennifer Wagner, the
structure of the verse reinforces the sense of something to come; the placing of the couplet before the
end of each stanza creates a feeling of suspension, highlighting the theme of continuation. Others,
like Harold Bloom, have emphasized the "exhausted landscape™, the completion, the finality of death,
although "Winter descends here as a man might hope to die, with a natural sweetness". If death in
itself is final, here it comes with a lightness, a softness, also pointing to "an acceptance of process
beyond the possibility of grief.” The progress of growth is no longer necessary; maturation is
complete, and life and death are in harmony. The rich description of the cycle of the seasons enables
the reader to feel a belonging "to something largerthan the self", as James O' Rourke expresses it,
but the cycle comes to an end each year, analogous to the ending of single life. O'Rourke suggests
that something of a fear of that ending is subtly implied at the end of the poem, although, unlike the
other great odes, in this poem the person of the poet is entirely submerged, so there is at most a
faint hint of Keats's own possible fear. According to Helen Vendler, “To Autumn” may be seen as

an allegory of artistic creation. As the farmer processes the fruits of the soil into what
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sustains the human body, so the artist processes the experience of life into a symbolic structure
that maysustain the human spirit. This process involves an element of self-sacrifice by the artist,
analogous to the livinggrains being sacrificed for human consumption. In “To Autumn”, as a result of
this process, the "rhythms" of the harvesting "artist-goddess" "permeate the whole world until all visual,
tactile, and Kkinetic presence is transubstantiated into Apollonian music for the ear," the sounds of the
poem itself. In a 1979 essay, Jerome McGann argued that while the poem was indirectly influenced by
historical events, Keats had deliberately ignored the political landscape of 1819. Countering this view,
Andrew Bennett, Nicholas Roe and others focused on what they believed were political allusions
actually present in the poem, Roe arguing for a direct connection to the Peterloo Massacre of 1819.
Later, Paul Fry argued against McGann's stance when he pointed out, "It scarcely seems pertinent to
say that "To Autumn' is therefore an evasion of social violence when it is so clearly an encounter with
death itself [...] it is not a politically encoded escape from history reflecting the coerced betrayal [...] of
its author's radicalism. McGann thinks to rescue Keats from the imputation of political naiveté by

saying that he was a radical browbeaten into quietism".

More recently, in 2012, a specific probable location of the cornfield that inspired Keats was
discussed in an article by Richard Marggraf Turley, Jayne Archer and Howard Thomas, which
draws upon new archival evidence. Traditionally, the water-meadows south of Winchester, along
which Keats took daily leisurely walks, were assumed to have provided the sights and sounds
of his ode. Marggraf Turley,Archer and Thomas argue that the ode was more directly inspired
by Keats's visit to St Giles's Hill—site of a new cornfield—at the eastern extremity of the market
city. The land, previously a copse, had recently been turned over to food production to take
advantage of high bread prices. This new topography, the authors argue, enables us to see hitherto
unsuspected dimensions to Keats's engagement with contemporary politics in particular as they

pertained to the management of food production and supply, wages and productivity.

In his 1999 study of the effect on British literature of the diseases and climates of the colonies,
Alan Bewell read "the landscape of “To Autumn™ as "a kind of biomedical allegory of the coming
into being of English climatic space out of its dangerous geographical alternatives." Britain's
colonial reach overthe previous century and a half had exposed the mother country to foreign
diseases and awareness of the dangers of extreme tropical climates. Keats, with medical training,
having suffered chronic illness himself, and influenced like his contemporaries by "colonial

medical discourse", was deeply aware of this threat.

According to Bewell, the landscape of “To Autumn” presents the temperate climate of rural

England as a healthful alternative to disease-ridden foreign environment. Though the "clammy"
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aspect of "fever"”, the excessive ripeness associated with tropical climates, intrude into the poem,
these elements, less prominent than in Keats's earlier poetry, are counterbalanced by the dry, crisp
autumnal air of rural England. In presenting the particularly English elements of this environment,
Keats was also influenced by contemporary poet and essayist Leigh Hunt, who had recently
written of the arrival of autumn with its "migration of birds", "finished harvest", "cyder [...]
making" and migration of "the swallows", as well as by English landscape painting [1] and the
"pure” English idiom of the poetry of Thomas Chatterton.

In “To Autumn”, Bewell argues, Keats was at once voicing "a very personal expression of desire
for health" and constructing a "myth of a national environment". This "political" element in the
poem, Bewell points out, has also been suggested by Geoffrey Hartman, who expounded a view

of “To Autumn” &"an ideological poem whose form expresses a national idea".

Thomas McFarland, on the other hand, in 2000 cautioned against overemphasizing the
"political, social,or historical readings" of the poem, which distract from its "consummate surface
and bloom". Most important about “To Autumn” is its concentration of imagery and allusion in its
evocation of nature, conveying an "interpenetration of livingness and dyingness as contained in

the very nature of autumn".
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Critically analyze the sonnet “The Bright Star”.
Write a note on the major aspects of Keats’ poetry.
What are the major concerns of “To Autumn”?

Write a short note on the poetic theory of John Keats.
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Unit 6(a): British Drama of the Romantic Period

English Romanticism, it is generally admitted, produced novels, essays and poems that rank among
the highest products of English literature. Yet in one branch of creative literature, the drama, it failed
signally. The drama has seldom passed through a more barren period than that in which the brilliant
Romantic writers of the early nineteenth century won their reputations. The general student of literature,
if he reflects on this condition at all,generally explains it to his own satisfaction by saying that the age
was interested chiefly in poetry and that the poets did not care to write drama. This explains nothing,
however, for there is no reason why a lyric poetcannot also be a dramatist, as in the case of many of
the Elizabethans. Moreover, the romantic poets were not indifferent to drama. Almost without
exception they attempted to write it and failed. Somewhere within themselves or within the general
spirit of the age there were conditions that inhibited this brilliant group of English writers from
achieving the dramatic success which they desired and which might superficially be expected of them.

Anyone considering this situation from a purely theatrical point of view might be inclined to
account for it solely on the ground of technical deficiencies. Undoubtedly many of the plays in question
did have conspicuous structural weaknesses, as Dr. W. S. McNeill has shown by detailed analyses in
his History of the English Drama from 1788-1S32. Technical craftsmanship was somewhat beneath the

study of a Romantic genius. In writing Otho the Great, for instance, Keats merely supplied the poetry



for the speeches as his friend Brown sketched them out, a plan which required and demonstrated no
more technical knowledge of drama on Keats's part than did the writing of The Eve of Saint Agnes. The
best of the Romantic dramas, Shelley's The Cenci, may be taken as fairly typical in its structural
weaknesses. This play has been subjected to detailed analysis in three doctoral theses, to practical
examination by several theatrical producers who considered staging it, and to actual test by the Shelley
Society's production of the play in 1886. The conclusions have varied somewhat in detail, but have
practically agreed in general import: the play has been found to be over- motivated in minor parts,
insufficiently motivated in the character of Count Cenci, dejected by Cenci's death, and almost devoid
of progression except for the scenes centering about Cenci's death and Beatrice's trial. As Shelley's
clear-headed friend, Peacock, remarked, it is unquestionably not a work for the modern Eng lish stage”,
and this would be true even if there were no other faults than structural ones. Yet the structural
inadequacy of this and many other plays is far from affording a satisfactory explanation of the general
failureof the Romantic writers as dramatists. Structural defects are often an accidental rather than
a fundamentalcause of failure in the drama. Often they are due to initial ignorance and are overcome
by practical experience. Moreover, the theatre of the early nineteenth century frequently accepted plays
that were structurally weak. The Romantic writers were not all as ignorant of the stage as Shelley.
Some of them had excellent opportunities for acquiring the technique of the stage, had it been in them
to do so. Charles Lamb knew the stage through constant attendance and wrote dramatic criticism. Byron
was an even more regular playgoer andduring 1815 was one of the three directors of the Drury Lane
Theatre. Probably the inspiration and the impatience of restraint which characterized the Romantic
writers made it especially easy for them to slight the exacting technical requirements of the stage. The
guestion is one of temperament rather than of accidental ignorance. Even so, there were two Romantic
poets, Coleridge and Byron, who had sufficient technique to attain the stage and hold it for considerable
runs. Technical incompetence is, at best, therefore, only a very partial explanation of the failure of the
Romantic dramatists, because it is neither an insuperable handicap nor was it common to all the writers

in question.

Neither can a common explanation be found in lack of interest due either to the debasement of
thestage and its audience or to the prevalence of non-dramatic types in the literature of the period. A
good play might fail to achieve popular success as a result of these conditions. These conditions might
also account for an author's unwillingness to write for the stage, but they cannot account for ineptitude
and inadequacy in the playsthat were written. Dr. McNeill quotes several writers, including Scott and
Byron, in strong condemnation of contemporary audiences and concludes that this partly explains the
failure of the great literary figures of theday to become interested in the drama. This lack of interest,
however, is more easily assumed than demonstrated. If writing drama is any proof of interest in the

drama, the best poets and essayists of the daywere almost unanimously interested. Wordsworth and



Southey each wrote one drama; Coleridge wrote three; Scott, five and one dramatic sketch; Keats, one
and a fragment; Godwin, two; Byron, seven and a fragment; Shelley, four and several fragments; and
Bed does, Lamb, Landor and Proctor also wrote dramas or dramatic sketches. Not a few of these writers
essayed the stage. Wordsworth tried to get The Borderers accepted and failed; Shelley had the same
experience with The Cenci, and Coleridge's Osorio was at first rejected but was later staged with
considerable success as Remorse. Scott's The House of Aspen was refused. Godwin and Lamb
succeeded in getting plays accepted only to see them promptly damned. Keats's play was declined, but
Proctor achieved a stage success with Mirandola. Byron pro tested that his plays were not written to be
acted, but most of them reached the stage and were acted with some success. Plainly the Romantic

writers were not uninterested in drama; they were merely, as a group, unsuccessful with it.

Unit 6 (b): An Introduction to S.T. Coleridge

Samuel Taylor Coleridge is the premier poet-critic of modern English tradition, distinguished for
the scope andinfluence of his thinking about literature as much as for his innovative verse. Active in
the wake of the French Revolution as a dissenting pamphleteer and lay preacher, he inspired a brilliant
generation of writers and attracted the patronage of progressive men of the rising middle class. As
William Wordsworth’s collaborator and constant companion in the formative period of their careers as
poets, Coleridge participated in the sea change in English verse associated with Lyrical Ballads(1798).
His poems of this period, speculative, meditative, and strangely oracular, put off early readers but
survived the doubts of Wordsworth and Robert Southey to become recognized classics of the romantic

idiom.

Coleridge renounced poetic vocation in his thirtieth year and set out to define and defend the art as
a practicing critic. His promotion of Wordsworth‘s verse, a landmark of English literary response,
proceeded in tandem with a general investigation of epistemology and metaphysics. Coleridge was
preeminently responsible for importing the new German critical philosophy of Immanuel Kant and
Friedrich von Schelling; his associated discussion of imagination remains a fixture of institutional
criticism while his occasional notations on languageproved seminal for the foundation and development
of Cambridge English in the 1920s. In his distinction between culture and civilization Coleridge
supplied means for a critique of the utilitarian state, which has been continued in our own time. And in
his late theological writing he provided principles for reform in the Church of England. Coleridge‘s
various and imposing achievement, a cornerstone of modern English culture, remains an incomparable

source of informed reflection on the brave new world whose birth pangs he attended.
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Samuel Taylor Coleridge was born on October 21, 1772 in the remote Devon village of Ottery St. Mary,
the tenth and youngest child of Ann Bowdon Coleridge and John Coleridge, a school-master and vicar
whom he was said to resemble physically as well as mentally. In vivid letters recounting his early years
he describes himself as “a genuine Sans culotte, my veins uncontaminated with one drop of Gentility.”
The childhood of isolation and self-absorption which Coleridge describes in these letters has more to
do, on his own telling, with his position in the family. Feelings of anomie, unworthiness, and incapacity
persisted throughout a life of often compulsive dependency on others.

A reader seemingly by instinct, Coleridge grew up surrounded by books at school, at home, and in his
aunt‘s shop. The dreamy child’s imagination was nourished by his father’s tales of the planets and stars
and enlarged by constant reading. Through this, “my mind had been habituated to the Vast—& | never
regarded my senses in any way as the criteria of my belief. | regulated all my creeds by my conceptions
not by my sight—even at that age.” Romances and fairy tales instilled in him a feeling of “the
Great” and “the whole.” It was a lesson he never forgot. Experience he always regarded as a matter
of whole and integrated response, not of particular sensations. Resolving conflicted feelings into whole
response occupies much of his best verse, and his developed philosophical synthesis represents a
comparable effort of resolution.

A year after the death of his father in 1781, Coleridge was sent to Christ’s Hospital, the London
grammar school where he would pass his adolescence training in Hebrew, Latin, and Greek, at which
he excelled, and inEnglish composition. His basic literary values were formed here under the tutelage
of the Reverend James Bowyer, a larger-than-life figure who balanced classical models with native
English examples drawn from Shakespeare and Milton. While Wordsworth was imitating Thomas
Gray at Hawkshead Grammar School, Coleridge was steeping in this long tradition of distinguished
writing, learning to compose on Bowyer’s principles. These included an insistence on sound sense and
clear reference in phrase, metaphor, and image: literary embroidery was discouraged. So were
conventional similes and stale poetic diction. Coleridge’s later development as a poet may be
characterized as an effort to arrive at a natural voice which eschewed such devices. Critical of the
rhetorical excesses of the poetry of sensibility which prevailed at the time, he would join forces with

Wordsworth in promoting “natural thoughts with natural diction” (Biographia Literaria, chapter 1).

Charles Lamb’s evocative portrait of “Christ’s Hospital Five and Thirty Years Ago” (1820)
suggests what a hothouse environment the school was at the time. The student population included boys
who went on to important careers in letters, church, and state. Even in such company Coleridge
stood out unmistakably: “Come back into memory, like as thou wert in the day-spring of thy fancies,

with hope like a fiery column before thee—the dark pillar not yet turned—Samuel Taylor
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Coleridge—Logician, Metaphysician, Bard!—How have | seen the casual passer through the
Cloisters stand still, entranced with admiration (while heweighed the disproportion between the
speech and the garb of the young Mirandula), to hear thee unfold, inthy deep and sweet intonations,
the mysteries of Jamblichus, or Plotinus (for even in those years thou waxedst not pale at such
philosophic draughts), or reciting Homer in his Greek, or Pindar—while the walls of the oldGrey
Friars re-echoed to the accents of the inspired charity-boy!” The opening notes of awe and eventual
disappointment are characteristic, but the portrait of the artist as a young prodigy is more disturbing
than Lambadmits. The vatic voice was already alive to its social possibilities, the sole resource of an

isolated personality.

At Christ’s Hospital, Coleridge acquired an exalted idea of poetry to match this waxing voice. From
Bowyer hewould learn that “Poetry, even that of the loftiest and, seemingly, that of the wildest odes,
had a logic of itsown, as severe as that of science.” The comparison of poetry and science was an
important one, leading to hismature definition of the art as a form of composition whose immediate
aim was pleasure while science wasconcerned first of all with truth. Yet poetry arrived at truth in its
own way, and that way was “more difficult,because more subtle, more complex, and dependent on
more, and more fugitive causes.” The logic of sciencewas derived from pure reason; the logic of
poetry depended on human understanding, which was anything butpure. Understanding belonged to
the world of sensation, generalization, and language, and through it poetry was committed to ordinary
human experience. Hence it was a tangled condition. The words of the common tonguekept the poet

in touch with this common world.

Poetry as living speech, poetry as act of attention: the commitments of Christ’s Hospital encouraged
fresh judgment on the state of the art, and on what rang true now. Pope’s couplets had begun to sound
contrived while the more masculine energies of Shakespeare and Milton were welling up in the
imagination of a generation of young writers. In the sonnets of the Reverend William Lisle Bowles, the
schoolboy Coleridge found a contemporary model whose voice struck him as “tender” yet “manly”
at once “natural” and “real.” These words are Coleridge’s own, and they describe his aspirations at
least as much as they do Bowles‘s fulsome versifications. Long after the model had lost its grip on him,
he would credit Bowles with drawing himout of a metaphysical daze, restoring him to “the love of
nature, and the sense of beauty in forms and sounds.”To the poet in his first flush, Bowles represented

the modern possibilities of “the more sustained and elevated style” in English verse.

At Jesus College, Cambridge, where Coleridge matriculated in October 1791, he composed a mass

of occasional poetry. Full of the rhetorical machinery of the middling verse of the period, and often
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cloying in sentiment, these early poems have little in common with the work of 1795 and after, on
which his reputation would be founded. They do not even show him developing in the direction of his
mature voice. Some of the phrasing of this college phase bears witness to the force of Milton‘s example
on the student’s impressionable ear. The backward ambience of Cambridge in the 1790s seems to have
retarded Coleridge’s muse, setting him to composing an arid (and ungrammatical) prize poem in Greek
(in summer 1792), while driving him to escape from “bog and desolation.” Reports of his college life
suggest that he was absorbing not only Greek texts but English political pamphlets at this interesting
moment. Edmund Burke’s Reflections on the Revolution in France (1790) had met the rising sympathy
for events in France with questions about the legitimacy and futureof the state. Coleridge is said by a
Cambridge contemporary to have consumed Burke’s various productions on first publication, reciting
them from memory to company at supper. His sympathies were broadly liberal— critical of William
Pitt‘s government and the slave trade, yet wary of the situation in France. He was active in defense of
William Frend, a Unitarian and Fellow of Jesus College who was expelled for publishing a pamphlet
advocating Peace and Union (1793). This episode marks the beginning of a convergence between
politics and poetry in Coleridge‘s career which is characteristic and important. He was never a
disinterestedobserver. His poetry participated in ongoing reactions to events at home and abroad,

and he recognized its vocation in this public setting.

On the basis of seemingly contradictory responses, Coleridge has sometimes been depicted as a
turncoat who betrayed his original revolutionary sympathies. His poems suggest, and his lay sermons
of the period confirm, that his allegiance was always to an ideal of freedom, not to democratic
insurgency. The quality of his ambivalence did not prevent his speaking out in situations which
damaged his reputation among Burke’s party,his natural constituency. What sort of revolutionary would
enlist in the king’s army in this perilous moment? Coleridge did so on 2 December 1793 under an
assumed name, fleeing debts and discouragement at college.He was rescued by family and friends
after serving locally for some five months. Escape, servitude, and retreat would become a familiar
pattern in Coleridge’s life. The Fall of Robespierre was a collaboration undertaken with Southey, whom
he met at Oxford in June 1794, while on a walking tour from Cambridge. With Southey he hatched
another escape route, a utopian scheme for immigration to America, where a small group was to found
a commune on the banks of the Susquehanna in Pennsylvania. The ideals of Pantisocracy, as they called
their project, involved shared labor and shared rewards. Servitude in this setting was exalted as
“aspheterism,” a Christian selflessness. “Religious Musings” envisions the dismal historical world

which they hoped to escape, as well as their aspiration:

‘Tis the sublime of man,



Our noontide majesty, to know ourselves
Parts and proportions of one wondrous whole!
This fraternizes man, this constitutes
Our charities and bearings!

Pantisocracy occupied Coleridge’s energies and continued to influence his sense of vocation for
some timeafter the scheme*s collapse in 1795. A communitarian ideal remained essential to his writing,

as to the life he now proposed to live.

For he left Cambridge, without taking a degree, in December 1794, in the midst of this
communitarian enthusiasm and was soon thrown back on his own resources. In the course of the next
year, Coleridge delivered a series of lectures on politics and religion in Bristol, where Southey had
connections. He considered various journalistic enterprises and made influential friends, including
Joseph Cottle, a local publisher, who was interested enough in his poetry to advance him living expenses
against copyright. The volume of Poems on Various Subjects (including four sonnets by Lamb and part
of another by Southey) which Cottle would publish in 1796 represents a rite of passage. Behind him,
the young author’s school verse, sonnets, and rambling effusions trace a course of aimless poetasting.
Before him, in “The Eolian Harp” (included in the 1796 volume as “Effusion xxxv”’) and in “Religious
Musings” (which concluded the volume), something is stirring. The former, addressed to Sara Fricker,
whom he married in Bristol on 4 October 1795, looks forward to the conversational line which he would
develop and share with Wordsworth. The latter, on which he claimed in a letter to “build all my poetic
pretensions,” is an affirmation of Christian principle in troubled times. Both poems are broadly

communitarian in aspiration.

Coleridge expanded on “Religious Musings” over the next two years. A section of it was
published as “The Present State of Society” in The Watchman, a periodical which Coleridge conducted
through ten issues (1 March-13 May 1796). Its contents were various, including reports from
Parliament, foreign intelligence, and responses to current issues. The loaf was leavened with bits of
poetry, some of it the editor’s own. The Watchman failed despite Coleridge’s strenuous efforts to enlist
subscribers, but it bears witness to his seriousness of purpose. This conjunction was where Coleridge
staked his claim. Poetry as a vatic art in the service of a general social revival: the restless England of
George I11, reeling from the shock of American and French revolutions, was surely prepared to listen.
The scientific and political culture which had emerged in the 1770s was gaining force among the
dissenters, Unitarians in particular, whom Coleridge cultivated in and around Bristol. They were his
constituency and his means of support. He spoke to them in sermons andlectures, through The



Watchman and also, as he hoped, through his verse.

His move with Sara to Clevedon, Somersetshire, along the Bristol Channel, in October 1795 was
a change ofair though not of social context. From here he continued his attack on the king and his
ministers, returning occasionally to Bristol to lecture or walking to Bridgewater to speak at the Unitarian
chapel. At his cottage he wrote “The Eolian Harp,” a meditative poem different in every way from
“Religious Musings” and the real inauguration of his mature voice. In its primitive form, as the effusion
of 1796, it reflects the conflict between natural response “the sense of beauty in forms and sounds,” as
he put it in the Biographia Literaria—and higher responsibility. Nature as an animated, omnipresent
life force, a benevolent companion, is memorably characterized through the image of the wind harp,
which is identified with the poet’s “indolent and passive brain.” Poetic imagination is simply an
instrument of this Nature, one “organic harp” among others in its universal symphony. In the
exemplary setting of the new life he was undertaking, the claims of enlightenmentthinking succumbed
to faith.

The “Eolian Harp” establishes the terms of this important conflict, which was not simply
intellectual butbroadly social in implication. For pantheism was associated with the progressive
scientific culture for whichthe empirical world of nature was simply reality itself. A personal God had
no empirical reality. Unitarians andvarious sorts of deists adhered to a divinity which was known
through sensation: a Nature god of sorts. Thiswas Coleridge’s intellectual milieu, and he tried out its
ideas in his Bristol period. Yet his enduringcommitments showed through. The community espoused
in the conclusion of “The Eolian Harp” is not theegalitarian utopia of scientific aspiration, but “the
family of Christ.” The ideals of Pantisocracy triumph overthe temptations of the new science. In
his extensive correspondence of the period Coleridge proclaimedhimself a Necessitarian for whom
everything had a place in the divine scheme. “The Eolian Harp” shows howthe lure of an alternative
vision of human experience dominated by sensation could provoke an equal and opposite
reaffirmation of first principles to the contrary. A traditional faith was confirmed through temptation.
Community after the collapse of Pantisocracy meant a wife and family, impassioned friendships
based onshared concerns, and the company of kindred spirits. Thomas Poole, a prosperous tanner of
good family in thetiny Somerset village of Nether Stowey, became Coleridge’s closest associate in the
uncertain period following his return to Bristol in 1796. The arduous and ultimately futile enterprise
of The Watchman led him to seek asteady haven where he might work and write in sympathetic
surroundings. Supporting Sara and their newbornson, Hartley (born September 1796), was a priority:
“Literature will always be a secondary Object with me.”” There was something desperate in such a

resolution, and it proved hard to keep after their move to a smallthatched cottage in Nether Stowey
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at the end of 1796.

“This Lime-Tree Bower My Prison,”> composed from Poole’s cottage garden the next year,
relates to the community which he made there. Poole had proved a loyal friend and steady companion;
his patronage was crucial to the success of the resettlement. Wordsworth, whom Coleridge had met in
Bristol some time before, came to visit with his sister, Dorothy, and they soon occupied a substantial
house at Alfoxden, walking distance from Nether Stowey. Charles Lloyd lived at Coleridge’s cottage
for a time, providing steady income in exchange for tuition. Lamb, the old friend from Christ’s
Hospital, and the youthful Hazlitt joined Cottle and other Bristol connections to make up a real if
transient community of socially interested parties. All were writers at least by aspiration; all were
involved in the reformation of English values for which “romantic” has since come to stand. The

lives they were leading on the fringes of conventional society would become the subject of their work.

So it was in“This Lime-Tree Bower My Prison,”> which describes a walk some of them took
one day in Coleridge’s absence. The jealous Sara had spilled a pan of boiling milk on his foot,
excluding him from the company of Dorothy and William Wordsworth, as well as Charles Lamb, on a
jaunt in the surrounding spur of low hills—combes, in local parlance—the Quantocks. From his
confinement in the garden, he celebrates the pleasures of the natural world as seen from within this
harmonious community of like-minded individuals. The detailed evocation of their itinerary marks the
apogee of his response to landscape. In the end, the poet‘s imagination triumphs over his separation:
his bower reveals pleasures of its own; Nature is hospitable to human response. Sensation proves
adequate to human need; Nature is a providential resource against isolation. The poem’s conclusion

dwells on the joy of companionship in such a world.

Coleridge’s new community was instrumental in bringing him to such feeling, and to such
expression. This proved to be the most satisfying arrangement he would ever enjoy. It was the setting
of his verse breakthrough,of the annus mirabilis in which most of his enduring poems were written.
Here he built on the achievement of Clevedon, writing reflectively about his inner life in a social
environment which excited and encouraged the questions he was asking. Was the human place in nature
a merely passive one, comparable to the wind harp’s? Was natural beauty sufficient to our moral needs?
And more speculatively, what was the meaning of nature conceived as an organ of divine will? How

did this bear on our idea of society?

These questions haunt the reflective idiom which he developed in the course of this residence of a

year and a half at Nether Stowey, with storm clouds brewing on the horizon. The topographic realism
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of “This Lime-Tree Bower My Prison,”” reverts via Wordsworth’s An Evening Walk (1793) to
James Thomson and TheSeasons (1730), but the voice at work here is that of “a man speaking to
men,” in the parlance of the “Preface” to the 1800 edition of Lyrical Ballads. Speech replaces stale
poetic convention from the start. The character of the poet lies at the center of the exercise. The self-
consciousness of Wordsworth’s poetically premature ramble is turned to good effect in Coleridge’s
effort at something true to the occasion. The sense of occasion is conveyed in fresh blank verse, not the
rattling heroic couplets of Wordsworth’s first extended production. The prickly personifications and
moralizing eye of “An Evening Walk” are vestigially present in “This Lime-Tree Bower My Prison,>”
but the effect is not of conventional chatter. Coleridge’s diction is clear and direct for the most part, his

apostrophes natural to the drama of the situation which he develops.

Walking was more than recreation for the writers’ colony in the Quantocks. It provided the fresh
air which their assumptions required. If Nature were to be their muse, and the source of their living
values, it would have to be observed in all its sorts and conditions. Coleridge’s plan for an expansive
treatment in verse of the course of a brook from source to river shows how his walks in the nearby
combes contributed to his reflection on the human condition. “The Brook®” as he conceived it would
mix “description and incident>> with “impassioned reflection on men, nature, society.” He traced a
local stream to its wellsprings, recording occasional images in his notebook, but these are all that

survive of an ambitious and characteristic project of the period.

Wordsworth’s move to Alfoxden in the summer of 1797 stimulated further projects. At loose ends
Coleridge found in Wordsworth a catalyst for his thinking about poetry. The year following his friend‘s
move to the area would prove to be his most productive, and the beginning of a collaboration which
culminated in the Lyrical Ballads volume. On his own telling, his conversations with Wordsworth
during this year “turned frequently on the two cardinal points of poetry, the power of exciting the
sympathy of the reader by a faithful adherence tothe truth of nature, and the power of giving the
interest of novelty by the modifying colors of imagination.”The first point may be described as
Wordsworthian, the second as basically Coleridgean. Imagination was already one of his
preoccupations; he was interested in Erasmus Darwin‘s idea that “the excess of fancy is delirium, of
imagination mania.” Extraordinary states of mind, or casts of spirit, color his major poems of this period

of innovation, and the effects which he achieved through them have earned enduring recognition.

Most extraordinary of all, in the eyes of later readers, is “Kubla Khan,”> an opium-induced,
orientalizing fantasia of the unconscious. It is important to recognize that Coleridge himself claimed
nothing for this production’s “supposed poetic merits.”” He did not publish it until 1816, under financial
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pressure as usual and at the urging of Lord Byron, and only as an appendage to the more substantial
“Christabel,”> which Wordsworth had excluded from the second edition of Lyrical Ballads (1800).
The poem was not liked even then. As a “psychological curiosity” it was interesting to its author
mainly as evidence of a state of extreme imaginative excitement. “Kubla Khan’> had nothing to do
with the reflective idiom to which Coleridge was committed. It might be verse, but it was not good

poetry.

The story of its genesis is one of the prodigies of English literature. In the course of a solitary walk
in the combes near the Bristol Channel in the fall of 1797, Coleridge took two grains of opium for the
dysentery which had been bothering him for some time. He retired to an old stone farmhouse some
distance from Porlock, where he fell asleep while reading an old travel book, Purchase His Pilgrimage
(1613), by Samuel Purchase. He awoke hours later to record the extraordinary train of images which
arose during his opiated stupor. The act of composition was interrupted by a “person from Porlock”—
often conjured by later poets as afigure of life intruding on art—and it proved impossible to continue
afterward. Much ink has been spilled over these circumstances, but their oddity makes them generally

plausible, even considering Coleridge‘s habits of prevarication.

If they are significant at all it is because they epitomize his reputation as the truant phantast of
romantic legend.He did much to encourage it, certainly, but he lived to regret what his friends made of
him and to defend himself against charges of idleness and premature decay. The Coleridge
phenomenon, as it might be called, hasbeen recounted in every literary generation, usually with the
emphasis on wonder rather than disappointment, though sometimes—among moralizing critics, never
among poets—with a venom which recalls the disillusionment of his associates. Henry James’s story,
“The Coxon Fund” (1895), based on table talk of the genius who became a nuisance, is indicative of
both attitudes. The Coleridge phenomenon has distorted Coleridges real achievement, which was

unique in scope and aspiration if all too human in its fits and starts.

The compelling imagery of “Kubla Khan>> might be regarded as preparation for “The Rime of
the Ancient Mariner,” conceived soon after on a walk to the port of Watchet on the Bristol Channel in
the company of Wordsworth and his sister. Some time before, John Cruikshank, a local
acquaintance of Coleridge’s, hadrelated a dream about a skeleton ship manned by spectral sailors.
This became the germ of a momentous project in which Wordsworth acted as collaborator. The plot
was hatched on the walk, according to Wordsworth’s own later recollections, and it was he who
conceived of the tale of crime and punishment which Coleridge would treat, in Christian terms, as a

story of transgression, penitence, and atonement. Wordsworth also claimed to have suggested that the
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Old Navigator, as Coleridge initially called him, kill an albatross andbe set upon by the “tutelary
spirits” of Cape Horn, where the deed is done. He contributed some few lines of verse to the poem in

addition.

The collaboration on “The Rime of the Ancient Mariner>> is interesting on several counts. It
underlinesthe collective enterprise involved in the inauguration of the new poetic idiom which would
eventually be called Romantic. Creation of this kind is more than a matter of oracular power. It has
much to do with rational inquiry and exchange. Further, the episode gives some idea of the working
relations between Coleridge and Wordsworth at the moment when the scheme for Lyrical Ballads
(1798) was being hatched. Their constant companionship on walks, at Alfoxden and elsewhere, gave
rise to extended discussion of poetry present and past. Both proved open to suggestion; both grew as
poets through their conversations. Most of what is knownof this process is known through the Lyrical
Ballads volume and its later “Preface.” The conclusions which it expresses, in Wordsworth’s voice

more than Coleridge’s, have long been seen as foundations of modern poetry.

The genesis of the “Ancient Mariner” is more than the story of one poem. It is the story of a project.
In Coleridge’s own account of events, they decided on two sorts of poems for Lyrical Ballads : “In the
one, the incidents and agents were to be, in part at least, supernatural; and the excellence aimed at was
to consist in the interesting of the affections by the dramatic truth of such emotions, as would naturally
accompany such situations, supposing them real. And real in this sense they have been to every human
being who, from whatever source of delusion, has at any time believed himself under supernatural

agency.”

Lyrical Ballads was deliberately experimental, as the authors insisted from the start. The “Ancient
Mariner” pointed the way. The fact that it was a collaboration meant that both authors took
responsibility for the design of the experiment. This was more than a volume of poems from various
hands. The largely negative reviews which it excited on publication concentrated on the “Ancient
Mariner,” in part because it was the most substantial poem in the collection, but also because of its self-
consciously archaic diction and incredible plot. Southey described it in a dismissive (and anonymous)
review as “a Dutch attempt at German sublimity.” Elsewhere it was reckoned “the strangest story of a

cock and a bull that we ever saw on paper.” The character of the Mariner also caused confusion.

Despite the problems, the poem flourished on the basis of strong local effects—of its pictures of
the “land of ice and snow” and of the ghastly ship in the doldrums, in association with a drumming

ballad meter. Wordsworth frankly disliked it after the reviews came in, but Lamb led the way in
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appreciating its odd mix of romance and realism. It is perhaps as a poem of pure imagination, in the
words of Robert Penn Warren’s landmark reading that the “Ancient Mariner” has appealed. In this
respect among others it bears comparison with “Kubla Khan’’; they are usually classified, with
Christabel, as poems of the supernatural. All answer to the formula proposed for Coleridge’s
contributions to Lyrical Ballads: supernatural, or at least preternatural, phenomena dignified by
association with a human voice. For most readers this is the line of Coleridge’s verse that has mattered.
Whatever their liabilities of dramatic construction, the highly charged imagery of these poems has made
a strong impression. Its influence rings clear in Shelley and Keats in the next generation, and in
Tennyson, Browning, Rossetti, and Swinburne among their Victorian inheritors. In the title of W. H.
Auden’s Look, Stranger! (1936) the echo of the Mariner’s exhortation, “Listen, Stranger!,” from the

text of 1798, shows how far Coleridge’s oracular voice would carry.

Coleridge’s contributions to the Lyrical Ballads volume included a short piece from Osorio called
‘The Foster- Mother’s Tale,” and a meditative poem in blank verse, “The Nightingale,” as well as
“The Ancient Mariner.”” The collaboration with Wordsworth is perhaps most striking in their
development of the conversational idiom for which the subtitle of “The Nightingale, A Conversation
Poem, Written in April, 1798 provided a name. It was not the first of the conversation poems; these
are considered to begin from “The Eolian Harp” and to include “Reflections on Having Left a Place of
Retirement*” and “This Lime-Tree Bower My Prison”> among his earlier meditative verses. Coleridge
himself never distinguished them in this way, nor has Wordsworth’s poetry of the kind ever been
described as conversational. Yet the term has come to stand for Coleridge’s decisive innovation as a

poet and for his contribution to the formation of Wordsworth‘s voice.

It was at this moment of intense exchange that Coleridge wrote his most imposing conversational
verse, and that Wordsworth wrote “Lines Written A Few Miles Above Tintern Abbey,” his startling
initiation in the conversational idiom. Wordsworth‘s poem stands at the end of Lyrical Ballads rather
as the “Ancient Mariner’stands at the beginning. It stands out, a monument to the realized achievement
of the experiment. From the title, with its particularity about time and place, and the graceful discursive
manner, through the association of ideas and the praise of Nature to the address in the concluding stanza
to his sister, this poem is virtually a homage to Coleridge’s conversational manner. What Wordsworth

would make of the conversation poem is the story of the most distinguished poetic career of the period.

Their achievement in the developing conversational line has seemed more momentous in retrospect
than it did at the time. “Tintern Abbey” was noticed only fitfully in early reviews. Yet the example of

the conversation poems took where it mattered most, among the poets of the next generation and every
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generation since. Shelley’s “Julian and Maddalo™ (1818) represents an early effort to expand
on the possibilities of conversational verse. Matthew Arnold and T. S. Eliot in England and Robert
Frost in America elaborated variously on the conversational convention. The testimony of Charles
Tomlinson shows how the influence of Coleridge’s innovation has been transmitted by modern writers:
“The distinguishable American presences in my own work, so far as | can tell, were, up to then, Pound,
Stevens, and Marianne Moore, and yet, if through them the tonality sounded American, the tradition of
the work went back to Coleridge‘s conversation poems.” The meditative verse of Geoffrey Hill in the

same postwar generation rings changes on the Coleridgean originals of this line of modern verse.

Wordsworth made the conversation poem the vehicle of his celebration of enlightenment values:
of nature as spiritual home, of man as the measure of things. Coleridge’s conversational verse points in
the same direction under the influence of his great friend, yet it is deeply conflicted under the surface.
The conviction of a benevolent nature is compromised by mounting fears. In the earlier poems of the
kind these are indicated only indirectly. In “Frost at Midnight,”> composed from the front room of the
Lime Street cottage in the winter of 1798, the poet’s isolation drives him to test the resources of nature
conceived as a mediating agent. The poem dramatizes Coleridge’s sense of vulnerability in the face of
a threatening outside world. Part of this feeling must have come from the growing hostility of the
community in which he was living. Fear of a French invasion was widespread, and the outsiders were
suspected of democratic sympathies, even of collusion with the national enemy. Walking home from
Bristol, Coleridge heard himself described as a “vile Jacobin villain.”The spy sent by the government
found nothing much to report against him, but there was open mistrust of his motives and way of life.
Such testimony provides incidental evidence of social pressures which Coleridge expressed in “Frost
at Midnight” in an intensely personal way.

“Frost at Midnight” is the most psychodramatic of Coleridge‘s conversation poems even if the
conclusion is not really consistent with the imaginative process which gives rise to it. For it exposes
the deep fears behindthe passion for Nature conceived in this way, as an intentional agent and life
companion. “Religious meaningsin the forms of nature” practically defines the idea as Coleridge
understood it. In “Fears in Solitude,” written soon after, and the source of this fine characterization, the
sense of danger and vulnerability is directly related to political apprehensions. “Fears in Solitude”
shows Coleridge trying to associate the scenery around Nether Stowey with feelings for his country
without giving way to the government which he despised. It is an uncertain performance, rambling and

disjointed, yet interesting as a portrait of political conviction under pressure.

Despite the difficulties, this was a time of rare promise for the young writer. Wordsworth’s
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presence was catalytic. It was through the Lyrical Ballads volume that Coleridge’s voices,
conversational and “romantic,”” were developed and rationalized. Dorothy Wordsworth’s journal of
1798 shows how collaborative were all of their undertakings of this formative moment. Yet their
auspicious beginning was to prove the beginning of the end of Coleridge’s poetic powers. While
Wordsworth would carry on with the experiment for some ten years after that spring in the Quantocks,
his companion in the art was all but finished with it. Reasons for the divergence are bound to be
conjectures after the fact, but two at least remain worth considering. The collaboration turned out to be
a struggle for poetic primacy, and Wordsworth‘s personal domination eventually meant loss of
conviction—and loss of face—for his troubled colleague. There was room for only one strong voice of
this kind. Coleridge was drawn to other roles in any case, and to other causes. Poetry was his means,

not his vocation.

What was his vocation then? He is usually described as a man of letters—as the prototype of the
modern writerwho lives from his earnings as journalist, book reviewer, and jack of all literary trades.
Coleridge was provided, quite unexpectedly, a life annuity of 150 pounds sterling by Josiah and
Thomas Wedgwood, heirs to the pottery and friends of reliable standing. There were no strings attached.
The point was to free him of the routine material difficulties which were already closing in on him from
all sides. This was a godsend, but it also put Coleridge on his mettle. For he was now faced with the
imperative to choose and define a vocation for himself. Freedom imposes its own obligations, and
patronage remains patronage even without the strings. The imminent departure of the Wordsworths,
whose one-year lease at Alfoxden was not renewed in June 1798 due to local doubts about their
character, precipitated a personal crisis of sorts. The upshot was an extended residence in Germany,

separation from family and friends in Nether Stowey, and a change of direction.

Coleridge was drawn to Germany for its literary ferment and new learning. His residence of
some months atthe university in Gottingen exposed him to the earlier Germanic languages and
literatures and also to the new scriptural criticism which would change the face of modern theology.
He read Friedrich Gottlieb Klopstock and Gotthold Ephraim Lessing rather than Johann Wolfgang von
Goethe; enlightenment thinking—not Sturm und Drang—was the object lesson. Germany opened doors
whose existence he had hardly imagined. It was here that he learned the language sufficiently to
approach the critical philosophy of Immanuel Kant, which consumed his thinking from about 1800.
Gottingen supplied a working idea of language which he would turnto his own uses on his return. And
it involved him in historical inquiries—on the origin of the free farming class, for example—which he

communicated to his correspondents at home. The impression left by his notebooks and letters of this
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period of residence abroad is of unusual intellectual attentiveness.

The intellectual turn is what distinguishes Coleridge from others, including his friends William
Hazlitt and Lamb, whose activity as writers in the period was more clearly in the native grain. His
example was followed by De Quincey and Carlyle with differing emphases; “men of letters>> would
appear less apt to their cases than “literary intellectuals,” with the stress on fresh thinking.
Literature, or “polite literature’” as Coleridge sometimes called it, included the prose essay for all of
them. Verse and prose did not live separate lives; they were distinctive in means but not different in

ends as Coleridge explained them. Both gave scope to the same human understanding.

Coleridge rejoined his family in Nether Stowey in midsummer 1799, some time after having
returned from Germany. It was an uncomfortable homecoming on several counts. Wordsworth was
soon on his way to Dove Cottage at Grasmere in the remote north country, and Coleridge was not far
behind. There was trouble with Southey and a difficult leave taking from Thomas Poole. On his way
north he tarried in London as political correspondent for the Morning Post, writing a brilliant piece on
Pitt, the prime minister, showing what his own convictions counted for. For readers interested only in
the poetry, such topical work is bound to seem tedious; yet it represents the heart of Coleridge’s
commitment in the period when he was writing his best verse. His Essays on His Own Times (1850),
collected long after in three volumes, show how serious and capable a critic of society he was. The
promotion of his most personal and individualistic work by later readers has obscured his constant
attention to social arrangements and social ideals.

His move to Keswick in summer 1800 (not long before the birth of his third son, Derwent, on 14
September) represented a kind of retreat from the discouraging world of city politics and city life. The
Wedgwood annuity made it feasible, Wordsworth’s presence nearby practically inevitable. Lyrical
Ballads was to be republished in a new edition; Christabel was still unfinished, and here he added the
second part, with its altered landscape reflecting the scenery of Langdale Pike and “Borodale.” It was
a critical time in his professional transition. Wordsworth’s rejection of the still unfinished poem
contributed to Coleridge’s sense of personal incapacity. Hecame to feel that he was not a poet; not a
great poet, at least not like Wordsworth. Yet his valedictory ode, “Dejection,>” first composed as a
letter in 1802, shows him at the peak of his powers. Writing in the shadow of Wordsworth’s
“Intimations’” ode, Coleridge here cultivated a more colloquial delivery while remaining true to his
own muse. This is his magisterial conversation poem, the most compelling (though not the most

celebrated)achievement of his foreshortened poetic career.
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Coleridge was now on his own as never before, unsettled, constantly ill, searching for a way
through his difficulties. He decided at this time on a career as a critic, at first proposing “an Essay
on the Elements of Poetry / it would in reality be a disguised System of Morals & Politics—.” The real
orientation of his poetics is indicated here. It was refined but not fundamentally altered by subsequent
reflection and formulation. By 1804 he was calling the same project “On the Sources of Poetic
Pleasure—in which without using the words bad or good, | simply endeavor to detect the causes &
sources of the Pleasures, which different styles &c have givenin different ages, & then determining
their comparative Worth, Permanency, & Compatibility with the noble parts of our nature to establish
in the utmost depths, to which I can delve, the characteristics of Good & Bad Poetry—& the intimate
connection of Taste & Morals.—" The lectures delivered at the Royal Institution in 1808 on “The
Principles of Poetry>> apparently fleshed out this program, beginning from Shakespeare and
concluding “On Modern Poetry.” They were the first of several lecture series conducted by Coleridge
in the years 1808-1814. Their contents are known mainly from unreliable reports when they are known

at all.

The lectures of 1811-1812 on Shakespeare were influential in the general revival of interest in the
Elizabethan drama. Dr. Johnson‘s 1765 preface to his edition of Shakespeare’s works had defended
him as the poet of nature who held up a mirror to life and manners. Against this mimetic emphasis
Coleridge lay stress on Shakespeare’s expressive language and the psychological acumen associated
with it: “In the plays of Shakespeare, every man sees himself, without knowing that he does so.” A
more important legacy of the lectures on Shakespeare is the idea of organicism, which has deep roots
in his earlier critical reflection. In lecture notes on Shakespeare, Coleridge evokes organic form in terms
which mimic the contemporary German critic August Wilhelm Schlegel. The form of Shakespeare‘s
dramas grew out of his characters and ideas, on Coleridge’s telling; the old dramatic conventions did
not impede the conception. The structural variety of his plays—the seeming irregularities of The
Tempest, in particular—arose from expressive requirements. Organic form redeemed Shakespeare’s

unconventional dramatic constructions.

The importance of the organic metaphor and idea for later thinking about poetry can hardly be
exaggerated. The sense of the work of art as an organism, self-germinating and self-enclosed, pervades
modern writing and modern criticism. Coleridge’s elaboration on the idea of imagination in this period
owes something to the distinction of mechanic and organic form as well. His definitions of primary and
secondary imagination and of fancy have become canonical; they served I. A. Richards, notably, as a
theoretical basis of the — “semasiology>> which he proposed in 1935. This putative science of meaning
was meant to shore up the foundations of Englishas an academic discipline and proved influential not
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only at Cambridge but throughout the English-speaking world, including the United States, where it
provided impetus for the development of the New Criticism, as it was called. Treating Coleridge as a
provincial outpost of the new German critical philosophy of Immanuel Kant, English and American
readers have usually abandoned the complex record of his reading and response infavor of one or two
manageable ideas. The result has been general misapprehension about his orientation and commitments.
Coleridge does not make sense as a model of aesthetic reading despite the efforts of Richards and others

to bend him to this purpose.

What sort of reader was he, then? Moral and political, certainly, but something more. On his return
from Germany in 1799, Coleridge had undertaken “a metaphysical Investigation” of “the affinities of
the Feelings with Words & Ideas,” to be composed “under the title of ‘Concerning Poetry & the nature
of the Pleasures derived from it.””” The connection of his philosophical studies with his critical ambition
is important for understanding how Coleridge imagined the critical function. He was not interested in
judging writing by current standards. Conventional judgments of good or bad relied on unspoken
assumptions which he was concerned to test and modify, where appropriate, by the light of reason.
Adjudicating taste is the usual purviewof the “man of letters.” Coleridge was trying for something
more philosophical, of larger scope and bearing: “acting the arbitrator between the old School & the

New School to lay down some plain, & perspicuous, tho’ not superficial Canons of Criticism respecting

poetry.”

In the wake of the republication of Lyrical Ballads in early 1801 (with ‘1800’ on the title page),
Coleridge’s critical project became a protracted effort to come to terms with Wordsworth’s radical
claims in the “Preface” for a poetry composed “in the real language of men.” This was the “New
School” of “natural thoughts in natural diction in natural diction”: Coleridge’s own school despite his
differences with Wordsworth. His effort to make the case for the new verse in the teeth of pitched
hostility on the part of reviewers culminated in his Biographia Literaria (1817), where the “Old School”
is treated anecdotally in the opening chapters on the way to the triumph of Wordsworth’s voice. The
fifteen years between the “Preface” and Biographia Literaria were consumed with working through the
critical agenda which Coleridge set himself at the turn of the century. The process was a fitful, often
tortuous one. The metaphysical investigation assumed a life of its own, waylaid by deep plunges into
Kant and Schelling, among others. It culminates in the first volume of the Biographia Literaria with an
effort to provide rational ground for the critical exercise which follows in the second. His definition of
imagination remains an important part of his poetic legacy, nevertheless, since it underwrites the
development of a symbolist aesthetic still associated with his name though at odds with his enduring

commitments.



The thoughtful approach to Wordsworth in the second volume represents Coleridge’s
understanding of poetry at its best. His account of the Lyrical Ballads project challenges some of
Wordsworth‘s claims in the “Preface” to the second edition in a way which distinguishes the effective
from the peculiar in his verse. Readers have often taken Coleridge‘s theoretic pronouncements about
imagination as constituting his poetics, while the account of Wordsworth’s verse shows him applying
more conventional standards in new and thoughtful ways. This discussion of the new school in English
poetry includes a detailed treatment of the question of poetic language as raised by Wordsworth, and
it is Coleridge’s response to his positions in the LyricalBallads “Preface” that makes up the real
centerpiece of the argument. The defense of poetic diction in particular is important for
understanding his idea of poetry. Its roots lie in a long meditation on language, not ina philosophically
derived faculty of imagination.

This meditation on language occupied Coleridge occasionally during the years between his return
fromGermany in 1799 and the composition of the Biographia Literaria. Among projects which he
undertook duringthese long years of opium addiction, physical disability, and aimless wandering, The
Friend (1809) stands out for its originality and influence. After two years away, in Malta, Sicily, and
Rome, he returned to Keswick in 1806, separated from his wife (who had given birth to their daughter,
Sara, on 23 December 1802), lecturedand dilated, and finally settled on publishing “a weekly essay”
which ran from 1 June 1809 to 15 March 1810.The publication rose and fell by subscriptions, relying
on Coleridge’s name and reputation, and finallycollapsed under the weight of his private difficulties.
Eclectic in approach, broadly literary in style, its various essays remain worth considering for what they
indicate of the evolution of letters in the period. The Friend established a high discursive tone
which was influential among Coleridge’s inheritors, including Carlyle and Emerson, for whom it was

counted among his most valuable works.

In 1812 the Wedgwood annuity was reduced by half due to financial difficulties related to the war.
Coleridge continued to wander, staying with friends all over the kingdom and occasionally with his
family in Keswick. In1816 he published Christabel with “Kubla Khan> and “ The Pains of Sleep”
in a single volume; the next year his collected verse, Sibylline Leaves, appeared. He moved into the
house of Dr. James Gillman, a physician in Highgate, now a north London village, trying to cure or at
least to treat his opium problem. Here he would pass the remainder of his life, writing only occasional
verse while preparing philosophical lectures (delivered in 1818), revising the text of The Friend for
publication as a book, and collating the moral and theological aphorisms which appeared as Aids to
Reflection (1825). These were popular and influential in America as well as in England. Coleridge
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published a meditation on political inspiration in The Stateman’s Manual (1816) among other tracts on
subjects theological and political. On the Constitution of Church and State appeared in 1830;
Confessions of an Inquiring Spirit posthumously in 1840. He planned a comprehensive philosophical
synthesis which he was unable to realize, conjuring with a system which lived only in his constantly
working mind. The most finished text from among his philosophical papers was published in 1848 as
Hints towards the Formation of a more Comprehensive Theory of Life. The reconstruction of his

abortive synthesis is in progress.

Coleridge died in 1834 after years of personal discomfort and disappointment. A legend in his time,
he came tobe seen by friends and contemporaries as the genius who failed. The failure was largely
relative to early expectations, however, and to hopes defeated by disease and drugs. Despite everything,
Coleridge can still be regarded as a groundbreaking and, at his best, a powerful poet of lasting influence.
His idea of poetry remains the standard by which others in the English sphere are tried. As a political
thinker, and as a Christian apologist,Coleridge proved an inspiration to the important generation after
his own. Recent publication of his private notebooks has provided further evidence of the constant
ferment and vitality of his inquiring spirit.

Unit 7 (a): Publication History of Osorio and Remorse
Osorio (1797)
Subsequent to The Fall of Robespierre, Coleridge turned his creative energies toward poetry,

journalism, and political oratory, and might never have composed another play had he not in February
of 1797 received from Richard Brinsley Sheridan, the celebrated playwright, liberal Whig MP, and
manager of the Drury Lane Theatre, an invitation to compose for the London stage ‘a tragedy on some
popular subject’. The offer must have been as flattering to the young and relatively unknown Bristol
radical as it was exciting, given that a successful run at Drury Lane would be far more lucrative than
the pittance he was scraping together as lecturer,journalist, and poet. Moreover, the request suggested
a unique opportunity to disseminate his political and theological views in the great metropolis where
they might gain maximum exposure. Thus encouraged,Coleridge set to work for the ensuing seven
months on a drama entitled, Osorio, The Sketch of a Tragedy. Despite these incentives, however, the
writing proved arduous. Writing for the London stage meant addressing a more ideologically diverse
audience than the reform-minded group of provincial dissenters and radicals to whom he had pitched
his Bristol lectures (1795), The Watchman (1796), and demanding theologico-political poems like
‘Religious Musings’ (1794-6). He could not expect London theatre-goers to sympathize sounreservedly
with his anti-ministerial and anti-clerical views, nor could he assume that a manuscript expressingsuch

opinions would pass inspection by the Lord Chamberlain’s Examiner of Plays. The challenge was



especially severe during the period of Osorio‘s composition, given that threats of a French invasion and
recent naval mutinies among the Channel and North Sea fleets had galvanized popular support for the
government against its perceived enemies, Dissenters and radicals chief among them. Coleridge thus
needed to be quite clever if he were to succeed in evading censorship, yet still make his political

meaning intelligible and persuasive.

Coleridge met the challenge by attiring his political tragedy in the costume of a Gothic romance.
Set in sixteenth-century Granada during the Inquisition‘s expulsion of the Moors, Osorio describes a
rivalry between two brothers of Spanish nobility, Albert (the returning hero/outcast) and Osorio (the
villain/usurper), who vie for the affection of their foster-sister Maria, the heroine. The action turns on
Osorio‘s attempts to convince Maria that Albert has drowned in a shipwreck, though he believes
(mistakenly) that he has had Albert secretly murdered. Albert, however, has returned to Granada
disguised in the outlawed robes of a Moorish chieftain, and intends not to seek blood revenge, but to
force Osorio to feel remorse for his fratricidal intentions. In the denouement, Osorio finally recognizes
Albert as his brother but experiences self-loathing so intense that he begs for death and willingly
submits to his fate at the hands of a rebel band of Moors led by Alhadra, whose husband Osorio had
murdered. Numerous cues signal the play‘s Gothic posture. The setting in Inquisitorial Spain follows
the Gothic vogue for depicting Roman Catholic Southern Europe as the bastion of popery and

repression.

Italy and Spain in particular were commonly portrayed in terms of the foreign and forbidden—the
location of excessive passions, religious superstition, and dark intrigues carried out with ruthless
malevolence. Coleridge’schief villain, Osorio, fits the stereotype of the tyrant/usurper that populated
Gothic narratives. Together with Francesco the Inquisitor, another archetypal villain, Osorio forces the
heroine, Maria, to make the generic choice of ‘virtue in distress’, that of marriage without love or life
in a convent. The hero, Albert, conforms to the Gothic role of the returned outcast in the mold of Karl
Moor from Schiller’s The Robbers. Alhadra, Ferdinand’s avenging wife and leader of the Moorish
band, functions symbolically as the leader of the oppressed masses commonly portrayed in Gothic
narratives as outcast robber bands or banditti, such as those featured in The Robbers and William
Godwin’s ‘Jacobin novel” Caleb Williams. Finally, the play invokes the Gothic’s trademark aesthetic
of the sublime in its use of such stock topoi as the castle, the cave, and the dungeon, and in its
engagement with the supernatural through clairvoyant premonitions, prophetic dreams, and spiritual

channeling.

While Coleridge’s decision to employ the Gothic makes sense insofar as he would be meeting



demand for a popular form of entertainment, the choice nonetheless comes as something of a surprise
given his critical appraisals of the genre. In the Critical Review (February 1797) he decried Matthew
Lewis’s best-selling The Monk (1796) for its violent and sexual sensationalism and for its infidelity to
‘moral truth’, which he argued must ultimately be the criterion that sustains the reader’s interest.
Coleridge‘s reviews of Ann Radcliffe’s The Mysteries of Udolpho (1794) and The Italian (1797) were
hardly less censorious, though here his attackfocused on the tedious predictability of her trademark
device of the ‘explained supernatural’, which introducedmysterious events and spectral appearances

only to explain them away in the denouements by revealing their natural causes.

Moreover, the moral tenor of his remarks regarding the Gothic’s treatment of mystery was also
implicitly religious and political, for they were homologous with his Unitarian censure of ‘mystery’ as
the manipulative obfuscations practiced by the Anglican priesthood and by the Pitt ministry in their
attempts to maintain authority. In sum, Britain’s taste for the Gothic appeared to Coleridge as an

alarming symptom of an infirm nation grown addicted to sensationalism false forms of mystery.

Why then did Coleridge make such liberal use of the Gothic in Osorio? How are we to account for
the contradiction between his dramaturgical and critical practices? While the possibility that he was
willing to sacrifice principles for cash cannot be dismissed, the artistry of Osorio suggests another
reason—that his objections were not so much with the Gothic per se as with the ways in which it was
being employed. Additionally, the Gothic‘s popularity and frequent use as a vehicle for veiled political
commentary made it attractive. Though often set in the feudal past of a ‘forbidden’ foreign culture such
as Catholic Spain or Italy, Gothic romances were increasingly received in the politically charged
climate of the 1790s as obliqgue commentary upon contemporary events. How they reflected those
events from a political standpoint, however, was open to interpretation. Conservative appropriations of
the Gothic looked back nostalgically in the manner of Burke’s Reflections at a feudal past to argue for
the restoration of violated property rights and a perpetuationof the class and gender values of feudal
patriarchy. The radical Gothic, by contrast, asked its readers to condemn such a world and reform its
entrenched systems of inequality. By 1797 and the writing of Osorio, multiple interpretive possibilities
were available. If the Gothic romance was seen as a vehicle for exploring the question of what it meant
to be English in terms of one’s moral values, aesthetic taste, religious faith, and political heritage, then
it could be manipulated to suit Coleridge’s ambitions for propagating the tenets of Unitarian ideology.
Thus despite his critical misgivings, Coleridge found good reasons to employ the Gothic inhis tragedy:
its popularity increased the chances of success, its concern with ‘mystery’ provided an opening forhis
criticisms of the religious and political establishment, and its ideological ambiguity suggested a means
of encoding his radical politics and heterodox theology so as to protect the play from government



censorship, yet allow its messages to find audience.

Coleridge’s chief means of achieving these aims was to reverse Radcliffe’s explained supernatural
by creating scenes that expose false mystery but that then replace it with a ‘legitimate’ mysticism
deserving of reverence. We first see this in the play*s pivotal séance scene (II1.1), which closely followed
Schiller’s recently translated Der Geisterseher (1788, trans. 1795): seeming to suggest the triumph of
informed skepticism over base superstition, the audience is made aware at the beginning that Osorio
has employed an alleged ‘sorcerer’ (though unbeknownst to him this is Albert in disguise) to ‘channel’
Albert’s spirit in order to convince Mariaof his death. The sham backfires, however, for Albert’s
invocation has the effect of reducing Osorio to fits of paralyzing guilt, while it increases the swooning

Maria‘s sense of mystical connection with Albert’s ‘departed’ spirit.

The reversal also seeks to unsettle the audience. While Albert’s invocation of spirits is a Gothic
commonplace, his language echoes that of ‘Preternatural Agency’ and ‘Religious Musings’,
Coleridge’s most ambitious Unitarian poems. What particularly distinguishes Osorio’s
supernaturalism from the Gothic prototype is the ontological status of the ‘spirit” Albert summons from
an ‘innumerable company’ that encircle the earth, causing ominous whirlwinds and maelstroms,
commonplace symbols of apocalyptic retribution during the revolutionary decade. Coleridge’s major
poems of 1795-96 feature such spirits as ‘powers’ that animate the natural order and guide the
unfolding of human history toward its millennial destiny. These poems are concerned, moreover, with
the epistemological possibility of apprehending such powers and they valorize an ‘elect band of
patriot-sages’ (such as the Unitarian scientist and political radical Joseph Priestley) as the true seers of
the contemporary age, who have succeeded in reclaiming ‘Man’s free and stirring spirit that [otherwise]
lies entranced’. The spirit world Albert presumes to command thus recalls the natural world that
Coleridge‘s Unitarian poems find to be alive with spiritual powers that hold revolutionary potential,
and his invocation thus blurs the customary boundaries that distinguish the natural and the supernatural,
science and magic, the secular and the sacred. From this perspective, Albert’s persona as sorcerer
subsumes the roles of natural philosopher, metaphysician, theologian, and poet, the same combination
of identities that Coleridge hadbeen assimilating as his own since his move to Bristol in 1794 Albert’s
spiritual affiliations with nature supporthis moral vocation as one who seeks to reform rather than
avenge his murderous brother. One sees this, for example, in the soliloguy that Coleridge later excerpted
as ‘The Dungeon’ for Lyrical Ballads, where Albert expostulates upon nature’s ability, to quell rather
than inflame the impulse toward revenge, unlike incarceration. Like the elect of Heaven and Unitarian
Christ of ‘Religious Musings’, the ‘Despised Galilaean [who] Self regardless [...] Mourns for th*
Oppressor’ (PWI (CC), 174-5), Albert’s ability to commune with



‘Nature’s Essence, Mind, and Energy’ results in a refusal to ‘imbosom’ contempt or revenge. When
questionedby Osorio’s agents as to his identity, Albert cryptically replies that he is one who can ‘bring
the dead to life again’ (PW Il (CC), 87). At one level, the remark refers to his own status as one who,
though believed dead, will reveal himself to be alive in the play‘s denouement. At another, it bespeaks
his Christ-like intent to bring about his brother‘s spiritual resurrection. These multiple meanings
underscore the aptness of Albert’s chosen disguise as a sorcerer, that is as one who, though mortal,
‘sees into the life of things” more deeply than others, and by virtue of his participation in the divinity
of nature refuses hatred and vengeance.

The reversal of the explained supernatural in the séance scene thus aims at two effects.
Intratextually, it chastens Osorio’s smug materialism that would dismiss the possibility of a moral and
spiritual order while it also signals Albert’s eventual return from the dead as a living husband, brother,
and son. Extratextually, it linksAlbert‘s apparent identity as a conventional hero/outcast of Gothic
romance to a politically mysterious persona who uses the language of Coleridge’s Unitarian poems. A
second key instance of Coleridge’s reversal of the ‘explained supernatural’ takes place in the
denouement, where having revealed his true identity and Osorio’s fratricidal plot, Albert appeals to the
God of mercy on his brother’s behalf. Osorio, however, seeks divine retribution and begs for
punishment rather than salvation. His entreaty is immediately answered by Alhadra and her band of
Moors, who burst in to avenge the murder of her husband, Ferdinand. To his horror, Albert realizes not
only that his mission to secure Osorio‘s spiritual salvation has been thwarted, but also that his séance
performance has unwittingly contributed to Osorio‘s demise. His despairing final words, ‘O horrible!”
acknowledge these failures as the Moors carry Osorio offstage to his death and Alhadra delivers an
impassioned, curtain-closing soliloquy thanking ‘Heaven’ for its wise assistance in meeting extreme
despotism with extreme vengeance, and pledging her further assistance as an instrument of divine
retribution that would ‘shake the kingdoms of this world ... Till desolation seemed a beautiful thing’.
An audience accustomed to conventional Gothic dramas, in which good is ultimately rewarded and
evil clearly punished, could be expected to cheer Osorio’s downfall, but must also find itself puzzled
over Alhadra’s apparent triumph and Alberts failure peacefully to bring about his brother‘s spiritual

reformation.

It would be especially disconcerting given that Alhadra’s avenging band appears to conform to the
stock Gothic feature of the ‘crowd’, which as Ronald Paulson notes, had come to signify the threat of
revolutionary anarchy uncontained. Her curtain-closing soliloquy, however, takes on apocalyptic
overtones, suggesting that underlying the apparent disorder of crowd violence there operates the plan

of providence. Osorio’s conclusion thus fits the eschatological theme that Morton Paley has identified



in Coleridge’s writings in the 1790s where an early emphasis on millennial peace gives way to
preoccupation with God’s retributive vengeance. Albert’s stunned silence as Alhadra calls for a
cleansing of the established political and religious order mimes the astonishment that accompanies
the Burkean sublime. How far would the apocalyptic cleansing reach? Would itresult in a millennial
future for the peaceful ‘elect’ like Albert, or rather for religious militants like Alhadra? Does the healing
power of nature suggested by the example of Albert’s refusal to seek blood revenge win the day? Or do
the ending‘s apocalyptic overtones suggest that human society is so tainted by self-interest and so
doomed to fractiousness that only God‘s wrath can rectify it? Rather than provide Radcliffean closure,

the text does not decide.

Precisely why Sheridan pocketed the manuscript of Osorio, failing even to acknowledge its receipt,
is unclear, but Coleridge’s humorous remark to Thelwall is telling: ‘I received a letter from Linley, the
long & the short ofwhich is that Sheridan rejects the Tragedy—his sole objection is—the obscurity of
the three last acts” (CL 1: 213). Certainly the strategy of reversing the explained supernatural
jeopardized the play’s intelligibility, thoughto have made his political and theological beliefs explicit
would surely have meant rejection by the censors. Perhaps Coleridge hoped, that Osorio might
nonetheless communicate a plea for tolerance and Christian forbearance at a time when the fears of
clandestine enemies within, Dissenters and radicals in particular, were escalating. Perhaps given the
challenges he faced he felt it would be enough to create a hero merely suggestive of Unitarian values
with whom the Drury Lane audience might sympathize. The irony in this, however, is that the strategy
of advancing Dissenting ideology under the camouflage of the Gothic, were it known, undermines the
play’s of dispelling reactionary fears that Unitarians were covertly working to foment revolution. In
this sense, the tragic irony of Osorio is that it reveals how the censure of Unitarians, which had gained
momentum throughout the decade and had become particularly acute during the invasion scare of 1797,
became self- fulilling, for as objects of widespread distrust their cause could only advance by means of
dissimulation. Sheridan’s indictment regarding ‘the obscurity of the three last acts’ thus speaks more to
the nature of the undertaking itself than to Coleridge’s dramaturgical abilities. By attempting to
insinuate beliefs he dared not make explicit, his drama languished from an obscurity that was, after all,

its necessary condition.

REMORSE, A TRAGEDY (1813)

More than fifteen years separate the completion of Osorio from its reincarnation as Remorse, which ran
for twenty nights at Drury Lane in January of 1813 and netted Coleridge more in revenues than

all his otherliterary productions combined. While it is no small irony that the failure of nine months*



labor in 1797 should provide the foundation for his largest commercial success, it is all the more
surprising given the dramatic change in his political and religious views over the intervening years.
Coleridge renounced his Unitarianism in 1805 and increasingly sought to dismiss or deny his earlier
radical involvement, while over the same interval, his criticism of the Gothic as symptomatic of the
nation’s spiritual, moral, and aesthetic malady intensified and turned politically conservative: Gothic
drama, which he now called ‘Jacobinical drama’, was infecting the British body politic with morally
enervating ideas from the Continent by locating, goodness only in lower classcharacters and vice only
in aristocrats and prelates. Just as the ‘low’ art of the Gothic was usurping the ‘high’ tradition of
Elizabethan and Jacobean drama, so it inverted what Coleridge now took to be the natural social order.
Osorio’s resurrection as Remorse thus poses several interpretive problems: first, how is it that a play
rejected by Sheridan for its obscurity should later become one of Drury Lane’s more successful
productions? Was Sheridan merely mistaken, or did its positive reception reflect changes in the political
environment, or changes in theatrical taste, or changes in the manuscript, or some combination of these?
Second, how did Coleridge reconcile his conservative theological and political views with a play that
was rooted in the soil of his earlier heterodoxies, and how did he reconcile his critical hostility to
Gothic drama with Remorse’s Gothic credentials? Is Remorse an act of hypocrisy? J. D. Moore has
argued that the political ambiguity of the Gothic, especially with respect to its representation of the
central conflict between hero and villain, made it an easy matter to transform the aristocratic tyrant of
the ancien regime into the usurping tyrant of the new order. Whereas an audience in 1797 might have
interpreted Coleridge’s villain as representing William Pitt, his ministers, or his aristocratic supporters,
audiences in 1813 would be more likely to find the likeness of Napoleon. Moore also sees Remorse as
an attempt to elevate the Gothic’s aesthetic respectability through the aristocratic and moral valor of
the hero Alvar (Albert of Osorio). Thus, according to Moore, Coleridge saw Remorse as a corrective to
the ‘Jacobinical Drama’ he reviled, and as a positive example of what Gothic dramamight become when
crafted by morally and politically responsible playwrights. Yet while these explanations are surely
correct, they don’t go far enough. First, villainy in both plays is not so much political (signifying Pittor
Napoleon) as theological; the hero’s struggles are with a zealous Inquisitor and an atheistic materialist.
Second, whatever may be said about Alvar as a proper example of moral heroism may also be said of
Albert.In each case, the hero is an aristocrat who overcomes the temptation to seek revenge with a

Christ-like will to forgive his brother’s fratricidal transgressions and heal his diseased soul.

Several small but highly significant changes to Osorio’s manuscript suggest how Coleridge sought
to reshape Remorse so that it would coincide with his changed theological, political, and critical views.
In particular, the extraction of two short passages known as ‘The Foster Mother’s Tale’ and ‘The
Dungeon’ (appropriated as stand-alone pieces for Lyrical Ballads), and the diminution of Alhadra’s

character distinguish Remorse from Osorio to a greater degree than has been recognized. Critical



opinion that ‘The Foster Mother’s Tale” was easily omitted misses its structural and political role in
providing the psychological motivation for Maria tofree the sorcerer (the disguised Albert) from
incarceration in the dungeon, an act that sets up the final scene‘s revelations. Remorse struggles to fill
the gap left by its removal: Teresa (Maria in Osorio) leaves the séance determined to find Alvar’s grave
where she intends to join him by committing suicide. Inexplicably, however, we find that she has sought
out her Foster Mother in order to gain possession of the dungeon keys. In Osorio, Maria follows the
sorcerer‘s instructions to seek out the Foster Mother, who cooperatively provides the dungeon keys and
a tale that helps Maria make an intuitive connection between Albert and the sorcerer. Thusin addition
to its structural function, the passage associates Albert with the tale’s nature-boy protagonist and thus
reinforces Albert’s heterodox religious identity as a votary of nature and as the victim of political and
religious persecution. The piece thus works suggestively to underscore the play’s central themes—the
superiority of spiritualized nature as a moral guide, over the Established Church and the plight
(incarceration orescape to the New World) of those who dare to say so. The deletion of ‘The Foster
Mother’s Tale’ in Remorse thus generates a new political reading that, unlike Osorio, does not valorize
religious heterodoxy as the victim of Anglican tyranny. The removal of Albert’s prison soliloquy, ‘The
Dungeon’, has a similar effect, by calling attention away from a standard Gothic symbol of ancien
regime tyranny while also eliminating Albert’s eloquent claim (as in ‘The Foster Mother‘s Tale”) that
nature chastens and reforms the transgressor (whose transgressions are in any event the result of
‘ignorance and parching poverty’ perpetrated by aristocratic privilege) far more effectively than
incarceration (habeas corpus was in suspension) prescribed by the ‘pamper’d Mountebanks’ of the
judicial and ecclesiastical systems. The result is that Remorse offers a less theologically and politically
radical hero, one more likely to be seen as an Anglican victim of the traditional Catholic enemy or the
new breed of utilitarian atheists than as a Dissenter persecuted by the British government.

Coleridge also changes the political tenor of Remorse by diminishing the role and simplifying the
character of Alhadra, to whom he had given considerable attention in Osorio as a representation of the
masses oppressed under the ancien regime who were observed to have usurped the tyrannical roles of
their overthrown masters. As the victim of brutal incarceration at the hands of the Inquisition and having
witnessed her husband’s murderby Osorio, Alhadra has good reason to seek revenge, but demonstrates
instead a remarkably complex response,one that likely reflects Coleridge’s own ambivalence about the
course of the Revolution during Osorio’s composition. At times she feels impotent outrage, especially
when she considers her children’s fatherless future; at others a dutiful responsibility to her comrades
and to her religious principles to seek revenge. For a brief moment, she becomes receptive to a Christian
appeal for forgiveness urged by Albert’s close associate and moral surrogate Maurice, but then rejects
such ‘puny precepts’ as incompatible with ‘the soul of Man’, which rightly desires ‘Ambition, Glory,
thirst of Enterprize—/The deep and stubborn purpose of revenge’ (PWIII (CC), 137). At one point,



weary from persecution and the prospect of vengeance that she feels called uponto commit, she lapses
into a desire for oblivion that Coleridge referred to as his own ‘Brahman Creed’, in a letter to Thelwall
(CL 1: 350, 14 Oct. 1797). Coleridge might not have condoned Revolutionary violence, but in Alhadra
he demonstrates a sympathetic understanding of the dilemma faced by the oppressed. Eliminating these
scenes in Remorse makes Alhadra a less complex and less sympathetic character, and suggests a less
tolerant attitude toward the restive masses. Perhaps most significantly, he eliminates Alhadra’s curtain-
closing soliloquy that calls for apocalyptic vengeance and that appears to signal the defeat of Albert’s
aims at peaceful reform. Instead, Coleridge inserts for the stage version of Remorse a joyful family
reunion and gives Alvar the play’s final words—a pat moral that Heaven justly brings remorse to those
who ignore their conscience. Remorse thus offers closure where Osorio had refused it; whereas in the
earlier play, persecuted Unitarians needed to await a vindicating apocalypse, in the latter, the hero, now
more Anglican than Unitarian, experiences the certainty of triumph over the villain’s tyranny and
atheism.

The explained supernatural is re-reversed. Taken altogether, Remorse’s erasures of these key passages
in Osorio make it a less religiously heterodox, less politically radical and altogether less complex
drama. Perhaps this goes some way towards explaining its success, for Remorse gave its audiences the
exaggerated moral stereotypes and the final triumph of virtue over vice that they had come to expect.
Whether it succeeded in achieving the moral penetration of Elizabethan drama that Coleridge admired
is doubtful but by eliminating Osorio’s Dissenting voices, one may see how Coleridge sought to

reconcile Remorse with his censure of ‘Jacobinal Drama’.

Unit 7(b): COLERIDGE, SPINOZA AND REMORSE

Coleridge’s reception of Spinoza is interesting historically both for what it contains and for what it
does not contain. One of his most significant contributions to the intellectual life of nineteenth-century
Britain was to serve as a conduit, from German exegetes such as Johann Gottfried Eichhorn, of the so-
called higher criticism of the Bible. It might be taken as a sign of how thoroughly this historico-
philological analysis of scripture, which provoked the first anti-Spinozan polemics in England in the
1670s because it rejected the normative assumption of divinely inspired authorship, had been
assimilated by the early nineteenth century that Coleridge himself passed almost in silence over

Spinoza‘s seminal contribution, in the Tractatus theologico- philosophicus, to the development of the



higher criticism. But in fact Coleridge’s aim of reconciling contextualizing exegesis with a belief in
divinely inspired prophecy was incompatible with Spinoza’s consistent rationalism, which rejected the
possibility either of special knowledge on the part of the prophets or of any supernatural agency in the
composition of scripture. When he alluded to the Tractatus in the Aids to Reflection, Coleridge was
tellingly selective in his recollection, invoking Spinoza by way of differentiating theological mystery
from logical absurdity: “I abide by a maxim, which I learnt at an early period of my theological studies,
from Benedict Spinoza. Where an Alternative lies between the Absurd and the Incomprehensible, no
wise man can be at a loss which of the two to prefer” (338-39). Coleridge was probably referring to
Spinoza’s refutation of the claim that scripture never expressly contradicts itself (Opera 3: 184), but he
could not have endorsed Spinoza’s conclusion in the same chapter of the Tractatus that reason and
theology have separate domains, the former concerned with truth and wisdom (ratio regnum veritatis,
& sapientiae), the latter with piety and obedience (Theologia autem pietatis, & obedientiae). Although
Coleridge was careful to specify, in the work of biblical hermeneutics composed in 1824 and published
posthumously under the title Confessions of an Inquiring Spirit, that he understood inspiration not as
divine dictation but as the revelation of the truths that the scriptural writers expressed of their own
accord and by their own means, even this qualified affirmation of inspired authorship implied, as
Coleridge himself acknowledged, the “inappellable authority” of “whatever is referred by the sacred
Penmen to a direct communication from God”.

Equally noteworthy, if unsurprising, is the absence in Coleridge’s response to Spinoza of
reference to the programmatic concerns that are now identified with the radical Enlightenment, such as
the advocacy of religious tolerance, freedom of speech, and democracy. These political commitments
will have been no more congenial to Coleridge, as his disillusionment with the course of the French
Revolution gradually hardenedinto a reactionary conservatism, than the uncompromising rationalism
of Spinoza’s biblical interpretation. Hence the restrictedness of Coleridge’s interest to the
metaphysical aspects of Spinozism, by which term Imean a congeries of monistic philosophical
systems which he or others of his time happened to label Spinozistic, not excluding Spinoza’s. Although
he shared with radical Enlightenment figures some of their enthusiasm for Spinozism, the narrow focus
of Coleridge’s attention, especially with respect to the Spinozan corpus itself, was more characteristic
of his late-Enlightenment and Romantic-era contemporaries in Germany whose responses to Spinoza
were shaped by the so-called Pantheismusstreit, the prolonged controversy of the 1780s and 1790s
involving many prominent German intellectuals, including Moses Mendelssohn, J. G. Herder,Goethe,

and indirectly Kant.

As for my title, the word ecumenical has two principal meanings: the more general one is belonging
to the whole world, while the more specific one is belonging to the whole Christian world, or



universal church. Ishall address the question of how Spinoza was, as interpreted by Coleridge,
ecumenical in the narrower sense. Throughout the first three decades of the nineteenth century,
Coleridge sought repeatedly to identify Spinoza inone way or another with Christianity and to rescue
him from the prolonged anathematization that already bythe end of the seventeenth century had made
his name synonymous with the word atheism. Lecturing on philosophy in London in March 1819,
Coleridge informed his auditors that “the theologic hatred of his name is one of the most
incomprehensible parts of philosophic researches; for Spinoza was originally a Jew, and heheld the
opinions of the most learned Jews, particularly the Cabalistic philosophers. Next, he was of the most
pure and exemplary life, and it has been said of him, if he did not think as a Christian, he felt and acted
likeone” (Lectures 1818-1819 578-9).

To be sure, Spinoza’s early biographers had given some licence to the attempt to associate him
with Christianity: Johann Colerus, whose biography was reprinted in the edition of the works that
Coleridge annotated (Spinoza, Opera omnia 2: 591-665), quoted Spinoza’s reassurance to his Lutheran
landlady that her religion was a good one and she needed no other to be saved (Colerus 41-42),
while Pierre Bayle, in his Dictionary, reported that Spinoza had “publicly profest Christianity, and
frequented the Assemblies of the Mennonites, or those of the Arminians of Amsterdam” (2799). In the
Tractatus theologico-politicus Spinoza himself, albeit in an exposition of scripture, referred to Jesus as
Christ and to his teachings as the assumption ofdivine wisdom in human nature (Opera 3: 20-21),
thereby prompting his correspondent Henry Oldenburg to request a clarification of his Christological
views (Opera 4: 304).

But as Coleridge will have known at least by November 1813, having read and extensively
annotated a set of the Opera omnia which included the correspondence with Oldenburg, Spinoza
understood the resurrection of Christ to be merely allegorical (Opera 4: 328), and confessed that the
notion of the Incarnation seemed no less absurd to him than the squaring of a circle (Opera 4: 309).
Moreover, Coleridge never claimed that Spinoza had actually been a practising Christian, or that his
metaphysics were finally conformable to Trinitarianism— on the contrary, he observed consistently
and regretfully that they were not. Indeed, this was the case even before the year of his most intensive
study of Spinoza: when, for example, he borrowed the Opera omnia from his friend Henry Crabb
Robinson in November 1812, Coleridge, according to Robinson’s diary, “kissed Spinoza’s face at the
title-page, said his book was his gospel, and in less than a minute added that his philosophy was, after

all, false... Did philosophy commence in an IT IS instead of an I AM, Spinoza would be altogether



true; and without allowing a breathing-time he parenthetically asserted, ‘I, however, believe in all the

doctrines of Christianity, even of the Trinity’”” (Robinson 1: 112).

All the stranger, then, that Coleridge should have sought to mitigate Spinoza’s supposed errors on
the grounds of his proximity to Christianity, as he did in his philosophical lecture of March 22, 1819:
“And if we come at last to the man‘s own professions and service, I have no doubt they were [sincere];
... that not only the immediate publishers of Spinoza’s writings, but that Spinoza did think that his
system was identical with but that of Christianity, on so subtle a point that at least it was pantheism, but
in the most religious form in which itcould appear” (Lectures 1818-1819 580). Why the importunate
appeals to his Christian mode of life; the fierce denunciations of his detractors as less Christian, or at
least no more orthodox, than Spinoza himself; the insistence that “that right Track was glimmering
before him, just as it pleased Heaven to remove®> (SWF 610)—which suggests a certain
carelessness on the part of the infinite intellect? The most plausible answer, | think, is to be found in

Coleridge’s conflicted attraction to philosophical monism.

Though large in number and diverse in medium—notebooks, manuscript fragments, marginalia,
letters, public lectures, published books—Coleridge’s comments on Spinoza are relatively restricted in
content and remarkably consistent. Their interest consists less in their exegetic value, for indeed they
do not constitute a sustained analysis of the philosophical writings, than in their illustration, on the one
hand, of the complexity of Spinoza’s Rezeptionsgeschichte and, on the other hand, of a fundamental,
unresolved conflict of Coleridge’s own intellectual life. To the extent he sought to assimilate Spinoza
to Christianity, or at least maintained that the two were not absolutely incompatible, Coleridge
confirmed the applicability to himself of the observation he attributed to an unnamed Englishman of
his acquaintance: “I never yet knew a single person, whom Spinoza had ever converted to his way of
thinking; but I know half a dozen at least who have converted Spinoza to theirs!” (SWF 620).

Coleridge’s view of Spinoza remained consistently conflicted and characterized by special
pleading from about1803 to his death in 1834, as Richard Berkeley has observed (Coleridge 41-42).
But he had become interested in Spinoza even earlier, certainly by the late 1790s, when he was
espousing Unitarianism and consequently had no reason to be preoccupied with Spinoza’s relation to
Christian orthodoxy. The evidence from this period is somewhat sparser than for the richly documented
later years of Coleridge’s life, and seemingly contradictory. A letter of July 30, 1797, in which
Coleridge tells Robert Southey that he is “sunk in Spinoza” and remains “as undisturbed as a Toad in
a Rock” (CL 1: 534), implies that he was reading the philosopher’s works at that date, whereas a letter
of June 7, 1800, to the chemist Humphry Davy implies that he was planning to do so but had not yet



had the opportunity. When, in a letter of Christmas Eve 1799 to Southey, Coleridge professes himself
a Spinozist, he does so jokingly: “My Spinosism (if Spinosism it be and I’ faith “tis very like it) disposed
me to consider this big City [Bristol] as that part of the Supreme One, which the prophet Moses was
allowed to see” (CL 1: 551). Eighteen years later, in an anecdote about the government spy sent to
monitor him and Wordsworth in the summer of 1797, Coleridge again made a joke of his Spinozan
interests, but this time in order to insinuate the insignificance of his former political radicalism: “At first
[the spy] fancied, that we wereaware of our danger; for he often heard me talk of one Spy Nozy, which
he was inclined to interpret of himself, and of a remarkable feature belonging to him; but he was
speedily convinced that it was the name of a manwho had made a book and lived long ago” (BL 1:
194). Admittedly that anecdote is too contrived to be entirely plausible, although the spy of course was
real and the feeble pun on Spinoza‘s name had appeared inColeridge’s notebooks as early as 1799 (CN
1: 422).

However unreliable the evidence from Coleridge himself concerning his early engagement with
Spinozan or Spinozistic thought, it is supplemented by that from Clement Carlyon, an Englishman who
met Coleridge in Gottingen in 1799 and described their conversations in the first volume of his
autobiography of 1858. Not only were “the doctrines of Spinoza™ said “to prevail . . . among the literati
of the North of Germany”” (i.e., Lutheran Germany), the scandalized Carlyon recalls, but they were
frequently discussed by Coleridge, who explained to his friends that the “great principle of Spinozism
is, that there is nothing properly and absolutely existing but matter, and the modifications of matter;
among which are even comprehended thought, abstract and general ideas, comparisons, relations,
combinations of relations” (194). As a recreation of conversations conducted almost four decades
earlier, Carlyon’s extract will not bear close analysis. But taken in conjunction with the “concentrated
definition of Spinozism” that he attributes to Coleridge, namely that “Each thing has a life of itsown, and
we are all one life” (Carlyon 193), the reference to “combinations of relations” suggests that the source
of Coleridge’s 1790s version of Spinozism was less likely Spinoza’s works themselves than Joseph

Priestley’s elaboration of David Hartley’s associationism (Perry 112-16).

Whereas Hartley himself, fearful of having to abandon the idea of the immaterial soul, had been
unwilling to commit himself fully to a materialist theory of consciousness, Priestley had no
compunction about doing so, arguing that man is composed of a single substance comprising both
material and mental attributes (1: xix-xx). Coleridge will have been initially attracted to Priestley’s
theory because it seemed to resolve the problem of mind-body dualism, as Hartley’s qualified
materialism manifestly did not. A letter of 1794 to Southey makes Coleridge*s allegiance explicit: “l go

farther than Hartley and believe the corporeality of thought—namely, thatit is motion” (CL 1: 137).



What followed from this materialist explanation of thought was a materialist explanation of
divinity. For if, Priestley reasoned, we cannot account for our own thought except in terms of the
properties and powers of matter (since to do otherwise would be to admit an insuperable dualism), then
still less can we account for Godin other terms (since to do so would be to deny the distinction between
the immaterial and the material). The “Divine Being” (Priestley’s preferred term for the deity) and the
world are not essentially different because he,or it, could not act upon the world if he were not also in
some sense material; and everything that exists and happens in the world must be owing to him:
“matter is, by this means, resolved into nothing but the divine agency exerted according to certain
rules” (Priestley 1: 39). And if, Priestley continued with studied casualness, “every thing is really done
by the divine power, what material objection can there be to every thing being the divine power” (1:
40)? Just as the individual consciousness is one with the world, so the worldis one with God. In
“Religious Musings” (1794) and in his contribution to Southey’s Joan of Arc (1795), Coleridge
versified the Priestleyan conception of divinity and its implication for human self-understanding:
“tis God / Diffus’d thro’ all, that doth make all one whole,”> he explained in “Religious Musings”
(CPP 25 [lines 139-40]), and “’Tis the sublime of man, / Our noontide Majesty, to know
ourselves / Parts and proportions of one wond’rous whole!” (lines 135-37). Hence the effusion of

Joan of Arc:

Glory to Thee, FATHER and Earth and Heaven!
All-conscious PRESENCE of the Universe!
Nature’s vast ever-acting ENERGY!

In will, in deed, IMPULSE of All to all.

Priestley published the first edition of his Disquisitions relating to Matter and Spirit in 1777 and
the second, from which | have been quoting, in 1782. One notable addition to the second edition is a
sentence expressly dissociating Priestley’s monism from Spinoza’s: “Nor indeed, is making the deity
to be, as well as to do everything, in this sense, any thing like the opinion of Spinoza; because | suppose
a source of infinite power, and superior intelligence, from which all inferior beings are derived; that
every inferior intelligent being has a consciousness distinct from that of the supreme intelligence, and
that they will for ever continue distinct” (1: 42). Notwithstanding this disclaimer, of which he may in



the event have been unaware, Coleridge evidently didconsider Priestley‘s metaphysics to be a kind of
Spinozism, and he became increasingly critical of it in thelatter half of the 1790s because of what he
considered its lack of self-consistency and its unsatisfactory provision for explaining the existence of
evil. (He also grew dissatisfied with his own “Religious Musings,” fearing, he acknowledged, that it
could “easily be misconstrued into Spinosism®”> [CL 3: 467].) Precisely bytrying to reduce thought to
matter, and thereby transforming matter into “a mere modification of intelligence,” as Coleridge later
elaborated in the Biographia Literaria, Priestley had undermined his own stated position: “He stript
matter of all its material properties; substituted spiritual powers; and when we expected to find a body,
behold! we had nothing but its ghost! The apparition of a defunct substance” (BL 1: 136).

Already in March 1796, when he was still calling himself a necessitarian, Coleridge confided
in a letter his difficulty reconciling Priestley’s theism with his materialist monism: “How is it that Dr
Priestley is not an atheist>—He asserts in three different Places, that God not only does, but is, every
thing. But if God be every thing, every Thing is God: —which is all, the Atheists assert—" (CL 1:
192). The pressure of that questiongrew more insistent in the following years, and finally intolerable
in April 1799, when Coleridge, then attending lectures in Gottingen, received word that his infant son
Berkeley had died back in England. In a consolatory letter to his wife he wrote, —But the living God
is every where, & works every where—and whereis there room for Death? . . . | confess that the more
I think, the more | am discontented with the doctrines of Priestley” (CL 1: 482). This reflection augurs
a crucial turning-point in Coleridge’s intellectual life, after which he was no longer prepared to accept

what Thomas McFarland unkindly called Priestley’s “bargain-basement Spinozism” (169).

After returning from Germany in July 1799 with a good command of the language, Coleridge,
while maintaining an interest in British theologians, devoted himself increasingly to the study of
Continental, particularly German, philosophers, from Fichte and Kant in the first decade of the
nineteenth century to Schelling and various Naturphilosophen associated with Schelling in the second
decade. A serious, if as yet unspecific, interest in Spinoza manifested itself in Coleridge’s plan, sketched
out in notebook entries of November 1799 and October 1803, to compose a poem on the Dutch
philosopher that would address the possibility of multiplicity, or “multeity” to use Coleridge’s own

word, within unity:

If | begin a poem of Spinoza, thus it should begin/

I would make a pilgrimage to the burning sands of Arabia, or etc. etc. to find the Man who could

explain to me there can be oneness, there being infinite Perceptions—yet there must be a oneness, not



an intense Union but absolute Unity. . .
CN 1: 556; cf. 1: 561

Coleridge did not in fact write a poem about Spinoza, but by the end of the decade he recognized
in Spinoza’s monism the only intellectually viable alternative to Kant’s transcendental idealism: “Only
two Systems of Philosophy — (sibi consistentia) possible 1. Spinoza 2 Kant, i.e. the absolute & the
relative, the kot ovta, and the kat® avOpwmov. or 1 ontological, 2 the anthropological” (CN 3: 3756).
That is one of three notebook entries devoted to Spinoza in the spring of 1810, and the defensiveness
on Spinoza’s behalf in the others (one of which I shall discuss presently) indicate that he felt himself
on the horns of a dilemma, compelled but reluctant to make a choice and therefore taking provisional
refuge in a fudge. Here, then, we can mark the beginning of his Christianization of Spinoza, an effort
that, however implausible in itself, becomes comprehensible when considered in the broader context of

Coleridge’s intellectual life.

In the first volume of the Biographia Literaria, Coleridge presented his philosophical
investigations up to1815, the year he dictated the work, as a search for “a total and undivided
philosophy>> (BL 1: 282-3) in which, on the one hand, the original identity of subject and object could
be assumed as the ground of knowledge, and, on the other hand, free will could be assumed as the
ground of ethics. Retracing his path from associationism and materialism (“unintelligible”) through
Cartesian dualism (“long since exploded”) and hylozoism (“the death of all rational physiology™) to
Fichte’s subjective idealism (“crude egoismus”) and finally to Schelling’s identity philosophy, in the
last of which he finds for the time being a “genial coincidence” with his own conclusions (BL 1: 160),
Coleridge distinguishes two broadly opposed classes of philosophical system, the realist and the
idealist.

Appropriating Coleridge’s own homelier designations for these classes from the remark to
Crabb Robinsonthat | quoted earlier, Thomas McFarland argues that Coleridge was able to settle the
competing claims of theprinciples “it is” and “I am” only by foregoing systematic philosophy for an
emotional commitment to Trinitarian Christianity. In this account, the conflict Coleridge described in
the Biographia, that “my head waswith Spinoza, though my whole heart remained with Paul and John”
(BL 1: 201), contained within itself the eventual resolution to his fundamental philosophical dilemma.
But insofar as Kant’s critical philosophy, by opposing philosophical dogmatism and excluding
metaphysics from the realm of knowledge, urged Coleridge towards his confessio fidei, the “Trinitarian
resolution,”” as McFarland calls it, amounted to a victory for the philosophy of ‘I am’: “Christianity,

as an expansion of the ‘I am,” was Coleridge’s lifelong commitment, in philosophical as well as



religious terms” (251). To McFarland, whose attitude towards Coleridge is rather like that of a
spectator shouting encouragement to an exhausted runner in the final stretch of a marathon, the
concept of the Trinity not only anchored Coleridge’s “complete system . . . in an extramundane ground
without abandoning the reality of the natural world,” but deepened his understanding “of the ‘I am’
starting-point>> (227).

Attractive as this interpretation is in its neatness, it exaggerates the clarity of Coleridge’s
distinction between the “it is” and “I am” philosophies, and hence between Spinozism and Christianity.
To be sure, McFarland follows Coleridge himself in tending to treat the classification pantheist as a
natural kind, and hence self- explanatory, which is why he can refer to “the pantheist tradition” with
no more self-reflexivity than Coleridge displays in collocating “the Proclo-plotinian Platonists™
and “their Spinosistic imitators, the nature- philosophers of the present Germany” under the rubric
of pantheism (Marginalia 3: 909; cf. CN 3: 4497). Both in this respect are the indirect heirs of Bayle,
who began his article on Spinoza by declaring that “the substanceof his Doctrine was the same with that
of many Ancient and Modern Philosophers, both in Europe and in Eastern Countries” (2782). A more
restricted conception of pantheism, or at least one that did not in effectserve as the hermeneutic
instrument of an inherited prejudice, might have spared Coleridge some of the intellectual quandaries
he suffered when he read thinkers to whom he was attracted but of whom he thought he ought not to

approve. Still, his response to Spinoza himself was often more complex than McFarland acknowledges.

It would be consistent with the account of a Trinitarian resolution to the choice between realism
and idealism if Coleridge, having been content to call himself a Spinozist in his Unitarian youth, and
probably before having read Spinoza, had then been at pains to reject Spinozism in his Trinitarian
maturity, and especially after having read the philosopher‘s works. But the facts do not conform so
tidily to that narrative. Consider, for example, a comment on F. H. Jacobi’s Uber die Lehre des Spinoza,
the book (first published in 1785, though Coleridge read the expanded second edition of 1789) which
inaugurated the Pantheismusstreit by revealing that the much-admired, recently deceased playwright
Lessing, an exemplary figure of the German Enlightenment, had professed himself a Spinozist in private
conversations with Jacobi. Jacobi’s own primary concern had been neither Lessing nor Spinoza, but
rationalism, of which he took Spinoza’s Ethics to be the most perfect expression. Assuming the
universal applicability of the principle of sufficient reason, a consistent rationalism must be
deterministic and fatalistic, Jacobi asserted, and thus incompatible with the belief in a self-caused God
and the freedom of the will. Spinozism could not therefore be dismissed as a harmlessly obscure and

incoherent metaphysical doctrine, for in fact it made manifest the atheism latent in all rationalist



philosophy. Thus its espousal by someone considered a representative of Enlightenment, an assessment

with which Jacobi did not disagree, was a sign precisely of the Enlightenment’s moral bankruptcy.

Now one would expect Coleridge to have found this a compelling argument, not least because he
had rejected Priestley’s necessitarianism on account of its ethical implications. But instead Coleridge
sought either to defend the Dutch philosopher from the charge of atheism or, when he himself made the
same charge, to qualifyit strongly. Responding to Jacobi in the margin of Robinson’s copy of Spinoza’s
works (rather than in his own copy of Uber die Lehre des Spinozas), Coleridge insisted, with regard
to the finite causality affirmed inthe Ethics, according to which every finite thing is determined by

an infinite series of finite causes.

If these finite Causes can be said to act at all, then that on which they act has an equal power of
action—: and even as tho’ all in God essentially, we are yet each existentially individual, so we must
have freedom in God in exact proportion to our Individuality. It is most necessary to distinguish
Spinosism from Spinosa—i.e. the imaginary consequences of the immanence in God as the one only
necessary Being whose essence involvesexistence, with the deductions from Spinosa’s own mechanic
realistic view of the World. Even in the latter, | cannot accord with Jacobi’s assertion, that Spinosism
as taught by Spinosa, is Atheism/ for tho’ he will not consent to call things essentially disparate by
the same name, and therefore denies human intelligence to the Deity, yet he adores his Wisdom. . .
It is true, he contends for Necessity; but then he makes two disparate Classes of Necessity, the one
identical with Freedom Liberty (even as the Christian Doctrine, “whose service is perfect Freedom”)
the other Compulsion = Slavery. . . .

Marginalia 5: 207-8; cf. Jacobi 118

Coleridge seems here to infer from proposition 28 of book 1 of the Ethics a distinction that Spinoza
did not explicitly make, between absolute or logical necessity and merely causal necessity. The essential
is that which, as an attribute of substance or an infinite mode from which a law of nature follows, could
not be otherwise, whereas the existential is that which, although the result of a particular series of
causes, is not itself necessitated by the general features of the universe and could conceivably, given a
different casual series, be otherwise. From this possibility of the contingency of particularities in the
universe—a possibility whose admissibility is still contested among interpreters of the Ethics (see, e.g.,
Curley 49-50, and Bennett 74-66)— Coleridge comes as close as he was ever to do in detecting in the
Ethics a provision for individual freedom of will, such freedom being the basis of the individual’s
expression, through moral action, of a love of God. Having identified this mitigation of Spinoza’s

necessitarianism, Coleridge is momentarily content to explain away the rest by reference to the



contemporary philosophical context: “But never has a great Man been so hardly and inequitably treated
by Posterity, as Spinosa—No allowance made for the prevalence, nay, universality of Dogmatism &
the mechanic System in his age” (Marginalia 5: 208). Evidently Spinoza’s necessitarianism followed
necessarily from his philosophical milieu.

The observation of Spinoza’s refusal to concede personhood to God, even in a metaphorical sense,
anticipates what would soon become Coleridge’s fundamental objection to Spinoza’s metaphysics. But
his special pleading on behalf of that metaphysics did not cease after he had returned the Opera omnia,
now heavily annotated, to Crabb Robinson in November 1813. The differentiation of Spinozan monism
from conventional pantheism figures in the Biographia, where Spinoza is unexpectedly aligned with
the theosophist Jakob Bohmeand the Quaker George Fox, “mystics” whom Coleridge credits with
having enabled him “to skirt, without crossing, the sandy deserts of utter unbelief” (BL 1: 149-50).
To McFarland this means no more than that both Béhme and Fox were, like Spinoza himself,
representatives of the errant philosophy whose temptationsColeridge successfully resisted (245-46,
249-51). That is the negative version of an interpretation to which Frederick Beiser would offer the
positive counterpart: what McFarland and Beiser share is the broad understanding of pantheism
characteristic of the late Enlightenment itself. To Beiser the linking to Spinoza of Béhme and Fox, both
of whom express their inner conviction of God’s presence, would be perfectly comprehensible because
he regards the rise of Spinozism in the German radical Enlightenment as the secular reassertion of the
Protestant Counter-Reformation: if Spinoza had undermined the authority of the Bible, hehad also
preserved the possibility of realizing Luther’s ideal of the immediate subjective experience of God.
Indeed Spinoza enhanced that possibility, Beiser argues, precisely because he removed the obstacles of

a transcendent deity and a difficult sacred text (50-52).

Coleridge’s Spinoza, however, is not secular, and if not exactly Protestant, is trying to be so. His
connection with the mystics, then, likely consists in Coleridge’s sense that the geometric demonstration
of the unity of God and nature demanded an affective supplement, which is exactly what the mystics,
with their intuition ofthe divine presence, supplied. This interpretation would also account for
Coleridge‘s frequent references to Spinoza’s system as a ‘“Skeleton of the Truth®> (e.g., Friend 1:
54n; CL 4. 775). Just as Kant, in the third Critique, conceded to aesthetic judgment the possibility
of enabling a transition in thinking from knowledge to morality, thus making the suprasensible ideas of
reason real in the sensible world, so perhaps Coleridge hoped that feeling would make intuitable what
reason had established to be necessary. In other words, the mystics’ feeling might make Spinoza’s
“dry Bones live” (CL 4: 548). If that is correct, then the pairing of Fox and B6hme with Spinoza—

a pairing that Coleridge made on at least two occasions in additionto that in the Biographia—would



attest to the same need that found expression in Coleridge’s theorization of the natural symbol in which
sign and meaning are ontologically connected, that is, the aesthetic objectification to the subject of its
theoretically posited unity with the world of objects (see Halmi). To the extent that a Spinozistic
monism permitted the assumption of the primordial unity of subject and object in the infinite substance,

it promised a solution to the impasses represented by Kant’s dualism and Fichte’s subjectivism.

Nonetheless, the logic of Coleridge’s alignment of Spinoza with the “mystics” is peculiar, for he
concedes on the one hand that the thought of the latter “is capable of being converted into an irreligious
PANTHEISM”—a point he makes also in his marginalia on Bohme—and insists on the other that
Spinoza‘s Ethics is not “in itself and essentially . . . incompatible with religion, natural or revealed”
(BL 1: 152). Are we meant to conclude that the ostensibly atheist Spinoza is actually more amenable
to religious belief—or more specifically, provides a more compelling assurance of the divine presence
in the world—than the avowedly religious mystics? It is as if, having skirted the desert with B6hme

and Fox, Coleridge were now prepared to plunge into it in search of Spinoza.

Perhaps he was engaging in the rhetorical equivalent of a bait-and-switch tactic, transferring the
association with pantheism from Spinoza to the Christian mystics in order to render the contemplation
of Spinoza’s systemmore acceptable. If so, it is a strategem to which he would resort again
in letters condemning “Modern Calvinism®> as a kind of Spinozism that lacks “the noble honesty,
that majesty of openness, so delightful in Spinoza, which made him scorn all attempts to varnish over
fair consequence” (CL 4: 548), and Unitarianism (which he had long since disavowed) as “far, very far
worse ... than the Atheism of Spinoza” (CL 6: 893). Better a wolf in wolf’s clothing. “Why in the
instance of Spinoza alone,” Coleridge fumed in a manuscript note of 1817-18, “should [it] be thought
suspicious to extract the medicinal and praise what is praise-worthy? Or is he fixed at the summit of
the temple of Heterodoxy as a Conductor, which attracting all the Lightning of our Odium Theologicum
towards itself procures an immunity for the Fabric at large . . . ?” (SWF 616). What he meant by “the
Fabric at large” is explained by a notebook entry in which he contrasted Spinoza favourably with “the
Voltaires, Humes, and the whole mob of popular Infidels>>—Hume in particular deserving such
opprobrium because, in the Treatise of Human Nature, he had mischievously invoked Spinoza’s
“universally infamous” doctrine of the single substance in order to ridicule the idea of the
immortality of the soul (240-41). Yet as Richard Berkeley has noticed, Coleridge‘s appeals to Spinoza’s
Christian virtues are curiously irrelevant, in that they do not pertain to the content of his metaphysics
except in excusing its errors as the consequence of his purported innocence (“Providential®> 8-9,
Coleridge 46).



An extraordinary passage from a note Coleridge left in manuscript serves synecdochally to illustrate
this point. Composed in 1817-18, the note draws on Colerus and defends Spinoza by referring not only

to his saintly life but to his rebarbative writing style, calculated to ward off casual seekers of heterodoxy:

Consult his Life by COLERUS, who knew Spinoza personally, lived near him, and collected his
materials on theSpot. Himself a strictly orthodox Divine, he speaks of Spinoza‘s Opinions . . . with at
least sufficient Horror: but he did not therefore omit to refute every charge, every calumnious rumour,
against his Character as a man: and . . . he records the blameless innocence of his Life, his
inobtrusive sincerity and his solicitude not todisturb, nay, his anxiety to second, the unguestioning
faith and pious exercises of the simple-hearted... Nay, he expressed not only his doubts, but his
reluctance to the publication of his MSS ... in the most innoxious way, namely, in Latin & in the
driest, austerest, and most inattractive form, adopted from the method of Geometry, and so free from
the least wanton offence against the feelings of his age and [country], soreverential in his use of terms
held in reverence by others, that Ludovicus Meyer, the Editor, appears to have seriously believed the
tenets of his Master to be in all essentials co-incident with the doctrines of Christianity, as declared in
the Gospel of John, and the epistles of St. Paul: nor do we possess any satisfactory proof, that Spinoza
himself thought otherwise.

Coleridge’s defence is thus founded on two distinct claims: first, that in his innocence and single-

minded philosophical rigour, Spinoza formulated a metaphysical doctrine without regard to its
implications for the foundations of morality; and second, that the resultant “errors” of this
doctrine were venial in nature. Variations of this defence, as we have seen, recur throughout
Coleridge’s later writings, and as late as 1830 he is supposed to have expressed his conviction that
Spinoza “was on the borders of truth, and would no doubt had he lived had attained it” (TT 1: 557).
In the event, however, Coleridge’s enduring attraction and insurmountable objection to Spinoza’s
metaphysics were both rooted in its demonstration of the logical necessity of the single substance. This
dilemma found expression in a characteristically Coleridgean footnote to a letter of 1815 to the
publisher John Gutch:

Spinoza’s is a World with one Pole only, & consequently no Equator. Had he commenced either
with the natura naturata, as the Objective Pole, or at the “I per se I”” as the Subjective Pole—he must
necessarily in either case have arrived at the Equator, or Identity of Subject and Object—and thence
instead of a God, = the one only Substance, at which all finite Things are the modes and accidents, he
would have revealed to himself the doctrine of The Living God, having the Ground of his own Existence
within himself, and the originating Principle of all dependent Existence in his Will and Word.

CL 4: 548



While satisfying what reason demanded, the dissolution of subject-object dualism, Spinozan monism denied
what morality required, a voluntaristic conception of God. For once Coleridge had determined that the only
possible guarantor of the free will of individual humans was that of a transcendent but personalized deity, he
could never fully accept Spinoza’s allegedly unipolar conception of God. Referring in a note of c. 1817-18 to
the “unica Substantia infinitis Attributis” as defined in the Ethics (although that particular formulation is never
used in the work), Coleridge lamented that Spinoza’s “error consisted not so much in what he affirms, as in what
he has omitted to affirm or rashly denied . . . that he saw God in the ground only and exclusively, inhis
Might alone and his essential Wisdom, and not likewise in his moral, intellectual, existential and personal
Godhead” (SWF 609). In short, the Ethics lacked the theoretical basis for an ethics.

As we saw earlier, it follows from the distinction between the essential (unconditionally necessary)
and the existential (contingently necessary)—a distinction that Coleridge himself, with perhaps
excessive interpretive generosity, conceded to the Ethics—that the Spinozan God, as the eternal
actualization of the universe, neednot impinge upon the temporal actualization of events, so that
individual qua finite mode might indeed possess the freedom to actualize itself. But to Coleridge this
possibility, to the extent that he seriously entertained it, was insufficiently consolatory because it
excluded the existential from the deity itself: the infinite substance required the supplement of an
absolute will. Accordingly, Coleridge sought in the abortive Opus Maximum, thebroad aim of which
was to reconcile faith with reason, to demonstrate the necessary existence of the divinewill. But
insofar as that will was conceived by analogy to human will “the same power but in a higher
dignity,” as Coleridge himself asserted (OM 11)—the Coleridgean God exhibited exactly the
anthropomorphism that Spinoza had ridiculed in the appendix to part 1 of the Ethics. What Coleridge

wanted, finally, was an infinite substance with a human face.

In that respect, his self-contradictory Christianization of Spinoza was consistent with his
engagement with systematic philosophy generally, and particularly with Schelling’s. The fundamental
conflict in Coleridge’s mature intellectual career was, as Christoph Bode has accurately summarized it,
the systematic incompatibility of his religious convictions with “the philosophical materials [he]
assembled from various sources to give substance to his own deliberations or to impress his audiences
and readership” (610). The true object of the special pleading that Coleridge conducted on Spinoza’s
behalf was not the Dutch philosopher, therefore, butthe Highgate sage himself. For it was Coleridge’s
persistent, if unrealized and indeed unrealizable, hope to become himself the Christian Spinoza, giving
Christianity a systematic philosophical foundation while deriving systematic philosophy from a
Trinitarian conception of a personalized God. The wistful hope of squaring the circle, so to speak, in a



philosophically coherent and religiously satisfying way continued to manifest itself in Coleridge’s
statements about Spinoza to the end of his life. While acknowledging in a notebook of March 1832, “If
like Spinoza, | had contemplated God as the infinite Substance (Substantia Unica) as the
incomprehensible mindless, lifeless, formless Substans of all Mind, Life and Form—there would be for
me neither Good nor Evil — Yet Pain, & Misery would be—& would be hopeless” (CN 5: 6659),
Coleridge could nonetheless express in a letter of the same month, without obvious irony, the hope of
encountering Spinoza’s spirit in heaven, “with St. John and St. Paul smiling on him and loving him”
(CL 6: 893). The implication, which hardly needed to be stated, is that Coleridge himself hoped to be

present at the occasion, equally smiling and smiled upon.

If Coleridge was consistently drawn to dichotomizing, to the extent that his most enduring
contributions to critical theory are the distinctions he formulated himself or adapted from others (e.g.,
imagination vs. fancy, imitation vs. copy, organic vs. mechanical form, symbol vs. allegory), he was
just as consistently unable to constrain his thought by a dichotomous logic. Having identified two
mutually exclusive intellectual positions, he might try simultaneously to adopt both while nonetheless
accepting the truth of their mutual exclusivity. Coleridge’s engagement with Spinoza is one example
of such a situation, the “it is” and “I am” circling each other endlessly, the finite modes, one might say,

of his infinite irresolution.

Unit 8(a): SUMMARY OF THE PLAY REMORSE

The scene of the play is in Spain, and the time, as Coleridge writes in his note, is the reign of Philip
the Second, just at the close of the civil wars against the Moors. The action centres around Alvar and
Ordonio, the two sons of lord Valdez, a noble Spaniard, and Donna Teresa, an orphan heiress,
bequeathed by her parents on their death-bed to the wardship of the Marquis. Alvar, the eldest son of
lord Valdez, to whom Teresa had been betrothed, is supposedly dead— he has been absent for six years

— and Teresa is now addressed by Ordonio, the younger son of the Marquis.

Teresa, however, remains faithful to Alvar. Her indifference to Ordonio and unwavering fidelity to
Alvar's memory provoke maddening despair and murderous jealousy in the younger brother, and
Coleridge borrowing his materials from Otway and Schiller, weaves a complex fabrio of perverted

human relationships.



As the play opens, we find Don Alvar has returned from his long exile (in) a distant shore. His
treacherous brother Don Ordonio arranged — successfully he thought — to have murdered Alvar long
years ago through the Moor Isidore who actually did not carry out the command. Alvar returns in the
guise of a Moresco Chief. As he heard a rumour that his beloved Teresa had married his villainous
brother, Alvar wanted to arouse remorse in him, Hamlet like. Their father Valdez is also keen on
Teresa’s marriage with Ordonio. ("We have mourned for Alvar. / Of his sad fate there now remains no
doubt. / Have | no other son 2" /""1V, ii, 39-41) But Teresa does not love : the “other son" ("speak not
of him,.’/ That low imposture” / IV,ii, 41-42_7 ) Ordonio commands Isidore to play the role of a fake
Sorcerer in order to convince Teresa that Alvar is really dead. The “‘Stranger’1 (Don Alvar) claims that
he knows how "to "bring the dead to life again” and Isidore asks Ordonio to visit the stranger in the
wood near the ruin. Ordonio without recognising his elder brother in him makes him agree to come to
his castle to perform certain deeds at his command. But the "Stranger" chooses to show his own
'murder’. The Inquisitors interfere and Ordonio being Claudius - like perturbed gets Alvar imprisoned
in adungeon. Suspecting Isidore’s treachery, Ordonio murders him in a cave — his first real
murder. His wife Alhadra makes an assault on the castle with the help of the dead Isidore's friends
— a scene charged with a sense of noble adventurism. Teresa enters into the dungeon to free the
"Stranger" in whose appearance she saw"something". After a few moments of hesitancy Alvar discloses
his identity, and Teresa, taking her portrait from his neck ("Ah’. who art thou ? / Nay, | will call thee,
Alvar " / V, i, 87~88_7 ) "falls on his neck™. But this moment of bliss does not last long ("Alvar my
Alvar '. am | sure | hold thee ? / Is it no dream ? thee' in my arms, my Alvar . " /~Y, i, 104-5 7 )
Ordonio enters with a goblet in his hand, and offers the “Sorcerer” poisoned wine ; but Alvar says,
"There is poison in the wine" (Y, i, 138). Ordonio now declares his intention,"for one of us must die"
(Y, i, 1B9)* Alvar throws away the goblet' and calls his brother "Mountebank andvillain . " (V, i,
151) and also appeals’.-to him to repent for his act ("One pang . / Could I call up One pang of true
remorse “. " /~Y, 1, 167-68 7)) Now Ordonio "becomes desperately violent ("Cheat villain \ traitor’.
Whatsoever, thou he. / | fear thee, man | " /~Y, i, 194-95]7 )« Teresa uses her last weapon (‘‘Ordonio /
“Tis thybrother . | /'Y, i, 196 _7 ) When he rushes at Alvar with his sword, Teresa flings herself on
Ordonio and holds his arm ("Stop, madman, stop “/” Y, i, 195 7 ) At this dramatic turn of events,
Ordonio becomes almost dumb-founded (there is no stage direction here). When Alvar calls out,
"Ordonio — Brother’. / lay, nay,thou shalt embrace me", Ordonio draws back and gazing at Alvar
significantly says, "Touch me not'. / Touch not pollution, Alvar i | will die." (V, i, 203-204). But when
he attempts to fall on his sword, Alvar and Teresa prevent him. He kneels down and begs Alvar to
"Curse me with forgiveness . " (V, i, 214). In the meantimethe doors of the dungeon are broken*open
and Alhadra rushes in with a band of Morescoes. Alhadra orders to "Seize first that man" (V, i, 229),

but Alvar tries to defend his brother. "Women, my life is thine . " (V, i, 231),0rdonio says and warns



the Morescoes, "l have strength / With this bare arm to scatter you like ashes.” (Y, i,233-34). He
admits that he murdered her husband. (Here Alvar and Teresa cry out s "Oh horrible | The
melodramatic suspense continues for some time. Alhadra suddenly stabs Ordonio and he begs of his
wronged elder brother's forgiveness; Alvar and Teresa "bend over the dead hody of Ordonio while
Alhadra speaks some of the most "beautiful lines in the drama. (7, i, 265-79): she threatens
destruction of "the Kingdoms of theworld” (7, i, 271) and "foundations of iniquity” (7, i, 272), and
will rest only when all with "the spirit of life”’(7, 1, 277) are united in song. Alhadra hastily retires with
the Moors at the approach of lord Valdez, Alvar and Teresa kneel to Valdez who, unaware of the
criminal action and death of Ordonio, blesses the couple withtears. The play ends on a sublime

note with Alvar’s speech — a kind of grim warning — on the tragedy ofunheeded conscience.



Unit 8 (b): THE TITLE OF THE PLAY

"Remorse' is, at one level, the dominating passion in Coleridge’s play, and the stresses experienced
by the individual minds —— particularly Ordonio and Alvar ——help to unify the different
episodes. As Joseph W. Donohue, Jr., pertinently observes the emotions are not sufficiently
objectified and a felt tension emerges between human psychology and dramatic form. Still, the
interaction of the responses and reactions of the two brothers achieve dramatic progression and
unity. Even Hazlitt admitted that the ‘‘succession of situations and events /—in Pernorse_7 calm
forth the finest sensibilities of human breas...” 111 Don Alvar seeks to confront Ordonio with a
moral challenge. This challenge and Ordonio’s response——  that——includes Satanic
defiance, spiritual perplexity and torment, and final surrender constitute the framework of

dramatic action and give it a unified structure.

The opening scene of the first act not only reveals the story of Alvar's exile but also shows that the
disguised elder brother's intention is not to wreak vengeance but to arouse remorse. When Zulimez asks
his master to "reveal yourself, / And let the guilty meet the doom of guilt’. " (I, i, 1.2-13), Alvar says :
"Remember, Zulimez'. | am his brother, / Injured indeed deeply injured yet / Ordonio*s brother” (I, i,
14-16.). He says further : "Themore behoves it | should rouse within him / Remorse '. that | should save
him from himself” (1, i, 18-19).

Only after nineteen lines of the opening scene we come
acrossan analysis of "remorse™ which sounds like the "Motto" of

the play: Zulimez. Remorse is as the heart in which it grows:

If that he gentle, it drops balmy dews Of true repentance; hut if proud and gloomy, It is a poison-tree,
that pierced to the inmost Weeps only tears of poison '. The first part of the second scene further
enlarges Alvar’s image as a noble brother——wronged but still nursing no malice against the wrong-
doer. This image is built up particularly through Teresa's endearing words for her lover and her
description of Ordonio : "His proud forbidding eye, and his dark brow, / Ghill me like dew-damps of
the unwholesome night : / My love, a timorous and tender flower, / Closes beneath his touch™ (1, ii,
81-84). In the second part of this scene, Alhadra'snarration of her sufferings to Teresa, especially of
her horrible experience inside a dungeon, "then a young andnursing mother", (1, ii, 206), gives the
play a new dimension and raises the expectation of the audience for great events to take place so that
poetic justice may at last come to relieve the tension. Alhadra strengthens thisexpectation when she



says:
"Great evils ask great passions to redress them™(l, ii, 230). But a little later the "great passioi turn--
out to be arousing remorse through forgiveness and appeal to better sense. In the same scene Alvar is
hurt by Teresa’s casual mention of "my lord Ordonio” (I, ii, 335) and he muses on the implications of
this expression. He suspects that "ere she married him, he /~Ordonio had stained her honour” (I, ii,
346); but even at this moment,.when jealousy may turn any lover's mind to the thought of murder,
Alvar’s thoughts shrink from blood and revenge, and the acrimony is dissolved in prayer : "Assist

~heaven, / That | may pray for my guilty brother (1,ii, 363-64).

Act two, scene one shows Ordonio’s conspiracy with his accomplice Isidore. It also exposes what
happened when the hired assassin Isidore failed to murder Alvar when the latter had revealed that
Ordonio washis brother. But this scene also throws light on Ordonio’s susceptibility to the pricks of
conscience. When Isidore tells him that Alvar "threw / His- sword away, and bade us take his life ..."
(11,1, 116-17) Ordonio bursts out : * And you killed him ? Oh blood hounds’ . may eternal wrath
flame ..round you He was his Maker’s Image undefac‘d (11, i, 119-20) And again : Oh cold — cold
— cold shot through with icy cold .(Il, 1,123) - /—Previously, in the second scene of Act I, Ordonio‘s
guilt-ridden conscience is momentarily revealed, as if in a flash, when Alhadra reminds a startled
Ordonio that Isidore is her husband whom "three years ago, three years this very week, / Thou left
him at Almeria” (1, ii, 137-8).7 Ordonio looks "strange™ and is evidently disturbed ; but, almost the
next moment, Isidore is asked to play a sorcerer and show Teresa‘s portrait (which Isidore took from
Alvar while sparing his life) to convince her about Alvar‘s death. The audience again preparesfor
either of the two eventualities-- either Alvar 'takes revenge or Ordonio becomes remorse-struck.
While talking to Isidore Ordoniols guilt-ridden mind suddenly suspects eavesdropping:

"Ha — Who lurks there /

Have we been overheard ?" (l1, i, 182-83).

Ordonio says these words stopping suddenly at the edge of the scene, and the situation is ominous,

"ne

presagingbloody action. Isidore's reference to a poor .idiot boy who "sits in the sun, and twirls a
bough about, / His weak eyes seeth’d in most unmeaning tears,” (I1, i;', 186-68) is in the nature of
an anticlimax, but the tearful voice of the idiot boy is in consonance with the motif of the play, and

what Alvar says in the next scene reinforces this motif:

O faithful Zulimez
That my return involved Ordonio’

sdeath, ' | trust, would give me an



unmingled panYet bearable : but when
I see my father Strewing his scant grey
hairs, e‘en on the ground,Which soon
must be his grave, and my Teresa —
Her husband proved a murderer, and
her infants His infants — poor Teresa
all would perish,
All perish — all ‘. and I (nay bear with me)
Could not survive the complicated ruin *.
(11,ii, 30-39)
In the next scene of Act Il, in the first confrontation between the two brothers after Alvar‘s arrival at
Granada,Alvar's first thought on seeing, his brother is "To fall upon his neck and weep forgiveness (I1,
ii, 60). Something ails him, his hand trembles. When alone, at the end of the Act, Alvar soliloquizes:
Dear Portrait . rescued from a traitor's
keeping, | will not now profane thee, holy
image,
To a dark trick. That worst had man shall
find A picture, which will wake the hell
within him,And rouse a fiery whirlwind in
his conscience. (I, ii, 174-78)
Almost the whole of the first scene of Act III is devoted to Alvar‘s pathetic efforts to arouse the
conscience of his brother. In the "Hall of Armoury, with an Altar at the back of the Stage" with "Soft
Music from an instrument of Glass or Steel”, Alvar feigns to "call up the Departed Soul of Alvar
There is "Music expressiveof the movements and images that follow". Ordonio remains proud and
relentless and tells Alvar :
~The’innocent obey nor charm nor spell '. / My brother is in heavenl (I11, i, 83-84). Alvar's words recall
Prospero’s admonition:
... What if thou heard' st him now ? What if his
spiritRe-enter'd its"corse, and came upon thee
With many a stab from many a murderer's
poniard ?What (if his stedfast /—sic 7* eye still
beaming pityAnd brother's love ) he turn'd his
head aside,

lest he should look at thee, and with one look



Hurl thee beyond all power of
penitence ?(lll, i, 88-94)

Ordonio is apparently unrepentant, but the next 'scene shows a perceptible change in his inner world.
. he feelsdeceived, hut we also note a faint stirring of conscience resulting paradoxically in a creeping
paralysis of will :Yaldez But have you yet discovered
... what those speeches meant —
Pride, and hypocrisy, and guilt and
cunning ?Then when the wizard fix‘d his
eye on you,
And you, | know not why, look1d pale and
troubled —Why — why, what ails you now ? —
Ordonio: Me ? What ails me ?
A pricking of the blood — It might have
happen‘dAt any other time.— Why scan you
me ?
Yaldez. His speech about the corse, and stabs and
murderers,bore reference to the assassins —
Ordonio. Dup‘d *. dup‘d “.
dup‘d “.The traitor, Isidore
A little later Ordonio confesses to his father how he reacted to Alvar‘s sorcery:
| was benumb*d, and staggered up and down
Through darkness without lightdark—dark—dark
1
My flesh crept chill, my limbs felt
manacledAs had a snake coll'd round
them *. ...
(1, ii, 79-82)

Ordonio‘s resistance gradually breaks down. He is a warped, morbid character lacking in balance, and
throughout the play we see how his reactions oscillate between hatred and revenge and a paroxysm of
fever and repentance : as the play progresses, there is a gradual erosion of his mental powers, and tkis
is particularly marked after the ‘‘incantation*1 scene. His mimicry of Isidore‘s manner and voice (""A
common trick of gratitude, my lord I11,ii,85) and his specious reasoning suggest the inner erosion :
"love ‘. love ‘. and then we hate | and what ? and wherefore ?/ Hatred and love fancies opposed by

fancies ‘. / What ? if *one”reptile sting another reptile ? / Where is the crime ?" (lll, ii, 94-97). He ends



this speech wondering : "That this must needs bring on the idiotcy / Of moist-eyed penitence -- ° tis
like a dream (Ill, ii, 103-4). He knows that he is aprisoner of passion and the thought of Teresa only
deepens his perplexity:
This, then, is my reward and | must love her ?
Scorn‘d ‘. shudder‘d at yet love her still ? yes yes .
By the deep feelings of revenge an# hate
I will still love her — woo her - win her too
[(11, ii, 168-71)
His outburst after a brief pause shows a mental delirium :
... My soul shouts triumph .
The mine is undermined '. blood blood 1 blood
~hey thirst for thy blood thy blood,
Ordonio I(I11,ii,174-76)
This delirium is followed by cool calculation : he decides to lure Isidore to "midnight wood" that yery
day and "he shall never, nerer more return <. " (111,ii, 184).
The fourth act opens on "A cavern, dart, except where a gleam of moonlight is seen on one side at the
further end of it". Isidore is seen alone, with an extinguished torch in his hand, and a few moments later
comes Ordonio, lighting a torch. In this gothically romantic atmosphere, many intimate sentiments are
exchanged between them. Ordonio significantly says that it is "abhorrent from our nature / To kill a
man —" (1Y,i, 83-84)
. And yet when Isidore suggests that one may kill in self-defence Ordonio jumps upon the excuse :
"Why that‘smy case ; and yet the soul recoils from it — / ‘Tis so with me at least” (17,1, 83-86). His
explanation of his ownmental framework shows the source of his moral depravity and also offers a
sudden glimpse into the multiple layers of his consciousness:
All men seemed mad to him
Nature had made him for some other planet,

And pressed his soul into a human shape



By accident or malice. In this worldHe found no fit companion.
(1Y, i, ,105-109)

Ordonio analyses his own self and ruminates philosophically on his past. He still remains proud and
unrepentant ; hut his attempt to shake off the pang of conscience reveals an inner despair.
The final act renders dramatically Ordonio‘s confession and repentance, although his dying
statements aremore in the nature of an anguished surrender to destiny : he carries with him the galling
"bitterness that prisonshis own life and also the lives of others. To Alhadra he admits that he murdered
Isidore- "most foullyl (Y, i, 255). "When Alvar says, "... My anguish for thy guilt . Ordonio — Brother
". [ Nay, nay, thou shalt embrace me" (,i,202-203), Ordonio draws hack : "Touch not pollution, Alvar
‘. I'will die" (Y,i, 204). It is indeed a heavy burden of guilt and pain that he hears all his life, and his
prayer for forgiveness is almost a despairingcry : "My brother . 1 will kneel to you, my brother '.
/—kneeling.7.. / Forgive me, Alvar ‘. — Curse me with forgiveness ‘. " (Y,i, 213-14). For Ordonio,
however, this is not a journey from darkness to light, and the play reaches a fitting finale when Alhadra
stabs him. The drama ends with a
warning, a note of moral admonition to mankind ;

Thei Conscience rules us e‘en against our

choice,Our inward Monitress to guide or

warn, If listened to ; but if repelled with

scorn, At length as dire REMORSE, she

reappears, Works in our guilty hopes, and

selfish fears *.
(Y. 288-92)

The interest of the audience is kept alive through a series of events which end in both death and
spiritual salvation of the play‘s central figure. Coleridge‘s main business here is to render a
perplexing moral dilemma reflected in human behaviour — and this is evident in all the episodes in
the play, from Alver‘s playing sorceryto Ordonio‘s surrender. The coupled motivations, not only of
Ordonio, but also of Alvar, Teresa, Yaldez and Alhadra are studied with a psychologist‘s curiosity
and the results "are deduced and recorded in brilliant poetic passages, "finer poetry”, as
Bertrand'Evans calls it.""~ This "finer poetry"” may sometimes have been served at the cost of exterior
action. But, as Joseph W. Donohue, Jr., so rightly says, "... this ‘finer poetry‘, undramatic ormerely
atmospheric as it sometimes is, reveals Coleridge’s attempt to reconcile the inevitable (and, perhaps
to him, lamentable) necessity for dramatic economy with a full explication of those characteristics of

the human mind so subtle that exterior event has little relevance to them.



Suggested Reading

1. The Oxford Handbook of Samuel Taylor Coleridge-edited by Frederick Burwick.

2. Tragic Coleridge-Chris Murray (Ashgate Publication)

3. _The English Romantic Writers as Dramatists‘-Newman |. White

4. _Coleridge‘s Remorse: Poetic Drama on the Romantic Stage*-Lawrence Wynn

5. _Coleridge's Vindication of Spinoza: An Unpublished Note‘-Lore Metzger

6. Coleridge, Revision and Romanticism (After the Revolution:1793-1818)- Ve-Yin Tee

Assignment

1. Discuss the significance of the title of Coleridge‘s Remorse.

2. Write an essay discussing the effect Coleridge‘s reading of Spinoza had on his play Remorse?
3. Analyze the impact of Schiller on Coleridge‘s Remorse.

4. Assess Remorse as a Romantic Tragedy.

5. Discuss Coleridge*s skill in plot construction in his play Remorse.

6. Discuss the relation between Coleridge‘s Remorse and his earlier attempted play Osorio.
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UNITS: 9-10

Unit 9 (a): Life and Works of Tennyson

Unit 9 (b): Analysis of the Poem

Unit 10 (a): Robert Browning: Life and Works

Unit 10 (b): Robert Browning and the Dramatic Monologue
Unit 10 (c): Fra Lippo Lippi

Unit 10 (d): Fra Lippo Lippi as a Dramatic Monologue

Unit 9 (a): Life and Works of Tennyson

Alfred Lord Tennyson is one of the predominant poetic voices in the Victorian England.
Tennyson’s poetry is tinged with Victorian ethos. The valorization of the artist figure as a
recluse of the society, the typical dilemma between faith and doubt in the Age, the condition
of the women in the-then society and a wonderful penchant for lyricism all these feature the
oeuvre of Lord Tennyson. He became poet Laureate in 1850. Tennyson was born on August
6, 1809 in Somersby, Tennyshire. His juvenile education has been completed in the Louth
Grammar School where he studied from 181501820. He also received education at home
from his father Reverend George Clayton Tennyson. His first remarkable poetic attempt is
Poems by Two Brothers which he published in 1827 in collaboration with his brother
Charles. Tennyson admission as a student of Trinity College caused his deep friendship with
Arthur Henry Hallam and that time Tennyson became member of the intellectual community
called The Apostles. Tennyson’s poem “Timbucktoo” brought his fame in 1929 and he won
Chancellor’s medal for the poem. In 1830, Tennyson published his anthology titled Chiefly
Lyrical. This anthology contains wonderful poems like “Mariana”. In 1831 the death of the
poet’s father compelled him to leave the school without taking the degree. In 1832 he
published second anthology titled Poems. This anthology includes poems like “The Lotos-
Eaters”, “A Dream of Fair Woman”. The sudden death of Tennyson’s friend Arthur Henry
Hallam motivated him to compose an elegy to bemoan the death of his friend and he started
writing In Memoriam. He published it anonymously in 1850. Tennyson’s fame was mounting
to such an extent that he was awarded the civilist pension of £200 a year, and he continued to
receive the pension throughout his life. Tennyson’s poetry speaks for the Age. His craft is

largely based on this politico-historical ideology of the Victorian Era. After the death of his



friend Arthur Henry Hallam he spent time in profound silence when he bemoans the loss of
his dear friend. After ten years silence from the arena of poetry he comes up with his tour de
force In Memoriam in 1850. If he had not written any other poetic work, the world will
remember him only as the poet of In Memoriam. He is an efficient painter who goes on
painting serene pictures of idyllic beauty with his evocative words. Tennyson’s lyrical gift

makes him undoubtedly a poet extending the Romantic poetic traits of lyricism.

Text of the Poem

Part |
On either side the river lie
Long fields of barley and of rye,
That clothe the wold and meet the sky;
And thro' the field the road runs by
To many-tower'd Camelot;
The yellow-leaved waterlily
The green-sheathed daffodilly
Tremble in the water chilly
Round about Shalott.

Willows whiten, aspens shiver.
The sunbeam showers break and quiver
In the stream that runneth ever
By the island in the river
Flowing down to Camelot.

Four gray walls, and four gray towers
Overlook a space of flowers,

And the silent isle imbowers
The Lady of Shalott.

Underneath the bearded barley,
The reaper, reaping late and early,
Hears her ever chanting cheerly,

Like an angel, singing clearly,



O'er the stream of Camelot.
Piling the sheaves in furrows airy,
Beneath the moon, the reaper weary
Listening whispers, ' 'Tis the fairy,
Lady of Shalott.'

The little isle is all inrail'd
With a rose-fence, and overtrail'd
With roses: by the marge unhail'd

The shallop flitteth silken sail'd,
Skimming down to Camelot.
A pearl garland winds her head:
She leaneth on a velvet bed,
Full royally apparelled,
The Lady of Shalott.

Part 11
No time hath she to sport and play:
A charmed web she weaves alway.
A curse is on her, if she stay
Her weaving, either night or day,
To look down to Camelot.
She knows not what the curse may be;
Therefore she weaveth steadily,
Therefore no other care hath she,
The Lady of Shalott.

She lives with little joy or fear.
Over the water, running near,
The sheepbell tinkles in her ear.
Before her hangs a mirror clear,
Reflecting tower'd Camelot.
And as the mazy web she whirls,

She sees the surly village churls,



And the red cloaks of market girls

Pass onward from Shalott.

Sometimes a troop of damsels glad,
An abbot on an ambling pad,
Sometimes a curly shepherd lad,
Or long-hair'd page in crimson clad,
Goes by to tower'd Camelot:
And sometimes thro' the mirror blue
The knights come riding two and two:
She hath no loyal knight and true,
The Lady of Shalott.

But in her web she still delights
To weave the mirror's magic sights,
For often thro' the silent nights
A funeral, with plumes and lights
And music, came from Camelot:
Or when the moon was overhead
Came two young lovers lately wed;
'l am half sick of shadows,' said
The Lady of Shalott.

Part 111
A bow-shot from her bower-eaves,
He rode between the barley-sheaves,
The sun came dazzling thro' the leaves,
And flam'd upon the brazen greaves
Of bold Sir Lancelot.
A red-cross knight for ever kneel'd
To a lady in his shield,
That sparkled on the yellow field,
Beside remote Shalott.



The gemmy bridle glitter'd free,
Like to some branch of stars we see
Hung in the golden Galaxy.
The bridle bells rang merrily
As he rode down from Camelot:
And from his blazon'd baldric slung
A mighty silver bugle hung,
And as he rode his armour rung,
Beside remote Shalott.

All in the blue unclouded weather
Thick-jewell'd shone the saddle-leather,
The helmet and the helmet-feather
Burn'd like one burning flame together,
As he rode down from Camelot.

As often thro' the purple night,
Below the starry clusters bright,
Some bearded meteor, trailing light,

Moves over green Shalott.

His broad clear brow in sunlight glow'd;
On burnish'd hooves his war-horse trode;
From underneath his helmet flow'd
His coal-black curls as on he rode,
As he rode down from Camelot.
From the bank and from the river
He flash'd into the crystal mirror,
‘Tirra lirra, tirra lirra:'

Sang Sir Lancelot.

She left the web, she left the loom
She made three paces thro' the room
She saw the water-flower bloom,

She saw the helmet and the plume,



She look'd down to Camelot.
Out flew the web and floated wide;
The mirror crack'd from side to side;
‘The curse is come upon me,' cried
The Lady of Shalott.

Part IV
In the stormy east-wind straining,

The pale yellow woods were waning,
The broad stream in his banks complaining,
Heavily the low sky raining
Over tower'd Camelot;

Outside the isle a shallow boat
Beneath a willow lay afloat,

Below the carven stern she wrote,

The Lady of Shalott.

A cloudwhite crown of pearl she dight,
All raimented in snowy white
That loosely flew (her zone in sight
Clasp'd with one blinding diamond bright)

Her wide eyes fix'd on Camelot,

Though the squally east-wind keenly
Blew, with folded arms serenely
By the water stood the queenly

Lady of Shalott.

With a steady stony glance—
Like some bold seer in a trance,
Beholding all his own mischance,
Mute, with a glassy countenance—
She look'd down to Camelot.

It was the closing of the day:

She loos'd the chain, and down she lay;



The broad stream bore her far away,
The Lady of Shalott.

As when to sailors while they roam,
By creeks and outfalls far from home,
Rising and dropping with the foam,
From dying swans wild warblings come,
Blown shoreward; so to Camelot
Still as the boathead wound along
The willowy hills and fields among,
They heard her chanting her deathsong,
The Lady of Shalott.

A longdrawn carol, mournful, holy,
She chanted loudly, chanted lowly,
Till her eyes were darken'd wholly,
And her smooth face sharpen'd slowly,
Turn'd to tower'd Camelot:

For ere she reach'd upon the tide
The first house by the water-side,
Singing in her song she died,

The Lady of Shalott.

Under tower and balcony,
By garden wall and gallery,

A pale, pale corpse she floated by,
Deadcold, between the houses high,
Dead into tower'd Camelot.
Knight and burgher, lord and dame,
To the planked wharfage came:
Below the stern they read her name,
The Lady of Shalott.

They cross'd themselves, their stars they blest,



Knight, minstrel, abbot, squire, and guest.
There lay a parchment on her breast,
That puzzled more than all the rest,
The wellfed wits at Camelot.
"The web was woven curiously,
The charm is broken utterly,
Draw near and fear not,—this is I,
The Lady of Shalott.’

Unit 9 (b): Analysis of the Poem

“The Lady of Shalott” is a lyrical ballad composed by Tennyson in 1833. He added
another revised edition in 1842. It is based on the medieval story of Donna di Scalotta
which is a story of Elaine of Astolat. She has been imprisoned in a tower near Camelot.
Her story excites the fancy of Tennyson to pen a poem based on the suffering,
imprisonment and deathof a female subject carrying larger semantic connotations of the-
then Victorian society and the place of women in it. There is a beautiful painting titled
“Lady of Shalott” by the pre-Raphaelite painters. In a superficial reading the theme of
the poem is the story of a woman called “Lady of Shalott”. She lives the life of a recluse
in the palace near Camelot. She views the reflection of the outer world in her mirror and
goes on weaving throughout her day. She is a cursed being. The curse will come on her
if she stares at the world directly. All of a sudden, someday Sir Lancelot was passingby
the tower of Lady of Shalott. Seeing his masculine vigour, and listening to the tunes of
her music she forgets about her curse and she stares at him directly. The magic mirror
has been cracked as an effect of the curse and she goes on preparing for her death. She
sails towards Camelot and in her boatshe has inscribed her name “Lady of Shalott”. The
poem ends with her death and the ironical comment by sir Lancelot seeing her beautiful

face:

"She has a lovely face;
God in his mercy lend her grace,
The Lady of Shalott.”

The poem unfolds the picture of an idyllic land of the unknown Lady of Shalott. The

Arthurian legend and Sir Lancelot get to feature as an integral component of the story of



Arthurian romance that catches the fancy of Tennyson. Indeed, the poem is loaded with
hidden socio- political readings of the Victorian England and the position of the women
in such a patriarchal society. The poem features the typical Victorian aspect of a conflict
between faith and doubt. It addresses the question of female sexuality and the aspect of
gender in its finely imagined aspect of romantic tale of medieval balladry. From the
beginning the poem goes on representing the mysterious abode and the figure of Lady of
Shalott. She lives in the tower where nobody lives. Her music often is ringing in the air
and people get to hear her song froma distance. The mystery and sense of enigma both
have been deepened around the figure ofLady of Shalott, as she is imagined to be a
beautiful, cursed lady. There is a detachment between the Lady and the common folk.
Her existence is only being perceived through the myths. The figure of the Lady of Shalott
is a metaphor. It stands for the artist figure. Tennysonian craft goes on establishing the
Victorian ideology that art and life both are having polarized existence. The artist or
the author needs to be a recluse in order to focus on his creation. A paradigmatic
formulation of this canonical approach is given by Walter E. Houghton and G. Robert
Stange in their anthology titled Victorian Poetry and Poetics (1959). Both of them
suggest that “the artist must remain in aloof detachment, observing life only inthe
mirror of the imagination, not mixing in it directly. Once the artist attempts to lead the
lifeof ordinary men his poetic gift, it would seem, dies.” Supporting this view, thirteen
years later another critic Alastair W. Thomson said, “Tennyson’s poem represents the
dilemma ofthe introspective artist, condemned to a life of shadows, and risking
destruction if he turns to reality.” In fact, Tennyson goes on subverting the myth of the
artist figure by metaphorically presenting Lady of Shalott. The act of creation is a
feminine activity which Tennyson valorizes by portraying it through the figure of “Lady
of Shalott”. He shows that the sense of rhythm and the continuous process of creativity
remain uninterrupted when the Lady remainsin her tower as an isolated being from her
surroundings. The arrival of Sir Lancelot and his music both attract Lady of Shalott. She
abandons her solitary life and stares back at the world directly. It is a climactic moment
in the poem when the Lady is at the point of transgression. She has transgressed her
boundary through her act of staring at the colourful world directly. It is a gesture on her
part to participate in the world of communications that breaks her caged existence. As a
result to that the curse befalls on her. She prepares for her death. The fractureof rhythm
and order points out the intrusion of chaos and disorder. It is caused by her act of refusing

to live her secluded life. The poem is a board commentary on the position of women in



the Victorian society and the female sexuality. The Lady of Shalott goes on weaving
without looking at the outside directly. The charm and attraction of Sir Lancelot made
her forgetful of her curse. It is an overt and covert expression of her sexual deprivation
and allurement. According to the yardsticks of Victorian morality the feminine
sexuality remainsa suppressed topic or forbidden topic. The expression of such acute
sexual desire by a female subject violates the Victorian societal code of morality and
decency. As an outcome to thatthe Lady needs to die as an act of expiating her sin.
Even the piece of music that is sung by Sir Lancelot is "Tirra lirra," the phrase is
extremely connotative. The phrase has been taken from Autolycus’s song in The Winter'’s
Tale. The context from which it has been taken endows it with the connotations of a
promiscuous male sexuality. The utterance gives rise to feminine rhythm and it makes its
singer immediately an emasculated subject. The Lady of Shalott’s sudden forgetfulness
about her curse seeing Sir Lancelot is suggestive. It is suggestive of her frank articulation
of her sexual desire which has been suppressed so long in her isolated existence.
Tennyson’s craft very faithfully remains obedient to the stereotypical notions of Victorian
morality. As an outcome to that the curse befalls on the lady. She starts preparing for
death. The ultimately end of her desire is suggested by her mysterious death where she
looks as white as snow. Death has attributed on her unparalleled beauty. It makes her
white. The colour white in this context is extremely symbolic. It is suggestive of her
virginal innocence and chastity. The death makes her innocent. It removes her sin of
expressing sexual desire. Even the poem goes on suggesting the frank articulation of
erotic desire is unpardonable offence for a well bred Victorian lady. Therefore, she must
pay for her sin. The punishment for such act of transgression is death. The poem
focuses on the concept of Victorian female body. The Lady of Shalott remains a
mysterious figure whom the common people never get to see. Her existence is only
being perceived through her musicand stories about her. She looks like an ethereal
being whose existence can only be felt butmust not be comprehended fully. The
stereotypical notion of Victorian idea about woman is based only a duality. The two types
of women can be comprehended by the Victorian ideology: the “Angel of the House”
and “A Fallen Woman”. The first category of women remain faithful to the rules of
domesticity and their existence can be felt but must not be seen as they live life of a
recluse, contrarily, the fallen women are the promiscuous women whom society drags
into the periphery. The Lady of Shalott’s existence can be perceived as an “Angel of

the house” whose existence is being felt, but she remains an invisible being fromthe



commoners’ eyes. The typical Victorian dilemma between faith and doubt is also
expressed in the poem. The scientific explorations in the Age and the Darwinian
assertionthat man comes from the unicellular animal amoeba strike a thud into the age
old belief of human race that human beings are originated from Divine line. The typical
dilemma of theAge whether to adhere to its belief in the religion or to keep faith on the
new scientific developments creates confusion. That confusion is well represented by
the poetic creationsin the Victorian Age. The curse that would likely to befall on Lady
of Shalott and the validity of this belief both are questioned from the lens of skepticism.
Therefore, the fulfilment of the curse and as a result the death of Lady of Shalott both

circumscribe to the typical faith on Christian God.
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Assignment

1. Write a note on Tennyson’s handling of the mythology in “The Lady of Shalott”.
2. Write a note on the use of imagery and symbolism in “The Lady of Shalott”.

3. Comment on the aspect of female sexuality in the poem “The Lady of Shalott”.



UNIT -10

“Fra Lippo Lippi”

By
Robert Browning

Unit 10 (a): Life and Works of Robert Browning

Robert Browning was born on May 7, 1812, in Camberwell, England. His mother
was an accomplished pianist and a devout evangelical Christian. His father, who worked
as a bank clerk, was also an artist, scholar, antiquarian, and collector of books and
pictures. His rare book collection of more than 6,000 volumes included works in Greek,
Hebrew, Latin, French,ltalian, and Spanish. Much of Browning’s education came from
his well-read father.lIt is believed that he was already proficient at reading and writing
by the age of five. A bright and anxious student, Browning learned Latin, Greek, and
French by the time he was fourteen.From fourteen to sixteen he was educated at home,
attended to by various tutors in music,drawing, dancing, and horsemanship. At the age
of twelve he wrote a volume of Byronic verse entitled Incondita, which his parents
attempted, unsuccessfully, to have published. In 1825, a cousin gave Browning a
collection of Percy Bysshe Shelley’s poetry; Browning was so taken with the book that
he asked for the rest of Shelley’s works for his thirteenth birthday,and declared himself
a vegetarian and an atheist in emulation of the poet. Despite this early passion, he
apparently wrote no poems between the ages of thirteen and twenty. In 1828,Browning
enrolled at the University of London, but he soon left, anxious to read and learn at his
own pace. The random nature of his education later surfaced in his writing, leading to
criticism of his poems’ obscurities.In1833, Browning anonymously published his first
major published work,Pauline, and in 1840 he published Sordello, whichwas widely
regarded as a failure. He also tried his hand at drama, but his plays, including Strafford,
which ran for five nights in 1837, and the Bells and Pomegranatesseries, were forthe
most part unsuccessful. Nevertheless, the techniques he developed through his dramatic
monologues—especially his use of diction, rhythm, and symbol—are regarded as his



most important contribution to poetry, influencing such major poets of the twentieth
century as Ezra Pound, T. S. Eliot, and Robert Frost. After reading Elizabeth Barrett’s
Poems (1844)and corresponding with her for a few months, Browning met her in 1845,
They were married in 1846, against the wishes of Barrett’s father.The couple moved to
Pisa and then Florence, where they continued to write. They had a son, Robert “Pen”
Browning, in 1849, the same year his Collected Poems was published.Elizabeth inspired
Robert’s collection of poems Men and Women (1855),which he dedicated to her. Now
regarded as one of Browning’s best works, the book was received with little notice at
the time; its author was then primarily known as Elizabeth Barrett’s husband. Elizabeth
Barrett Browning died in 1861, and Robert and Pen Browning soon moved to London.
Browning went on to publish Dramatis Personae (1864), and The Ring and the Book
(1868-1869). The latter, based on a seventeenth-century Italian murder trial, received
wide critical acclaim, finally earning a twilight of reknown and respect in Browning’s
career. The Browning Society was founded while he still lived, in 1881, and he was
awarded honorary degrees by Oxford University in 1882 and the Universityof Edinburgh
in 1884. Robert Browning died on the same day that his final volume of verse, Asolando:
Fancies and Facts, was published, in 1889.

Unit 10 (b): Robert Browning and the Dramatic Persona

Robert Browning aspired to be a dramatist. He wrote eight dramas and all of them
failed onthe stage. Browning’s genius was contemplating than dramatic. Its main reason
was that neither Browning was so mature for writing a drama nor was his audience.
Browning made a practical compromise and decided to write the drama of the soul —
dramatic monologue. This drama is acted within the mind of the character. It is not
projected on the stage of a theatre.So, Browning interiorized the drama. Dramatic
monologue is different from a dramaand a soliloguy. In drama the action is external
but in dramatic monologue, the action is internal and his soul is the stage. In a soliloquy,
only one character speaks to himself and there is no interference of any other character
but in a monologue, one character speaks his mind and the character is listening to him,
but he is not interfering in the action.Victorianism was an age of renaissance. It was an
age when British colonies were being forced. British Empire was reducing to England.

So people were very much disturbed. The whole of the England was in a state of crisis.



There was also a restriction of the people that they could not discuss this issue with
others in public places. So there was a conflict in the minds of the people and they
were thinking in their minds of the people. They were thinking and talkingonly to
themselves. Browning wanted to present all this on the stage but in this period of
gloominess it was not possible for him to stage a drama. Even the intellectuals were not
allowed to write on critical issues of the country. Browning thought a very clever device
and decided to write dramatic monologue. This was exactly the situation of the people
that theyhad a drama in their minds but they could not express it. So they were only
talking to themselves. Browning did not directly write about England rather he picked
up the same situation of Italian Renaissance, some 200 years earlier, in Italy. At that
time Italy was passing through the same critical situation as it was in the England in
Browning’s times. In this period every Englishman was suffering from a critical
situation. Every individual was thinking about the past glory of the England, there was
a conflict in his mind. He was thinking about his present and past. His soul was in
confusion, he was thinking about the causes of this failure,he tried to give some
justifications and everyone had a sense of optimism in his mind though that might not
be a false one. So we see that Browning’s characters are also representing the same
situation of English people and the pessimism of the age. Browning’s dramatic
monologue deals with the subject of failure. He takes a character who has been failed
in his life. He is caught up in crisis and now tells his story of crisis and bores out his soul
before us. The last rider, Fra Lippo Lippi, Bishop at his death bed and Andrea are the
typical example of this kind. Fra Lippo Lippi has been caught up in an area of

prostitutes:

“l am poor brotherLippo, by your leave!
You need not clap your torches to

my face.” The last rider has been
rejected by his beloved:

“l said — Then, dearest,

since ’tis so, Since now at

length my fate | know,”

Bishop is on his bed:

“Vanity, saith the preacher, vanity!

Draw round my bed: is Anselm



keeping back?”And Andrea's wife
does not care for him.
“But do not let us quarrel any more,

No, my Lucrezia; bear with me for once:”

So, we see that Browning’s characters are in a conflict, they are in a critical
situation and theynow try to cope up with their situation. To deal out with this situation
Browning presents the whole of his case. Browning shows us the past and present of
his character and how this character gets involved in this critical situation. So Browning
unfolds the whole of the life of his character to make it possible to analyze the history
of the character. This is Browning’s technique of case-making. The stronger is the case,
the interesting will be the poem.Through the technique of case-making, browning
dissects the soul of his character and this technique of soul dissection helps the reader
to understand the character and clearly see why his character reaches to this critical
juncture. We know that Fra was poor in his childhood and the guardian church was

very strict with him. He had been suppressed adversely in his life.

“And I’ve been three weeks shut within my mew,
A — painting for the great man,

saints and saintsAnd saints again. |

could not paint all night -

The last rider could not express his love to his beloved and won her.

“— And this beside, if you will
not blame, Your leave for one
more last ride with me.”

The bishop had been a worldly man and jealous of Gandolf.
“And so, abut his tomb of mine. | fought
With tooth and nail to save my niche, ye known:”

Andrea deceived the French King, who was very kind to him.

is just. King Francis may

forgive me ........ccceveenee. ”



To conclude, Browning’s business is to render the soul or psyche of his protagonists
and so he follows the same technique as the modern impressionist. With the help of
the technique ofsoul dissection, we clearly see the soul of the character. In his

monologues, Browning constantly strikes a curiously modern note.



Unit 10 (c): Fra Lippo Lippi

Fra Lippo Lippi is an 1855 dramatic monologue written by the Victorian poet Robert
Browning which first appeared in his collection Men and Women. Throughout this poem,
Browning depicts a 15th-century real-life painter, Filippo Lippi. The poem asks the question
whether art should be true to life or an idealized image of life. The poem is written in blank
verse, non-rhyming iambic pentameter.The poem begins as the painter and monk Lippo Lippi,
also the poem's narrator, is caught by some authority figures while roving his town's red light
district. As he begins, he is being physically accosted by one of the police. He accuses them of
being overzealous and that he need not be punished. It is not until he name-drops "Cosimo of
the Medici" (from the ruling family of Florence) as a nearby friend that he is released. He then
addresses himself specifically to the band's leader, identifying himself as the famous painter
and then suggesting that they are all, himself included, too quick to bow down to what
authority figures suggest. Now free, he suggests that the listener allow his subordinates to
wander offto their own devices. Then he tells how he had been busy the past three weeks shut
up in his room, until he heard a band of merry revelers passing by and used a ladder to climb
down to the streets to pursue his own fun. It was while engaged in that fun that he was caught,
and he defends himself to the judgmental listener, asking "what am | a beast for?" if not to
pursue his beastly appetites. It is then that Lippo begins to tell his life story. He was orphaned
while stilla baby and starved until his aunt gave him over to a convent. When the monks there
asked if he was willing to renounce the world in service of monk-hood, Lippo was quick to
agree since renouncing the world meant a steady supply of food in the convent. He quickly
took to the "idleness” of a monk's life, even at eight years old, butwas undistinguished in any of

the studies they had him attempt.

His one talent was the ability to recreate the faces of individuals through drawings,
partially because as a starving child he was given great insight into the details that distinguished
one face from another and the way those faces illustrated different characteristics. Instead of
studying in the convent, he devoted himself to doodles and drawings, until the Prior noticed
his talent and assigned him to be the convent's artist. As the convent's artist, Lippo proceeded
to paint a myriad of situations, all drawn from the real world. The common monks loved his

work since in his artistry they could recognize images from their everyday lives. However,



"the Prior and the learned™" do not admire Lippo's focus on realistic subjects, instead insisting
that the artist's job is not to pay "homage to the perishable clay” of flesh and body, but to
transcend the body and attempt to reveal the soul. They insist that he paint more saintly images,
focusing on representations of praise and saintliness instead of everyday reality. Lippo protests
to his listener that a painter can reveal the soul through representations of the body, since "simple
beauty" is "about the best thing God invents.” Lippo identifies this as the main conflict of his
otherwise-privileged life: where he wants to paint things as they are, his masters insist he paint
life from a moral perspective. As much as he hates it, he must acquiesce to their wishes in
order to stay successful, and hence he must go after prostitutes and other unsavory activity,
like the one he was caught involved in at poem's beginning. As a boy brought up poor and in
love with life, he cannot so easily forget his artistic impulse to represent life as he sees it to
be. He then speaks to the listener about what generations ofartists owe one another and how
an artist who breaks new ground must always flaunt the conventions. He mentions a painter
named Hulking Tom who studies under him, who Lippo believes will further reinvent artistic
practice in the way he himself has done through pursuing realism. He poses to his listener
the basic question whether it is better to "paint [things] justas they are," or to try to improve
upon God's creations. He suggests that even in reproducing nature, the artist has the power to
help people to see objects that they have taken for granted in a new light. He grows angry
thinking of how his masters ruin the purpose ofart, but quickly apologies before he might

anger the policeman.

He then tells his listener about his plan to please both his masters and himself. He is
planningto paint a great piece of religious art that will show God, the Madonna, and "of course
a saint or two." However, in the corner of the painting, he will include a picture of himself
watching the scene. He then fantasizes aloud how a "sweet angelic slip of a thing” will address
him in the painting, praising his talent and authorship, until the "hothead husband” comes and
forces Lippi to hide away in the painting. Lippo bids goodbye to his listener and heads back

home.



Unit 10 (d): Fra Lippo Lippi as a Dramatic Monologue

Most of the time, in Browning’s poems there is a sole speaker, for instance in “Fra Lippo Lippi”,
Lippo speaks to watchmen. Browning was interested in the soul of man and was concerned with
human problems despite their actions or misdemeanors. His characters are both virtuous and
vicious. His poems are full of incidents and shocking events. Bergman (1980) delving into

Browning’s monologues and the development of the soul, comments on

Browning’s choice of characters by saying, Browning’s supposedly greater skill at presenting
failed artists and corrupt politicians becomes more understandable (and a less a component of
his psyche) when we observe that the approved model for the dramatic monologue favors the
depiction failure and corruption rather than saint hood and heroism which are less commonly
found on the street. (773)

The style of Browning’s spiritual improvement is disinherited from all persons and
things, with his own discrete and separate charisma. At another point, he is competent of proper
intimacy with other persons. At this median point he may begin to perceive his relation to God.
In the end, he sees all creatures as originating from God. At the highest of improvement, man
perceives that he is not an isolated human being with his own private and typical charisma.
Some critics believed the characters in Browning’s poems never change. They remain the same
from beginning to end. But there is contradiction in “Fra Lippo Lippi”, because at the first
lines of poem Lippo is a “beast”: “I’m a beast | know,” (Il. 270) and “It’s natural a poor monk
/ Should have his apt word to excuse himself,” (I1l. 341-342) but then he turns into a monk.
“Fra Lippo Lippi” is one of the most popular of Browning’s dramatic monologues in blank

verse which is written in phrases over the courseof four hundred lines.

The poem is based on the complicated levels on the aim of religion, art,politics, and the
inadequacy of moral figures. The poem is about the philosophy and nature ofart. Browning
wrote the poem after reading “Fra Lippo Lippi” in Vasari’s lives of the artistsat the age of
Renaissance paintings. Lippi was a monk and the first realist painter in15thcentury Florence in
the naturalist school. At the time Lippi was painting, art wasconcerned with religious matters
and following the shadowy moral shapes rather thandepicting life as it is. The poem satirizes
the conflict between the Roman Catholic Churchand the Italian Renaissance tradition of art
patronage. Browning wrote the poem, when theVictorians were concerned again into the idea
that art should have a moral aim. He suggeststhat humans try to ignore the complexity of their
lives. The dilemma in painting the life as itis; thereby,disclosing its complexity through moral



principles. In fact, the themes of the poemare ideas about religion, morality, lust, want, the ideal,
reality, the function of art and naturalbeauty. Lippo was a realist painter who tried to show in
several places, contemporary scenesand figures the importance of realism. He frequently
reveals his love of life and believes artshould instigate beauty in the hope of evoking responses
from the audience, and exhibits thequestion of whether art should be realistic and true to life
or idealistic and instructive. Thepoem begins when the monk explains to the couple of guards
who found him itinerant in thestreet at midnight at an “alley’s end / Where the sportive ladies
leave their doors ajar” (I.

5-6) only “three streets off” (I. 16), that he lives with the member of the powerful Medici
family “Cosimo of the Medici”. He identifies himself as the famous painter. Then he tells his

life story.

When he was an orphaned baby, his aunt takes him to a convent. In the convent,the
monks asked if he was willing to leave the world and become a monk. Lippo quickly
accepted since leaving the world meant a comfortable life with a supply of food in service of
monkhood. There was irony when Lippo was brought to the convent. His mouth was full of
bread the “good fat father” (1. 92) asked the boy if he would “quit this very miserable world?”
(1. 95) from that point he would become an idle boy who would be uninterested in the lessons
and studies. Lippo presents an economic man through whom Browning tries to indicate the
relation between the house of “Medici” and the inescapable movement toward commercial
economy. He connects to religious association for sustenance rather than spiritual nourishment,
and for his worldly and economic advantage, he would acquire the “Cosimo diMedici”
patronage. Then Lippo understands that his “business™: “is to paint the souls ofmen.” (11. 184)
is possible through combining “souls” to the pursuit of mercantile life andsecular world of
personal subjects and concrete objects. Folk at church would read as: Fromgood old gossips
waiting to confess, / Their cribs of barrel-droppings candle-ends, / To thebreathless fellow at
the altar-foot, / Fresh from his murder, safe and sitting there, / With thelittle children round
him in a row, / Of admiration, half for his beard and half, / For that whiteanger of his victim’s
on, / Shaking a fist at him with one fierce arm, / Signing himself withthe other because of
Christ, / (Whose sad face on the cross sees only this? / After his passionof a thousand years).
(1. 146-157) Susman illustrates the monk creating “religiously powerfulpaintings” for the
commercial supporter. He says: “The portrait of Lippo shows how the entryor, in Ruskian
terms, the unfortunate “fall” of the artist into the sphere of commercegenerates a debilitating

commoditization of male energy, both artistic and sexual.” (1992:187).



He discussed the poem in the matter of formation of male poetic in Browning’s
poem,whom the characters have “creative power with sexual potency”. Lippo illustrate the
“successful” artist in creating a realistic religious art of male identity. Susman (1992)
believed that Browning is writing not only art history and economic history, but also, as a
kind of Victorian Foucault (1973), a history of manhood, of male sexuality. In mid Victorian
poetry, when the male characters escape from the surrounded place like the monastery, intimate
the moment of “man-making”. Lippo’s flee from the monastery epitomize the male artist
rejecting the repression of artistic, commercial, and sexual activity. For having rejected the
monastery inhis quest to become a mature man, he must escape from the “banking-house”
(1. 99). The imprisoned male artist must paint in the monastery saints and virgins. The
continued construction of “saints and saints” advise the care about serial re-construction or
mechanical reconstruction that, most particularly in Ruskin, is the note in the mid Victorian
aesthetic discussion of uncertain artistic labor. Patron reminded Lippi after returning from
brothel, he must “Rise up tomorrow and go work, / On Jerome knocking at his poor old breast, /
With his great round stone to subdue the flesh.” (II. 72-74) Lippo becomes a new “Master”
from the employ of mercantile patron; he is forced to create a product at odds with his
manhood. The female is portrayed as virginal, saintly, in Lippo’s piece de resistance, but is
stilled the objectof the erotic male desire: “The little Lily thing, / That spoke the good word
for me in the nick,/ Like the Prior’s niece ... saint Lucy. I would say.” (Il. 385- 387) When
Lippo trip to the brothel, Browning intimate that a mercantile structure may bring about the
commoditization of male want in both its erotic and artistic revelation. The “quarter-florin”
(1. 28), the coin that Lippo show for admiration, symbolizes Pride in his artistic fulfillment,
and it also relate money payment for uncreative art with money payment for loveless sexual
relations. These trips to enclosed space are as practical for Lippo as for any Victorian
businessman. In public, it represent that for the male Victorian the illicit relationship, as
Susman alludes “a secret life” is essential” for the male artist, and for males in general.”
(1992: 194). That has marked Lippo as the “successful” artist. Lippo was tolerated in drawing
the individual’s faces. He was expert in drawing the details of different characteristics;
gradually the others noticed his talent in drawings and paintings. Instead of studying in the
convent, the Prior assigned him to be the convent’s artist. Lippo’s painting was about the real
world and the pleasure of life. The lines: “You should not take a fellow eight years old / And
make him swear to never kiss the girls.” (II. 225- 226). Emphasis is laid on pleasurable and
worldly themes. When the church leaders give him the chance to paint, he is exhilarated:

“Thank you! My head being crammed, the walls a blank, / Never was such prompt



disemburdening” (II. 143-144). He begins to paint church patrons in a realistic manner. The
simple monks are amazed at Lippi’s ability to portray real people through his work. Yet “The
Prior and the learned pulled a face / And stopped that in no time” (Il. 174-175) were not
agree to Lippo’s painting on realistic matters. They believe that the artist should paint:

Faces, arms, legs and bodies like the true, /[...]it’s devil’s game! /

Your business is not to catch men with show, /

With homage to the perishable clay, /

But lift them over it, ignore it all, /

Make them forget there’s such a thing as flesh,

(1. 177- 183)

To sublime the soul and to concentrate on the angelic and blessed images. Just asthe art prohibit

moral function, so the artist reads religious subjects irreverently.

Subsequently, his works do not “instigate to prayer” (316), Lippo reduces religious
qualitiesto commonplaces: Strikes in the Prior: ‘when your meaning’s plain, / ‘It does not
say tofolkremember matins, / ‘Or, mind you fast next Friday! ‘Why, for this, / What need of
art atall? A skull and bones, / Two bits of stick nailed crosswise, or, what’s best, / A bell to
chimethe hour with, does as well. (Il. 317- 322) Lippo altogether negate moral caution; restrict
intensity and goodness to self — gratification. Restricting “higher things” to “the same truth”
(309), that is, “simple beauty and nought else” (Il. 217), he turns even religious art into
ethically “careless” (Il. 294), improper workmanship. Lippo indicate that “simple beauty” is
“about the best thing God invents” (Il. 218), which means to paint things not necessarily from
a moral perspective. Lippi is intimidated that the church masters do not share his love of
physical form. He is a naturalistic artist who wants to honestly exhibit what he sees around
the world. For doing his extreme, he holds a mirror up to nature: A fire way to paint soul, by
painting body, / So ill, the eye can’t stop here, must go further, / And can’t fare worse! Thus,
yellow does for white, / When what you put for yellow’s simply black, / And any sort of
meaning looks intense. When all beside itself means and looks nought. (II. 199-204). In
attempting to paint as if neglecting the body and the real world, Lippi intimate that the painter
is proposing only an evasive idea of soul and define his own technique of painting as actually
heightening the image of the soul:” Can’t | take breath and try to add life’s flash, / And then
add soul and heighten them three-fold?” (Il. 213- 214). He is forced to do whatever hismasters
insist in order to gain food and stay successful instead of remaining hungry. In fact he

pretended to abandon the world to get bread, so he cannot express his view truly. The



existence of “Hulking Tom” in the poem recommend that artists should be breakers in the
society and change the world from the cliché’s painting, such as holy subjectivity instead of
objective facts. Lippo’s desire is to reach to the essence of his subjectivity to instigate people to
pray and accomplish their religious duties. But Lippo wants to indicate that his impulse topaint
objectively does not mean the avoiding of subjective Transcendence. In lines: If you getsimple
beauty and nought else, / You get about the best thing God invents: / That’ssomewhat: and
you’ll find the soul you have missed, / Within yourself, when you return himthanks. / “Rub all
out!” Well, well, there’s my life, in short, (II. 217-221). God createdeverything and by
appreciating the God’s creation, humans should be thankful to God forhaving soul within
them and the realist painting instigate the attention of human to thebeauties of real life and
God of Genesis. The master’s desire was to paint idealized creationof life, such as depiction
of God and saints, creating Eve in the Garden of Eden rather thanrealist human absurdity.
God’s works paint any one, and count it crime, / To let a truth slip. /

Don’t object, “His works, / Are here already; nature is complete: / Suppose you reproduce
her- (which you can’t), / There’s no advantage! You must bear her, then. (1. 295-299) For
Lippo the spirit and soul has less value than substance and body: “the value and significance
of flesh / | cannot unlearn ten minutes afterwards” (Il. 268-269). But Fra Lippo’s decision to
“add the soul” to “flesh” represent the equality both in substance and spirit in the style of
Italian painting and on the Browning’s view. Lippo mocks the sermons and saints by saying:
“The only good of grass is to make chaff.” (1l. 257), and when he says: “I always see thegarden
and God there / A making man’s wife.” (ll. 266-267), trying to prove the real statement to the
monk. Throughout the poem, Browning lead Fra Lippo Lippi to generatenew vision of
things. He glares for a moment at “The shape of things, their colors, lights andshades,” (I1.
284) and when he says: Do you feel thankful, ay or no?” (Il. 286) persuade theauditors to
manifest a spiritual power that will empower him to “Interpret God to all of you”(Il. 311).
The poem spread out Lippi’s direct debate that realistic art brings the viewer closerto God’s
creation and, thus, closer to God, but Browning’s indirect debate goes beyond inshowing
that realistic art is didactic as well. Generally, a poem delivered as though by asingle
imagined person and the speaker is not to be identified with the poet, but who isdramatized,
usually through his or her own words. The tradition of the verse epistle may beseen to have
contributed to the development of the dramatic monologue, which found one ofits most
accomplished exponents in Browning (‘My Last Duchess’, 1842; ‘Caliban uponSetebos’, 1864).
The form was employed by many 19th and 20th century poets, includingTennyson, Hardy,

Kipling, Frost, Pound, and T. S. Eliot, and several Victorian women poetsfound it a useful



vehicle for giving voice to women’s concerns and repressions (Drabble,2000: 299). Dramatic
monologue refers to a type of poetry. These poems are dramatic in thesense that they have a
drama quality; that is, the poem is meant to be read to spectators. Tosay that the poem is a
monologue means that these are the words of one speaker with nodialogue coming from
any other characters. Dramatic monologue’ is a generic term whosepractical usefulness does
not seem to have been impaired by the failure of literary historiansand taxonomists to achieve
consensus in its definition. (Bristow, 2005: 69) The poet portraysa mask that is different from
his own personality. The subject matter is not so much importantin dramatic monologues, but
it is the matter of characterization. The character of the speakerand silent interlocutors in the
poem are so fundamental. “In dramatic monologues, thespeakers turn their designs away from
us, directing their insistence to a generallyskeptical listener. We hear and observe the speaker
not in full face, but at an angle, through aglass darkly, relieved of the full force of his or her
obsessed attention. Unlike the epic bard, the speaker is at no great pains to persuade us”
(Auerbach, 1984: 166). The characters are in depth of the society and are interfered with the
problems of the society. The relationship between characters is often showed as a complete war
between the speaker and the listener.Often showed as a master-slave relationship. The listener
does not have a voice in the poem and cannot have his/her stage for the demonstration of the
thoughts. The condition ofthe Victorian society is fully depicted in Browning’s dramatic
monologues, such as the condition of the urban livings, violence and prostitution. “The range is
from the jealous brother in “Soliloquy of the Spanish Cloister”; the completely worldly and
sensuous Bishopin “The Bishop Orders His Tomb at St. Praxed’s Church,” begging his
illegitimate sons to build him a tomb more elegant than that of his rival, Gandolf, so he can
lie in triumphantpride through the ages (after he is dead) and hear the mass, see the bread and
wine consecrated, and smell the thick incense smoke, while gloating over his having won the
mistress also” (Stagg, 1969:50). “The dramatic monologue celebrates self-creation, but it is a self
creation enforced by the power of skepticism over the insecurity of being. Other listeners would
probably dictate other poems. In its essence, the dramatic monologue asks of us neither
sympathy nor judgment. Rather, it strikes home to us the impurity of our own tale telling, the
ways in which our own truth has been adjusted, not to a remote and acquiescent audience, but to
our intimates who do not believe us” (Auerbach, 1984: 167). The dramatic monologue seeks the
power relationship between art and morality. Victorian society is often criticized of the mere
morality corruption and bad condition of the women livings. The poem seeks out the controversial
ideas that can be dealt with in the heart of the dramatic monologue. These controversial ideas

cannot be dealt in other genres of literature. The character development is an essential stage of



the dramatic monologue. Different perspectives on fixed conditions of the Victorian society
and it allow the reader to enter the mind of themain character. In literature, according to the
reader oriented criticism, there can be different interpretations on a fixed phenomenon. The
multiplicity of perspectives is fully shown in the dramatic monologues. Medieval settings are
prevalent in Browning’s poetry and it is a better way to deal with the contemporary issues of the
society in the poem. The interpretation of the reader is often hard and judgmental, because you
cannot hear the different voices in the heart of the poem. The speakers are not criminals, but they
justify their acts, based on their viewpoints on different states of mind. The immoral acts are
shown in the course of the dramatic monologue in order to invoke a moral judgment from the
reader. The reader is leftin the middle of the incidents to judge the characters. “The majority of
dramatic monologists are not criminals or charlatans, only searchers after some transformation,
whether spiritual, professional, or personal For all their removal from any norm, they collectively
present adherence to certain patterns, constituting a confirmation of nonconformists” (Bristow,
2005: 73). One of the main problems of the Victorian society is the pressure of the male-
dominated society upon the women who are held as captives, subjugated objects and consider
them as fallen women. Women in these kinds of poems do not have a voice and they are always
silent. They are oppressed because of their natural sexuality and prostitution. Women
consciousness is depicted as something unnatural and they are considered as the second sex. The
idea of seeing a woman as “the other” and pose a master-slave relationship in order to hold the
women as second-class citizens of the Victorian society. The male characters are the speakers of
the dramatic monologues so the judgment of the readers is depended on the male- oriented
society. In “the las duchess”, a powerful poem by Browning, the duke want more control over the
duchess that leads to the death of the duchess. “My Last Duchess,” often considered the
outstanding dramatic monologue of the Victorian era, is the tale of a man, the Duke of
Ferrara, who is firm that his wife was not suitable to his needs and respect. So he has hermurdered.
He expected absolute obedience from his Duchess: “...if she let/herself belessened...” and
when he was disappointed, he ordered her death. “I gave commands; /then all smiled stopped
together”. In “the last duchess”, the women is dead, but the portrait of her makes judgments
among the people, who “strangers like you that pictured countenance/ the depth and passion of
its earnest glance” (7-8). By looking into the painting on the wall, the face of the duchess shows
that ““twas not her husband’s presence only, called that spot of joy into the duchess’ cheek” (13-
15), and this showed that the duchess was too simple or even unfaithful to the duke. What is
very conspicuous is that the duke is a very powerful performer and this eases the exhibition of

his character. The duchess “too soon made glad, too easily impressed; she liked whatever she



looked on, and her looks went everywhere” (22-24). The duchess is punished by the
domineering duke for her natural sexuality and perhaps the story is not real at all. Perhaps the
mind of the duke is where all these occurrences take place. A mind that domineers a male duke
to want absolute power over the duchess. “Porphyria’s Lover” is another example of violence
told within dramatic monologue. It tells the tale of a woman, Porphyria, who visits her lover, as
she still takes the role of a passive wife, calling to her lover, and, when he does not respond,
making herself ready for him: “She put my arm about her waist,/And made her smooth white
shoulder bare,/And all her yellow hair displaced/...Murmuring how she loved me...” but he
chooses to murder her: “I found/A thing to do, and all her hair/In one long yellow string |
wound/Three times her little throat around/And strangled her.” He justifies his murder but
explaining to the auditor that she felt no pain “No pain felt she; /1 am quite sure she felt no pain”
and that she now is happy “Her head, which droops upon it still:/The smiling rosy little head/ so
glad it has its utmost will”. The art of persuasion of the listener through the mere justification of
act is thoroughly conspicuous in the layers of the dramatic monologue. In “porphyria’s lover”
the setting is very importantly described between an ancient and modern surrounding. The
blurring of the tradition and modern times, that is in accordance with the fast technological
improvement in the Victorian era. It seems that the speaker is mad and this madness is within
the speaker’s rational self-representation. The victim is pressured by the society structures about
the sexuality of a woman. She is “too weak, for all her heart’s endeavor, to set its struggling
passion free from pride, and ties dissever, and give herself to me forever” (22-25). Like “the last
duchess”, both speakers in two poems are trying to take control over the women by creating
different class structures and divisions around them. In both “My Last Duchess” and
“Porphyria’s Lover,” Browning has shown that the male in the relationship has the power to
have dominance over his lover. In “My Last Duchess,” it appears to be hope, but “Porphyria’s
Lover” appears to be more in line with saving the moment of dedication. Both the Duke and the
lover feel that their analysis on their women is exact, and that they are the ones who should be
allowed to determine if the women live or die. “Browning’s “Porphyria’s Lover” and “My Last
Duchess” concerned itself with female subjectivity, including and perhaps especially the modes
of consciousness of women whom we do not hear speak. The speaker of “Porphyria’s Lover”
not only draws his name from his intimate relationship to her but also claims that the actions he
describes, including that of murdering her, are based on his apprehension of her desires, her
“one wish” (Bristow, 2005: 74). The identity of the woman isdepended on the male dominant
whereas in the consequence the male lover takes his identity in interaction with the female. As

it is shown through “porphyria’s lover” that the male partner does not have a specific name and



derives his identity from the interaction with his female partner.

Further Reading

Langbaum, Robert: Poetry of Reading

Jack, lan: Browning’s Major Poetry

Shaw, W.D.: The Dialectical Temper: The Rhetorical Art of Robert Browning
Loucks, James F.: Robert Browning’s Poetry (A Norton Critical Edition)

Assignment

1. Do you agree with the view that for Browning the sole interest lies in the
exploration of thehuman mind in the dramatic monologues? Assess with a close
reference to ‘Fra Lippo Lippi’.

2. Do you feel that the dramatic monologue suffers from one limitation, namely a
one sidedview of life? Discuss with close reference to ‘Fra Lippo Lippi’.

3. Comment on Browning’s use of imagery in Fra Lippo Lippi.
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“Goblin Market” by Christina Georgina Rossetti

Unit 11 (a): Introduction to Christina Georgina Rossetti

Christina Georgina Rossetti was born in London on December 5, 1830, to Gabriele and
Frances (Polidori) Rossetti. Both of her parents were of strong religious temperament. Her father
was an Italian living in exile, and her mother was of Italian and English origin. The house she
was born into was quite lively, playing host to visiting Italian revolutionaries and writers, but she
was also subject to the teaching and religious devotion of her mother Frances. Her father Gabriele
was a poet and translator, and her uncle John Palidori was Byron’s physician and author of “The

Vampyre.”

Rossetti’s home was bilingual, and all of the children in her family were artistic and
scholarly. The oldest, Maria Francesca, was a Dante scholar, and her brother Gabriel Charles
Dante (who would change his name to Dante Gabriel) became a poet and a painter. William
Michael, the younger of the two brothers, became a critic and biographer, and later edited and

published commentaries on the poems and letters of his siblings.

Christina is said to have been a very spirited child, and there are wild reports about her
youthful temper. These anecdotes stand in contrast to the descriptions of the poet by her brother
William in the biography he wrote, which gives us an image of a restrained, almost docile poet
with self-discipline to spare. Her early childhood was punctuated by visits to her maternal
grandfather’s country home, which was surrounded by fruit trees and fields. Eventually, this same
grandfather would move to the city and set up a printing press, which would then print Rossetti’s
first volume of poetry, “Verses: Dedicated to Her Mother”. In 1848 she became engaged to

James Collinson, one of the minor Pre-Raphaelites. His reversion to Roman Catholicism would



soon end the engagement.

In 1853 Christina’s father became ill, and his eyesight began to deteriorate. Christina and
her mother started a day school to try and support the family, which was not sustainable.
After this episode Christina would become more and more reclusive, suffering from a recurring
illness which was sometimes diagnosed as angina and sometimes tuberculosis. Her own family
feared for her health starting at a young age, starting as early as 1845, and she seemsto have

been in a near constant state of nervous exhaustion.

The Rossetti children worshiped their mother, but Christina’s relationship was
especially close with her. Due in part to her bad health, her mother served as both confidant
and nurse,and all of Christina’s books of poetry were dedicated to her. Both women shared a
clear and strong sense of spiritual devotion. Rossetti herself was influenced by the Oxford
Movement, which wanted to restore a sense of Catholic Grandeur to the Anglican church,
reinforcing the ritualistic elements of the Catholic service. Later in her life, Christina would write
extensive commentaries on parts of the bible, and she was a strict observer of fast days and the

liturgical calendar.

It is important, however, not to dwell on what is outwardly pious in the biography of
Rossetti. She remained friends with her brothers her entire life. William was a free-thinking
atheist,and Dante Gabriel is legendary for his sensuality. In addition, her letters show the extent
ofher contact with other poets and her generosity with young writers. She was also a member
ofa group called the ‘Pre-Raphaelite Brotherhood,” formed in 1848 by her brothers. She was not
allowed to attend their late night meetings, but her early poems were published by the

brotherhood’s journal, “The Germ.”

Her first publicly printed book of poetry was “Goblin Market and Other Poems,”
published in 1862 to widespread acclaim and popularity. In 1866, Rossetti was again proposed
to, this time by Charles Bagot Cayley, a Dante scholar and former student of her father.
William, after her death, found a series of love poems in Christina’s desk that suggest that she
loved Cayley very deeply, although while living, she refused him because of his religious

skepticism.

She continued to write and in the 1870s to work for the Society for Promoting Christian
Knowledge. She was troubled physically by neuralgia and emotionally by Dante’s breakdown
in 1872. The last 12 years of her life, after his death in 1882, were outwardly quiet ones. She died

of cancer December 29, 1894.



Unit 11 (b): Text of the Poem

Morning and evening
Maids heard the goblins cry:
“Come buy our orchard fruits,
Come buy, come buy:
Apples and quinces,
Lemons and oranges,
Plump unpeck’d cherries,
Melons and raspberries,
Bloom-down-cheek’d peaches,
Swart-headed mulberries,
Wild free-born cranberries,
Crab-apples, dewberries,
Pine-apples, blackberries,
Apricots, strawberries;—
All ripe together
In summer weather,—
Morns that pass by,

Fair eves that fly;
Come buy, come buy:
Our grapes fresh from the vine,
Pomegranates full and fine,
Dates and sharp bullaces,
Rare pears and greengages,
Damsons and bilberries,
Taste them and try:
Currants and gooseberries,
Bright-fire-like barberries,
Figs to fill your mouth,
Citrons from the South,
Sweet to tongue and sound to eye;
Come buy, come buy.”

Evening by evening
Among the brookside rushes,
Laura bow’d her head to hear,

Lizzie veil’d her blushes:
Crouching close together
In the cooling weather,

With clasping arms and cautioning lips,
With tingling cheeks and finger tips.
“Lie close,” Laura said,
Pricking up her golden head:
“We must not look at goblin men,
We must not buy their fruits:
Who knows upon what soil they fed
Their hungry thirsty roots?”
“Come buy,” call the goblins



Hobbling down the glen.

“Oh,” cried Lizzie, “Laura, Laura,
You should not peep at goblin men.”
Lizzie cover’d up her eyes,
Cover’d close lest they should look;
Laura rear’d her glossy head,
And whisper’d like the restless brook:
“Look, Lizzie, look, Lizzie,
Down the glen tramp little men.
One hauls a basket,

One bears a plate,

One lugs a golden dish
Of many pounds weight.

How fair the vine must grow
Whose grapes are so luscious;
How warm the wind must blow
Through those fruit bushes.”
“No,” said Lizzie, “No, no, no;
Their offers should not charm us,
Their evil gifts would harm us.”
She thrust a dimpled finger
In each ear, shut eyes and ran:
Curious Laura chose to linger

Wondering at each merchant man.
One had a cat’s face,
One whisk’d a tail,
One tramp’d at a rat’s pace,
One crawl’d like a snail,

One like a wombat prowl’d obtuse and furry,
One like a ratel tumbled hurry skurry.
She heard a voice like voice of doves

Cooing all together:
They sounded kind and full of loves
In the pleasant weather.

Laura stretch’d her gleaming neck
Like a rush-imbedded swan,
Like a lily from the beck,
Like a moonlit poplar branch,
Like a vessel at the launch
When its last restraint is gone.

Backwards up the mossy glen
Turn’d and troop’d the goblin men,
With their shrill repeated cry,
“Come buy, come buy.”
When they reach’d where Laura was
They stood stock still upon the moss,
Leering at each other,
Brother with queer brother;



Signalling each other,
Brother with sly brother.
One set his basket down,
One rear’d his plate;
One began to weave a crown
Of tendrils, leaves, and rough nuts brown
(Men sell not such in any town);
One heav’d the golden weight
Of dish and fruit to offer her:
“Come buy, come buy,” was still their cry.
Laura stared but did not stir,
Long’d but had no money:
The whisk-tail’d merchant bade her taste
In tones as smooth as honey,
The cat-faced purr’d,
The rat-faced spoke a word
Of welcome, and the snail-paced even was heard,;
One parrot-voiced and jolly
Cried “Pretty Goblin” still for “Pretty Polly;”—
One whistled like a bird.

But sweet-tooth Laura spoke in haste:
“Good folk, | have no coin;
To take were to purloin:
I have no copper in my purse,
| have no silver either,

And all my gold is on the furze
That shakes in windy weather
Above the rusty heather.”

“You have much gold upon your head,”
They answer’d all together:

“Buy from us with a golden curl.”
She clipp’d a precious golden lock,
She dropp’d a tear more rare than pearl,
Then suck’d their fruit globes fair or red:
Sweeter than honey from the rock,
Stronger than man-rejoicing wine,
Clearer than water flow’d that juice;
She never tasted such before,

How should it cloy with length of use?
She suck’d and suck’d and suck’d the more
Fruits which that unknown orchard bore;
She suck’d until her lips were sore;
Then flung the emptied rinds away
But gather’d up one kernel stone,
And knew not was it night or day
As she turn’d home alone.

Lizzie met her at the gate
Full of wise upbraidings:
“Dear, you should not stay so late,



Twilight is not good for maidens;
Should not loiter in the glen
In the haunts of goblin men.

Do you not remember Jeanie,
How she met them in the moonlight,
Took their gifts both choice and many,
Ate their fruits and wore their flowers
Pluck’d from bowers
Where summer ripens at all hours?
But ever in the noonlight
She pined and pined away;
Sought them by night and day,
Found them no more, but dwindled and grew grey;
Then fell with the first snow,
While to this day no grass will grow
Where she lies low:
| planted daisies there a year ago
That never blow.

You should not loiter so.”
“Nay, hush,” said Laura:

“Nay, hush, my sister:
| ate and ate my fill,

Yet my mouth waters still;
To-morrow night I will
Buy more;” and kiss’d her:
“Have done with sorrow;

I’1l bring you plums to-morrow
Fresh on their mother twigs,
Cherries worth getting;

You cannot think what figs
My teeth have met in,

What melons icy-cold
Piled on a dish of gold
Too huge for me to hold,

What peaches with a velvet nap,
Pellucid grapes without one seed:
Odorous indeed must be the mead
Whereon they grow, and pure the wave they drink
With lilies at the brink,

And sugar-sweet their sap.”

Golden head by golden head,
Like two pigeons in one nest
Folded in each other’s wings,
They lay down in their curtain’d bed:
Like two blossoms on one stem,
Like two flakes of new-fall’n snow,
Like two wands of ivory
Tipp’d with gold for awful kings.
Moon and stars gaz’d in at them,
Wind sang to them lullaby,



Lumbering owls forbore to fly,
Not a bat flapp’d to and fro
Round their rest:

Cheek to cheek and breast to breast
Lock’d together in one nest.

Early in the morning
When the first cock crow’d his warning,
Neat like bees, as sweet and busy,
Laura rose with Lizzie:

Fetch’d in honey, milk’d the cows,
Air’d and set to rights the house,
Kneaded cakes of whitest wheat,

Cakes for dainty mouths to eat,

Next churn’d butter, whipp’d up cream,
Fed their poultry, sat and sew’d;
Talk’d as modest maidens should:
Lizzie with an open heart,
Laura in an absent dream,
One content, one sick in part;
One warbling for the mere bright day’s delight,

One longing for the night.

At length slow evening came:
They went with pitchers to the reedy brook;
Lizzie most placid in her look,
Laura most like a leaping flame.
They drew the gurgling water from its deep;
Lizzie pluck’d purple and rich golden flags,
Then turning homeward said: “The sunset flushes
Those furthest loftiest crags;
Come, Laura, not another maiden lags.
No wilful squirrel wags,
The beasts and birds are fast asleep.”
But Laura loiter’d still among the rushes
And said the bank was steep.

And said the hour was early still
The dew not fall’n, the wind not chill;
Listening ever, but not catching
The customary cry,

“Come buy, come buy,”

With its iterated jingle
Of sugar-baited words:

Not for all her watching
Once discerning even one goblin
Racing, whisking, tumbling, hobbling;
Let alone the herds
That used to tramp along the glen,
In groups or single,

Of brisk fruit-merchant men.



Till Lizzie urged, “O Laura, come;

I hear the fruit-call but | dare not look:
You should not loiter longer at this brook:
Come with me home.

The stars rise, the moon bends her arc,
Each glowworm winks her spark,

Let us get home before the night grows dark:
For clouds may gather
Though this is summer weather,

Put out the lights and drench us through;
Then if we lost our way what should we do?”

Laura turn’d cold as stone
To find her sister heard that cry alone,
That goblin cry,
“Come buy our fruits, come buy.”

Must she then buy no more such dainty fruit?
Must she no more such succous pasture find,
Gone deaf and blind?

Her tree of life droop’d from the root:

She said not one word in her heart’s sore ache;
But peering thro’ the dimness, nought discerning,
Trudg’d home, her pitcher dripping all the way;
So crept to bed, and lay
Silent till Lizzie slept;

Then sat up in a passionate yearning,

And gnash’d her teeth for baulk’d desire, and wept
As if her heart would break.

Day after day, night after night,
Laura kept watch in vain
In sullen silence of exceeding pain.
She never caught again the goblin cry:
“Come buy, come buy;”—

She never spied the goblin men
Haweking their fruits along the glen:
But when the noon wax’d bright
Her hair grew thin and grey;

She dwindled, as the fair full moon doth turn
To swift decay and burn
Her fire away.

One day remembering her kernel-stone
She set it by a wall that faced the south;
Dew’d it with tears, hoped for a root,
Watch’d for a waxing shoot,

But there came none;

It never saw the sun,

It never felt the trickling moisture run:
While with sunk eyes and faded mouth



She dream’d of melons, as a traveller sees
False waves in desert drouth
With shade of leaf-crown’d trees,
And burns the thirstier in the sandful breeze.

She no more swept the house,
Tended the fowls or cows,
Fetch’d honey, kneaded cakes of wheat,
Brought water from the brook:

But sat down listless in the chimney-nook
And would not eat.

Tender Lizzie could not bear
To watch her sister’s cankerous care
Yet not to share.

She night and morning
Caught the goblins’ cry:
“Come buy our orchard fruits,
Come buy, come buy;”—
Beside the brook, along the glen,
She heard the tramp of goblin men,
The yoke and stir
Poor Laura could not hear;
Long’d to buy fruit to comfort her,
But fear’d to pay too dear.

She thought of Jeanie in her grave,
Who should have been a bride;
But who for joys brides hope to have
Fell sick and died
In her gay prime,

In earliest winter time
With the first glazing rime,
With the first snow-fall of crisp winter time.

Till Laura dwindling
Seem’d knocking at Death’s door:
Then Lizzie weigh’d no more
Better and worse;
But put a silver penny in her purse,
Kiss’d Laura, cross’d the heath with clumps of furze
At twilight, halted by the brook:
And for the first time in her life
Began to listen and look.

Laugh’d every goblin
When they spied her peeping:
Came towards her hobbling,
Flying, running, leaping,
Puffing and blowing,
Chuckling, clapping, crowing,
Clucking and gobbling,



Mopping and mowing,
Full of airs and graces,
Pulling wry faces,
Demure grimaces,
Cat-like and rat-like,
Ratel- and wombat-like,
Snail-paced in a hurry,
Parrot-voiced and whistler,
Helter skelter, hurry skurry,
Chattering like magpies,
Fluttering like pigeons,
Gliding like fishes,—
Hugg’d her and kiss’d her:
Squeez’d and caress’d her:
Stretch’d up their dishes,
Panniers, and plates:
“Look at our apples
Russet and dun,

Bob at our cherries,
Bite at our peaches,
Citrons and dates,
Grapes for the asking,
Pears red with basking
Out in the sun,
Plums on their twigs;
Pluck them and suck them,
Pomegranates, figs.”—

“Good folk,” said Lizzie,
Mindful of Jeanie:
“Give me much and many: —
Held out her apron,
Toss’d them her penny.
“Nay, take a seat with us,
Honour and eat with us,”
They answer’d grinning:
“Our feast is but beginning.
Night yet is early,
Warm and dew-pearly,
Wakeful and starry:
Such fruits as these
No man can carry:

Half their bloom would fly,
Half their dew would dry,
Half their flavour would pass by.
Sit down and feast with us,
Be welcome guest with us,
Cheer you and rest with us.”—
“Thank you,” said Lizzie: “But one waits
At home alone for me:

So without further parleying,



If you will not sell me any
Of your fruits though much and many,
Give me back my silver penny
I toss’d you for a fee.”—
They began to scratch their pates,
No longer wagging, purring,
But visibly demurring,
Grunting and snarling.
One call’d her proud,
Cross-grain’d, uncivil;
Their tones wax’d loud,
Their looks were evil.
Lashing their tails
They trod and hustled her,
Elbow’d and jostled her,
Claw’d with their nails,
Barking, mewing, hissing, mocking,
Tore her gown and soil’d her stocking,
Twitch’d her hair out by the roots,
Stamp’d upon her tender feet,
Held her hands and squeez’d their fruits
Against her mouth to make her eat.

White and golden Lizzie stood,
Like a lily in a flood,—

Like a rock of blue-vein’d stone
Lash’d by tides obstreperously,—
Like a beacon left alone
In a hoary roaring sea,
Sending up a golden fire,—
Like a fruit-crown’d orange-tree
White with blossoms honey-sweet
Sore beset by wasp and bee,—
Like a royal virgin town
Topp’d with gilded dome and spire
Close beleaguer’d by a fleet
Mad to tug her standard down.

One may lead a horse to water,
Twenty cannot make him drink.
Though the goblins cuff’d and caught her,
Coax’d and fought her,

Bullied and besought her,
Scratch’d her, pinch’d her black as ink,
Kick’d and knock’d her,
Maul’d and mock’d her,

Lizzie utter’d not a word;
Would not open lip from lip
Lest they should cram a mouthful in:
But laugh’d in heart to feel the drip
Of juice that syrupp’d all her face,



And lodg’d in dimples of her chin,
And streak’d her neck which quaked like curd.
At last the evil people,

Worn out by her resistance,

Flung back her penny, kick’d their fruit
Along whichever road they took,

Not leaving root or stone or shoot;
Some writh’d into the ground,

Some div’d into the brook
With ring and ripple,

Some scudded on the gale without a sound,
Some vanish’d in the distance.

In a smart, ache, tingle,
Lizzie went her way;

Knew not was it night or day;
Sprang up the bank, tore thro’ the furze,
Threaded copse and dingle,

And heard her penny jingle
Bouncing in her purse,—

Its bounce was music to her ear.
She ran and ran
As if she fear’d some goblin man
Dogg’d her with gibe or curse
Or something worse:

But not one goblin scurried after,
Nor was she prick’d by fear;

The kind heart made her windy-paced
That urged her home quite out of breath with haste
And inward laughter.

She cried, “Laura,” up the garden,
“Did you miss me?
Come and kiss me.
Never mind my bruises,

Hug me, kiss me, suck my juices
Squeez’d from goblin fruits for you,
Goblin pulp and goblin dew.

Eat me, drink me, love me;
Laura, make much of me;

For your sake | have braved the glen
And had to do with goblin merchant men.”

Laura started from her chair,
Flung her arms up in the air,
Clutch’d her hair:

“Lizzie, Lizzie, have you tasted
For my sake the fruit forbidden?
Must your light like mine be hidden,
Your young life like mine be wasted,
Undone in mine undoing,



And ruin’d in my ruin,
Thirsty, canker’d, goblin-ridden?”—
She clung about her sister,
Kiss’d and kiss’d and kiss’d her:
Tears once again
Refresh’d her shrunken eyes,
Dropping like rain
After long sultry drouth;
Shaking with aguish fear, and pain,
She kiss’d and kiss’d her with a hungry mouth.

Her lips began to scorch,
That juice was wormwood to her tongue,
She loath’d the feast:
Writhing as one possess’d she leap’d and sung,
Rent all her robe, and wrung

Her hands in lamentable haste,

And beat her breast.
Her locks stream’d like the torch

Borne by a racer at full speed,

Or like the mane of horses in their flight,
Or like an eagle when she stems the light
Straight toward the sun,

Or like a caged thing freed,

Or like a flying flag when armies run.

Swift fire spread through her veins, knock’d at her heart,
Met the fire smouldering there
And overbore its lesser flame;
She gorged on bitterness without a name:
Ah! fool, to choose such part
Of soul-consuming care!

Sense fail’d in the mortal strife:
Like the watch-tower of a town
Which an earthquake shatters down,
Like a lightning-stricken mast,

Like a wind-uprooted tree
Spun about,

Like a foam-topp’d waterspout
Cast down headlong in the sea,

She fell at last;

Pleasure past and anguish past,

Is it death or is it life?

Life out of death.
That night long Lizzie watch’d by her,
Counted her pulse’s flagging stir,
Felt for her breath,
Held water to her lips, and cool’d her face
With tears and fanning leaves:
But when the first birds chirp’d about their eaves,



And early reapers plodded to the place
Of golden sheaves,
And dew-wet grass
Bow’d in the morning winds so brisk to pass,
And new buds with new day
Open’d of cup-like lilies on the stream,
Laura awoke as from a dream,
Laugh’d in the innocent old way,
Hugg’d Lizzie but not twice or thrice;
Her gleaming locks show’d not one thread of grey,
Her breath was sweet as May
And light danced in her eyes.

Days, weeks, months, years
Afterwards, when both were wives
With children of their own;
Their mother-hearts beset with fears,
Their lives bound up in tender lives;
Laura would call the little ones
And tell them of her early prime,
Those pleasant days long gone
Of not-returning time:
Would talk about the haunted glen,
The wicked, quaint fruit-merchant men,
Their fruits like honey to the throat
But poison in the blood,;

(Men sell not such in any town):
Would tell them how her sister stood
In deadly peril to do her good,
And win the fiery antidote:
Then joining hands to little hands
Would bid them cling together,
“For there is no friend like a sister
In calm or stormy weather;

To cheer one on the tedious way,
To fetch one if one goes astray,
To lift one if one totters down,
To strengthen whilst one stands.”

Unit 11 (b): Short Summary of the Poem

Set in a fairytale world and exploring themes of temptation, sacrifice and salvation, ‘Goblin Market’
tells the story of a fraught encounter between sisters Laura and Lizzie and evil goblin merchants. When
Laura exchanges a lock of her golden hair for the chance to taste the goblins’ enchanted ‘fruit forbidden’,
she deteriorates until she is ‘knocking at Death’s door’. Her sister Lizzie offers to pay the goblins ‘a silver

penny’ for more of their wares, which she hopes will act as an antidote to Laura’s malady. The goblins



violently attack Lizzie, smearing their fruits ‘against her mouth’ in a vain attempt ‘to make her eat’.
After the goblins are ‘worn out by her resistance’, Lizzie returns home, and Laura kisses the juices from

her sister’s face and is restored.

Unit 11 (c): Form of the Poem

On first reading ‘Goblin Market’, eminent Victorian critic John Ruskin
declared that Christina Rossetti’s ‘irregular measures’ were the ‘calamity of modern poetry’
and that she ‘should exercise herself in the severest commonplace of metre until she can write as

the public like’.

Ruskin’s tin eared critique unwittingly identifies one of ‘Goblin Market’s’ greatest
strengths: its experimental form. A poem whose compelling narrative is animated by a surprising
lyric energy, it never conforms to a set rhyme scheme or metrical pattern. For instance, the goblin
merchants’ cries in the opening lines tempt not through lavish verbal description, but through
form.

Apples and quinces,
Lemons and oranges,
Plump unpeck’d cherries,
Melons and raspberries,
Bloom-down-cheek’d peaches,
Swart-headed mulberries,
Wild free-born cranberries,
Crab-apples, dewberries,
Pine-apples, blackberries,
Apricots, strawberries;—
All ripe together

In summer weather,—

The sing-song rhythm of alternating dactylic and trochaic feet mimics the sound of street
vendors hawking their wares, while the rhyme scheme eschews traditional corresponding rhyme
words in favour of the incantatory repetition of ‘berries’ and a seductive sibilance that hints at the
fruits’ dark properties. What is essentially a shopping list is transformed by the musical qualities

of Rossetti’s technique, anticipating Walter Pater’s Aesthetic creed that “all art constantly aspires



towards the condition of music’. Drawing on the conventions of a variety of literary genres
including the gothic, fantasy, biblical, children’s literature and fable, Rossetti creates a

disorienting fairytale atmosphere that is simultaneously seductive and alienating.

Unit 11 (d): Context

Rossetti wrote this poem in 1859 while volunteering at the St Mary Magdalene
Penitentiary for ‘fallen women’ in Highgate. Dedicated to the reform and rehabilitation of
prostitutes, this Anglo-Catholic institution was remarkable in the period for its conviction that
women whohad transgressed sexually could be redeemed. Biographers and critics have
argued that the themes of temptation, sexual exchange and sisterly redemption in this poem are

influenced by its poet’s experience working as an ‘Associate Sister’ at Highgate.

The poem first appeared in Goblin Market and Other Poems (1862). Rossetti’s skilful and
original blend of sound and sense delighted critics and readers alike, although critical plaudits
initially exceeded commercial sales. Its fairytale cadences led the Spectator to declare it ‘atrue
children’s poem’, yet the paper also noted that its adult themes of temptation, transgression and
redemption also appealed to a mature readership. The poem was greetedwith rapturous applause
when the publisher Alexander Macmillan read a manuscript versionout loud to a working men’s
society in Cambridge. Rossetti herself was not writing for children during this period,
emphatically declining to contribute to a children’s book on the grounds that ‘children are not
among my suggestive subjects’. Literary admirers included Algernon Charles Swinburne, Alfred
Lord Tennyson and Lewis Carroll, whose Alice’s Adventures In Wonderland (1865) was partially
inspired by the poem. Rossetti returned the compliment in 1874, writing a book of children’s
stories entitled Speaking Likenesses, whichshe hoped would imitate Carroll’s success in the

booming children’s market.

Unit 11 (e): Interpretations

Initially received as a moral allegory about the dangers of giving in to temptation, the
poem was recast by feminist classic The Madwoman in the Attic (1979) as a parable of female
resistance and solidarity. By contrast, in 1973 Playboy Magazine presented the poem as
unambiguously pornographic; the text was accompanied by a Kinuko Craft illustration of the
goblin attack on Lizzie that left little to the imagination. ‘Goblin Market’ continues to appeal to

a popular audience; it has been set to music many times and adapted as a play by Polly Pen and



Peggy Harmon in New York (1986) and Nick Hedges in London (1995).

The 20th-century revival of interest in the poem opened the floodgates for Feminist,
Marxist, Freudian, Queer Theory and New Historicist critiques which variously interpreted the
poem as a warning about the dangers of a free-market economy, a protest against hazardous
practices in 19th-century food-adulteration, a Christian tale of sacrifice and salvation, a parable
of leshian empowerment, a fable about anorexia, an expression of incestuous yearning and a
tribute to the delicious oral and aural pleasures of poetry itself. ‘Goblin Market” has continued
to thrive in the academic marketplace. The poem continues to attract critical interpretations and

artistic adaptations as colourful and diverse as the goblin

merchants’ wares, challenging Christina Rossetti’s surely disingenuous claim that she ‘did

not mean anything profound by this fairytale’.

Herbert F.Tucker’s discussion of Christina Rossetti’s ‘Goblin Market’ within the

Paradigm ofVictorian concepts of ‘Market’

When Christina Rossetti let it fall that in “Goblin Market” she had written no parable
soliciting deep exegesis but a poem to be taken just as it came, she may have meant to wave the
hermeneutic white flag. In effect, she was dropping the scented handkerchief. The eldritch
embroidery of “Goblin Market” has probably attracted more, and more various, commentary
during the last two decades than any other poem of its time. It proves on recent examination
to be a poem about communal sorority and also about patriarchal dominion; about the Christian
Eucharist and also free self-actualization; about diffusive jouissance and also the therapeutic
consolidation of a split soul; about anorexia nervosa, vampirism, the adulteration of foodstuffs,

absinthe addiction, and the pros and cons of masturbation.

While so many critical allegories can hardly be mutually compatible, taken en masse they
fortify every reader’s conviction that, whatever “Goblin Market” means, it is a work instinct with
sex, drugs, rock and roll, or their Victorian equivalents. Determining what these equivalents
might be is a nice task for critical brokerage; lately the smart money has been placed on
economics. The readings of the poem that make the most comprehensive sense ofits multiplex
appeal are the ones that put the market back in “Goblin Market,” and vice versa; that ask how
Rossetti’s masterpiece both, critically reflects upon, and knowingly takes partin, systems of
commodity exchange that during her lifetime transformed Victorian society and the terms of her
calling as a writer within it. To a series of strong mercantile interpretations published by



American scholars during the 1990s | propose adding what marketing practices of the later
nineteenth century most conspicuously added to the victorious technologies of capitalism, the
element of advertising. The seductions in—and of—“Goblin Market” were early warnings—and
exploitations—of Victorian styles of market penetration that, inasmuch as they ventured to
influence behavior by reorienting desire through language, had every claim on the attention of
contemporary poets. This was especially true for a poet of Christina Rossetti’s age: born in
1830, and cresting the prime oflife in 1862 when her Goblin Market volume was published,
she was young enough to feel the new pitch of Victorian advertisement as keyed particularly to
her generation’s susceptibilities; yet she was old enough to know better, having grown up under

a more naive promotional dispensation.

From this historically privileged vantage the whole story of “Goblin Market” in a sense
flows, and it goes like this: Laura and Lizzie, two look-alike alliterative sisters, live together alone
keeping cows, chickens, and bees in a rural neighborhood that happens to be frequentedby
goblin men peddling domestic and imported fruit in the open air around breakfast and supper
time. The sisters are of indeterminate age: young maidens, clearly; yet old enough tobe
independent of any parental supervision or truant officer, to know a cautionary tale or two about
those goblin costermongers, and to qualify for illustration as stunners— initially by the poet’s
brother Dante Gabriel in the first edition of 1862 and then a century later in an unbowdlerized,
cut-to-the-chase version in Playboy magazine that, in case it has not come to your attention on
some former occasion, has been generously represented in a recent articleby Lorraine Kooistra.
One evening Laura succumbs to the goblins’ mouth-watering salespitch and, though penniless,
contracts to barter a lock of her hair for all the fruit she can eat. Coming home in a nigh bulimic
buzz, she brushes aside her sister Lizzie’s scolding with a promise to go out again the next night
and get more fruit for both of them. As that next night falls, Laura finishes up her farm chores
and goes out cruising for goblin. But she can’t score: frustrated at first to find no goblin on the
scene, she then learns to her horror that, whileLizzie can hear the vendors as usual, she herself

has gone stone-deaf to their cry.

Sick with desire, Laura wastes away to the point where Lizzie overcomes scruple and
decidesto act as her sister’s proxy, taking a penny in her purse and letting the goblins know
she’s ready to deal. But—in a scene to which we shall return—when Lizzie orders a
pennysworthof fruit on a takeout basis, the goblins insist that she feast on the spot like her sister.
Lizzie declines and demands her money back, at which point the goblin team really gets down to

business. They mount a hard sell that escalates from courtesy and advice to insult and threat,



cresting at length in the apotheosis of sales force: resorting to outright personal violence, they
become pushers indeed, crushing fruit against her mouth— which will not open, however, either
to protest or to taste—and drizzling juice down her chin and neck. Finally the goblinstake no
for an answer, reject the penny, and vanish underground or into thin air. Lizzie races home in an
afterglow of ecstatic renunciation (remember, it’s a Victorian poem) and invites Laura to “Hug

me, Kiss me, suck my juices ... Eat me, drink me, love me”.

Aghast at Lizzie’s apparent sacrifice, yet obedient to an addict’s need, Laura ingests
thepulpy juice, only to have it work as a homeopathic antidote kicking her into a high-speed
delirium, from which she recovers Completely Cured. An epilogue fast-forwards to later years:
both sisters now being married, Laura makes a habit of summoning her daughters and nieces—
nephews, sons, and husbands somehow need not apply—to hear her tale of trespass, waste, and

redemption and to learn its lesson that “there is no friend like a sister”.

Few readers have been entirely at ease with this overdetermined final scene of
instruction. But a convenient back door opens into the poem when we consider the mode of that
instruction, which is overwhelmingly oral: “Laura would call the little ones / And tell them,”
“Would talk about the haunted glen,” and so forth. The substance of this oral transmission is
manifestly the same as that of the five hundred- line poem we have just been reading, whose
antically irregular rhymes breathe a nursery air, and whose supple, frisky metrics practically have
to be sounded out, in the mind’s ear if not aloud, in order to catch their distinctive, spontaneous
music. To be sure, the ambiguous position of the epilogue, coming after the story it depends
on yet also operatively commands, makes it impossible to equate the third- person narrative voice
with Laura’s. Besides, as an oral storyteller Laura has a bardic licenseto tell her oft-told tale
different ways at different sittings, in contrast to the fixity of the one printed text before us.

At least one hopes she tinkers a bit with her vocabulary: to imagine the circle of little ones
puzzling over terms in the text like pellucid, purloin, obstreperously, and succous pasture, a
thesaurustripper’s periphrasis for juicy food—to imagine the kids reacting to this gilt-edged
diction is to shake off the spell of a naive orality. It is to recall, that is, how Rossetti, like
other Victorian pioneers in children’s literature, was at work in a compromised mode that owed
its charm to the ways it played reading against listening. The text as a whole invites us to
imagine such a performance as publisher Alexander Macmillan staged when he read out “Goblin
Market,” shortly before publication, to a skeptical yet eventually enthralled “working-man’s

society,” or again, such a performance as the poet herself apparently conducted when reading



aloud to fallen women at the shelter in Highgate where she volunteered. The text invites us not
just to read it, but to read it to ourselves, to let it talk usinto a mode of virtual orality. And virtual

orality, I shall argue, has everything to do with the economic thematics of Rossetti’s story.

Much of my argument will be found implied, by the reading ear, in the poem’s opening lines:

Morning and evening
Maids heard the goblins
cry:
“Come buy our orchard
fruits, Come buy, come
buy ”

The phrase “Come buy” recurs more than a dozen times in “Goblin Market” as the “iterated
jingle” (253) of a straightforward sales pitch. Yet a vigilant virtual orality has to wonder how
to take it. How is the imagined listener to know what the reader so plainly sees, that “buy”
has a letter u in the middle of it—to know that the goblins are not freely offering something (Do
come by our orchard some time) but rather selling something for a price? The listener inthe
poem knows what’s up, right away and beyond any doubt: the first thing said by either ofthe
maids who hear the goblins cry is that “We must not buy their fruits” (43). That our country
maids thus know just what they are hearing is as sure a sign as any in the poem that they are
conscious denizens of a market economy, where the way to come by a nice piece of fruit is to
come and buy it; where “Come buy” betokens not hospitality but trade. The verbal confusion here
is all ours, the virtual listeners’; this happens, I submit, because Rossetti wantsus to read verbal
confusion as cultural confusion. Embedded (or endeared, as John Keats might say) within the
reigning order of contract and purchase, she invites us to recognize an older order of invitation
and gift, which mercantilism has on one hand superseded as clearlyas literacy has superseded
orality, yet which on the other hand mercantilism has less abolished than engrossed, for
rhetorical purposes, as a hidden persuader About this kind of subliminal promotion Rossetti’s
market-wise maids seem clueless: Lizzie means to reinforce her sister’s “We must not buy” when
she declares, “Their offers should not charm us, / Their evil gifts would harm us” (65-66; my
emphases); but the way her declaration confounds purchase with donation, confounds the bought
with the given (via the ambiguously offered), would do a politician proud. And this confusion
discloses something about the promotional strategy that underwrites the goblins’ deceptively

straightforward “Come buy.”



Winston Weathers’ discussion on Sisterhood and Self

Christina confesses herself, in her allegory, “A Royal Princess,” a great awareness of self.

All my walls are lost in mirrors, whereupon | trace
Self to right hand, self to left hand, self in every
place,Self-same solitary figure, self-same seeking
face.

And in these lines she confesses not only an awareness of self, but of fragmented self,
for thephrase, “self to right hand, self to left hand,” suggests the dichotomy of personality
into differing, if not antithetical, forces. These forces of the self Christina allegorizes in her poems
dealing with sisterhood. The various sisters which appear in her work are the mythic characters
in her psychological drama, and such poems as Goblin Market, “A Triad,” “The Queen of Hearts,”
“Sister Maude,” “Noble Sisters,” and many others provide her commentary on the varying
actions and interactions which occur within the inner being. Time and time again, Christina brings
two sisters together—sometimes three—in moments of crises, letting them debate with one
another, struggle with one another, in mythic action that illustrates both a subtle understanding of
self on Christina’s part and a tragic realization of fragmentation that belies the calm, serene
exterior that Christina presented to the world. Not recounting real experience, not revealing
homosexual predilections, the sister poems are simply Christina’s discussion of psychological
truths which she witnessed in herself and which are universally significant in that all our
personalities are subject to an analysis into parts, whether we call those parts “the brothers and

sisters of our soul” or, with Freud, the ego, superego, and id.

The prototypal poem in Christina’s myth of the self is, of course, Goblin Market. In this
early and most famous poem, Christina creates her essential characters—Laura and Lizzie— and
moves them through a drama that leads from innocence and integration to sickness and
fragmentation back to a newer and more mature balance, represented in part by the marriageof
the sisters and their assumption of marital responsibility. One need not identify the two sisters
and the goblins too precisely in order to recognize the resolution that occurs. That the two sisters
are aspects of one self is evident when they are described as being “like two blossoms on one
stem” and “locked together in one nest,” yet that they are different from one another is evident in

their very actions. Laura, whose “restraint is gone” and Lizzie, who is “full of wise upholdings,”



respond in their different ways to the goblins who parade before them. The goblins, obviously,
are some state of mind, some mental experience that is both attractive and destructive, both exotic
and visionary at the same time it is immensely real. One would not go too far astray, it seems,
to recognize in the goblins and their wares a kindof imaginative, fanciful, visionary—even
hallucinatory—state of mind that is escape from reality, beautiful escape at the same time it is
intellectually destructive. To see in the goblins simply the sexual or the sensuous is to limit their
role in Christina’s myth and limit their function. No doubt sex and sensuality are there, but other
mysterious regions of the mind andof the self also exist that lure one to psychological death. The
whole fairy-tale machinery, the animal shapes of the goblins suggest what a bizarre nature the
goblin experience was to Christina herself and suggest whole inexplicable areas of detachment

from reality.

Such Nietzschean terms as Apollonian and Dionysian may help us understand the
fundamental drama of Goblin Market. The different phases of human nature which Laura and
Lizzie represent are similar to those Nietzsche recognized, principally in The Birth of Tragedy,
as eternal polarities of self, the one, the Dionysian, leading to tragedy, the other, the Apollonian,
leading to survival. The Dionysian aspect of self is pulled strongly toward the whole ritualistic
fulfillment that Laura experiences with the goblins, while the Apollonianself holds back from
the make-believe, the visionary and ritualistic “reality” in preference fora more logically-
oriented reality, a more objective, exterior world. Not that Lizzie is unaware of the goblins and
that potential state of mind. The whole self is aware of the goblins. But whereas one part of self
surrenders to illusion and an essentially intensional accommaodation to life, the other part of self
struggles to maintain a distance from the deep, archetypal, even primordial freedom and makes,
inturn, an essentially extensional accommodation to existence.

Laura comes near her death in surrendering to a myth that can be imagined from
afar butwhich cannot be accepted as a replacement for reality. Stepping into that state of mind
which the goblins represent, Laura finds herself in that pathological state which modern
psychiatry has dealt with so extensively and which is, indeed, a deep illness. All of Laura’s
symptoms following her purchase of the goblin fruit are those of the mentally ill. Withdrawing
from reality into that illusion of the goblins, Laura finds herself in that pitiful trap of having lost
contact with one reality only to find its supposed replacement to be air and vacancy. Lizzie, the
remaining fragment of the whole self, must now struggle to integrate again, to becomeone
whole person again, and to do this she must face up to the very illusory state of mind—the

goblin market—that is the “snake pit” for Laura. In sound psychiatric fashion, Lizzie re- enacts



the goblin experience, meets it face to face in a kind of therapeutic recognition, without actually

succumbing to it, and by doing so is able to pull Laura back from the brink.

Assignment

1. Critically appreciate the poem “Goblin Market” as an expression of
repressedsexuality.

2. Comment on Victorian societal ethos as reflected in the poem.

3. lustrate the concept of sisterhood as represented in the poem “Goblin Market.”



Unit-11

“The Windhover”

By

Gerald Manley Hopkins

Unit 11 (a): Introduction to the Poetry of Gerard Manley Hopkins

Gerard Manley Hopkins chronologically belongs to the Victorian era, but for his
innovativepoetic theory and his novelty in his oeuvre made him one of the precursors of the
modern poetry in English language. He was born on 28 July, 1844 at Stratford in England. He
was theeldest of nine children to Manley and Catherine Hopkins. Since his infancy Hopkins
was deeply influenced by the rich cultural heritage and academic ambience in his family. All
of his siblings were deeply moved by art and religion. Hopkins’s father was the founder of
marine insurance firm. He also worked as Church Warden at St. John-at-Hampstead. The poet’s
parents nurture fondness for verses and religion. Hopkins’s father as a poet publishedfew works.
Among them remarkable works are A Philosopher’s Stone and Other Poems (1843), Pietas
Metrica (1849). The poet’s mother Catherine (Smith) Hopkins was the daughter of a renowned
physician in London. Catherine (Smith) Hopkins loved to read poetry, religious discourse and
German Philosophy. The fondness for reading that exist in thepoet’s parents percolated in the
tender mind of G.M. Hopkins. In his infantile days he wantedto be an illustrator and painter. He
was admitted to study classics at Balliol College, Oxford.He studied there from 1863-1867.
During his Oxford days he befriended Robert Bridges. Inlater times Robert Bridges has been
elected as poet laureate in England. The friendship withBridges actually gives G.M. Hopkins
recognition as one of the celebrated poets of the Victorian era. His fame came posthumously
but without the initiative of Robert Bridges to publish the poetry of G.M. Hopkins the world
may not be able to welcome one of the celebrated poets of the Victorian England. In 1866 July
Hopkins first expressed his desire tobe a Roman Catholic priest. With this intention he travelled
to Birmingham in September in1866 to consult Henry Newman. Later in 1868 he converted to
Jesuit priest. Hopkins’s poetry operates on a strange binary. His vocation as a Jesuit priest and
his passion of writingpoetry both appear contradictory. The poetic self of Hopkins’s suffered to

a large extent dueto his engagement in the craft of poetry. As a poet he should observe the world



and its variegated colours. But as a priest he must maintain his indifference towards the world
of beauty and colour. The priestly self of Hopkins wants to be adhered to the life of celibacy and
renunciation. On the other hand, the poetic self of Hopkins demands an active engagement inthe
world of beauty and colour and out of this engagement comes his poetry which mirrors the
variegated colours of the world.

Text of the Poem: “The Windhover”

To Christ Our Lord

| caught this morning morning's minion, king-
dom of daylight's dauphin, dapple-dawn-drawn Falcon, in his riding
Of the rolling level underneath him steady air, and striding
High there, how he rung upon the rein of a wimpling wing
In his ecstasy! then off, off forth on swing,
As a skate's heel sweeps smooth on a bow-bend: the hurl and gliding
Rebuffed the big wind. My heart in hiding
Stirred for a bird,—the achieve of; the mastery of the thing!

Brute beauty and valour and act, oh, air, pride, plume, here
Buckle! AND the fire that breaks from thee then, a billion

Times told lovelier, more dangerous, O my chevalier!

No wonder of it: shéer pléd makes plough down sillion
Shine, and blue-bleak embers, ah my dear,

Fall, gall themselves, and gash gold-vermillion.

Analysis of the Poem

The poem “The Windhover” was composed in May, 1877. It was slightly revised by

the poet in the following year. Hopkins considered the poem as the best poem that he ever



penned. Being a Jesuit priest he was well aware of the teachings of Thomas Aquinas and
Duns Scotus. The windhover is a bird. The poet in an approbatory tone goes on describing
the beauty and physical prowess of the bird Windhover. It is being called as “morning’s
minion” or morning’s favourite person. He also calls thebird “dauphin” or the crowned prince
of the kingdom of daylight. The variegated colours of the dawnare reflected on the wings of
the bird. It enhances the beauty of the bird. The bird is a strange combination of beauty and
valour. Like a powerful rider it rides in the air.

The beauty and strength of the bird make it a unique creature Who is flawless and divine.
The bird is the metaphor for Christ or the Holy Bird according to Biblical allusion. The poem is
composed in sprung rhythm. It is an innovative rhyme scheme invented by G.M. Hopkins. In this
rhyme the number of accents in a line is counted but the number of the syllables does not matter.
As a result the reader needs to spring from tonally one accented syllable to another. Therefore, it
is called sprung rhythm. The sprung rhythm obviously is a masculine rhythm. Hopkins’s poetry
takes its genesis from the poet’s minute observatory power. The conflict in Hopkins’s poetic
endeavour is between the poetic self and the priestly self, between the self obsessed with the
variegated beauty of the world and the self struggling to adjust the life of a celibate and a recluse.
Hopkins being a Jesuit priest adheres to two Jesuit mottoes: “ad majorem dei gloriam” and “laus
deo simper”. The first one means “glory be to God” forcreating this beautiful universe and the
second tenet implies “praise God”. Hopkins’s poetic theory is influenced by these two Jesuit
tenets to a large extent. Here in “The Windhover” he bestows his praise on God by praising his
creation, that is, the bird. The poem employs boththe Jesuit mottoes of praising God and
acknowledging divine glory. In Hopkins’s poetry God appears to be a powerful Father figure. In

front of such divine presence the devotee is a humble, supplicant subject.
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Assignment

1. Critically Analyze the poem “The Windhover”.
2. Mention two Jesuit mottoes in the poem “The Windhover”.

3. Critically comment on the imagery in the poem “The Windhover”.



Block IV
UNITS: 13-16

Unit 13 (a): Objectives

Unit 13 (b): Introduction

Unit 13 (c): A Brief Biography of the Playwright
Unit 14 (a): Date, Source and Early Staging Details
Unit 14 (b): Shaw and the Play of Ideas

Unit 15 (a): The Play as an Anti- Sentimental Piece
Unit 15 (b): Female Subjectivity and ‘the New Woman’
Unit 16 (a): Male Characters

Unit 16 (b): Shaw’s Style and Language in the Play

Mprs. Warren’s Profession

by
George Bernard Shaw

Unit 13 (a): Objectives

Critical responses to Shaw as a dramatist in general and Mrs. Warren’s Profession
in particular have been widely divergent. If some have seen him, in the line of his friendand
fellow dramatist Sean O’Casey as one “who will be remembered for ever... for hisrare and
surprising gifts and for the gallant way he used them” (Sean O’Casey, The Green Crow, 1957,
p. 189), others are more inclined to share Raymond Williams’s observations: “Shaw’s
dynamic as a dramatist has now largely weakened, and it is difficult to believethat it ought,
as a major force, to survive the period of which he was a victim. Respect for ability to laugh at
a great deal of persistent nonsense will certainly endure; and respect for his great wit and for
his skill in forensic and burlesque which made the willingness literary fact. But the emotional
inadequacy of his plays is increasingly obvious... He withered the tangible life of experience
in the pursuit of the fantasy of pure intelligenceand pure force, and even these, as we look
back at them, seem no more than conventional gestures.” (R. Williams, Drama from Ibsen to
Brecht, London : Penguin, 1973, rpt. 1983, pp. 290-1) The present discussion also tries to keep
in mind the different responses generated by the play while attempting to make a study of some
of its salient aspects. It is obvious that the limited scope cannot do justice to all the issues that
the play invites attention to and therefore makes a process of selection and exclusion inevitable.

While the selection of the ‘important’ issues rather than some others is necessarily one of



personal preferences, it also tries to look at the play from the perspective or point of view of the
students. The present discussion only tries to throw some light on the play from certain
perspectives, and that too, in a limited and essentially inadequate fashion. This should be
supplemented by further reading of at least some of the seminal books available on the play
in particular and on Shaw’s dramaturgy in general, some of which have been suggested in the

appended Reading List.

Unit 13 (b): Introduction

George Bernard Shaw’s first attempt at creative literary work resulted in the production
of five unsuccessful novels between 1879 and 1883. In 1891 appeared his book of dramatic
criticism. The Quintessence of Ibsenism. His theatre criticism, of course, started much earlier,
in the form of reviews, and the first play he attempted in 1885, Widowers’ Houses, Was
completed in 1892. The play dealt with the contemporary social evil of the London slums. It
was also the first example of what came to be knownat the time as the ‘new drama’. The
Quintessence of Ibsenism was one of the most important forces that produced the ‘new drama’
a movement that was identified with J. T. Grain’s Independent Theatre. Mrs. Warren's
Profession was written in 1893 and it dealt with the new dramatic vein of engagement with
contemporary social problems-with the evil of prostitution. Shaw himself said that the
composition of the play was aimed at drawing “attention to the truth that prostitution was
caused, not by female depravity and male licentiousness, but simply by underpaying,
undervaluing, and overworking womenso shamefully that the poorest of them are forced to

resort to prostitution to keep body and soul together.

But an intensive reading of the play reveals that despite Shaw’s claim and the title,
prostitution as such does not hold the centrestage of action of the play. Rather it is used asan
instrument, a point of departure, to enact the battle of personalities of a prostitute mother, Mrs.
Warren, and her enlightened, spiritually independent, intellectual daughter, Vivie. The
Victorian middle class educated women’s desire for greater freedom and equality with men in
the public sphere, in the era of the emergence of feminist consciousness in England, thus, plays
an equally important role in determining the development of the play. The conflict of the

domestic and the public spheres in the New Woman’s life, in the form of a dilemma between



love and other emotional associations on the one hand and unsentimental professional rigour
on the other, represents the troubled atmosphere of an era in transition. The play, thus, should
be read less as an account of a personal encounter between two central characters, than as one

deeply embedded in the contemporary socio-cultural-ideological turmoil.

Unit 13 (c): A Brief Biography of the Playwright

George Bernard Shaw, one of the greatest Irish playwrights to have written in English,
was born to George Carr Shaw—first an official in the Dublin law courts andthen an
unsuccessful corn merchant-and Lucinda Elizabeth Gurly, daughter of an English landowner,
on 26 July 1856. Shaw had a very unhappy childhood with an addicted to liquor irresponsible
father and a mother who he later described as a ‘shocking bad mother’ (letter to T. D.
O’Bolger, Feb. 1916, Bernard Shaw : Collected Letters Vol. 3,Ed. Dan H. Laurence, New
York : Viking, 1988, p. 364) and ‘the worst mother conceivable’. (Preface to The Bodley Head
Bernard Shaw . Shaw’s Music 1876-1890,Vol. I, Ed. Dan 11. Laurence, London : Max
Reinhardt, 1981, p. 31) Shaw and his siblings were brought up primarily by servants who
were no less detestable. The early experience of maternal neglect and lack of affection have
been considered by critics asthe root of his mother-fixation that surfaces in various forms in
his representation ofmother figures in plays like Major Barbara (Lady Britomart), You Never
Can Tell (Mrs. Clandon), Mrs. Warren’s Profession (Mrs. Warren). Of course, to be fair to
Elizabeth, Shaw acquired his ear for music from his mother and the formative experiences
helped in the growth of an independent mind and an original outlook on life.

After a stint as a clerk and a cashier in a land agent’s office in Dublin, he left for London
in April 1876 where he took up journalism and music criticism in the Star, an evening daily.
As a music critic and a theatre reviewer, he wrote essays of high qualityfor Saturday Review,
a weekly periodical, and that’s how he embarked upon a professional writing career. His ear
for music made the otherwise idea-based dramatic dialogues aesthetically pleasing and not

tedious, the finest example being the third Act of Man and Superman.

During his stay in London he was introduced to political ideas, joined political societies
and attended public meetings. His conversion to socialism has been traced back to his
attending of a lecture by the American economist Henry George in September 1884. While
his early experience of poverty and deprivation paved the way of his conversion, he almost

immediately joined the newly founded Fabian Society, who advocated a slow and evolutionary



change, and not a violent and revolutionary one, from capitalism and socialism. The Fabians
had a powerful influence on the British social and political life in the next few decades. Shaw’s
initial faith in strong Parliamentary and legislative measures as a way of ensuring equality was
replaced by a conviction in the necessity of righteous and women who were not merely good.
His unconventional way of thinking helped him interrogate the validity not only of the existing
socio-political- economic institutions, but also of the way institutional Christian religion was
practised. But his ideological convictions— which he relentlessly kept claiming to have been
basedon reason and rationality—had at times such an air of rigidity about them that they often
smacked of fanaticism. It is the puritanical and the quasi-religious tinge of his character—for
instance, his sense of the sacredness of life, forsaking of meat, alcohol and tobacco and so on—
along with this rigidity of ideas that has earned him the criticism of ambivalence. Indeed, in
some of his creations—notably in the present play—the coexistence of his advocacy of the
unromantic and the practical and a tacit endorsementof the romantic and the idealistic is

remarkable.

Shaw wrote as many as five unsuccessful novels between 1879 and 1883 and his first
play, started in 1885 and finished in 1892 was called Widower’s Houses. He was oneof the
first dramatists in England to have taken up serious socio-political-religious problems that
involved the life of the majority as subjects of his plays and the Norwegian playwright Henric
Ibsen was a particular influence. His ideas of an intellectual, thought- provoking theatre, attempt
at social reform through drama preceded certain similar ideas put forward by Bertolt Brecht in
Germnay in the 1930s and ’40s. He received the Nobel Prize for literature in 1925. Some of
the most successful of his fifty plays—apart fromBack to Methuselah (1922), which he
considered as his masterpiece—are Man and Superman (1905), Saint Joan (1923) and The
Apple Cart (1929), his last play. But his contributions are no less significant in his non-dramatic
compositions, which are primarily discourses on contemporary socio-political problems. He
died in 1950.

Unit 14 (a): Date, Source and Early Staging Details

In a letter to The Daily Chronicle on 28 April 1898 Shaw explained the source of Mrs.

Warren’s Profession :

Miss Janet Achurch mentioned to me a novel by

someFrench writer [‘Yvette’ by Guy de Maupassant]



as having a dramatisable story in it...In the following
autumn | was the guest of a lady [Beatrice Webb] of
very distinguished ability... she suggested that I should
put on the stage a real modern lady of the governing
class—not the sort of thing that the theatrical and
critical authorities imaginesuch a lady to be. I did so;
and the result was Miss Vivie Warren... Mrs. Warren
herself was my version of the heroine of the romance
narrated by Miss Achurch. The tremendously effective
scene... in which she justifies herself, is only the
paraphrase of a scene in a novel of my own, Cashel
Byron’s Profession (hence the title, Mrs. Warren'’s
Profession), in which a prize-fighter shows how he was
driven into the ring exactly as Mrs. Warren was driven

into the streets.

Shaw took up the writing of the play in the summer of 1893—after another Unpleasant
Play, Widower’s Houses—t0 be staged in the Independent Theatre. The theme of the drama,
prostitution, was taboo in the Victorian England as a dramatic subject. “There can be no
doubt”, Maurice Valency argues, “that Shaw was aware when he undertook Mrs. Warren'’s
Profession that the Queen’s Reader of Plays would forbid its production, but evidently he hoped
his play would provoke a controversy which would bring to public attention not only the social
aspects of prostitution but also the question of censoring. Both aspects of the matter were fully
exploited in the preface to the published play.” (M. Valency, The Cart and the Trumpet, New
York : OUP, 1973, p. 92) The play was expectedly banned by the Lord Chamberlain, the official
theatre censor of Britain, before being performed for the first time in a private show at
London’s New Lyric Clubon 5 January 1902, with Harley Granville-Barker, the distinguished
actor-manager, asFrank. The first public performance of the play took place in New York
in 1905. Ofcourse it took another twenty years for the ban to be lifted in England where the
play was for the first time publicly staged on 27 July 1925, when feminist consciousness was at
an advanced stage and women had experienced the danger of working in munition factories
during World War I. By that time it was no more considered ‘indecent’ and had sixty- eight
consecutive performances. The play was published for the first time in the volume Plays

Unpleasant along with two other plays. The Philanderer and Widowers’ Houses.



Unit 14 (b): Shaw and the Play of Ideas

The title of the first volume of Shaw’s dramatic works, Plays Pleasant and Unpleasant (1898),
suggested a disavowal of the conventional broad generic division of tragedy and comedy. Shaw was
primarily concerned in making fundamental social criticism through his creative works. A sense of
injustice in various conventional norms, ideas and institutions, which he could personally connect with
because of a perennial feeling of personal deprivation and injustice, led him to make his plays a powerful
instrument for proposing changes in society. His familiarity with the works of Henry George and Karl
Marx only strengthened his identification with the marginal sections ofthe society. The economic and
other forms of exploitation in the contemporary English society often were objects of his logical analysis,
ironic and satiric treatment and pleasant fun. As a dramatist he sought to combine entertainment and
criticism. Criticism, for Shaw, “may say things which many would like to say but dare not, and indeed
for want of skill could not even if they durst. Its iconoclasms, seditions, and blasphemies, if well turned,
tickle those whom they shock; so that the critic adds the privilege of the courtjester to that of the
confessor.” (B. Shaw, Collected Works, Voll. VII, New York : AyotSt. Lawrence, 1930-32, p. V)
Shaw’s plays are often conveyers of his own ideas, a practice that makes for their distinction from
naturalist plays. Naturalist works were supposed to be impartial and dispassionate which spoke for
themselves. Mrs. Warren’s Profession, so far as represents Shaw’s own ideas about prostitution,

women’s condition and so on, deviates significantly from the naturalist practice.

Unit 15 (a): The Play as an Anti-sentimental Piece

One of the prominent themes of the play is prostitution, presented through the character
of Mrs. Warren, whose relationship with her Cambridge-educated mathematician daughter
Vivie constitutes the fiber of the play. Vivie is horrified to discover that a substantial part of
her mother’s fortune was made out of prostitution and subsequently managing whorehouses.
But prostitution here is seen not as a moral weakness in the protagonist, but as caused by the
discriminatory material life of the contemporary British society. Prostitution, instead of being
interpreted moral depravity at the individual level, is explained in terms of the collective
material reality of the exploitation of the majority by the minority. The conventional
sentimental approach to moral dispositions and human behaviour is thus replaced by the
Marxist-socialist tendency to understand individual character as embedded in the fundamental

economic relations that shape socio-cultural life. Prostitution is thus stripped off the



sentimental- idealistic idea of human character as having a universal a-priori essence that

transcendsthe social-material life of the collective.

Seen from this perspective, it is not Mrs. Warren, but the social system that compels
her to take up the career of a prostitute, that becomes Shaw’s object of attack. But, at the
same time, Mrs. Warren is criticized by Vivie for her use of prostitution notonly as a means
of survival, but also as a way to solvency. Vivive her becomes the spokesperson of Shaw whose
puritan and romantic self stands in the way of the feminist understanding of Mrs. Warren’s
agency in choosing the patriarchal weapon of women’s exploitation as the instrument of
material uplift. The playwright, in understanding the compulsion of Mrs. Warren’s, does not
glorify the profession itself. His attitude to the world’s oldest profession is unsentimental to the
extent that he underlines the conditioned but repulsive nature of it. While the people who are
forced to take to it are seen as victims rather than objects of criticism, the human degradation
and commodification that it implies makes it detestable. Of course Shaw fails to handle the
complexity of the situation with dexterity, and the result is an ambivalence in the

characterization of Mrs. Warren.

Vivie’s understanding of her mother’s character represents the middle-class Victorian
sentimental attitude towards prostitution. Her detestation of her mother’s career is not only a
consciousness against exploitation of labour, but also a disgust for the particular nature of that
labour. This is why she is not as much scandalised—as she is after discovering the source of
sustenance of her mother—when she comes to know about George Croft’s exploitation of
young girls in a paint factory. Vivie’s sentimental moralityis thus subjected to evaluation.
What replaces her sense of morality is, of course, a different morality, a more flexible morality
based on pragmatic rationality. For Shaw, a good literary work is one “in which morality is
original and readymade”, a moral systemhe found worked out by Ibsen. (‘The Quintessence of
Ibsenism’ in Collected Works, Vol. XIX, p. 130) A flexible and situationally defined morality
is contrasted with Vivie’s rigid and sentimental idealism. Vivie, like Trench in Widowers’
Houses, is a romantic idealist, though in a different way. But keeping Shaw’s own ambivalence
in mind, it is difficult to reach a conclusion as to how far Vivie’s idealism is endorsed (or
questioned) by the playwright. The confusion is marked in Maurice Valency’s assertion that
Vivie “acted according to the strictest standards of morality. Vivie’s story was certainly not

sentimental, but it was certainly not unromantic.” (p. 102)



Unit 15 (b): Female Subjectivity and the ‘New Woman’

The late nineteenth century in England was marked by an awakening in the domain of
feminist consciousness. In her seminal book A Literature of Their Own. Elaine Showalter talks
about three phases in the development of feminist consciousness in Europe : the ‘Feminine’
(1840-1880), the ‘Feminist’ (1880-1920) and the ‘Female’ (since 1920). In the Feminine
phase, according to Showalter, women’s literary activities were aimed at equaling the male
intellectual achievements, while in the Feminist phase, an era marked by intense movement
for female suffrage, women try to come out of the stereotypes of femininity created and
sustained by the long history of patriarchy. The novels of Elizabeth Gaskell and Frances
Trollope, for instance, try to relocate individual/personal senses of injustice against the
background of collective gender-based marginalisation and exploitation. The idea of the ‘New
Woman’ emerged as an alternative to the patriarchal dream of the traditional, stereotypical,
‘feminine’, domesticity-bound woman. The New Woman sought to challenge the binary of
private/public and to assert her equal right and ability in handling education, career, intellectual
achievements and all other spheres traditionally conceived of as the male forte. The right and
absolute control over one’s body, sexuality, desires and choice was seen as a basic component
of the independence that marked the changed, confident woman, who conceptualized the
Amazon Utopias inthe 1890s. The Amazon Utopias were fantastically conceived perfect
female societies setin an England and America of the future, and tried to propose alternatives

to male government, male lalws and other such patriarchal institutions.

The character of Vivie Warren, created in the early 1890s, is marked by the emblematic
features of the newly emerging consciousness of the New Woman. In fact, ona deeper analysis,
the character acts as a site of the enactment of the conflicts and confusions in an ambivalent
consciousness in transition. In such situation the character tries but fails to shake off the
burden of a patriarchal heritage completely, while making some important advancement
towards that direction. Vivie is a self-confident, Cambridge-educated woman for whom
professional success and ambition is a ‘natural’choice. Shaw’s introductory remarks on Vivie
in the play represents a financially secure, professionally sincere and hard-working middle class
woman, in complete control over her surroundings : ‘A big canvas umbrella, stuck in the
ground, keeps the sun off the hammock, in which a young lady is reading and making notes,

her head towards the cottage and her feet towards the gate. In front of the hammock, and



within reach of her hand, is a common kitchen chair, with a pile of serious-looking books and
a supply of writing paper on it. Her interactions with the male characters in the play speak of
her self- confidence and an authority that is the hallmark of the New Woman. In fact it is Vivie’s
relationship and intellectual battle with her mother that constitute the central conflict ofthe
drama, with the male characters playing only supporting and peripheral roles. This is a woman-
centric drama in which the problem, crisis and the resolution of that crisis—in whatever form—

are created, analysed and provided by women.

In fact, Shaw’s foregrounding of the newly defined female subjectivity takes as its
medium not only the modern, enlightened Vivie, but also her mother, Mrs. Warren. Her
acceptance of prostitution as a profession was not one of choice, but one of compulsion, imposed
upon her by the material injustice of a male-governed society. But subsequently she acquires
the ability to exploit the source of her exploitation-prostitution itself—towardsmaterial comfort,
rise in the social scale and an assurance of a socially more ‘honourable’ life for her daughter.
The whole structure of patriarchal domination—as active in the profession of prostitution
itself—in thus toppled upside down, with Mrs. Warren now usingit to fulfill her own ambitions.
The playwright tries to see the profession from an unromantic, practical angle. It is however,
arguable, how much he succeeds in that direction. Mrs. Warren’s ‘success’ out of her vocation
clearly stands out as the material conquest of the enterprising woman in a patriarchal world that
seeks to marginalize and exploit women physically and psycho-logically. Mrs. Warren’s victory,
seen from this unromantic perspective, is the victory of the New Woman in the public domain.
She is the sole proprietor of her body and sexuality, and decides freely to use them for her own

purposes.

And yet, her desperate endeavours to strike back at the patriarchal society with its own
weapons—the exploitation of female body and sexuality-faces the greatest challenge,
ironically, from none other than her daughter herself. Vivie understand the compulsion of her
mother’s choice of prostitution as a profession, but fails to comprehend the logic of her willful
exploitation of it into financial security. This is because, like her creator, she still has a strain
of traditional puritan morality left to her. The conventional morality that teaches to interpret the
female body as a site of purity, sacredness and inviolable codes of conduct, actually springs from
the institutional patriarchal desire to control and possess that bodyscape and female sexuality.
Such patriarchal norms, which try to impose its authority over the dynamics of female sexuality,

fail to interpret prostitution as a possible source of female power over men. It is precisely this



patriarchal morality and puritanism, that Vivie has internalized, that leadsto her absolute
renunciation of sexuality at the end of the play. Her failure to understand her mother’s
independent appropriation of sexual norms, together with the sudden revelation that her amorous
relationship with Frank verged on incest, leads to her repugnance of love and sexuality, when
she has become a “woman of business, permanently single, and permanently unromantic.” This
‘desexualisation” of Vivie is clearly a weakness in Shaw’s conceptualization of the New
Woman. With all her education, authority, single-mindedness and professional focus, she
remains trapped within the patriarchal norms that the New Woman sought to subvert. She fails
to achieve the degree of independence of spirit and selfhood that her mother has achieved
through hard struggle. Vivie embodies the confusions and ambivalence that intrigued Shaw’s

mind, or, generally speaking, the wider English intelligentsia, at the turn of the century.

Unit 16 (a): Male Characters

There are four male characters in the play—Praed, Frank, George Crofts and Reverend
Samuel Gardener. Praed and Crofts are friends of Mrs. Warren while Frank, the son ofthe
local clergyman Reverend Gardener, has a love-relationship with Vivie. Praed is a genuinely
good-hearted and romantic individual who has a streak of innocent sentimentality in him.
While he is a keen believer in the age-old values of romance, beauty, culture, exoticism he is
also practical in his dispositions. But the problem is that the synthesis of the two fundamentally
contradictory impulses—practical rationality and romanticism—in him is not quite
convincing. He sounds plausible and natural in moments of aesthetic inspiration, but turns
into the playwright’s mouthpiece the momenthe tries to be rational and analytical. Shaw uses
him as his spokesperson, when, forinstance, he intends to present certain ideas that often
sound abrupt. Such utterances asthe following fail to convince the reader/viewer as an original
thought of Praed : “When I was young age, young men and women were afraid of each other :
there was no good fellowship. Nothing real. Only gallantry copied out of novels, and as vulgar
and affectedas it could be. Maidenly reserve!Gentlemanly chivalry! Always saying no when
you meant yesl! Simple purgatory for shy and sincere souls.” (Act I) It is this very Praed who
reacts sentimentally to the break up of Vivie and frank in the fourth Act, on which Frank
remarks: “Good old Praddy! Ever chivalrous! But you mistake : it’s not the moral aspectof

the case : it’s the money aspect.”



Such contradictions in characterization do not occur in the case of Frank, who is a much
more consistent individual in his attitude to life and relationship with Vivie. Frank is mainly
an instrument for foregrounding the emotional aspect of Vivie’s character, whichis otherwise
business-like and serious. He is also an important source of wit and genial humour in a play that
is so full of serious ideas. His dealings with his father and Mrs. Warren have a breezy lightness
and youthful vivacity that complement the seriousness of Vivie. His humour, apart from
providing comic relief in a thoroughly idea-based play,also acts as a source of bitter irony or
even satire directed at the misconceptions of Vivie and Praed, or the more serious weaknesses
of reverend Gardener and Crofts.

Sir George Crofts is the only truly reprehensible figure in the play. He is out and out a
businessman for whom everything—from human body to human emotions—isa potential
commodity. Much older—almost a father figure-than Vivie, he desperately pursues her with
the serious conviction that his wealth can buy her love. Such materialist approach stands him in
complete contrast to Frank, the real suitor of Vivie. However, when he is sternly refused, he
does not hesitate to avenge his failure by destroying her relationship with Frank by spilling the
bin of the identity of her probable father. Like a hardcore capitalist investor that he is, he can
go to any extreme to protect his interest or fulfill his ambition. In his position vis-a-vis Vivie,
he is a contrast of Frank, while in his relationship with Mrs. Warner, he is contrasted with
the good-hearted Praed. Of course, by spilling out some secrets and through his overtly
practical attitude to life, he helps to clarify certain misconceptions in Vivie and to make her the

unromantic woman that she is at the end of the play.

Good or bad, all these three male characters in the play have an individuality of their
own which the other male character, Reverend Gardener, lacks. The local priest is reduced to a
pretentious simpleton. If the character of Crofts represents the socialist Shaw’s detestation.

Unit 16 (b): Shaw’s Style and Language in the Play

Shaw was yet to reach the state of perpection and maturity as a dramatist while writing
his Unpleasant Plays, including Mrs. Warren’s Profession. The younger Shaw was more

inclined towards giving theatrical shape to the ideas that occupied his mindthan to allow



the ideas to emerge naturally from his theatrical representation. The content, rather than the
form or the style was of primary importance to him. He worked within the long realist tradition
of the nineteenth century and despite his well-known admiration for Ibsen, did not incorporate
naturalist experimentations in his plays. In 1895, two years after writing Mrs. Warren's
Profession, he wrote that ‘the highest genius...is always intensely utilitarian.” (Shaw on Theatre,
Ed. E. J. West, New York, 1958, p. 68) Stylistic experimentation, thus, was secondary to him
at this stage to representation of ideas in a straightforward form that would easily drive home
the points he wanted to make. Hencehis characters often emerge as his spokespersons or types.
Vivie, for an instance, was described by Shaw’s friend and critic William Archer as “Shaw in
petticoats” (Sally Peters, Bernard Shaw : The Ascent of the Superman, New Haven and London
: Yale University Press, 1986, p. 141). His characters are often instruments for imparting
messages and to that extent they deviate from reality and often seem to be romantic and
idealistic in intention. This creates the fundamental conflict in the play between the intended

thematic anti-romanticism and realism and practised idealism in characterization.

His use of language is also moulded by the purpose of communicating ideas to the
audience in a thoughtful and argumentative manner. Since ideas are presented in a dialectically,
through debates and exchange of opinions—in the present play, for instance, between Mrs.
Warren and Vivie, Vivie and Crofts, Vivie and Frank—rational intellectualism substantially
constitutes the stylistic fiber of the play. Such debates and exercises in intellectualism could
lead to monotony in the reception of the play but for Shaw’s adroit use of diction and his
extensive application of subtle wit, humour, satireand irony as instruments of characterization
or thematic representation. His early upbringing in a musical atmosphere resulted in his sense
of beauty in diction which otherwise would pass of as the language of a pamphlet or a
rationally developed discourse. Expressions are curt and marked by precision; humour is often
wry, in commensurability with the discursive nature of the style. The anti-sentimentality in
theme and the compatible fast and smart progression of the plot, a non-digressive structure show

the dramatist fast developing into the mature artist of the Pleasant plays.
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Assignments

1. Discuss Mrs. Warren’s Profession as an Unpleasant play of ideas.

2. Analyse Mrs. Warren’s Profession as an anti-sentimental play. How

far is it anti-romantic? Discuss with close reference to the text.

3. Comment on Shaw’s presentation of the New Woman in the play.

4. Shaw fails to understand prostitution and sexuality in a completely

rationalmanner. Comment.

5. Comment on the style, language and characterization in the play.



6. What shaw intends in the play is a revaluation of traditional values

andconventional morality. Do you agree? Justify your answer.

DISCLAIMER: This Self Learning Material (SLM) has been compiled using material
from authoritative books, journal articles, e-journals and web sources.







POST GRADUATE DEGREE PROGRAMME (CBCYS)

M.A. In ENGLISH
SEMESTER - 11

COR - 206

ROMANTIC AND VICTORIAN (1789-1900): FICTION AND
NON-FICTIONAL PROSE

Self-Learning Material

KALYANI

DIRECTORATE OF OPEN & DISTANCE LEARNING
UNIVERSITY OF KALYANI
KALYANI-741235, WEST BENGAL



COURSE PREPARATION TEAM

1. Dr. Sandip Mondal,

Associate Professor of English, University of Calcutta.
2. Prof. Dr. Shankar Nath Sen.

3. Dr. Tania Chakravarty

Assistant Professor of English, Srishikshayatan College.
4. Prof. Debi Prasad Bhattacharya

Former Professor at the Department of English, University of Kalyani.
5. SriSuman Banerjee

Former Assistant Professor of English (Contractual) atthe DODL, University of Kalyani.
6. Ms. Sudipta Chakraborty

Former Assistant Professor of English (Contractual) at the DODL, University of Kalyani.
7. Ms. Anwesa Chattopadhyay

Assistant Professor of English (Contractual) at the DODL, University of Kalyani.
8. Ms. Rajanya Ganguly

Assistant Professor of English (Contractual) at the DODL, University of Kalyani
&
9. The Hon’ble Faculty Members of the Department of English, University of Kalyani.

Directorate of Open and Distance Learning, University of Kalyani
Published by the Directorate of Open and Distance Learning, University of Kalyani,
Kalyani - 741235, West Bengal.

Allrights reserved. No part of this work should be reproduced in any form without the permission
inwriting from the Directorate of Open and Distance Learning, University of Kalyani.

DISCLAIMER: This Self Learning Material (SLM) has been compiled using
materials from several books, journal articles, e-journals and web sources.



Director’s Message

Satisfying the varied needs of distance learners, overcoming the obstacle of distance and
reaching the unreached students are the threefold functions catered by Open and Distance
Learning (ODL) systems. The onus lies on writers, editors, production professionals and other
personnel involved in the process to overcome the challenges inherent to curriculum design
and production of relevant Self Learning Materials (SLMs). At the University of Kalyani, a
dedicated team under the able guidance of the Hon’ble Vice-Chancellor has invested its best
efforts, professionally and in keeping with the demands of Post Graduate CBCS Programmes
in Distance Mode to devise a self-sufficient curriculum for each course offered by the
Directorate of Open and Distance Learning (DODL), University of Kalyani.

Development of printed SLMs for students admitted to the DODL within a limited time
to cater to the academic requirements of the Course as per standards set by the Distance
Education Bureau of the University Grants Commission, New Delhi, India under Open and
Distance Mode UGC Regulations, 2021 had been our endeavour. We are happy to have
achieved our goal.

Utmost care and precision have been ensured in the development of the SLMs, making
them useful to the learners, besides avoiding errors as far as practicable. Further suggestions
from the stakeholders in this would be welcome.

During the production process of the SLMs, the team continuously received positive
stimulations and feedback from Professor (Dr.) Manas Kumar Sanyal, Hon’ble Vice-
Chancellor, University of Kalyani, who kindly accorded directions, encouragements and
suggestions, offered constructive criticism to develop it within proper requirements. We,
gracefully, acknowledge his inspiration and guidance.

Sincere gratitude is due to the respective chairpersons as well as each and every member
of PG-BOS (DODL), University of Kalyani. Heartfelt gratitude is also due to the faculty
members of the DODL, subject-experts serving at the University Post Graduate departments
and also to the authors and academicians whose academic contributions have enriched the
SLMs. We humbly acknowledge their valuable academic contributions. | would especially
like to convey gratitude to all other University dignitaries and personnel involved either at the
conceptual or operational level at the DODL, University of Kalyani.

Their persistent and coordinated efforts have resulted in the compilation of
comprehensive, learner-friendly, flexible texts that meet the curriculum requirements of the
Post Graduate Programme through the Distance Mode.

Director
Directorate of Open and Distance Learning
University of Kalyani



COR - 206

ROMANTIC AND VICTORIAN (1789-1900): FICTION AND NON-FICTIONAL PROSE

TABLE OF CONTENTS
Block | Unit Topic Content Writer | Page No.
I 1 1 (a): Introduction to Mary Shelley: her
family and contemporary radical ideas
Dr. Sandip Mondal
1 (b): Plot Summary
Associate Professor,
Department of
' 2 Gothic versus Romantic: A Philosophical English,
Enquiry
University of
I 3 Frankenstein as an Artist Calcutta.
I 4 Narrative Structure
I 5 5 (a): Percy Bysshe Shelley: A Short
Introduction
5 (b): Summary of A Defence of Poetry
Prof. (Dr.) Shankar
Il 6 The Context of the Peacock —Shelley Nath Sen
Debate
and
1 7 7 (a): The Function of the Poet according | g syman Banerjee
to Shelley (Assistant Professor
of English at the
7 (b): The Nature of Poetry according to DODL, University
Shelley of Kalyani).
I 8 Sidney, Shelley and the Moral Function of
Poetry
i 9 9 (a): Objectives
9 (b): Life and Works of Emily Bronte
9 (c): Substantive Text Summary
Il 10 10 (a): Plot and Narrative Structure




10 (b): Genre

10 (c): The two Houses: Wuthering
Heights and Thrushcross Grange

11

11 (a): Brief Study of the characters of
Heathcliff and Catherine

11 (b): Brief Study of the character of
Edgar Linton

11 (c): Brief Study of the character of
Isabella

Dr. Tania
Chakravarty

Assistant Professor
Department of
English,

12

12 (a): Brief Study of the character of
Catherine Linton

12 (b): Brief Study of the character of
Hareton

12 (c): Brief Study of the characters Ellen
(Nelly) Dean and Lockwood

Srishikshayatan
College.

13

13 (a): A Brief Introduction to Matthew
Arnold (1822-1888)

13 (b): The Victorian Social Scene

13 (c): Arnold as a Social Philosopher

14

14 (a): Arnold’s Culture and
Anarchy: its Aims and Objectives

14 (b): A Brief Discussion on
Arnold’s ‘Sweetness and Light’

1v

15

15 (a): A Brief Discussion on Arnold’s
‘Barbarians, Philistines, Populace’

15 (b): A Brief Discussion on Arnold’s
‘Hebraism and Hellenism’

16

Late Prof. Debi
Prasad Bhattacharya,

Former Professor at
the Department of

16 (a): Synopsis of the three articles




16 (b): Matthew Arnold’s Prose Style

16 (c): Summing up

English,

University of
Kalyani.

Total Credits - 4
Study Hours - 16




BLOCK |

UNITS:1-4

FRANKENSTEIN

BY

MARY SHELLEY

CONTENT STRUCTURE:

Unit 1 (a): Introduction to Mary Shelley: her family and contemporary radical
ideas

Unit 1 (b): Plot Summary

Unit 2: Gothic versus Romantic: A Philosophical Enquiry

Unit 3: Frankenstein as an Artist

Unit 4: Narrative Structure

Suggested Reading

Assignments

UNIT 1 (a): AN INTRODUCTION TO MARY SHELLEY: HER FAMILY AND
CONTEMPORARY RADICAL IDEAS

Late eighteenth and early nineteenth century was a period of radical thoughts that
manifest in historical events like French Revolution and many other social agitations
and movements. Born into this context of radicalism, Mary Shelley could initiate
herself in this project of radical thought as she experienced them being generated
from a very close quarter. Besides her parents, William Godwin and Mary
Wollstonecraft, who were considered as leading exponents of radical thoughts, she,

from her childhood was exposed to the debates and discussions of contemporary



thinkers often taking place in her own house. Both, Godwin and Wollstonecraft were
a part of the larger tradition of what we now know as enlightenment; a tradition of
Voltaire, Rousseau and others. This tradition was designed to dismantle the
established order of human society with the vision of creating a better universe. Such
visionary ideas were reflected in the writings of parents Mary Shelley, Mary herself
and definitely her husband P. B. Shelley. Wollstonecraft’s A Vindication of the Rights
of Woman (1792) is considered to be the first radical feminist writing which while
voicing for the rights of women also condemns the ways patriarchy, as an agency of
larger capitalist system, designs the oppression of women. Mary’s father, William
Godwin, while contesting Edmund Burke’s ideas on revolution, as explored in
Reflections on the Revolution in France (1790), even went to the extent of suggesting
the abolition of several social institutions like marriage, law and religion. Burke held
a very conservative idea of revolution as he believed that change should evolve
gradually and naturally, not hastened by human will. Godwin contests such ideas in

his book Enquiry Concerning Political Justice (1793).

Mary Wollstonecraft exists to Mary Shelley, as her mother, only through her
radical writings as she died of septicemia when she was only ten days old. Godwin
married again four years later. Mary Jane Clairmont, Godwin’s second wife, always
encouraged Mary Shelley to write on radical and revolutionary ideas. Mary Shelley’s
understanding of radical ideas was corroborated by her friendship, turning later into a
marital relationship with P. B. Shelley. As a disciple of William Godwin, P. B.
Shelley would often visit his place where over discussions and debates he came close
to Mary Shelley. By the time they met for the first time, P. B. Shelley had already
earned notoriety as a non-conformist. He was expulsed from his college for writing a
book full of radical ideas — Necessity of Atheism (1810). Radical in spirit were the
fictional writings of P. B. Shelley that equally inspired Mary. Along with shorter
poems like Ode to the West Wind, he has consciously articulated the spirit of
revolution in his longer poem, Prometheus Unbound, which contributes to
revolutionary zeal of the second generation of the Romantic poets as exemplified by
Hyperion and The Fall of Hyperion by John Keats. The spirit of rebellion, thus, found
in the sphere of literature is an offshoot of that on social and political level. The
second generation of the Romantics restored faith on the ideals of the French

Revolution — equality, liberty and fraternity. Apart from this Revolution of temporal



and spatial distance, more immediate social agitation was informing the writings of
the second generation of the Romantic with the revolutionary context. The Luddite
agitation (1811-17) may be cited in this connection. Mills, factories and machines
were destroyed by workers who were voicing their demands.

Mary Shelley’s Frankenstein unequivocally reflects such an understanding of the
context of agitation, movement and revolution. The figure of the monster is often read
as a representative of the proletariat class, being a product of the capitalist class itself,
an equation when industrialization was growing mammoth based on the capitalist
economic structure. Pushed to the margin by society at large and having been denied
of his basic rights of living, food and other needs as well by his creator, the monster
becomes a rebel like one associated with the Luddite agitation or the French
Revolution. Born innocent like any human (non-human too) child and then repelled
by the entire society including his own creator, primarily because of his look for
which he is not responsible by any means, finally turns to an avenger and literally

monstrous.

The chaos verging on anarchy that takes place in the novel is more a doing of
Victor Frankenstein than of his ‘flawed’ creation. This withdrawal of Frankenstein
from his paternal responsibility was a common social and familial phenomenon in
contemporary Europe. Quite ironically, Mary Shelley’s husband is one such
irresponsible father in real life. P. B. Shelley abandoned his first wife Harriet Shelley
who after giving birth to two children committed suicide and their father was denied
the custody of them. This personal experience surely reflects in the narrative of

Frankenstein.

UNIT 1 (B): PLOT SUMMARY

Mary Shelley’s Frankenstein was first published in 1818 as a continuum of the
tradition of the Gothic novel. Along with displaying the features of that generic
tradition, the novel also shows certain deviations as will be discussed later in detail.

The novel begins with the letters of a voyager, Robert Walton, written to his sister.



These letters, emulating the tradition of epistolary novel, form the narrative of the
novel. During his voyage, he comes across an emaciated person, Victor Frankenstein,
whom Walton rescues. After initial recovery, Frankenstein tells the story of his life
and a demonic experiment. His father had married the daughter of one of his friends
as he was dead. After their marriage they adopted an orphan, Elizabeth, who later
becomes Frankenstein’s beloved and wife. From early childhood he would straddle
the ‘forbidden’ domain of science and experiments. He was extremely eager to
understand natural phenomena by his learning of natural sciences and his own
experiments. This interest grew stronger and took a more visible shape when, after the
death of his mother, he entered the University of Ingolstadt. Having understood
different branches of science like, physics, anatomy and many others, he planned to
create a human being. He chose a ‘solitary chamber, collected bones, flesh etc. and
finally was able to create a human form which even he, the creator, would shriek with
repulsion at the very sight of it. In the meantime, a misfortune befell the family of
Frankenstein, the kid William was murdered for which Justine was held responsible.
Finally, however, Frankenstein could relate this murder with the monster whom he
finally met. After retelling his story of isolation and anxiety, the monster demanded
that Frankenstein should create a female of his kind for him. Frankenstein agreed and
initially started the project but then abandoned on the apprehension that later a whole
species of monster might endanger human race itself. As the monster was not
addressed with his cause, he, out of revenge and frustration, continued Killing the
family members of Frankenstein, including his newlywed wife Elizabeth and finally

Frankenstein himself.

UNIT 2: GOTHIC VERSUS ROMANTIC: A PHILOSOPHICAL ENQUIRY

The rise of the Gothic as part of a cultural movement is primarily a reaction against
many neoclassical sensibilities. With the waning of the emphasis on the aspects of
reason, wit and rationality that the neoclassical culture has so carefully nurtured,the
element of the Gothic initially found expression in the genre of novels a few years
before Romanticism officially starts in 1798 with the publication of the Lyrical
Ballads. The first of its kind was published in 1764 by Horace Walpole. In The Castle



of Otranto, Walpole, emulating the spirit of the medieval world, describes a locale in
Southern Italy with appearances of ghostly creatures, unexpected and unexplained
deaths, subterranean architectural passages and many other elements of horror. These
external agencies of horror which perfectly correspond to the human disposition of
passion, grief and wrath in this trend setting novel continue to dominate the narrative
of almost all future works of the genre of Gothic novels. Castles, forests, dungeons
and caves as actual topographical realities and also as psychological understanding
continue to inform the narrative of novels like The Castles of Athlin and Dunbayne
(1789), The Romance of the Forest (1791), The Mysteries of Udolpho (1794) and The
Italian (1797) by Anne Radcliff, Castle Rackrent (1800) by Maria Edgeworth and The
Monk (1796) by Mathew Gregory Lewis.

A reaction to the neoclassical sensibilities was found in the field of poetry in pre-
Romantic era as well. But that reaction was different in nature from one that manifest
in novels. While the late eighteenth century novels were reviving the spirit and the
space of the medieval world, post-1750s poetry was resorting to re-presenting nature
understandably welcoming early nineteenth century Romantic Movement felt in
different parts of Europe. The element of the Gothic, primarily rooted in the medieval
world, seems to interest the writers of different literary genres for a period more than
a century. If the beginning of the interest in the Gothic is marked by Horace
Walpole’s The Castle of Otranto published in 1764, then it continues to inform many
Victorian writings including John Ruskin’s Stones of Venice (1853) with a large body
of Romantic writings in between which quite unequivocally deal with the element of
the Gothic.

However, finding out the rationale for the adoption of the elements of the Gothic
by the writers of such a long stretch of time would demand a thorough analysis of the
cultural, social and the political context of the period concerned. Novels had long
been confined to the realist and the familiar settings as they were chiefly designed to
address the taste of the rising and newly educated middle class. The ‘story’ of the
family and other social institutions with the narrative tropes of marriage, reputation,
inheritance and adjustability would reassure the beliefs of the emerging middle class
when located in a familiar world. The description of feudal families as in Pamela

(1740) by Samuel Richardson or Tom Jones (1749) by Henry Fielding made even



more palatable with happy-ending code was a ploy to foster the readers’/subjects’
faith in society, civilization and human beings vis-a-vis the familiar world. The
interest in the Gothic was a strategy to shift the locale of the novels from the familiar
bourgeois world to the unfamiliar world of castle, forest, dungeon or a cave. This shift
was not meant for only the purpose of providing the readers with a taste they have not
experienced before but also for suggesting the ideological implications of a changing
society embedded in the narrative. Early novels, squarely steeped in neoclassical
sensibilities, would array sequences of events in terms of the law of causality where
all events, actions and the presence of characters are explained in a complementary
relation between cause and effect. But this relation is based mostly on the materialistic
and worldly understanding of events rather than a psychological understanding of
them. Gothic novels, thus set in an unfamiliar world, would present a narrative where
the sequences and events are not governed by the law of causality. The ‘irrationality’
of the Gothic narratives, including both, poetry and novels, in late eighteenth and
early nineteenth century was a deliberate deviation from the emphasis on reason as
found in neoclassical narratives. It is thus very difficult to assess why the ancient
mariner killed the Albatross in Coleridge’s poem in material and worldly term. The
same spirit of the ‘inexplicable’ continues to inform other poems of Coleridge,
‘Christabel” being one fine example. Though there are differences between poetry and
novels in relation to the representation of the Gothic, they together develop a major
aspect of the Romantic sensibility, the emulation of the sense of wonder. While in
poetry the representation of the Gothic was truly ‘irrational’ it was a little tempered

with the ‘reason’ of the realistic narratives in novels.

The growth of industrialization, emerging in Europe late seventeenth century
onwards, which opened up the possibility of industrial reproducibility, is in a way
critiqued by the Gothic narratives’ love for medieval world. As opposed to the art
object produced by the industrial system, that crafted in mediaeval world is
considered to be more ‘original’; each produced separately and born from within the
mind of the creator. The attempt to resort to the medieval art, with an engrained

‘grossness’, was a stance of resistance against industrialization.

However, considering the trajectory of the genre of the Gothic novels, it is

difficult to place Frankenstein unequivocally in that generic category. The novel



simultaneously exhibits its affiliation to and deviation from the tradition. A close
analysis of the entire oeuvre would reveal that the label Gothic means certain
common narrative elements recur quite often. It is just a combination of a few
narrative tropes placed in a specific setting that makes a work ‘Gothic’. Regarding the
narrative tropes, some of them are empirically explicable, the way they are in any
realist work. They might, in the beginning appear as irrational; a consequence of some
magical charm, but finally by the end of the work they are rationally explained. The
object of mystery and terror is explained in terms of the law of causality. The
supernatural forces terrifying Emily finally proved to have been done by human
agency in Ann Radcliff’s The Mysteries of Udolpho is a case in point in this
connection. As opposed to this there are many examples where the events are not
resolved empirically at the end; they remain a source of mystery and terror. Blood
running from the nose of Alfonso’s statue in Horace Walpole’s The Castle of Otranto

may be cited as an example.

Given the points of departure and acknowledgement, the inclusion of
Frankenstein in the oeuvre of Gothic novels is problematic. Regarding the narrative
components not a single one is ‘irrational’ and ‘inexplicable’ in Frankenstein. All
mysterious and uncanny events are rationally explained, not just at the end of the
novel, but through the entire course of it. Whether explained or not, the novel is full
of mysterious events as required by the genre of Gothic novels. The unexplained
murder of William in the beginning, the act of revenge taken by the fiend as manifest
in the event of the murder of Elizabeth on the very day of wedding as a result of
Frankenstein’s decision of not creating a female mate for the monster, the sudden
appearance of ‘a monster’, everything squarely fit in the scheme of the narrative of a
Gothic novel. But not the chain of these events, rather the language in which they are
narrated and the locales where the events take place make them ‘Gothic’ in nature as
the genre is heavily dependent on the form. The trope of the locale of Gothic novels
finds a very obvious expression in the beginning of the novel when Frankenstein
plans to create a human being. The details of the chamber, the apparatus and the
ingredients required for the experiment are truly Gothic as they evoke as sense of
mystery, fear and unfamiliarity.

One secret which | alone possessed was the hope to which | had dedicated

myself; and the moon gazed on my midnight labours, while, with unrelaxed



and breathless eagerness, | pursued nature to her hidingplaces. Whoshall
conceive the horrors of my secret toil as | dabbled among the unhallowed
damps of the grave or tortured the living animal to animate the lifeless clay?
My limbs now tremble, and my eyes swim with the remembrance; but then a
resistless and almost frantic impulse urged me forward; | seemed to have lost
all soul or sensation but for this one pursuit. It was indeed but a passing
trance,that only made me feel with renewed acuteness so soon as, the
unnatural stimulus ceasing to operate, | had returned to my old habits. |
collected bones from charnel- houses and disturbed, with profane fingers, the
tremendous secrets of the human frame. In a solitary chamber, or rather cell,
at the top of the house, and separated from all the other apartments by a
gallery and staircase, | kept my workshop of filthy creation; my eyeballs were
starting from their sockets in attending to the details of my employment. The
dissecting room and the slaughter- house furnished many of my materials;
and often did my human nature turn with loathing from my occupation, whilst,
still urged on by an eagerness which perpetually increased, I brought my

work near to a conclusion. (33)

The reference to the spaces like ‘solitary chamber’, ‘slaughter-house’, ‘charnel-
house’, ‘gallery’ and ‘staircase’ emulates a sense of eeriness of the Gothic medieval
world. They perfectly address the setting vis-a-vis the architectural pattern of the
genre of the Gothic novels. Even the solitary figure of Frankenstein involved in a
‘sacrilegious’ act of creating a human being is a very common narrative trope in
Gothic novels. But while such an act performed by a sorcerer in a conventional
Gothic work is a practice of black magic and necromancy, that in this novel becomes
a rational and scientific exercise performed by a formally educated researcher. This is
how the novel along with acknowledging the tradition of the Gothic novels makes a
departure from the trend too. Thus, the narrative code of an uncanny medieval world,
recurring often in the tradition of Gothic novels, is relocated in a world of
enlightenment as Frankenstein’s. But whether this relocation marks a departure from
the tradition of the genre or contributes to the development of the continuing tradition
is a matter of debate.



Nature, despite its dual representation of the ‘sublime’ and beautiful, as suggested
by Edmund Burke, was also was also finding expression as the literature of the
supernatural. Sublime, dealing with the grand objects of nature, creates a sense of awe
which purges the moral self of human beings. Beautiful, on the other hand, dealing
with the little objects of nature, functions as the source of pleasure. Nature, in
nineteenth century supernatural writing, does not fall in any of these categories.
Nature there is mostly associated with mystery, a phenomenon which explains the
Romantics’ love for the medieval charm and the ‘inexplicable’. Gothic novels often
deal with the grand objects of nature like mountain, forest etc. but they do not at any
point graduate to being the source of moral purgation. They only serve to evoke terror
and mystery. Frankenstein also contains similar representation of nature on many
occasions. Frankenstein confronts the monster amidst the grand objects of nature,

evoking mystery and fear, immediately after the death of Williams.

He bounded over the crevices in the ice, among which | had walked with
caution; his stature, also, as he approached, seemed to exceed that of man. |
was troubled; a mist came over my eyes, and | felt a faintness seize me, but |
was quickly restored by the cold gale of the mountains. | perceived, as the
shape came nearer (sight tremendous and abhorred!) that it was the wretch
whom | had created. | trembled with rage and horror, resolving to wait his
approach and then close with him in mortal combat. He approached; his
countenance bespoke bitter anguish, combined with disdain and malignity,
while its unearthly ugliness rendered it almost too horrible for human eyes.
But | scarcely observed this; rage and hatred had at first deprived me of
utterance, and | recovered only to overwhelm him with words expressive of

furious detestation and contempt. (65)

UNIT 3: FRANKENSTEIN AS AN ARTIST

The element of self-reflexivity is pretty discernible in the entire course of Romantic
literature. Poetry talking about poetry or a poet talking about his own self was a

common trope of self-reflexivity in this era. The break from neoclassical tradition,



also occasioned by the philosophical shift from Lockean empiricism to Kantian
idealism encouraged the writers writing about their own art and composition. The
oeuvre of Romantic poetry is replete with such examples. Coleridge in many of his
poems is writing about the act, agony and the process of composition with ‘Rime of
the Ancient Mariner’, ‘Dejection: An Ode’, and ‘Kubla Khan’ being obvious
instances. Wordsworth’s ‘Immortality Ode’ and ‘Tintern Abbey’ also fall in this
category of literature on artifacts. Other Romantic poets too subscribed to this idea of
self-reflexivity. Through this process of writing about the moment of composition, the
litterateur of the age was obliquely underpinning the ‘self’, a phenomenon which

gained priority over anything else in this period.

This aspect of composing artifact being reflected in another composition is not so
common in nineteenth century novels or novels of any specific era for that matter as
novels mostly deal with the objects and the events of external reality rather than the
subjective understanding of them. Frankenstein may be read just as an exception in
this trend. Once directed to this perspective we are summarily reduced to considering
Victor Frankenstein as the ‘creator’/artist and the monster as the artwork. But the
notions of artform, artists and the process of poetic creation sprawl beyond just the
relation between Victor Frankenstein and the fiend he has created. Corresponding to
the circular structure of the narrative, the novel begins and ends with Robert Walton’s
narration vis-a-vis experience. The art of the novel, as a narrative form, is revealed
through the agency of Robert Walton. In fact, the letters written to his sister during his
voyage to the North Pole is the key narrative component of the novel. As the writer of
those letters, he enjoys the authorship of the narrative and the mode of this narrative
written through the letters is a tribute to the genre of the epistolary novels flourishing

during the previous century.

What counts most in this narrative project is the aspect of loneliness, so
thoroughly valorized by Romantic artists. The feeling of loneliness, as he was away
from society and on his voyage towards the North Pole, his narrative enterprise,
manifest through the letters, are in a complementary relation in this novel. This
loneliness of Walton occasions the possibility of his union with nature as it happens to
any Romantic artist. While amidst the vast sea, a sublime presence of nature, Walton

engages himself in a dialogue with self and nature which finds expression in the



letters. Walton’s letters thus pretty easily fit in the Romantic design of escaping to

different form of nature and compose art forms.
But | have one want which | have never yet been able to satisfy, and the
absence of the object of which | now feel as a most severe evil, I have no
friend, Margaret: when I am glowing with the enthusiasm of success, there
will be none to participate my joy; if | am assailed by disappointment, no one
will endeavour to sustain me in dejection. | shall commit my thoughts to
paper, it is true; but that is a poor medium for the communication of feeling. |
desire the company of a man who could sympathize with me, whose eyes
would reply to mine. You may deem me romantic, my dear sister, but I
bitterly feel the want of a friend. | have no one near me, gentle yet
courageous, possessed of a cultivated as well as of a capacious mind, whose

tastes are like my own, to approve or amend my plans. (10)

This loneliness is a recurring metaphor in the novel and one of Walton with which the
novel begins matures into a formidable element and anticipates the same experienced
by others. Moreover, this is a creative loneliness which inspires artists to create.
Victor Frankenstein’s existence and his creative enterprise are informed by this
philosophy of loneliness. As Frankenstein chronicles his childhood it seems that he
was a keen reader, especially of books on Natural Sciences; the writings of Cornelius
Agrippa, Paracelsus and Albertus Magnus and he did not read them as part of a

curriculum of any academic institution. He read them privately as a lonely reader.

Frankenstein becomes all the more lonely after the death of his mother. His
engagement with natural sciences which inspires his Faustian desire to create life
begins after the death of his mother, once he leaves home to study at the University of
Ingolstadt. His stay and study, as he mentions, was not one of solidarity with students
and the professors. He was discouraged to read his favourite writers of natural
sciences by Mr. Krempe, though he was encouraged by Mr. Walton. The process of
Frankenstein becoming a scholar was a solitary journey, something which was not
only a formidable attribute of the Romantic artists but also of Mediaeval and
Renaissance scholars like Prospero and Dr. Faustus. He begins his enterprise of
creating a life in a solitary chamber which is symptomatic of the isolated self of the

poet and of mind of a poet as artists can create only in solitude. However, regarding



this dialogic relation of loneliness and creativity, Frankenstein does not absolutely
conform to the Romantic ideas. Nature plays an important role in this relation
between loneliness and creativity. Renouncing the social milieu, the Romantic artists
become one with nature. Once this unitary relation is established, the artists become
inspired to articulate the benevolence, piety and the regenerative faculty of nature.
This aspect is seen clearly in Wordsworth’s ‘Tintern Abbey’ ‘Immortality Ode’ and
many of Coleridge’s poems like ‘Dejection: An Ode’ and ‘Frost at Midnight’. The
superiority of a greater creator, Nature, is established over the power of the human
creator, the poet. Victor Frankenstein does not involve himself in creative
preoccupation to once more eulogize Nature as he intends to create a life, not an
artifact. His enterprise was rather an act of transgression; he defies nature and usurps
the regenerative order of nature. He aspires to become nature itself, a God.

UNIT 4: NARRATIVE STRUCTURE

With the apparent acknowledgement of a specific tradition of realistic novels, i.e. the
epistolary one, as evident in the letters of Robert Walton written to his sister,
Frankenstein invents a method of narration quite new in the early nineteenth century
context. There are three distinct layers of narrative in the novel; the narration vis-a-vis
letters of Robert Walton, the narration of Victor Frankenstein told to Walton and
finally the narration of the monster expressed to his creator. All these narrators are
loners and transgressors. When it comes to the aspect of loneliness, this is rather a
self-chosen phenomenon for Walton and to some extent for Frankenstein. Both the
narrators carve out a space to enjoy their loneliness and their narration/creation
materializes only in this domain of loneliness. As mentioned earlier, Walton’s
exercise of writing letters as the mode of his narration is a strategy to negotiate with
that loneliness. Walton’s narrative thus formulated in this sphere of loneliness,
anchors all other narratives. His narration forms the narrative of the entire novel. The
novel begins and ends with his narration. This overarching and large spherical

narrative of Walton contains two other spheres of narratives within it.



Creation and narration were to some extent voluntary for Victor Frankenstein.
The narration that he utters in a lonely ship sailing across the sea is a consequence of
his experience of and the engagement with his ‘creation’ which was again was
critically amenable to his preoccupation with loneliness. The moment of his narration
to Walton is one of pathetic loneliness when he was forced to abandon the society;

when he has nobody to fall back upon.

But unlike other two narrators, the monster is a lonely narrator by compulsion. In
fact, his narration was an appeal to his master to rescue him from the world of terrible
loneliness to the world of companionship. He requests his creator to create a female of
similar kind for him to get a respite from this unbearable loneliness. The more, we, as
reader, get inside the story more we find this loneliness growing stronger for the
narrators. The loneliness of the monster is of an ‘originary’ nature as he is the first
‘being’ of his species born on this earth. The narrative of the monster has several
implications. Primarily this narrative is the core of all narratives. It occupies the
central most position in the matrix of the narrative structure. Due to this centrality in
terms of the location in the structure of the narrative, the monster’s is a self-sufficient
and an independent narrative; a narrative which encapsulates a time span ranging
from the moment of his birth to the moment of his first meeting with his creator. This
meeting occasions the key narrative of the monster. The narrative primarily explores
his identity and experiences; the identity of alienation and the experience of his
engagement with human civilization and society. How he was abandoned by his own
creator and was abhorred by the human society at large, primarily for his ‘look’,
becomes the chief component of his narrative. In his first meeting with Frankenstein,
he opens and closes the story of his own life. Apparently, this narrative of the monster
has a greater degree of freedom and self-sufficiency compared to that of the other

narrators. But this does not anyway ensure an authority over other narratives.

Narration in the Romantic contexts and other spheres of culture too involves
charm, authority and power. Narrator always enjoys a power; a power which makes
the listener powerless. It hypnotizes the listener as is seen in Coleridge’s ‘Christabel’
and ‘The Rime of the Ancient Mariner’. Both, Christabel and the wedding guest are
powerless and charmed by the narration of Geraldine and the ancient mariner

respectively. Mary Shelley however does not strictly subscribe to this convention. The



listeners of the narratives are equally empowered as the chronicle and at times
contribute to the ‘stories’ they hear. The listener here may be amazed and enthralled
but they are never spellbound. With the apparent autonomy the narrative of the
smaller/meta narrative of the narrative of Victor Frankenstein which again is just a

part of the narrative of Robert Walton manifest through his letters.

Hence in the first place Frankenstein is not only creating the monster but also
carrying his narrative to be chronicled and told by Robert Walton. That apart from the
Monster’s narrative that he reciprocates to his creator in the first meeting is an
incomplete narrative which once again is to be completed, as the monster thought, by
Victor Frankenstein as he pledged him to create a female for him. This ‘creative’
intervention by Frankenstein would confer a sense of completeness to this newly

created being and species.

All narrators are locked in a vulnerable state in this novel and they tell their
narratives in order to extricate themselves from this helpless and vulnerable condition.
In the same manner as the monster Frankenstein’s condition is vulnerable and he is
physically weak waiting for death only when he starts telling his narrative. The
listener, Robert Walton, from a comparatively better and powerful position attempts

to restore him.

The structure of the narrative of this novel is like a Russian doll or a Chinese box;
a doll inside another doll, a box inside another box. Such is the narrative of this novel.
The narrative of Frankenstein inside that of Walton and the narrative of the monster
inside that of Frankenstein form the structure of the novel. And all these narratives are

brought together by the overhauling narrative of the form of Walton’s letters.

One strategy in this narrative structure is whoever, as in a Russian doll or a
Chinese box, opens the narrative first must wait for others to close down their
narratives and is entitled to close his/hers at the end. The narrative opens with the
letters written to Mrs. Saville who might be read as an objective correlative of the
persona of Mary Shelley herself. The narrative of letters closes down the novel. The

smaller the narratives, the freer the narrators are to open and close their stories



instantly. The monster is thus free to open and close his at one go like the smallest

doll in a set of a Russian doll.
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ASSIGNMENTS

1) Would you agree with the view that Frankenstein is a perfect example of Gothic

novels? Give reasons for your answer.



2) Why do you think that the figure of Frankenstein is symptomatic of a Romantic

artist? Discuss

3) Is it possible to read Frankenstein as a cautionary tale of tapering with nature?

Discuss.

4) Discuss Frankenstein as a novel inspired by the zeal of revolution.
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UNIT 5 (A): PERCY BYSSHE SHELLEY - A SHORT INTRODUCTION

Percy Bysshe Shelley was born in 1792, the year Vindication of the Rights of Woman
was published, into a wealthy aristocratic family. He was a declared atheist, in the
spirit of Locke’s and Hume’s empiricism, already in his teens. He read Thomas Paine

and William Godwin and corresponded with Godwin. In 1811, Shelley got himself



expelled from Oxford for co-authoring a pamphlet, The Necessity of Atheism, and
sending it to the heads of Oxford colleges. As a result of his refusal to renounce this
work, together with his scandalously bohemian love life — eloping with Harriet
Westbrook, then marrying her, then deserting her for Mary Godwin — he was
disinherited by his family. He found an intellectual equal in Mary Godwin and
together they led a rootless, creatively productive, bohemian life, until his early death
in a boating accident in Italy in 1822. Shelley wrote A Defence of Poetry in 1821, but
it remained unpublished until 1840, when Mary Shelley was finally able to overcome
the objections of his family in order to edit it and publish it. It is one of the most
widely read theoretical statements on literature to this day and has attracted enormous

admiration as well as criticism.

UNIT 5 (B): SUMMARY OF A DEFENCE OF POETRY

Shelley's A Defence of Poetry, written in 1821 but not published until 1840, was a
direct reply to “The Four Ages of Poetry,” an essay by Thomas Love Peacock (1785-
1866) which was published in Ollier's Literary Miscellany in 1820. Nowhere is the
collision between neoclassical detachment and Romantic fervour more acutely
represented than in these two essays. Peacock's is essentially comic, yet it conveys a
penetrating critique of many fashionable Romantic assumptions. The ‘four ages' are
those of Iron, Gold, Silver, and Brass. The iron age is the age of primitive panegyric
supplied by bards under pressure from royal warriors and in exchange for liquor, itself
an inspiration. The golden age is the age in which poetry becomes retrospective.
Something like a civil polity has been established, individual heroism has given place
to institutionalism. So, poets acclaim an early found whose courage and glory in the
misty past can be celebrated as represented in his current successor. ‘This is the age of
Homer, the golden age of poetry.' In the silver age, there are two kinds of poetry; the
imitative which recasts the poetry of the age of gold as Virgil recast Homer, and the
original, chiefly comic, didactic, and satiric, in which there is fastidiousness of style
and a choice harmony of expression that bores by its repetitiveness. It is only obvious
moral truisms that lend themselves to poetic expression, and as the sciences of morals

and of mind mature, they move beyond the reach of imaginative and emotional



treatment. Since there is a limited scope for polished versification of good sense and
elegant learning, poetry declines towards extinction. In conclusion comes the age of
brass. It rejects the 'polish and learning of the age of silver' and regresses to the crude
barbarisms of the age of iron, which pretending 'to return to nature and revive the age

of gold'.

So far as modern literature is concerned, Peacock identifies the mediaeval age of
romance, chivalry and knightly honour as the age of iron. The golden age was the
Renaissance when the riches of all ages and nations were compounded in such writers
as Ariosto and Shakespeare. The silver age was the reign of authority, the age of
Dryden and Pope. But soon the influence of Hume and Gibbon, Rousseau and
Voltaire brought every authority into question. The changes had been rung on
conventional pastoralism. Even poets began to think it necessary to know something
of what they talked about. Thomson and Cowper actually looked at trees and hills
instead of just being content to write about them. The effect of this change was
revolutionary. Poetical genius began to be reckoned the finest of all things, and only
poetical impressions could nourish it:

“Poetical impressions can be received only among natural scenes: for all that
is artificial is antipoetical. Society is artificial; therefore we will live out of
society. The mountains are natural, therefore we will be in the mountains.
There we shall be shining models of purity and virtue, passing the whole day
in the innocent and amiable occupation of going up and down hill, receiving
poetical impressions, and communicating them in immortal verse to admiring

generations.”

Peacock's attack is wholesale yet good-natured. He ridicules the notion of a
poetic return to nature in nineteenth-century England. Historians and philosophers are
making progress while poets are ‘wallowing in the rubbish of departed ignorance':

“Mr Scott digs up the poachers and cattle-stealers of the ancient border. Lord
Byron cruizes for thieves and pirates on the shores of the Morea and among
the Greek islands. Mr Southey wades through ponderous volumes of travels
and old chronicles, from which he selects all that is false, useless, and
absurd ... Mr Wordsworth picks up village legends from old women and

sextons ...”



Coleridge, Moore and Campbell all come in for scathing ridicule. 'A poet in our time
is a semi-barbarian in a civilized community', obsessed with the barbaric and
superstitious past. The true philosophic poise which surveys the world coolly and
justly, gathers and analyses data, and thus develops new and useful thinking is the
direct opposite of the poetic mind. For the inspiration of poetry lies in 'the rant of
unregulated passion, the whining of exaggerated feeling, and the cant of factitious
sentiment'. Poetic composition is simply a waste of time that might be given to useful

work.

“Your anathemas against poetry itself excited me to a sacred rage,” Shelley wrote
to Peacock, recommending him to read Plato's lon; and the Platonic influence on
Shelley's Defence is evident. He contrasts the synthetic principle of imagination with
the analytical principle of reason. 'Reason is to imagination as the instrument to the
agent, as the body to the spirit, as the shadow to the substance." Poetry is 'the
expression of the imagination’. In the widest sense of the word, not only artistic
creators but the founders of laws and civilisation, as well as other inventors, are all
poets. For the poet 'participates in the eternal, the infinite, and the one’, and he seeks
to express the order and beauty he discerns. The poet in the more restricted sense uses
language as his medium. 'A poem is the very image of life expressed in its eternal
truth.' It is creating 'actions according to the unchangeable forms of human nature, as
existing in the mind of the Creator', that distinguishes a 'poem' from that 'dialogue of
detached facts' which constitutes a 'story’. A 'story of particular facts' obscures and
distorts what should be beautiful: poetry makes what is distorted beautiful.

Shelley's definitions preclude the distinction between poets and prose writers as ‘a
vulgar error'. Great philosophers and historians have been poets. Shelley's idealism is
such that he speaks as though the poet is generally reduced to making do with
inadequate contemporary morals and fashions as his material. Few poets have “chosen
to exhibit the beauty of their conceptions in its naked truth and splendour.” Indeed
“the alloy of costume, habit, &c' is probably 'necessary, to temper this planetary
music for mortal ears.” So the mystic's sense that, as T. S. Eliot puts it, “humankind /
Cannot bear very much reality” is appropriated by Shelley as an equivalent limitation

on the poet. He seems obsessed by the sheer potency of poetry. Ethical science can



provide us with schemes and models, but poetry acts in a 'diviner manner’, awakening
and enlarging the mind, and lifting the 'veil from the hidden beauty of the world'.
Shelley's prose is nothing if not inspired and inspiring. The imagination is 'the great
instrument of moral good' which strengthens man morally as exercise strengthens him
physically. Shelley seems to be close to Wordsworth here: but he makes clear that

direct moral instruction demeans poetry and diminishes the poet.

As Peacock made a comic survey of the history of poetry, Shelley now makes a
serious one. He gives due praise to Greek poetry, but insists that King Lear is 'the
most perfect specimen of the dramatic art existing in the world. Tracing the
connection between great drama and the moral health of society, he notes that in our
own age 'the greatest degradation of the drama is the reign of Charles II' in which only
Milton stood aloof from acclaiming the defeat of liberty and virtue by monarchy. But
the peculiar stamp of Shelley's theorizing about poetry emerges most clearly when,
comparing the Romans with the Greeks, he argues that 'the true poetry of Rome lived
in its institutions'. The disinterested achievements which built the empire amounted to

poetry.

"They are the episodes of that cyclic poem written by Time upon the memories of
men.' Likewise whatever evil there was in the darkness of the dark ages 'sprang from
the extinction of the poetic principle'. It seems that Shelley's concept of what
constitutes poetry embraces everything that is good. Small wonder, then, that he
rejects Peacock's challenge to poets 'to resign the civic crown to reasoners and
mechanists', and the argument that denies poetry its usefulness. On the contrary,
‘whatever strengthens and purifies the affections, enlarges the imagination, and adds
spirit to sense, is useful'. Those who serve society in seemingly more practical ways
merely follow in the footsteps of poets. In fact we have more moral, political and
historical knowledge than we can handle. It is for lack of the creative faculty and
imaginative power that our civilization remains enslaved to materialism. It is precisely
at such periods as the present that the cultivation of poetry is most desperately
necessary. Shelley's rhetoric takes wing as he proclaims his gospel:

“Poetry is indeed something divine. It is at once the centre and circumference
of knowledge; it is that which comprehends all science, and that to which all

science must be referred.”



Even so, the most glorious poetry is probably but a 'feeble shadow' of the poet's
original conceptions. 'Poetry is the record of the best and happiest moments of the
happiest and best minds." It represents 'the interpenetration of a diviner nature through
our own'. It immortalizes all that is best and most beautiful in the world. The poet
therefore must be incontrovertibly 'the wisest, the happiest, and the best' of men.
Indeed poets are 'the hierophants of an un-apprehended inspiration'. 'Poets are the

unacknowledged legislators of the world.’

UNIT 6: THE CONTEXT OF THE PEACOCK-SHELLEY DEBATE

Percy Bysshe Shelley (1792-1822) is one of the major English Romantic poets who
passionately searched for love and social justice. His essay A Defence of Poetry
(published in 1840) eloquently declares that the poet creates human values and
imagines the forms that shape the social order: thus each mind recreates its own

private universe and “poets are the unacknowledged legislators of the world”.

A Defence of Poetry is an essay by Shelley, written in 1821 and first published
posthumously in 1840 in Essays, Letters from Abroad, Translations and Fragments by
Edward Moxon in London. The essay was written in response to his friend Thomas
Love Peacock’s The Four Ages of Poetry, which had been published in 1820. Shelley
wrote to the publishers Charles and James Olivier (who were also his own publishers):

“I am enchanted with your Literary Miscellany, although the last article has
excited my polemical faculties so violently that the moment | get rid of my
opthalmia, 1 mean to set about an answer to it...It is very clever, but I think,

very false.”

In response, Shelley wrote to Thomas Love Peacock:
“Your anathema against poetry itself excited me to sacred rage...I had the greatest

possible desire to break a lance with you...in honour of my mistress Urania”.



A Defence of Poetry was eventually published with some edits by John Hunt,
posthumously by Shelley’s wife Mary Shelley in 1840 in Essays, Letters from Abroad,
Translations and Fragments.

The unfinished critical work A Defence of Poetry by Shelley is minutely skilful.
The essay by Shelley was originally written, as its title suggests, in a polemic vein, as
an answer to Thomas Love Peacock’s The Four Ages of Poetry. Peacock’s work
teases and jokes through its definitions and conclusions, specifically that poetry has
become valueless and redundant in an age of science and technology, and that
intelligent people should give up their literary pursuits and put their intelligence to
good use. Shelley takes this treatise and extends it, turning his essay into more of a
rebuttal than a reply. In its published form much of the controversial matter was cast
out, and only one or two indications remains of its controversial nature. The essay as
it stands is among the most eloquent expositions that exist of the ideal nature and
essential value of poetry. Its chief distinction lies in the sincerity and enthusiasm of
the author.

Peacock’s essay is half-serious. There Shelley’s friend argued that poetry passed
through repeated four-stage cycles: first, an Iron Age, in which literature was crude
and simple (the period of court-bards, folk ballads and romances, both primitive and
medieval); second, an Age of Gold, in which genius develops the great epic and tragic
forms (from Homer to Euripedes and from Dante to Milton); third, a Silver Age of
polished and civilized, but derivative poetry governed by fixed rules (the Augustan
Period in Rome and the English Augustan Age of Dryden, Pope and their successors)
and finally, the Age of Bronze-in which the narrow vein of polished social poetry and
satire having been exhausted, poets sought novelty in pseudo-simplicity. This is the

stage in which Peacock saw in England at the time of his writing:

“Mr Scott digs up the poachers and cattle-stealers of the ancient border. Lord
Byron cruises for thieves and pirates on the shores of the Morea and among
the Greek island. Mr Southey wades through ponderous volumes of travels
and old chronicles, from which he carefully selects all that is false, absurd
and useless. Mr Wordsworth picks up village legends from old women and

sextons and Mr. Coleridge, to the valuable information acquired from similar



sources, superadds the dreams of crazy theologians and the mysticisms of
German metaphysics, and favours the world with visions in verse, in which
the quadruple elements of sexton, old woman, Jeremy Taylor and Emanuel

Kant, are harmonized into a delicious poetical compound.”

Peacock, who after failing as a poet, had recently begun work at the East India
Company, urged intelligent men to stop wasting their time writing poetry and apply
themselves to the new sciences, including economics and political theory, that could
improve the world. Shelley, angrier than he pretended to be about this judgement on
the work to which he was dedicated for life, wrote in February and March 1821 an
answer that he hoped would appear in a subsequent issue of The Literary Miscellany,
when Olivier informed him that the periodical would not be continued. Shelley
suggested that his A Defence of Poetry be issued as a pamphlet, but he died before he
could complete his arrangements. Late in 1822, Mary Shelley tried to include the
paper in the Liberal, but that publication also failed before the Defence could appear.
Ultimately Mary Shelley, after removing the references to Peacock’s by then long
forgotten essay, included it in Essays, Letters from Abroad, Translations and
Fragments (1840).

Like several other essays on poetry, Shelley’s Defence is based on one of those
fundamental distinctions here that between reason and imagination which Coleridge
so expounded and which here serves as a main point of departure. There are two main
parts-the nature of poetry, as something connate with man, and poetical expression;
and the effect of poetry upon mankind. This latter past, though even more eloquent
than the former, is more rambling. The critical question at issue in both is a very
fundamental one, and is practically the same as that which has been debated for many
years between two opposed schools of ethics and philosophy, the intuitional and the
utilitarian, and is today rife betwixt rationalists and pragmatists. Of the truth of
Shelley’s main thesis there is occasion for much discussion, but regarding his own

vigour there can be no question.

Shelley sought to show that poets make morality and establish the legal norms in
a civil society thus creating the groundwork for the other branches in a community. In

A Defence of Poetry, Shelley attempts to prove that poets are philosophers; that they



are the creators and protectors of moral and civil laws, and that if it were not for the

poets, scientists could not have developed either theories or their inventions.

Poets introduce and maintain morality. Social mores are codified into laws. The
social function or utility of poets is that they create and maintain the norms and mores
of a society. In The English Romantic Writers David Perkins wrote:

“Shelley mainly concerned to explain the moral (and the social) function of
poetry. In doing so, he produced one of the most penetrating general

discussions on poetry that we have.”

Shelley begins his discussion thus:
“According to one mode of regarding those two classes of mental action,
which are called reason and imagination, the former may be considered as
mind contemplating the relations borne by one thought in another, however
produced; and the latter as mind acting upon them with its own light, and
composing from them as from elements, often thoughts, each containing

within itself the principle of its own integrity”.

To explain this matter further, Shelley goes on to say:
“Reason is the enumeration of quantities already known; imagination the
perception of the value of those quantities, both separately and as a whole.
Reason suspects the differences, and imagination the perception of the value
of those quantities, both separately and as a whole. Reason respects the
differences and imagination the similitude of things. Reason is to imagination
as the instrument to the agent, as body to the spirit, as the shadow to the

substance.”

Shelley then proceeds to define poetry in the following manner:
“Poetry, in a general sense, may be defined to be the ‘expression of the
imagination’; and poetry is connate with the origin of man. Man is an
instrument over which the series of external and internal impressions are
driven, like alternations of an ever changing wind over an Aeolian lyre, which

move it by their motion to ever-changing melody.”



Shelley’s argument for poetry in his critical essay is written within the context of
Romanticism. In 1858, William Stigant- a poet, essayist and translator wrote in his
essay ‘Sir Philip Sidney’ that Shelley’s beautifully written A Defence of Poetry is a
work which “analyses the very essence of poetry and the reason of its existenceits

development from, and operation on, the mind of man.”

Shelley writes in A Defence of Poetry that while “ethical science arranges the
elements which poetry has created, and leads to a moral civil life, poetry acts in a way
which “awakens and enlarges the mind itself by rendering it the receptacle of a
thousand unapprehended combinations of thought”. In A Defence of Poetry, Shelley
argued that the invention of language reveals a human impulse to reproduce in
rhythmic and ordered, so that harmony and unity are delighted in wherever they are
found and incorporated, instinctively, into creative activities.”

“Every man in the infancy of art, observed an order which approximates more

or less closely to that from which highest delight results.”

This ‘faculty of approximation’ enables the observer to experience the beautiful,
by establishing a “relation between the highest pleasure and its causes”. The ones who
possess this faculty “in excess are the poets.” The poets’ task is to “communicate the
pleasure” of their experiences to the community. In this connection Shelley writes:

“Poets, or those who imagine and express this indescribable order, are not
only the authors of language and of music, of the dance and architecture and
statuary and painting; they are the institutors of laws and the founders of civil
society and the inventors of the arts of life and the teachers, who draw into a
certain propinquity with the beautiful and the true that apprehension of the

agencies of the invisible world which is called religion.”

Shelley further adds:
“Poets, according to the circumstances of the age and nation in which they
appeared, were called in the earlier epochs of the world legislators: a poet

essentially comprises and unites with both these characters.”



This very sentiment was expressed by Sir Philip Sidney who pointed out in his An
Apology for Poetry (1595) where ‘vates’ is the Roman term for poet which means a
‘diviner, foreseer, or prophet’. Shelley explicates this view by saying:
“For he [the poet] not only beholds intensely the present as it is, and
discovers those laws according to which present things ought to be ordered,
but he beholds the future in the present, and his thoughts are the germs of the

flower and the fruit of latest time.”

Shelley then goes on to speak of the role and function of the poet:
“A poet participates in the eternal, the infinite and the once; as far as relates
to his conceptions, time and place and number are not. The grammatical
forms which express the moods of time and the difference of persons and the
distinction of place are convertible with respect to the highest poetry without
injuring it as poetry; and the choruses of Aeschylus, and the book of Job, and
Dante’s “Paradise” would afford, more than any other writings, examples of
this fact, if the limits of this essay did not forbid citation. The creations of

sculpture, painting, and music are illustrations still more decisive.”

Shelley does not claim language is poetry on the grounds that language is the
medium of poetry, rather he recognizes in the creation of language an adherence to
the poetic precepts of order, harmony, unity and a desire to express delight in the
beautiful. Shelley pointed out:

“Language, colour, form and religious and civil habits of action are all the
instruments and materials of poetry, they may be called poetry by that figure
of speech which considers the effect as a synonym of the cause. But poetry in
a more restricted sense expresses those arrangements of language, and
especially metrical language which are created by that imperial faculty,

whose throne is curtained within the invisible nature of man.”

Aesthetic admiration of “the true and the awareness”. Poetry and the various
modes of art it incorporates are directly involved with the social activities f life.
Shelley nominated unlikely figures such as Plato and Jesus in their excellent use of

language to conceive the unconceivable. In this context Shelley’s observation is:



“An observation of the regular mode of the recurrence of this harmony in the
language of poetical minds, together with its relation to music, produced

metre, or a certain system of traditional forms of harmony and language.”

Shelley even adds:
“Yet it is by no means essential that a poet should accommodate his language
to this traditional form, so that the harmony which is its spirit...the practice is
indeed convenient and popular, and to be preferred, especially in such

composition as includes much form and action.”

About the nature of an entire poem Shelley opines that it is:
“..the very image of life experienced in its eternal truth. There is this
difference between a story and a poem, that a story is a catalogue of detached
facts which have no other bond of connexion than time, place, circumstance,
cause and effect, the other is the creation of actions according to the
unchangeable forms of human nature, as exiting in the mind of the creator,

which is itself the image of all other minds.”

He concludes his comment about story and poetry by drawing a distinction:
“The story of particular facts is a mirror which should be beautiful: Poetry is

a mirror which makes beautiful that which is distorted”.

After having determined what poetry is, Shelley proceeds to state who poets are
and then estimate the effects of poetry upon society. He remarks:
“Poetry is ever accompanied with pleasure: all spirit on which it falls, open

themselves to receive the wisdom which is mingled with its delight.”

Compared to other great ‘defences’ of poetry we may find Shelley’s A Defence of
Poetry somewhat unusual. There is little practical analysis of the elements of good
literary work. There is no methodical history of poetry, as one finds in Sir Philip
Sidney’s Apology for Poesy. There are no clear pronouncements about the rules of
composition. Instead, Shelley offers a philosophical analysis of the role of the poet as
a special kind of person, one who can see the essential harmonies of the world

beneath the discordant images people find in their everyday lives. Whereas Aristotle,



Sidney, or John Dryden see the poet as a superb craftsman capable of delighting
readers through masterful blending of form and content. Shelley assigns the poet a
higher calling: the revelation of truth about life and the promotion of universal
betterment.

These high claims are justified by Shelley’s insistence that the production of
poetry is not simply a craft. Rather, the true poet is a visionary who is inspired to
create art as a means of revealing something about the nature of the world. The poem
itself is merely an attempt to reproduce that vision. Such claims have been
misinterpreted. Shelley has been accused of promoting automatic writing or devaluing
the importance of craftsmanship. On the contrary, Shelley sees the imagination as a
shaping power that gives form to the poet’s vision. Only those who master the form
can hope to convey their vision to readers. Those who consider Shelley to be a
promoter of emotional poetry are wrong-headed. Shelley is insistent that the practice
of poetry involves the intellect as well as the heart. He believes that great poets have a
special gift that allows them to use the materials of their own time (the forms and
subjects that might appeal to their contemporary readers), but transcend the limits of

time and place to speak to people of all ages.

In his essay Shelley argued that poetry brings about moral improvement. Poetry
exercises and expands the imagination, and the imagination is the source of sympathy,
compassion and love, which rest on the ability to protect oneself, into the position of
another person. He writes:

“The great secret of morals is Love; or a going out of our nature, and an
identification of ourselves with the beautiful which exists in thought, action,
or person, not our own. A man, to be greatly good, must imagine intensely
and comprehensively; he must put himself in the place of another and of
many others; the pains and pleasures of his species must become his own.
The great instrument of moral good is the imagination; and poetry
administers to the effect by acting upon the cause. Poetry enlarges the

circumference of the imagination.”

Shelley defends poetry with the two classes of mental action, one being reason

and the other imagination. He states that “reason is to the imagination as the



instrument to the agent, as the body to the spirit, as the shadow to the substance.”
Shelley argues that every man experiences happiness and delight in certain
experiences but those in whom it exists in excess are poets in the most universal sense

of the word. He opines that the poet’s role in society is to be all-encompassing.

He is here defending poetry by calling it “my mistress Urania” against an attack
by Thomas Love Peacock in The Four Ages of Poetry. Peacock’s point was that
poetry never amounts to much in civilized society. Shelley’s defence is that poetry is
essential. Their views are thus antithetical to each other, even though neither was in
contact with the other. Peacock’s attack is a boisterous satire, Shelley’s defence is an

elevated prose poem.

Nevertheless, Peacock’s article is still a necessary preface to Shelley’s arguments,
not because one prompted the other or because Shelley adopted Peacock’s historical
method in the middle section of his essay, but because as a pair the opposing
preferences of the older public for eighteenth century wit and of the younger for
enthusiasm. Peacock’s essay has also the merit of being amusing; whereas Shelley is
never so. Peacock’s argument is that poetry belongs properly to the primitive societies,
that as they become progressively civilized they become rational and non-poetic.
Hence it was not until the late seventeenth century that England equalled, in the work
of Shakespeare and John Milton, the Golden Age of Homeric Greece. Early
nineteenth century England to him seemed to have reached the Age of Brass in poetry
but a kind of Golden Age in science; therefore, poetry should be left to the primitive
societies where it belongs.

Peacock is most amusing in the picture of the first Age of Iron, in which the bard
of the tribal chief “is always ready to celebrate the strength of his arm, being first duly
inspired by that of his liquor.” Apart from Homer, Peacock respects no poet, not even
Shakespeare, who flouted the unities and thus did grave harm to the art of drama
according to Peacock. Peacock’s jest turns sour as he tires of his figure and his
strictness on contemporary poetry became a diatribe of which the gist is that “a poet
of our times is a semi-barbarian in a civilized community”. Shelley, to whom Peacock
sent his essay, was stirred to write his only prose statement of his craft - A Defence of

Poetry.



UNIT 7 (A): THE FUNCTION OF THE POET ACCORDING TO SHELLEY

Non merito nome di creatore, se
Non Iddio ed il Poeta

The above quotation of the sixteenth century Italian poet, Torquato Tasso reproduced
by Shelley in his essay A Defence of Poetry, when translated would read as follows,
“None but God and the poet deserve the name of creator.” Shelley considers poetry to
be the manifestation of man's creativity and the poet is a "creator"” in his own right. He
creates through his genius. The generally accepted view of a genius is that of a person
of a very high intellectual or creative ability which is consciously or unconsciously
aimed at breaking through the existing human situation. Shelley also sees the poet as a
genius, who creates "forms of opinion,” and achieves a breakthrough in the existing
human situation. He aspired to do the same through his own poetry and his work has
strong overtones of reform and religious fervor. Being a genius, the creative powers

of the poet are almost semi-divine and the mind of a poet is quite close to that of God.

In “Adonais,” an elegy written for John Keats, Shelley refers to his genius as a
‘godlike mind":
The sun comes forth, and many reptiles spawn.

He sets, and each ephemeral insect then.
Is gathered into death without a dawn.
And the immortal stars awake again;

So it is in the world of living men:
A godlike mind soars forth, in its delight

Making earth bare and veiling heaven

The poet is essentially a creative genius and his mind is "god-like" with his high
intellect. It is the inherent genius of the poet which helps him make his mark on the
existing human situation. All the great religious personages were essentially so who

created new forms of belief and practice. The sacred writings of these personages



abound in poetry of the highest order. Most of the great poets, who were great
philosophers as well, wrote poetry with significant religious overtones. Shelley points
out in his essay that the poets of ancient Greece helped in laying the foundation of
Greek civilization and also created edifying patterns for the Greeks to follow:
“The poems of Homer and his contemporaries were the delight of infant
Greece; they were the elements of that social system which is the column
upon which all succeeding civilization has reposed. Homer embodied the
ideal perfection of his age in human character; nor can we doubt that those
who read his verses were awakened to an ambition of becoming like to
Achilles, Hector, and Ulysses: the truth and beauty of friendship, patriotism,
and preserving devotion to an object, were unveiled to their depths in these
immortal creations; the sentiments of the auditors must have been refined and
enlarged by a sympathy with such great and lovely impersonations, until
from admiring they imitated, and from imitation they identified themselves

with the objects of their admiration.”

After the age of Homer, the development of Greek civilization continued further
till it reached its zenith during "the century which preceded the death of Socrates."”
The dramatic and lyrical poets of Athens” flourished during this period and Shelley
has high admiration for their achievement in creating an ideal order full of beauty and
harmony: "never at any other period has so much energy, beauty, and virtue been
developed; never was blind strength and stubborn form so disciplined and rendered
subject to the will of man, or that will less repugnant to the dictates of the beautiful
and the true .... "

The poets through their poetry brought man closer to god and religion: "Of no
other epoch in the history of our species have we records and fragments stamped so
visibly with the image of the divinity in man. But it is poetry alone, in form, in action,
and in language, which has rendered this epoch memorable above all others. " In
Athens the poets created drama which had a profound impact on the lives of the
Greeks: "The tragedies of the Athenian poets are as mirrors in which the spectator
beholds himself, under a thin disguise of circumstance, stripped of all but that ideal
perfection and energy which everyone feels to be the internal type of all that he loves,

admires, and would become."



The same role was played by the poets of ancient Rome. Ennius, Varro, Pacuvius,
Accius, Lucretius, Virgil, Horace, Catullus, and Ovid are the poets Shelley admires.
Of all of them Lecretius and Virgil were the most perfect. "Lecretius is the highest,
and Virgil in a very high sense, a creator. The chosen delicacy of expressions of the
latter, are as a mist of light which conceal from us the intense and exceeding truth of

his conceptions of nature.”

The Romans, however did not rise to the high standards of the Greeks. More than
the written poetry of Rome Shelley approves of its institutions. "The true poetry of
Rome, "says Shelley, "lived in its institutions, for whatever of beautiful, true and
majestic they contained, could have sprung only from the faculty which creates the
order in which they consist.”

The creative principle amongst the Romans was responsible for creating the
"beautiful, true and majestic,” in institutions and action: "The life of Camillus, the
death of Regulus; the expectation of the senators, in their godlike state, of the
victorious Gauls; the refusal of the republic to make peace with Hannibal, after the
battle of Canne." These things happened because the imagination of the Romans
"beholding the beauty of this order, created it out of itself according to its own idea.”
They are not the less poetry quia carent vate sacro or in other words because they
lacked a sacred bard. The creative nature of the Romans was responsible for the

creation of such a "rhythm and order in the shows of life."

Poets have been associated with religion from the onset of civilization and this is
why Shelley links the poet to God and calls him a creator. In his Defence Shelley cites
the example of Christianity and Jesus Christ:

“At length the ancient system of religion and manners had fulfilled the circle
of its evolutions. And the world would have fallen into utter anarchy and
darkness, but there were found poets among the authors of Christian and
Chivalric systems of manners and religion, who created forms of opinion and
action never before conceived, which copied into the imagination of men,

became as generals to the bewildered armies of their thoughts.”



The poets created new "forms of opinion and action,” and not only achieved
breakthroughs but also saved the world from "anarchy and darkness." Through his
creative power the poet replaced old values and created new ones, relevant to his time.
This does not mean that they discarded the older poets altogether. They worked on
what was erected by the older poets to affect further advancement. Shelley mentions
that it is probable that the poetry of Moses, Job, David and Solomon, and Isaiah had
produced a great effect upon the mind of Jesus and his disciples. Of Jesus Christ he
says, "The scattered fragments preserved to us by the biographers of this
extraordinary person, are all instinct with the most vivid poetry.” "The poetry in the
doctrines of Jesus Christ,” points out Shelley was responsible for creating a "new

fabric of manners and opinion."

The ignorance of the dark ages, Shelley asserts, was due to the lack of the
creative principle:
“It is an error to impute the ignorance of the dark ages to the Christian
doctrines or the predominance of the Celtic nations. Whatever of evil their
agencies may have contained sprang from the extinction of the poetical
principle, connected with progress of despotism and superstition. Men, from
causes too intricate to be here discussed had become insensible and selfish:
their own will had become feeble, and yet they were its slaves, and thence the
slaves of the will of others: lust, fear, avarice, cruelty and fraud, characterized
a race amongst whom no one was to be found capable of creating inform,

language or institution.”

The extinction of the poetical principle due to the absence of someone who could
create, namely the absence of the poet was responsible for all the maladies of the dark
ages, emphasize Shelley, it is a historical fact that this period saw very little
intellectual or creative activity and hence very few intellectuals, “creators™ or geniuses.
By the eleventh century however, the effects of the Christian and Chivalric systems
began to be felt. Christianity which subsequently caught the imagination of the
Western world, is actually eclectical and its sources Shelley points out are the poetry
and wisdom of antiquity. One influence was the poet Plato and Shelley has deep

regard for his intellectual prowess.



In his Republic, Plato had put forward the principle of equality as the theoretical
rule of the manner in which the materials of pleasure and power produced by the
common skill and labour of human beings ought to be distributed. Following the
doctrines of Timaeus and Pythagoras, Plato also taught a moral and intellectual
system of doctrine, which comprehended at once the past, the present and the future
condition of man. Through religion, Jesus Christ revealed the truth of these views:

“Jesus Christ divulged the sacred and eternal truths contained in these views
to mankind, and Christianity, in its abstract purity, become the exoteric

expression of the esoteric doctrines of the poetry and wisdom of antiquity.”

Poetry is one of the oldest of arts and one of the most persistent. Religious
sentiments initially took their birth- in poetry. The poet had a high place in early
civilizations. Shelley has shown that the absence of poetry led to moral, cultural and
social degeneration. The poet's creative genius was responsible in arousing noble
sentiments and in creating high ideals and "forms of opinion and action,” and manners
as a consequence of which the quality of life improved, thus we cannot deny the
effects of poets, in the large and true sense of the word, upon their own and all
succeeding times. The poet for Shelley is therefore someone who is a genius and as a
consequence has almost semi-divine powers which he uses to create forms of belief

and practice capable of affecting human life and existence.

One of Shelley's best lyrics, in Prometheus Unbound, "The Poet's Dream," seems
to have been written for the sole purpose of delineating the poet's vocation. The song
is sung by one of the healing spirits which comes to soothe and comfort Prometheus
who lies chained to the mountain and is suffering untold misery. Prometheus' misery
has been greatly aggravated by the torture he undergoes at the hands of the Furies.
Shelley creates Prometheus as a champion of mankind and an embodiment of human
wisdom and heroism. Prometheus is a prisoner of Jupiter, the oppressor of mankind
and a representative of tyranny and superstition. The Furies torture him in order to
force him to reveal a secret known only to him-the fear of which is troubling Jupiter.
Prometheus does not yield and when the Furies depart, the Earth, out of pity for the
suffering Prometheus sends some "fair and subtle spirits” to comfort him. These good
spirits who inspire the noblest of human activities, sing lyrics to cheer up Prometheus.

The first of these spirits seems to be the patron of heroism, the second of altruism, the



third of wisdom and the fourth of poetry. The song of the fourth spirit, “The Poet's
Dream," is an important statement of Shelley's theory of poetry and his concept of the
poet:
On a poet's lips | slept
Dreaming like a love adept
In the sound his breathing kept:
Nor seeks nor finds he mortal blisses,
But feeds on the aerie! kisses
Of shapes that haunt thought's wildernesses.
He will watch from dawn to gloom,
The lake reflected sun illume
The yellow bees in the ivy-bloom.
Nor heed nor see what things they be;
But from these create he can
Forms more real than living man,

Nurslings of immortality.”

The poet, like God, causes something to come into existence. Unlike God who can
create things out of nothing, the poet creates from "thought's wildernesses"” - through
the exercise of his imagination. The poet, for Shelley, does not make discoveries of
preexistent knowledge, he does not explore the unknown in an effort to find what is
hidden. He is a creator who brings into existence what his mind conceives. Though
the poet may hardly notice the visible world, he nonetheless, uses it as material to
create independent beings having superior degree of reality. Shelley also saw that
reason must somehow be related to the imagination, and its special task is simply to
analyze the given and to act as an instrument of the imagination which uses its
conclusions to create a synthetic and harmonious whole. He calls poetry "the
expression of the imagination,” because through it, diverse things are brought together
in harmony instead of being separated by way of analysis. Shelley recognizes"
imagination" to be man's highest faculty through which he realizes his noblest powers

and creative capability.



UNIT 7 (B): THE NATURE OF POETRY ACCORDING TO SHELLEY

Poetry for Shelley is essentially an expression of the human creative spirit and in its
essence, it is not different from other arts. All have common roots and poetry
therefore is not merely literature in verse, but, also whatever prose that is allied to that
literature. All actions, inventions, institutions, and ideas and moral dispositions which
the imagination brings into being in its efforts to satisfy the desire for perfection is
poetry. Painters and musicians are poets. Plato and Bacon, Herodotus and Livy were
poets, though there is much in their works which is not poetry. So were the men who
invented the arts of life, founded institutions, constructed laws for tribes or cities,
revealed, as sages or founders of religion, the excellence of justice and love. For
Shelley anyone who can perceive the beauty of an imagined virtue or deed and
translate the same into a fact is a poet. All these things can come only from the
imagination and Shelley recognizes poetry as the "expression of the imagination.”

Thomas Love Peacock in his essay The Four Ages of Poetry, called the poet a
"semi-barbarian in a civilised community." For Shelley the poet had just the opposite
character and it was this accusation of Peacock which hurt Shelley and launched him
into a "sacred rage" in the defence of poetry. The result was his essay A Defence of
Poetry. Written in the penultimate year of Shelley's life, after a considerable poetic
output, it is all the more credible and authentic as a piece of literary criticism. Shelley
had all through his poetic career strove and achieved perfection through order,
harmony and rhythm in his verse and he firmly believed that poetry is a search for
order, harmony and rhythm in life that leads to excellence in truth, beauty, love, honor

and virtue.

Since A Defence of Poetry was written specifically as an answer to Peacock's
essay The Four Ages of Poetry it places a disproportionate emphasis on points raised
by Peacock. The essay has a caustic undercurrent directed against the poetry of
Coleridge, Wordsworth, Hunt, Moore, Byron and Shelley himself. The reason for this
lay, in part, as Shelley hints, in Peacock's thwarted ambitions as a poet. The fact that
he had outlined in detail and written two books of a projected twelve-book epic,

Ahrimanes shows how lofty these ambitions had been. Furthermore, there was a



personal as well as an ideological element in dispute. When Peacock wrote of the
"degenerate fry of modern rhymesters,” he could hardly have intended to exclude
Shelley, and when Peacock read in Shelley's Defence of the "low thoughted envy
which would undervalue contemporary merit,” he might well have felt that the

comment was aimed at him.

The essence of Peacock's argument is that poetry has twice passed through four
ages-iron, gold, silver and brass-once in the ancient world and once in the modern,
and that it is now, in its second brass age, a childish outmoded art. A man with
intelligence would be better off turning to science or politics. Poetry, in its origin, that
is the iron age was despicable, arising from the untutored superstition of savage
hymning the deeds of brutal chieftains. The poets were regarded as prophets only
because of the ignorance of the people, whom they misled: "delivering their oracles
ex-cathedral, and being indeed often themselves as portions and emanations of
divinity, building cities with a song, and leading brutes with a symphony; which are
only metaphors for the faculty of leading multitudes by the nose.” In the next age, "the
age of Homer, the golden age of poetry,” poetry is supreme only because it stands
alone and "has no rivals in history, nor in philosophy nor in science.” From this point
on, poetry must of necessity decline. In the next period, the silver age, stretching from
Aristophanes to Vigil, this decline is apparent, as poetry degenerates into mere
polished repetition of past glories, and other arts develop. With the brass age, the age
‘of Nonmus’ (a Christian Greek epic poet of the fifth century), this degeneration is

complete: Thus ended the four ages of poetry in the ancient world.

In the modern world, contends Peacock, the iron age is the time of the
troubadours and romance writers with their absurd "semi-deification of women™ and
hero-worship of knights and chivalry. The golden age was the age of Ariosto in Italy
and of Shakespeare in England. The silver age was the Augustan period, beginning
with Dryden, coming to perfection with Pope, and ending with Goldsmith, Collins
and Gray. The "brass" age was the romantic period. It is this last that Peacock has
really been working towards and once he gets to it, he lets loose with full force,
inveighing against “the herd of desperate imitators, who have brought the age of brass
prematurely to its dotage,” namely, Wordsworth, Coleridge, Southey, Byron,

Campbell, and Moore. Poetry has become a cultural anachronism, the poet "a semi



barbarian in a civilized community.” As poetry possesses no utility value, intellectual
power and intellectual acquisition have turned themselves into other and better
channels-mathematics, astronomy, chemistry, ethics, history, politics, political
economy-and "have abandoned the cultivation and the fate of modern poetry to the
degenerate fry of modern rhymsters.” Shelley received the copy of Oilier's Literary
Miscellany in which Peacock's essay appeared in January 1821 and began a first
tentative reply in the form of a letter to the editor. In his first draft, Shelley lists what
he considers to be Peacock's main arguments. These are "four ages of poetry ... in
which this art or faculty has progressively deteriorated”, the early poets were
"savages" who wrote only to flatter "semi-barbarians™; poetry has "deteriorated,” as
civil society and the "arts of life" have progressed; and every intelligent person should
desert poetry for "political economy.” Although Shelley set out to produce a "reply”
he ultimately produced an independent and critical work, one which W.B. Yeats
called, “the profoundest essay on the foundation of poetry in English,” and Sir
Herbert Read echoed him with "the profoundest treatment of the subject in the

English Language.”

In the beginning of the essay, Shelley attempts to counter Peacock's argument on
the barbarous and contemptible origins of poetry. This leads him into a discussion of
the nature of poetry. Shelley first states that whatever poetry is, in its essence it cannot
be different from other arts. All are an expression of the human creative urge and
creative spirit, and must therefore, he argues, have a common base and common roots.
Shelley's contention is that all artistic expression is cognate with the origin of man. It
is cognate in two ways sociological and psychological. This relationship can be
perceived in the child and can be assumed in the origin of society:

“A child at play by itself will express its delight by its voice and motions;

and every inflexion of tone and every gesture will bear exact relation to a

corresponding antitype in the pleasurable impressions .... The savage (for the
savage is to ages what the child is to years) expresses the emotions produced
in him by surrounding objects in a similar manner, - and language and.
gesture, together with plastic or pictorial imitation, became the image of the
combined effect of those objects and his apprehensions of them.”



Poetry, Shelley maintains, did not arise out of a desire to flatter savage chieftains
as was Peacock's contention, but is the expression of an elemental force within human
nature; a force that turns the personality out\\lard in imitative and rhythmic response
to its environment. Initially, this response was to "objects,” natural or man-made but
gradually it spread out. Shelley believes that the human mind has certain capacities
which have developed as a result of psychological and social forces reacting upon
each other. He states that "social sympathies” develop from interactions of human
beings in society. These interactions result in certain basic socio-psychological
"principles,” namely: "equality; diversity; unity; contrast; mutual dependence.” These
"principles” form the basic structure of the "social being." They provide a base or-
"constitute”-the qualities that form the essence of cultural and psychological life:
"Pleasure in sensation, virtue in sentiment, beauty in art, truth in reasoning, and love
in the intercourse of kind." pleasure, virtue, beauty, truth, and love are not innate
qualities. They would not develop in any human being in isolation from his fellows,
for they result from the human psychological mechanism with its natural capacities-
among which is one for the "social sympathies”- acting in response to social
intercourse. It is because of these socio-psychological reactions that art arose. They
were, in fact, operative in the very first societies, those of the "savage,” and were
responsible for turning him to "language and gesture™ in dance and song, and to
"plastic” and "pictorial imitation." They constitute the "laws™ from which art

"proceeds."

Although in regard to "art" Shelley mentions only "beauty,"” this is not because he
felt that the other qualities listed are not associated with art, but because he considered
that beauty constitutes the essence of art as "truth" constitutes the essence of

"reasoning."

Pleasure, virtue, and love are obviously all as much a part of art as they are of
human intercourse. All of them arise from the basic "principles" of socio-
psychological interaction. In searching for the roots of art, as for the roots of ethics,

Shelley attempts to find a natural and social explanation.

At the outset Shelley wished to establish that poetry is not different in essence

from the other arts, and that all the arts grow from socio-psychological processes. In



seeking the particular qualities of the mind which, interacting with these processes,
result in artistic creativity, Shelley singles out the imagination. It cannot, he argues, be
reason, or at least not reason alone, because it is primarily analytic, concerned with
"the enumeration of quantities already known," whereas imagination is primarily
synthetic. Reason and imagination, however are not antithetical, they work in

harmony.

The law by which the imagination operates is that of "association."” It creates new
concepts by combining materials presented to it by the senses and analyzed by reason.
Reasoning, cannot create, it can only operate upon the products of imagination.
Shelley defines Poetry as "the expression of the imagination™ because he believes the
imagination to be the prime source of everything that has intrinsic value in life. For
want of imagination we have no sympathy in our hearts and do not feel what we know.
It is clear that Shelley considers poetry in general to be a force for good:

“... poetry acts in another and divine manner. It awakens and enlargens the
mind itself by rendering it the receptacle of a thousand unapprehended
combinations of thought. Poetry lifts the veil from the hidden beauty of the
world, and makes familiar objects be as if they were not familiar, it
reproduces all that it represents, ... The great secret of morals is love, ... A
man to be greatly good, must imagine intensely and comprehensively he
must put himself in the place, of another and of many others; the pains and
pleasures of his species must become his own. The great instrument of moral
good is the imagination and poetry administers to the effect by acting upon
the cause .... poetry strengthens the faculty which is the organ of moral nature

of man in the same manner as exercise strengthens a limb...”

Imagination is both creative and expansive. It sends the mind outward end
encourages generous and humanitarian feelings. Such also is the general function of
"the arts,” including poetry. The imagination lies at the root of love, and love is a
many-sided force-love between man and woman, between the individual and

humanity and nature. As poetry is akin to imagination, it is also akin to love.

For Shelley, poets are those who imagine, or more specifically those who can

perceive the beauty of an imagined virtue or deed and translate the image into a fact.



All this can come from the imagination that has before it, or feels within it, certain
ideas which answer perfectly to its nature, fills it with delight and arouses the desire to
realize what causes it. This idea, as and when it originates, need not be distinctly
imagined and is always accompanied by emotion. The reason why such ideas delight
the imagining soul is because they are, in fact, images or forebodings of its own
perfection and of itself become perfect in one aspect or another. These aspects are as
various as the elements and forms of its own inner life and outward existence. They
and the idea therefore can be that of perfect harmony of will and feeling 'a virtue' or of
the perfect union of soul with soul (love), or of the perfect order of certain social
relations or forces (a law or institution), or of the perfect adjustment of intellectual
elements (‘a truth) and so on. The formation and expression of any such idea is thus
the work of poetry in the broadest sense, and such ideas for Shelley can only come

from an active involvement of the imagination.

The imaginative idea is always regarded by Shelley as beautiful. It is desirable for
itself and not merely as a means to a further result; and it has the formal characters of
beauty. This is because it is always the image of an order, harmony, or unity in variety,
of the elements concerned. Shelley sometimes even speaks of their 'rhythm' using for

example, this word in reference to an action.

The poet is someone who has "a certain order or rhythm" different from that of
the rest; and from this "order" the audience receives "an intenser and purer pleasure”
than from any other. Hence the poet who creates this particular "order” and has a
special "faculty of approximation to the beautiful,” writes a kind of poetry based on
these principles. Poets and artists in all fields differ not in kind but in degree from
their fellows, for as all people have something of this "order or rhythm™ in them that
they can respond to. Hence, there can be a close link between the artist and the
audience. Turning specifically to the poet as writer, Shelley argues that he has more
insight into reality than most people, which is conveyed in a language that by its
imaginative insight and beauty of rhythm starts a resonance in the mind, giving new
insight into life and new meaning to language. The poet, however, is not, as the
creative artist in general is not, of a different species, but is a person with an unusual
imagination and sense of beauty. He does not create something from nothing or have

mystic visions but remolds what he takes in from society and nature.



Shelley believed that truth could be discovered either by reason or by imaginative
insight or, best of all, by both acting together. Conveying truth to others can be done
by rational analysis alone, but it can be done in greater depth if the mind is put in a
responsive state through imaginative, emotional, and rhythmic language, or by music
or graphic representation. Shelley does not abandon logic, reason, or science but only

argues that poetry has its own pathways to truth.

Nearing the end of his essay Shelley sums up the functions of the poetical faculty
as twofold: "by one it creates new materials of knowledge, and power, and pleasure;
by the other it engenders in the mind a desire to reproduce and arrange them
according to a certain rhythm and order which may be called the beautiful and the
good. Since poetry arises from socio-psychological reactions, a poem for Shelley is
therefore the "very image of life expressed in its eternal truth.” Comparing poetry to
the other form of written literature, namely the story he says: "A story of particular
facts is as a mirror which obscures that which should be beautiful: poetry is a mirror
which makes beautiful that which is distorted.” Poetry certainly makes us see the
world we live in as different and more shining. Calling poetry as "indeed something
divine," Shelley asks a very relevant question: "What were virtue, love, patriotism,
friendship-what were the scenery of this beautiful universe which we inhabit; what
were our consolations on this side of the grave and what were our aspirations beyond
it, if poetry did not ascend to bring light and fire from, those eternal regions where the
owl-winged faculty of calculation dare not ever soar?” Poetry is as Shelley says, "If
blighted, denies the fruit and the seed, and withholds from the barren world the

nourishment and the succession of the scions of the tree of life.”

UNIT 8: SHELLEY AND THE MORAL FUNCTION OF POETRY

Although separated by the Elizabethan and Romantic eras, Sir Philip Sidney (1554-
1586) and Percy Bysshe Shelley (1792-1822) crafted defences of poetry which

identified moral functions that were specific to literature. For Sidney, imbued with



Renaissance humanism, poetry is the ultimate instrument of moral instruction because

it “be so good as to teach goodness and to delight the learners™.

Shelley, in a typically Romantic privileging of the imagination over reason,
believes that poetry is invaluable to society because it enlarges the imagination,

stimulates empathy and produces “the moral improvement of man”.

Despite his aristocratic birth, military prowess and intellectual brilliance, Sir
Philip Sidney was denied public office by a pragmatic queen who distrusted his ardent
Protestantism. Banished from court for criticizing Elizabeth Tudor’s marriage
negotiations with a French Catholic prince and thwarted by more opportunistic rivals
for royal patronage, Sidney might well have reflected that poetry alone could, in the
classical Greek tradition, teach moral virtues which were so lacking in the

sycophantic court.

Stephen Gosson’s denunciation of poetry’s immorality in The School of Abuse
(1579) provided Sidney with a perfect opportunity to counter such puritanical bias and
proclaim the discipline’s unique fitness for the teaching of virtue. Although written in
1579, An Apology for Poetry was not published until 1594, ten years after Sidney’s
heroic death at the Battle of Zutphen.

Like Sidney, Percy Bysshe Shelley came from a privileged background. Heir to a
wealthy baronetcy, he was, however, a political radical whose scandalous private life
offended his peers. Deploring the inequities of Regency England, its imperfect
democracy, discrimination against the Catholics and brutal oppression of Ireland,
Shelley linked this evidence of civic decay to a decline in sensibility towards poetry -
a pattern he discerned in the rise and fall of other civilizations in history (Leader and
O’Neill 2003: xxii). When Thomas Lovelock Peacock published The Four Ages of
Poetry (1820) and challenged poetry’s relevance to modern society, Shelley
immediately responded by advocating a compelling moral function in A Defence of

Poetry (published posthumously in 1840): the strengthening of man’s moral faculty.

So how then do Sidney and Shelley’s arguments for a moral function which is

unique to literature proceed? In his Apology for Poetry, Sidney affirms poetry’s



credentials for the teaching of virtue, the highest moral object of all human learning.
Poetry is the foundation of all knowledge, the treasury into which history and
philosophy have traditionally dipped to sweeten their teachings and gain passage into
popular understanding (Adams and Searle 2005: 186). While other disciplines are
constrained by rules, the poet is liberated by an imagination which perceives man’s
potential for moral perfection so that he is “lifted up with the vigor of his own
invention...making things better than nature bringeth forth, or, quite anew, forms as

never were in nature”.

It is easy to imagine the Puritans of Elizabeth’s court frowning at this usurpation
of a function which was the provenance of God. Sidney, however, insists that it is
man’s proximity to “the Heavenly maker” who “made man in his own likeness”
which ensures that “our erected wit maketh us know what perfection is”. According to
Sidney, divinely inspired imagination, which can “feign” such images of virtue, has
resonances with Shelley’s perception of the symbiotic relationship between poetic
imagination and moral sensibility. It is, Sidney suggests, the poet’s ability to craft
such wondrous images of perfection which renders his creations superior to those of
nature, whose “world is brazen [brass]” whereas “the poets only deliver a golden”.
Poetry, therefore, can “make better” an historical character such as King Cyrus, or

“make anew” one “so excellent a man in every way as Virgil’s Aeneas”.

The signposts are thus firmly pointing towards both poetry’s knowledge of virtue
and, perhaps more important, its skill to teach it. In the definition of poetry which now
follows, Sidney’s draws on Aristotle’s concept of mimesis, where poetry provides a
role model of heroic virtues worthy of civic imitation. Poetry is “an art of imitation...a
speaking picture; with this end, to teach and delight” (189). In one succinct phrase,
Sidney has both defined poetry and illutrated its moral function. The best poetry is,
therefore, the heroic, tragic and epic and genres, whose poets “do imitate to teach and
delight” and “range...into the divine consideration of what may be, and should be”
(189). This last phrase is particularly significant because it underscores poetry’s
interest, not in historical experience and imperfect human actions, but ideal worlds
and perfect human behaviour. Such poetry is the very embodiment of virtue because it
aims “both to delight and teach, and delight to move men to take that goodness in

hand...and teach, to make them know that goodness whereunto they are moved” (189).



By delighting us with beauty and making learning so pleasurable, poetry inspires us to
both embrace the concept of goodness it teaches and observe it in our daily lives (189).
The teaching of goodness, is, suggests Sidney, “the noblest scope to which ever

learning was directed”.

Shelley’s A Defence of Poetry offers a vigorous affirmation of poetry’s intrinsic
value to society. He refutes allegations of its immorality by demonstrating that it “acts
to prove the moral improvement of man” (542). Emulating Sidney’s strategy in
Apology, Shelley sketches poetry’s moral pedigree and then offers a definition which
is suggestive of its moral function. He begins by considering two types of mental
action, reason and imagination: reason is the “enumeration of quantities already
known” while imagination is the “perception of the value of those quantities™ (538).
This offers an important qualitative distinction between the possession of knowledge
per se and an understanding of the value of knowledge, thus underscoring the

fundamental differences between philosophy and poetry.

Shelley’s definition of poetry is, quite simply “the expression of the imagination”
(538). It soon becomes clear that the imagination plays a pivotal role in the moral
function performed by poetry. Shelley sees man as “an instrument” who responds to a
series of internal and external impressions and who possesses a unique faculty for
harmony and melody. This gives man an exquisite responsiveness to the stimuli of
beautiful sound, reflected in his ability to produce “internal adjustments of the sounds
or motions thus excited to the impressions which excite them” (538). This is a crucial
point because it explains the imagination’s susceptibility to beautiful poetry and why

it can perform the powerful role, shortly outlined by Shelley, as man’s moral organ.

Shelley suggests the “faculty of approximation to the beautiful” is most highly
evolved in poets, who communicate their exquisite visions in wondrous prose (539).
He claims, rather majestically, that “to be a poet is to apprehend the true and the
beautiful”, to perceive the very essence of goodness inherent to existence and
experience. Edith Cameron notes that the twenty-first-century reader might feel
uncomfortable with such a sweeping claim (Shelley’s‘Defence’ Today). Yet how
surprising that, Cameron, herself a poet, is not more tolerant of such grandiosity

particularly when Shelley is merely using standard Romantic phraseology to illustrate



poetry’s superior facility for perception and interpretation. What then are the effects
of the “excellence of poetry” upon society? (Adams and Searle 2005: 541). In one of
Shelley’s most beautiful metaphors, “the poet is a nightingale” and men are seduced

and entranced by the beauty of his verse (541).

Poetry’s capacity to both captivate and teach is immortalized by Homer’s ability
to inspire the Greeks of classical antiquity. Homer personified “the ideal perfection of
his age in human character” and enchanted his peers with the heroism of Ulysses and
Achilles. Indeed, men were moved to emulate “the truth and beauty of friendship,
patriotism and persevering devotion to an object...”’(41). Such mimetic poetry
inculcates civic virtue through its power to engage with the emotions and arouse a
desire to imitate examples of nobility and goodness. Man’s capacity for empathy
nudges Shelley towards that all important moral function for literature. Enhanced
empathy is an outcome of man’s experience of poetry (there is, of course, no mention
of woman’s experience). Thus “the sentiments of the auditors must have been refined
and enlarged by a sympathy with such great and lovely impersonations” (541).
Shelley recalls that Greek citizens strove to model their civic behaviour on the worthy
models they encountered in Homer, thus “from admiring they imitated, and from

imitation they identified themselves with the objects of their admiration” (541).

Yet how does poetry achieve this miraculous moral improvement in man? Like
Sidney, who perceived a certain divinity in poetic imagination, Shelley considers that
poetry functions “in a divine manner” and “awakens and enlarges the mind by making
it receptive to a multitude of exquisite thoughts™ (542). For Shelley, “the great secret
of morals is love” (542). Why? Because love enables us to transcend the limitations of
our own natures and experience “an identification of ourselves with the beautiful
which exists whether in thought, action or person which is not our own” (542). Here,
selflessness, empathy and imagination converge in a beautifully evocative definition
of philanthropy: goodness requires man “to imagine intensely and comprehensively;
he must put himself in the place of another...the pains and pleasures of his species

must become his own” (542).

Thus, “the great instrument of moral good is the imagination” which poetry

nurtures by perpetually stimulating with new images of beauty, delight and joy (542).



For Shelley, therefore, “poetry strengthens the faculty which is the organ of the moral
nature of man” in the same manner as “exercise strengthens a limb” (542). This
establishes two fundamental points: first, poetry alone can perform this moral function
by nurturing the imagination (synonymous with man’s moral sense), and secondly, if
Shelley is right, then human society will enjoy its greatest periods of social stability
when poetry is at its most dazzling brilliance, and its darkest moments of ignorance

and moral depravity when it is extinct.

To illustrate how poetry expands the circumference of the imagination and
strengthens morality, Shelley dips into history and suggests a pattern where poetic
brilliance is accompanied by epochs of unparalleled moral and cultural vigour. He
offers the example of Athenian supremacy, where democracy, sculpture, art and
poetry achieved the most dazzling heights of perfection. During this golden period of
civilization “never...has so much energy, beauty and virtue been developed” where
“poetry alone...has rendered this epoch memorable above all others” (543). Of course,
it could be argued that it was the stability and prosperity of a strong democracy and
powerful empire, consolidated by Themistocles and later, Pericles, which created an
environment in which poetry could prosper. Shelley observes that the brilliant
tradition of Greek literature, commenced by Homer, reached its apotheosis in the
dramatic art of Sophocles. His tragedies engaged the imagination and sympathy of the
audiences where ‘“the imagination is enlarged by sympathy with pains and
passions...the good affections are strengthened by pity, indignation, terror and sorrow”
and the calming effect of the catharsis which followed was carried into domestic and
civil life (543).

What then are the consequences for society when the quality of its poetry
dramatically declines? The answer provides further, and for Shelley, compelling,
evidence of poetry’s unique moral function. The deterioration of the poetic tradition
in Greece was accompanied by the atrophying of Greek power, the imploding of
social infrastructures and the disintegration of empire. First Macedon and then Rome
subjugated Greece by which time her creative literary brilliance had dimmed. Poetic
decline is manifested in the failure of poetic empathy and production of inferior
classical and domestic dramas, whose writings were “unimaginative” and portrayed

ignoble emotions of “caprice and appetite” (543).



In such periods of decline, the imagination is not engaged, empathy remains
dormant and the moral faculty atrophies through lack of use (recalling, of course, his
earlier analogy in which poetry strengthens the imagination, the moral organ of man).
Literature, in this scenario, becomes a barometer of an epoch’s moral fibre. Shelley
attributes the rise of despotism and ignorance during the Dark Ages to the extinction
of poetry and corresponding decline in creative power. Similarly, he equates the
stirrings of the early Renaissance to Dante’s rediscovery of poetic language and
beauty. During such periods of history, this decay “begins at the imagination and
intellect....and distributes itself thence as a paralysing venom” eroding all goodness of
character until “all becomes a torpid mass in which hardly any sense survives” (544).
Moral function is effectively disabled. Closer to his own century, Shelley refers to the
Restoration period where the immorality and decadence of Charles II’s court was
marked by a decline in the quality of drama. Dramatists wrote for royal favour, rather
than love of virtue and Milton alone stood as a beacon of poetic integrity. Well might
Shelley observe that “the highest perfection of human society has ever corresponded

with the highest dramatic excellence” (544).

Shelley now recalls the two mental actions with which he opened his discussion:
reason and imagination. The utilitarian veneration for reason in his own epoch, seen
in the calculations of scientists, mechanists and political economists, has yielded
social injustices because of its lack of connection to “those first principles which
belong to the imagination” (548). The consequences are grim as ‘“the rich have
become richer, and the poorer have become poorer” therefore modern man needs the
imagination which poetry fosters if he is to recover his social conscience (548). “We
want the creative faculty to imagine that we know; we want the generous impulse to
act that which we imagine; we want the poetry of life” (549). Ignore this at your peril,
warns Shelley, because “the cultivation of poetry” is never more relevant to society
than during periods of “the selfish and calculating principle™ (549). It was a
prophetic statement: England was on the cusp of an Industrial Revolution which
would alter the fabric of society and make redundant all that was poetic and rural
(549).
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UNIT 9 (A): OBJECTIVES

The objective is to find out why Wuthering Heights is a classic text and why it
has a secure position in the canon of English literature. Wuthering Heights, when it
was published in 1847, sold very poorly and received only a few reviews. Both the
texts of Jane Eyre and Wuthering Heights were denounced as coarse, immoral and
subversive. Wuthering Heights was condemned as being far too shocking and
inappropriate for Victorian readers because of the depiction of passionate unruly love
and of cruelty. Even Charlotte Bronté wrote in a preface to the book shortly after
Emily Bronté’s death: “Whether it is right or advisable to create beings like Heathcliff,
1 do not know. I scarcely think it is.” Now, however, Emily Bronté is revered as one

of the finest writers of the nineteenth century.

Salient features of Wuthering Heights include:

1. The Gothic tradition of the late eighteenth century.

2. The non-linear narrative structure involving multiple points of view.
3. The influence of German Romantics and Lord Byron.

4. Social realism

UNIT 9 (B): LIFE AND WORKS OF EMILY BRONTE (1818 — 1848)

Emily Jane Bronté was born at Thornton in Yorkshire on 30th July 1818 to Patrick
and Maria Bronté. She was the sister of literary geniuses Charlotte Bronté and Anne
Bronté and was the fifth of six children. Two years after her birth, her father was
appointed a perpetual curate of Haworth, an isolated village on the moors. Maria
Bronté died of cancer shortly after Emily’s third birthday. Maria’s sister, Elizabeth
Branwell came to live as a housekeeper in her sister’s family after her death. Both of
Emily Bronté’s patents had literary leanings; her mother published one essay, and her
father wrote four books and tried his hand in poetry too. In childhood, after the death
of their mother, the three sisters and their brother Patrick Branwell began creating
imaginary lands (Angria, Gondal, Gaaldine, Oceania), which featured in stories that



they wrote. Emily and Anne, the youngest created the enchantcd world of Gondal

together.

In 1824, the four Bronté daughters were sent to the Cowan Bridge School, a
school for daughters of poor clergymen. The conditions were harsh and an epidemic
soon broke out which took the lives of Maria and Elizabeth. Charlotte was also taken
ill, and she and Emily were sent home to Haworth. About this time, Branwell, the
only boy in the family, received a box of twelve wooden soldiers. The children began
to write stories about them and called them the “Young Men” plays. In 1835,
Charlotte was appointed a teacher at Roe Head school and Emily joined her as a
student. She, however, became violently homesick just after three months and could
not stand being away from her beloved moors and she returned home and Anne joined
the school in her stead. In September 1838 Emily commenced work in a teaching job
at Miss Patchett’s Ladies Academy at Law Hill School near-Halifax. The working
hours stretched from 6 am to 11 pm, with just half an hour’s break, and just after the
first term, her health broke under the grueling stress and she returned home in around
April 1839. In 1842, Charlotte forced Emily to join a school in Brussels. Emily did
well and impressed her teachers with her clear, smooth writing style but here too she

made no friends and went back home soon.

Emily collaborated with Charlotte, Branwell, and Anne on plays and tales that
developed into the “Glass Town” saga. By 1834, Emily and Anne were thoroughly
engrossed in writing their personal saga involving two imaginary islands in the north
and south Pacific-Gondal and Gaaldine. Emily had been writing poetry all this time,
mostly on Gondal, and in the autumn of 1845, Charlotte found them and read them
obviously without her permission. She then approached her sister and urged her to
publish the works. Emily was furious at first, and then Anne interceded, giving her
own Gondal poems to Charlotte and the three soon made peace. She edited the poems
to take away the Gondal flavour and Emily agreed to the publication of Poems in
1846. Interestingly, to evade contemporary prejudice against female writers, the
Bronté sisters adopted androgynous first names retaining the initial letter of their first
names, Charlotte became Currer Bell, Anne became Acton Bell, and Emily became
Ellis Bell.



In 1846, about the time Charlotte finished writing The Professor, Emily finished
Wuthering Heights. In 1847, Emily published her only novel, Wuthering Heights,
again under her pseudonym Ellis Bell, as two volumes of a three-volume set, the last
being Agnes Grey by Anne. Wuthering Heights subsequently became an English

literary classic.

In 1848, Branwell became addicted to drugs and alcohol and he died in
September 1848 at the age of thirty. Because of Branwell’s death, Charlotte
succumbed to a psychosomatic illness and Emily too caught a cold at his funeral
which forced her to be confined to the home. By October, Emily’s death declined
further, and it became obvious to the family that she was suffering from consumption.
She frustrated the entire family however by her refusal to take any advice about her
health and to pay heed to doctors or medicine. On 19th December 1848 she finally
collapsed, saying, “If you will send for a doctor, I will see him now.” She died early

that afternoon, aged thirty.

Charlotte referred to her sister as a “baby god,” and always mourned the loss of
what Emily might have produced had she lived longer. Yet, there is a possibility that
Charlotte destroyed an uncompleted second novel of Emily’s. After all, Wuthering
Heights was almost universally condemned as being far too shocking for readers and
fearing that the subject of her second novel might do harm to Emily’s reputation she
took this drastic step. Charlotte always felt that there were certain sensitive subjects
which should not be dealt with in novels, and it’s possible that Emily had started
working with one of those subjects, causing Charlotte to fear even nastier reviews
than the ones she received for Wuthering Heights. In 1850, Charlotte edited and
published Wuthering Heights under Emily’s real name. In the biographical note to the
1850 edition of Wuthering Heights, Charlotte Bronté€ attributed to her sister “a secret

power and fire that might have informed the brain and kindled the veins of a hero.”



UNIT 9 (C): SUBSTANTIVE TEXT SUMMARY

Summary: Chapter |

Lockwood describes in his diary his initial days as a tenant at Thrushcross Grange, an
isolated manor. Shortly after arriving at the Grange, he pays a visit to the landlord, Mr.
Heathcliff, a man living in a manor called Wuthering Heights. During the visit,
Heathcliff seems distrustful of Lockwood and leaves him alone in a room with a
group of snarling dogs. Lockwood is saved from the dogs by a pleasant housekeeper.
Lockwood is extremely angry, but eventually takes to his taciturn host when he

returns and plans to visit again.

Summary: Chapter 11

Lockwood visits Wuthering Heights again after a few days walking, arriving just as a
light snow begins to fall. He knocks, no one lets him in, and Joseph, an old servant
shouts from the barn that Heathcliff is not in the house. Eventually an uncouth
looking young man lets him in, and Lockwood goes into a sitting room where he finds
a young and beautiful girl. Assuming she is Heathcliff’s wife, he tries to make
conversation, but is met with a rude response. Heathcliff arrives and corrects
Lockwood by saying that she is his daughter-in-law. Lockwood again assumes that
the young man who let him in must be Heathcliff’s son but Heathcliff corrects him
again stating that the youth Hareton Earnshaw is not his son, and that the girl is the
widow of Heathcliff’s deceased son. Lockwood is forced to stay at Wuthering Heights
and the housekeeper, Zillah leads him to bed.

Summary: Chapter 111

Zillah leads Lockwood to a room from which Heathcliff has forbidden all visitors. He

notices that someone has scratched words into the paint on the ledge by the bed. Three

names are inscribed there repeatedly: Catherine Earnshaw, Catherine Linton, and



Catherine Heathcliff. He also finds a diary written approximately twenty-five years
earlier. Apparently, the diary belonged to Catherine Earnshaw, and Lockwood reads
an entry that describes a day at Wuthering Heights shortly after her father died,
describing the cruelties of her older brother Hindley towards Heathcliff and herself.
Lockwood falls asleep and experiences nightmares. The cone from a fir branch begins
to tap on his window. Lockwood attempts to break off the branch by forcing his hand
through the window but instead of a branch, a cold ghostly hand seizes his own, and a
voice, stating that she is Catherine Linton demands to be let in. To free himself,
Lockwood rubs her wrist on the broken glass until blood covers the bed sheets.
Freeing his hand, Lockwood tries to cover the hole in the window with a pile of books
but they begin to fall, and he cries out in terror. Heathcliff rushes into the room and as
Lockwood flees from the room, Heathcliff cries out to Catherine, begging her to
return and begins to sob uncontrollably. There are no signs of the ghost anymore. In
the morning, Heathcliff treats his daughter-in-law unkindly. He later escorts

Lockwood home and the servants are overjoyed. Lockwood retreats into his study.

Summary: Chapter IV

Lockwood’s housekeeper, Ellen (Nelly) Dean, brings him his supper and he bids her
sit and tell him the history of the inhabitants of Wuthering Heights. She first explains
the family relationships, stating that the young and beautiful Catherine whom
Lockwood met at Wuthering Heights is the daughter of Ellen’s first mistress at
Wuthering Heights - Catherine and that Hareton Earnshaw is young Catherine’s
cousin, the nephew of the first Catherine. The first Catherine was the daughter of Mr.
Earnshaw, the late owner of Wuthering Heights. Now young Catherine is the last of
the Lintons who owned the Orange, and Hareton is the last of the Earnshaws. Ellen
tells the story of her early years at Wuthering Heights, growing up along with the
Earnshaw children, Hindley and Catherine. Her story runs thus. When Catherine and
Hindley are young children, Mr. Earnshaw lakes a trip to Liverpool and returns home
with a scrawny orphan whom they christen “Heathcliff” after a son who died in
infancy. Mr. Earnshaw announces that Heathcliff will be raised as a member of the
family. Both the children resent Heathcliff at first, but Catherine quickly grows to

love him and soon they became inscparable, and Hindley continues to treat Heathcliff



cruelly along with Mrs. Earnshaw who dies only two years after Heathcliff’s arrival at

Wuthering Heights.

Summary: Chapter V

Time passes, and Mr. Earnshaw grows frail and weak. Disgusted by the conflict
between Heathcliff and Hindley, he sends Hindley away to college. Joseph with his
fanatical religious beliefs exerts more and more influence over his master as he nears
his death. Soon Mr. Earnshaw dies and Catherine and Heathcliff turn to Joseph’s
version of heaven for some comfort while awaiting the return of Hindley, the new

master of Wuthering Heights.

Summary: Chapter VI

Hindley returns just in time to Wuthering Heights for Mr. Earnshaw’s funeral with a
wife - a simpering, silly woman named Frances. Hindley immediately begins to take
his revenge on Heathcliff, forbidding him further education and reducing his status to
that of a common labourer. But, whenever Heathcliff is free from his responsibilities
Catherine goes off onto the moors with him to play. One evening, Heathcliff and
Catherine disappear and the furious Hindley orders that the doors be bolted and that
the children not be allowed into the house. Ellen waits for them however. Heathcliff
returns alone. He tells her that he and Catherine went over to Thrushcross Grange to
spy on Mr. Linton’s children, Edgar and Isabella. The guard dog of the Lintons
chased them and bit Catherine’s ankle and she was taken inside Thrushcross Grange
by a servant. The following day, Mr. Linton pays a visit to Wuthering Heights and
upbraids Hindley for his mismanagement of his sister. After Mr. Linton leaves, the
humiliated Hindley sternly tells Heathcliff that he may have no further contact with

Catherine.

Summary: Chapter VII



Catherine recuperates for five weeks at the Grange. Mrs. Linton educates Catherine in
social manners and turns her into a lady. Catherine returns to Wuthering Heights at
Christmastime. Hindley asks Heathcliff to greet Catherine “like the other servants,”
And Catherine finds him dirty now in comparison with herself and the Linton children.
Heathcliff with wounded pride declares his intention to be “good” and Ellen helps
him to wash himself and put on suitable clothes. Hindley orders that Heathcliff be
locked in the attic until the end of dinner because this was the condition Mrs. Linton’s
imposed before sending her children over. However, before the boy can be locked
away Edgar makes a comment about Heathcliff’s hair making Heathcliff fling hot
apple sauce in his face. After dinner Catherine goes up to see him and as Ellen brings

him supper Heathcliff confides to Ellen that he intends to avenge himself on Hindley.

Summary: Chapter VIII

Ellen continues her story but skips ahead a bit. Frances gives birth lo a baby boy,
Hareton, but she dies soon. Hindley begins to drink excessively and also behaves
abusively toward his servants and toward Heathcliff. Catherine continues to spend
time with Edgar Linton, being a perfect lady with him. However, when she is with
Heathcliff, she acts wild. One afternoon, when Hindley is away, Heathcliff expresses
his wish not to work in the fields and spend the day with Catherine but she tells him
that Edgar and Isabella are planning to visit. Heathcliff expresses resentment about
the amount of time she spends with Edgar only to hear that he is ignorant and dull. At
that moment. Edgar enters alone, and Heathcliff storms out. Catherine acts petulant.
Edgar is appalled by her unladylike behaviour and Catherine boxes his cars too. Edgar
leaves and lured by her wild beauty comes in again. Catherine and Edgar confess their

love for one another. Hindley returns in a foul temper, and Edgar leaves.

Summary: Chapter IX

Hindley bolls in and seizes little Hareton before Ellen has hidden him and he

accidentally drops Hareton over the banister and Heathcliff catches him at the foot of

the stairs. Later that evening, Catherine meets Ellen in the kitchen and confides to her



that Edgar has asked her to marry him, and that she has accepted. Heathcliff hears the
conversation unnoticed - hears Catherine tell Ellen that she cannot marry Heathcliff
because Hindley has cast him so low that marrying him now would be degrading
herself. Heathcliff withdraws and fails to hear Catherine say that she loves him more
than anything else in the world. That night, Heathcliff runs away from Wuthering
Heights. Catherine spends the night outdoors in the rain, sobbing for Heathcliff. She
catches a fever and is taken to Thrushcross Grange to recuperate. However, both Mr.
and Mrs. Linton catch the infection and die of it. Three years later, Catherine and
Edgar marry. Ellen is taken to Thrushcross Grange to serve Catherine and Hareton is

left in the care of his drunken father and Joseph.

Summary: Chapter X

Lockwood becomes sick after his traumatic experience at Wuthering Heights.
Heathcliff pays him a visit. Ellen continues with her tale at Lockwood’s request.
About six months after Catherine’s marriage to Edgar Linton, Heathcliff returns home,
surprising Ellen at Thrushcross Grange. Catherine is overjoyed and Edgar feels
awkward and jealous. Heathcliff looks polished and gentlemanly but his eyes look
somewhat savage. He surprises everyone by saying that Hindley has invited him to
stay at Wuthering Heights after he came across Hindley in a card game with his rough
friends. Heathcliff joined them in the gambling and impressed by his wealth Hindley
asked him to return. Catherine and Isabella begin to visit Wuthering Heights quite
often and Heathcliff too calls at the Grange. Isabella begins to fall in love with

Heathcliff. Ellen suspects that he harbours evil intentions.

Summary: Chapter XI

Ellen travels to Wuthering Heights to talk with Hindley, but is shocked to find little
Hareton cursing; she learns that Heathcliff has taught him to curse and has forbidden
the curate to give the boy any education. The next day, at the Grange, Ellen observes
Heathcliff embracing Isabella. In the kitchen, Catherine confronts Heathcliff and

offers to convince Edgar to permit his marriage with Isabella only if Heathcliff truly



loves her. Heathcliff delves into their past declaring that Catherine has wronged him
by marrying Edgar, and that he intends to take revenge. Ellen informs Edgar of this
unpleasantly, and Edgar and Heathcliff fight. Catherine locks herself in a room and
refuses to eat for two days and Edgar warns Isabella that if she pursues Heathcliff, he

will cast her out of the Linton family.

Summary: Chapter XII

Catherine becomes hysterical, she raves and rants about her childhood with Heathcliff
on the moors, and speaks obsessively about death. Catherine says that even though
she will die, her spirit will never be at rest until she can be with Heathcliff. Edgar is
shocked to find her so frail. That very night, Isabella and Heathcliff elope. Furious,
Edgar declares that Isabella is now his sister only in name stating that he won’t

disown her; it is she who has disowned him.

Summary: Chapter XIII

Edgar and Ellen spend two months nursing Catherine through her illness and she
discovers that she is pregnant. Six weeks after Isabella and Heathcliff’s marriage,
Isabella sends a letter to Edgar begging his forgiveness and then she writes to Ellen,
describing her horrible experiences at Wuthering Heights and the unkind behaviour of
Hindley, Joseph, and Hareton. She also states that Heathcliff who has now assumed
the position of power at Wuthering Heights has vowed to punish her in her brother’s

stead.

Summary: Chapter XIV

Ellen visits Isabella at her request. When Ellen arrives, Heathcliff urges her for news
of Catherine and asks if he may come see her. Ellen refuses and Heathcliff threatens
that he will hold Ellen a prisoner at Wuthering Heights and go alone. Ellen however

agrees to carry a letter from Heathcliff to Catherine.



Summary: Chapter XV

After four days, as Edgar leaves for church, Ellen gives Heathcliff’s letter to
Catherine. Surprisingly Heathcliff himself enters the room. The two have a dramatic,
emotionally charged conversation during which Catherine claims that both Heathcliff
and Edgar have broken her heart and that she cannot bear dying while Heathcliff
remains alive. She begs forgiveness. He says that he can forgive her for the pain she
has caused him, but that he can never forgive her for the pain that she has caused
herself. The church service over, Edgar reaches the house, but Catherine pleads with
Heathcliff not to leave. As Edgar hurries toward Catherine’s room. Ellen screams, and
Catherine collapses. Heathcliff catches her, and forces her into Edgar’s arms pleading

Edgar to see to her weak condition.

Summary: Chapter XVI

At midnight, Catherine gives birth to a daughter two months prematurely and dies
within two hours of giving birth. Ellen informs Heathcliff who curses Catherine for
the pain she has caused him, and pleads with her spirit to haunt him for the rest of his
life. Edgar keeps a vigil over Catharine’s body. At one point when Edgar leaves, Ellen
permits Heathcliff a moment along with the body.

Afterwards, Ellen finds that he has opened the locket around her neck and
replaced a lock of Edgar’s hair with a lock of his own. Ellen entwines Edgar’s lock
around Heathcliff’s, and leaves them both in the locket. Hindley is invited to
Catherine’s funeral but does not come. while Isabella is not invited at all. Catherine is
not buried in the Einton tomb nor by the graves of her relatives. Instead, Edgar orders
that she be buried in a corner of the churchyard overlooking the moors that she loved

so much.

Summary: Chapter XVII



Isabella arrives at Thrushcross Grange soon and reports to Ellen that the conflict
between Hindley and Heathcliff has become violent. Isabella soon leaves for London,
where she gives birth to Heathcliff’s son, Linton about whom Heathcliff doesn’t
bother. Isabella corresponds with Ellen for the next twelve years and then dies. Six
months after Catherine’s death, Hindley dies. Ellen returns to Wuthering Heights to
see to the funeral arrangements, and to bring young Hareton to Thrushcross Grange.
She is shocked to learn that Hindley died deeply in debt brought about by gambling
egged on by Heathcliff and that Heathcliff now owns Wuthering Heights. Heathcliff
does not allow Hareton to go to Thrushcross Grange with Ellen, saying that he plans
to raise him on his own and also says that he plans to bring back his son Linton
sometime. Hareton, who should have lived as the finest gentleman in the area, is
reduced to working for his keep at Wuthering Heights.

Summary: Chapter XVIII

Young Catherine or Cathy grows up at Thrushcross Grange, and at thirteen she is a
beautiful, intelligent girl, but often strong-willed and temperamental like her mother.
Her father raises her without any knowledge of Wuthering Heights, Heathcliff, or
Hareton. She longs to visit the fairy caves at Penistone Crags, but Edgar refuses to
permit. He receives word one day that Isabella is dying and he hurries to London to
take charge of young Linton. While he is gone, Cathy escapes. On her way she stops
at Wuthering Heights, where she meets Hareton and they spend a delightful day
playing near the crags. Ellen tells Cathy that Hareton is not the son of the master of
Wauthering Heights and that he is Cathy’s cousin. Cathy agrees not to mention the

incident to her father.

Summary: Chapter XIX

Edgar brings young Linton to the Grange, and Cathy is disappointed to find her
cousin a pale and weak person. Soon Joseph appears, saying that Heatcliff is
determined to take possession of his son. Edgar promises that he will bring Linton to
Wuthering Heights the following day.



Summary: Chapter XX

Ellen receives orders to escort the boy to Wuthering Heights in the morning. When
they arrive, Heathcliff does not even pretend to love his son: he calls his mother a slut,
and he says that Linton is his property. Linton pleads with Ellen not to leave him with

his father, but Ellen mounts her horse and rides away hurriedly.

Summary: Chapter XXI

Cathy feels sad over her cousin’s sudden departure from Thrushcross Grange. Ellen
learns from the housekeeper at Wuthering Heights that Heathcliff loathes his frail,
sickly and whining son. One day, when young Cathy is sixteen, she and Ellen are out
bird-hunting on the moors. Ellen finds Cathy conversing with Heathcliff and Hareton.
Heathcliff tells her that Hareton is not his son but that he does have a son back at the
house whom Cathy understands to be his cousin Linton. At Wuthering Heights,
Heathcliff tells Ellen that he hopes Cathy and his son will be married someday. Cathy
is disgusted with both cousins - because Linton is too sickly and because Hareton is
too uncouth. At Thrushcross Grange the next day, Cathy tells her father about her visit
and demands to know why he has kept her relatives secret. Edgar gently implores her
not to have any contact with Linton, but Cathy begins to exchange letters with him.
Ellen discovers the correspondence and destroys Linton’s letters and she also sends a
note to Wuthering Heights requesting that Linton discontinue the correspondence but

all without telling Edgar.

Summary: Chapter XXII

Edgar becomes frail and weak. One winter day suddenly Heathcliff appears, telling
Cathy that it was cruel of her to break off her correspondence with Linton. He accuses
her of playing with Linton’s affections, and he urges her to visit Linton while he is
away the following week. He claims that Linton may be dying of a broken heart

which Cathy believes.



Summary: Chapter XXIII

The following morning, Cathy and Ellen ride in the rain to Wuthering Heights, where
they find Linton whining. He tells Cathy about the possibility of marriage and
annoyed Cathy shoves his chair in a fit of temper. Linton begins to cough and wants
her to nurse him back to health. Back at the grange. Cathy nurses both her father and
Ellen who has caught a cold in the rain and at night she begins clandestine visits to be

with Linton.

Summary: Chapter XXIV

After Ellen recovers, Cathy tells her the story of her visits to Wuthering Heights,
including one incident in which Hareton proved to her that he could read a name
inscribed above the manor’s entrance - his own name, carved by a distant ancestor but
he couldn’t read the date and that prompted her to call him stupid. Enraged, Hareton
interrupted her visit with Linton and was repentant but Cathy ignored both and came
home only to be blamed by Linton for his humiliation when she visited him next.
Cathy told Linton she would never visit him again for which he was contrite. After
she has heard Cathy’s story. Ellen reveals the girl’s secret to Edgar. Edgar forbids her
from visiting Linton again, but he agrees to invite Linton to come to Thrushcross
Grange.

Summary: Chapter XXV

Ellen speculates for a time before carrying on with the story that Lockwood might fall
in love with the beautiful young Cathy. Her story continues. Cathy agrees to abide by
her father’s wishes and stops sneaking out to visit Linton. But Linton never visits the
Grange. Edgar says that he would allow her to marry Linton if it makes her happy

knowing fully well that it would ensure that Heathcliff would eventually inherit



Thrushcross Grange. Eventually, Edgar agrees to allow Cathy to mccl Linton, not at

Wuthering Heights, but on the moors.

Summary: Chapter XXVI

Cathy and Ellen ride to their meeting with Linton but they do not find him in the spot
decided because he has not ventured far from Wuthering Heights. He appears frail and

weak and nervous too but he insists that his health is improving.

Summary: Chapter XXVII

Edgar grows more frail. Worried for him, young Cathy only reluctantly meets the
nervous Linton who confesses that he is courting her only at his father’s bidding and
also displays a fear of rejection. Heathcliff arrives and says to Ellen that he worries
that Linton will die before Edgar. Heathcliff asks Cathy and Ellen to walk back to
Wuthering Heights and out of fear she agrees. At Wuthering Heights, Heathcliff locks
them in and refuses to let go of Cathy till she has married Linton. Ellen is imprisoned
for five days guarded by Hareton.

Summary: Chapter XXVIII

Zillah the housekeeper frees Ellen. She searches through the house until she finds
Linton, who tells her that Cathy who is now married to him is locked away in another
room. Linton gleefully states that all of Cathy’s possessions are now his, as Edgar is
on the verge of dying. Ellen hurries back to Thrushcross Grange. Here, she tells the
dying Edgar that Cathy is safe and will soon be home. She sends a group of men to
Wuthering Heights to bring Cathy back but they fail. Edgar plans to change his will,
placing Cathy’s inheritance in the hands of trustees and thus saving it from Heathcliff.
He summons Mr. Green, his lawyer, to the Grange. Cathy comes to her father who
dies soon, believing that his daughter is happily married to Linton. Shortly after

Edgar’s death, Mr. Green arrives, and all servants are dismissed except Ellen. He tries



to have Edgar buried in the chapel, but at Ellen’s insistence that he obey Edgar’s will,

he is buried in the churchyard next to his wife.

Summary: Chapter XXIX

Heathcliff appears at Thrushcross Grange shortly after the funeral in order to lake
Cathy back to Wuthering Heights. He tells her that he has punished Linton for having
helped her escape and declares that she will have to work for her keep at Wuthering
Heights. Cathy angrily retorts that she and Linton love each other and pities him
because he has no one to love him. Heathcliff tells Ellen his bizarre deed. While the
sexton was digging Edgar’s grave the previous day, Heathcliff asked him to open
Cathy’s coffin to look at her face. Moreover, he says that he forced the sexton to
remove one whole side of her coffin - the side away from Edgar - and that he would
slate in his will that the corresponding side of his coffin be removed, so that he and
Cathy might mingle in the earth. He also tells her that Cathy’s ghost has tormented

him every night for the last eighteen years.

Summary: Chapter XXX

Zillah tells Ellen that Heathcliff refused to allow anyone at Wuthering Heights to be
kind or helpful to Cathy after her arrival, and that Cathy tended to Linton by herself
until the day he died and that after his death she’s become aloof from everybody.
Ellen tells Lockwood that she wishes to keep Cathy with her in her own collage or gel
her re-married. Lockwood listens to the whole story from Ellen. He writes in his diary
that wishes to spend the next six months in London and wishes that Heathcliff look
for another tenant for the Grange.

Summary: Chapter XXXI

Lockwood, true to his word, travels to Wuthering Heights to terminate his tenancy at

the Grange. He brings Cathy a note from Ellen which Hareton first snatches and men



hands over lo her when she cries. Hareton, it is learnt has been striving for an
education, and is still mocked at by Cathy so much so that he tosses the books to the
fire. Heathcliff returns and he notes that Hareton has begun lo resemble his aunt
Cathy so much that he can hardly bear to look at him. Lockwood passes a cheerless
meal with Heathcliff and Hareton, and then departs. As he leaves, he muses how nice
it would have been if young Cathy had fallen in love with him and left Wuthering

Heights for a more pleasant environment.

Summary: Chapter XXXII

About six months later Lockwood writes in his diary that he has travelled again to the
moors. There, he tries to pay a visit to Ellen at Thrushcross Grange but hears that she
has moved back to Wuthering Heights and has taken the place of Zillah. The story
continues again. One day, Hareton accidentally shoots himself and is forced to remain
indoors Cathy bickers but only for a while and then gives Hareton a book, promising
to teach him to read and never to mock him again. Ellen says that the two young

people are gradually falling in love and beginning to trust one another.

Summary: Chapter XXXIII

The next morning at breakfast Cathy gives Hareton a book and she and Heathcliff
become embroiled in an argument over her inheritance and her relationship with
Hareton. Heathcliff seizes her and nearly strikes her but looking at her face, he
suddenly lets her go, having seen something in her eyes that reminds him of her
mother. Moreover, Ellen says that Heathcliff has confided to her that he no longer has
the desire to carry out his revenge on Cathy and Hareton.

Summary: Chapter XXXIV

As time passes, Heathcliff retreats more and more into himself and also eats too little.

A few days later he spends the entire night walking and returns in a strangely



ebullient mood. He tells Ellen that the previous night he stood on the threshold of hell
but now he has had a sight of heaven. He refuses all food and insists that he be left
alone. Then Heathcliff begins to interact with Cathy’s apparition. Soon, Ellen finds
him dead. She tells Lockwood that he has been buried with nothing but “Heathcliff”
written on the tombstone and that young Cathy and Hareton shall soon marry. They
will wed on New Year’s Day and move to Thrushcross Grange. The young lovers
now return to the house from outside and as Lockwood leaves, he finds Catherine in
her attempts to educate Hareton further and that too gently. He finds his way through
the wild moors to the churchyard, where he discovers the graves of Edgar, Catherine,
and Heathcliff. Villagers claim that they have seen Heathcliff’s ghost wandering
about with a second spirit, but Lockwood wonders how anyone could imagine unquiet
slumbers for the people who lie under such quiet earth.

UNIT 10 (A): PLOT AND NARRATIVE STRUCTURE

The incidents in Wuthering Heights stretch over a period of a little more than thirty
years. The whole action spanning these three decades is presented as eye-witness
narrations by people who have played some part in the actions. The narration is non-
linear and involves the use of several flashbacks but in spite of the time shifts the
narrative structure remains unbroken throughout. The dramatic narrative structure is
unified and though the two prime narrations do not run parallel to each other they are

closely related and intricately interspersed.

Lockwood’s diary acts as the outer framework of the plot. He soon becomes the
recipient of Ellen’s story, her eye witness accounts of the residents of Wuthering
Heights and Thrushcross Grange. Ellen, in turn, becomes the recipient of further
tertiary narratives which she presents - those of Heathcliff (Chapters VI and XXIX),
Isabella (Chapters X111 and XV1I), Cathy (Chapter XXIV) and Zillah (Chapter XXX).
Readers are thus presented with various points of view. Since all the narrators are
somewhat participants too, the perspectives of the readers keep on changing too. Just
like Lockwood, the reader is also drawn into the vortex of tumultuous events. Since

each narrative takes place within the action the reader also cannot ever stand



completely outside the story. Thus when the reader judges the actions of the

characters, he/she does so from within, not as a detached outsider.

Lockwood’s narrative does not just provide the outer and larger framework, it
also provides the readers with an objective attitude. The smaller personal narratives
along with Catherine’s dairy give the readers direct glimpses into the lives of the
character. These together make the readers plunge into further recesses within.
Auerbach says that these personal narratives appear out of the darkness of an
unilluminated past. Though they always remain in the background, yet they remain

vibrant.

Bronté’s technique of narration is dramatic and abrupt. She engages the readers
through the reactions of her narrators and she also confronts the readers with sharply
described scenes where every physical object takes on a life of it’s own along with the
human beings. She manages with exquisite finesse to arouse a complete re-living of
the past. This past resonates and interacts with the present which makes the plot of
Wuthering Heights close knit drama, the co-mingling of the parts - the past and the

present - make up a unified single whole.

UNIT 10 (B): GENRE

Wuthering Heights is largely concerned with the romance between Catherine and
Heathcliff but it is not primarily a romance novel. Arnold Kettle calls it a ‘symbolic’
novel. The novel gives the readers a realistic picture of life in the early 19th century.
The concerns - social and moral - are those of Victorian society. The novel deals with
conflicts present in nineteenth century capitalist society - the standards set by the
ruling gentry and me rebellion of workers against them. Marriage in this novel is
connected with money and property rights and social security and we must remember
that there was no Married Women’s Property Act in those days. Heathcliff the
outsider, the adopted son reduced to a labourer, eventually beats both the Earnshaws

and the Lintons with their own weapons of money and arranged marriages. It is clear



that the author had a sound knowledge of the Inheritance Acts, the Wills Acts and the

Law of Entails.

Heathcliff has been sometimes referred to as a Byronic hero. The childhood
relationship between Heathcliff and Catherine, one must remember was a brother-
sister relationship. After all, Heathcliff was adopted and christened with the name of a
son who died in infancy. Catherine Earnshaw’s declaration, “I am Heathcliff” is a
time-honored Christian-Romantic version of the union of two souls. Catherine and
Heathcliff are romantics for whom Christianity has lapsed. She invokes a romantic
heresy; the religion of love and they are basically represented all through the text as

twin souls. This is reminiscent of the brother-sister-couples in Byron’s epics.

The novel contains many gothic and supernatural elements too. Gothic fiction
places heavy emphasis on atmospheric, using the setting and diction to build suspense
and a sense of unease in the reader. The tumult of the elements in Wuthering Heights
is associated with the tumult of supernatural forces. Gothic fiction includes the
supernatural, family curses, mystery, and madness and they sometimes include a
romantic plot or subplot, particularly in the Victorian era and the 20th century. The
mystery of Heathcliff’s parentage is never solved and he is described by Hindley as an
‘imp of Satan’ (IV), and by the end of the novel Ellen Dean also harbours notions that
Heathcliff may be some hideous ghoul or vampire. Plus, Heathcliff is shown to snarl
in unison with the hounds in the beginning of the novel. The much dreaded and
unseen presence of Satan is also alluded to at several points in the novel and it is
noted that ‘no clergyman will undertake the duties of pastor’, (I11) at the local chapel,

which has fallen into dereliction.

Ghosts feature too in Wuthering Heights. At the beginning of the novel.
Lockwood has a horrible nightmare - a vision of Catherine (the elder) as a child,
appearing at the window of her old chamber at Wuthering Heights, begging to be
allowed in. To Heathcliff the story has credibility. Added to this he tells Ellen that
Catherine’s spirit has tormented him since she the day she died and moreover when he
dies it is noted that the window of his room was left open, again raising the possibility
that Catherine returned to him at the moment of his death. After Heathcliff dies, Ellen

Dean reports that various superstitious villagers have claimed to see the ghosts of



Catherine and Heathcliff roaming the moors, although in the closing line of the novel
Lockwood disregards the idea that there can he “unquiet slumbers for those sleepers

in that quiet earth.”

UNIT 10 (C): THE TWO HOUSES: WUTHERING HEIGHTS AND
THRUSHCROSS GRANGE

The two houses Wuthering Heights and Thrushcross Grange symbolise contrasting
values which add poignancy to the plot. Lockwood explains the meaning of
‘wuthering’ saying that it is a local provincial adjective which describes “the
atmospheric tumult to which its station is exposed in stormy weather” (1). Thus, the
reader gets to know at the outset that the house Wuthering Heights is exposed to the
power of the wind and it is the home of all elemental forces and that it combats
natural forces with a fortress like strength. The novel evokes a sharp contrast between
the world within and the world outside. The protagonists are repeatedly subjected to
the sun, rain, hailstorms, fierce winds and the other elemental forces. The tumultuous
raging of these elements is associated with tumultuous passions and with supernatural
forces. J. Hillis Miller is of the opinion that these spiritual powers are immanent in
nature and identified with its secret life. Bronté expresses all of this with an ancient
and primitive symbol - that of the wind. At Thrushcross Orange the weather is diluted,
soft and gentle but at the Heights the weather remains harsh. Simultaneously, The
inmates of Wuthering Heights are wild and uncontrolled. The Grange unlike the
Heights turns out to be a haven of luxury whose dwellers are pampered and closely
guarded too. Nature is viewed as a picturesque world, as something removed from

human life by the occupants of the Grange.

The two houses symbolize two ways of life, rather two different ways of living
and two kinds of reality. According to Dorothy Van Ghent, if Wuthering Heights
stands for ungenerate reality of natural energies, Thrushcross Grange stands for a
restrictive reality of civilized manners. Wuthering Heights is fortress like, perilously
close to the wild elements and a bastion against them and Thrushcross Orange stands

in a sheltered park crouched in the lap of a beautiful valley. Catherine’s attitude to



nature changes when she switches residence after getting married to Edgar. Again, her
real nature resurfaces when Heathcliff returns with the values of the Heights. The
ghost Catherine laments that she was lost in the moors - the pathos in the story arises
precisely from this conflict, the conflict of the wild moors symbolized by the Heights
with comfort and civilized life symbolized by the Orange. The way she describes the
relationship to the two men Heathcliff and Edgar further enhances this point. She says:
“My love for Linton is like the foliage in the woods: time will change it, I'm well
aware, as winter changes the trees. My love for Heathcliff resembles the eternal rocks
beneath: a source of little visible delight, but necessary.” (IX) The exposed wilderness
of unrefined nature thus becomes the bedrock under the cultivated soil of human

society and the protagonists constantly try to synthesize these contradictory forces.

UNIT 11: ABRIEF STUDY OF THE MAJOR CHARACTERS

11 (a): Protagonists-Heathcliff and Catherine

The action and plot of Wuthering Heights centered around the love between Catherine
and Heathcliff. Arnold Kettle states that it is a story which has four stages. The first
part, ending in the visit of Heathcliff and Catherine to Thrushcross Orange, deals with
the establishing of a special relationship between Catherine and Heathcliff and of their
common rebellion against Hindley and his regime in Wuthering Heights. The second
part is concerned with Catherine’s betrayal of Heathcliff culminating in her death.
The third part deals with Heathcliff’s degeneration and revenge. The final section,
deals with the change that comes over Heathcliff and his death. John Hagan says that
one of Emily Bronté’s major achievements is to keep the reader’s sympathy alive for
both Catherine and Heathcliff. Their love may have been immoral by genteel

Victorian standards but the author keeps the readers’ empathy alive for both.

The mental affinity of Catherine and Heathcliff commences with rebellion. The
rebellion has certain concrete reasons. We, the readers, are told by Ellen that

Heathcliff was a waif from the Liverpool slums but he was brought by Mr. Earnshaw



to Wuthering Heights to be raised as a son. He was named after a son who died in
infancy. After Mr. Earnshaw’s death, Hindley begins to insult the boy and reduces
him to serfdom. It is against this degradation that Catherine and Heathcliff rebel.
Hindley and his wife leave Heathcliff and Catherine under the tutelage of Joseph and
their first act of rebellion is shown by throwing books (meant to induce piety), into the

fire. Catherine and Heathcliff first fight against the tyranny that Hindley imposes.

The next part of the novel deals with Catherine’s betrayal. Taken in by the values
of Thrushcross Grange, she decides to say yes to Edgar’s proposal of marriage. She
reveals to Ellen her understanding that in the present situation, it would degrade her to
marry Heathcliff now and she says that she wants to marry Edgar because he will be
rich, and she would like to be the greatest woman of the neighbourhood. Yet we find
in her a clear understanding of the nature of her relationship to the two men. Catherine
says:

My love for Linton is like the foliage in the woods: time will change it, I’'m
well aware, as winter changes the trees. My love for Heathcliff resembles the
eternal rocks beneath: a source of little visible delight, but necessary. Nelly, 1
am Heathcliff! He’s always, always in my mind: not as a pleasure, any more

man | am always a pleasure to myself, but as my own being. (IX)

The love relationship between Heathcliff and Cathy (who were meant to be
brought up together as brother and sister) is reminiscent of the brother-sister-couples
in Byron’s epics (together with the idea of a romantic shared identity as expressed in
the impassioned declaration “I am Heathcliff”. This is an affinity which goes beyond
all social understanding. Catherine refers to their being one. She becomes his double,
his reflection, his doppelganger. Completely effacing herself, she becomes he. After
all, three die, she remains buried with Edgar on one side and Heathcliff on the other,
reminding the reader once again of her divided loyalties.

Heathcliff runs away hearing only hall of what Catherine says. Ashamed and
humiliated to hear that for Catherine, marrying him would he degradation for herself,
he runs away to make himself presentable and worthy of his love. Like Pip in Great
Expectations, humiliated by the girl he loves, he seeks to transform himself into a

gentleman. He returns with the desired transformation without any “marks of [his]



former degradation” (X) hut a trifle too late after three years - only to discover to his

dismay that Catherine is already married to Edgar.

Seduced by comforts in middle class bourgeois life, for purely social reasons
Catherine marries Edgar however, denying her true self and this causes a spiritual
death. After Heathcliff returns, mysteriously rich, he beats the Earnshaws and the
Lintons at their own game. Interestingly, Hindley welcomes him back to the Heights
because of his money and new social standing which is obviously above his own.
Soon he reduces Hindley to drunken impotency. The social conflict is re-emphasized
as Heathcliff visits the Grange. Edgar is unwilling to receive Heathcliff with warmth
for obvious reasons, but Catherine also emphasizes his lower social status. She asks

3

Ellen to set two tables: “...one for your master and Miss Isabella, being gentry, the

other for Heathcliff and myself, being the lower orders”. (X)

Catherine’s real nature re-surfaces with his return and as the two become united,
she reveals nothing but contempt for the values that Thrushcross Grange and the
Lintons have to offer her. Catherine in fact, becomes increasingly perverse and
petulant. Catherine foolishly presumes that she can persuade her husband to tolerate
Heathcliff’s presence in her life and when Isabella’s infatuation for him is revealed,
she again foolishly presumes that if Heathcliff is married and settled, then Edgar and
she would sink back into a happy state of marital bliss again. But, nonetheless, she
shows a perfect understanding of his character, his growing avariciousness. When she
comes to know about her infatuation for him, she tells Isabella that Heathcliff is
paying attention to her just because he is eyeing her wealth: “he’d be quite capable of
marrying your fortune and expectations: avarice is growing with him a besetting sin....”
(X) Heathcliff who returned to “settle his score” (X) with Hindley conceives of yet
another idea of avenging himself not just on Hindley Earnshaw but also Edgar Linton,
both of whom have instrumented his separation from Catherine. He soon asks
Catherine, “She’s her brother’s heir, is she not?” Making clear what his real
intensions behind the eventual elopement are. Heathcliff at this point of the novel,
perpetrates his first act of revenge - marriage to Isabella, understanding her girlish
attraction for him. Interestingly, John Hagan reminds us that Heathcliff develops his
plan of revenge against the two houses of his enemies only after they put themselves

in his power by their own volition.



Heathcliff reveals a moral contempt for Edgar and his professed love for
Catherine, his sense of “duly and humanity”, “pity and charity” (XIV). Catherine’s
fire and passion gives way to pathetic lamentations. She remembers the first lime she
was forced by Hindley to sleep in a bed alone and separated from Heathcliff. She goes
back to her childhood frolicking with Heathcliff on the moors in her delirium and the
last seven years of her life become a blank. Her feverish bewilderments lead her to a
frenzy of tearing the pillow with her teeth. As wife to Edgar Linton, as the lady of
Thrushcross Grange, she says that she feels like “the wife of a stranger” she says: “an
exile, and outcast” (XII). Catherine professes never to rest until Heathcliff joins her
even if she is buried twelve feet deep. She develops brain fever and dies, unable to
bear her misery. As Heathcliff confronts the dying Catherine, instead of offering
words of comfort, he makes a brutal analysis of what she has done to herself and to
him.

You teach me now how cruel you’ve been - cruel and false. Why did you
despise me? Why did you betray your own heart, Cathy? | have not one word
of comfort. You deserve this. You have killed yourself. Yes, you may kiss
me, and cry; and wring out my Kisses and tears: they’ll blight you - they’ll
damn you. You loved me - then what right had you to leave me? What right
-answer me for the poor fancy you felt for Linton? Because misery and
degradation, and death, and nothing that God or Satan could inflict would
have parted us, you, of your own will, did it. I have not broken your heart
you have broken it; and in breaking it, you have broken mine. So much the
worse for me that I am strong. Do | want to live? What kind of living will it
be when you - oh, God! Would you like to live with your soul in the grave?”
(XV)

Arnold Kettle states reightly that this is one of the harshest passages in all
literature and also one of the most moving. Heathcliff gives her a full and honest
understanding of the relationship they might have enjoyed had she not given in to her
poor fancy for Edgar. There is no hope in comfort or compromise and so he gives her
a full understanding of the tragic waste that her betrayal has caused.



Then Heathcliff continues the revenge he has begun with his marriage to Isabella
and he refers to his emotions as a “moral teething” (XIV). The expression itself shows
that he has degenerated into a monstrous being. Yet, after Isabella has revealed to the
reader his cruelty towards her, Bronté shows Heathcliff mourning for the dead
Catherine in a manner that is profound and heat wrenching. Just as Catherine had said
that she couldn’t even rest under the earth alone, Heathcliff evokes Catherine’s spirit
and asks her to haunt him. He also surreptitiously visits Catherine’s body and replaces
the lock of Edgar’s hair from her locket with his own, an act that couldn’t/t have been

committed by a heartless monster.

He continues to torment Hindley, Isabella, Linton and Catherine Linton (Cathy) -
what he does to each of them is cruel and inhuman and steadily he is shown to
achieve new depths of degradation and sadism. In spite of what he does his feelings
for Catherine make us readers give him our sympathetic understanding. The weapons
he uses against both the families are actually their own weapons. He systematically
degrades Hareton to illiteracy and servility just as Hindley has done to him. His
omment is worth noting: “I want the triumph of seeing my descendent fairly lord their
estates! My child hiring their children to till their father’s lands for wages.” (XX) The
agony he must have experienced as a child and as a youth because of his low birth and
lack of pedigree and money which lost him his love are revealed. All of these show
Heathcliff as inhuman but at the same time the reader understands why he is inhuman.

The reader gets to understand the deep and complex issues behind his cruel acts.

What makes him human once more is the change that comes over him as he
watches the love between Catherine Linton and Hareton. Hareton who seemed to him
a personification of his own youth achieves something that he couldn’t - love. In this
change and his slow wait for death, he again achieves human dignity. In him and in
Catherine we find tragic sufferers who are turned to inhuman beings because of

intolerable grief and frustration.

UNIT 11 (B): ABRIEF STUDY OF THE MAJOR CHARACTERS




Brief Study of the Character of Edgar Linton

Edgar Linton serves as a foil to Heathcliff. He is born into the gentry and becomes a
well-bred gentleman. He is graceful, well-mannered and a thoroughbred Victorian
gentleman and all these qualities serve as stark contrasts to Heathcliff’s cruelty,
sadism and savagery. At times he shows himself a coward. For example, at one point,
he clearly shows his fear of fighting Heathcliff for which he gets taunted by Catherine.

As a mark of his civilized and cultured disposition, the character of Edgar is
constantly associated with books and his library. When Heathcliff comes and disrupts
his household, he finds solace in the library. Ellen tells Catherine that he is
continually in the library because “he has no other society”. For Edgar however,
books turn out to be an excuse for weakness of character too. Ellen tells the reader
that Edgar “shut himself up among books which he never opened” (XII). Thus,
Edgar’s apparent resignation shows shallowness of feeling. Amidst domestic strife,
when Catherine hears that her husband is ‘among his books’ she impassionedly cries
out: “What in the name of all that he feels has he to do with books, when I an dying”
(XI1). And after she recovers Edgar Linton tries to nurse her back and bring her back
to normalcy by providing her with books.

The refined gentleman turns out to be a poor protector of his wife as well as his
daughter. He lives as a helpless, impotent and weak man and dies a feeble death too

with the naive belief that his daughter safe and is happily married.

UNIT 11 (C): ABRIEF STUDY OF THE MAJOR CHARACTERS

Brief Study of the Character of Isabella

Isabella, like her brother, represents culture and civilization, both in her refinement
and in her weakness. If Edgar serves as a foil to Heathcliff, she serves as a foil to

Catherine. The only mistake she commits in her life is to fall in love with Heathcliff.



Catherine warns her of his growing avariciousness and also warns her about his real
nature, telling her that Heathcliff is: “an unreclaimed creature, without refinement,
without cultivation; an arid wilderness of furze and whinstone.... he’s a fierce, pitiless,
wolfish man.... I know he couldn’t love a Linton; and yet he’d be quite capable of
marrying your fortune and expectations: avarice is growing with him a besetting sin....”
(X) Isabella, however. interprets the warning as jealousy. For this mistake, she pays
with her life. Edgar disowns any kinship with her and she dies unforgiven by her
brother. Both Hindley and Edgar actually do something to incur the wrath and
revenge-motif in Heathcliff but Isabella suffers without having harmed or having hurt
Heathcliff in any way. She turns out to be the weakest and the meekest of all the
people who suffer in Heathcliff’s hands. Her affections remain unreciprocated by her
husband and through Isabella, the reader gets to know the nadir of Heathcliff’s

degeneration.

UNIT 12 (A): ABRIEF STUDY OF THE MAJOR CHARACTERS

Brief Study of the Character of Catherine Linton

Catherine Linton or Cathy grows up a beautiful and spirited girl and till the time she is
thirteen, she has a very cloistered existence, brought up in her father’s care and
without any inkling about any kind of vice of amorality in human beings. From her
mother she inherits her fire and passion but from her father she inherits warmth and
compassion.

She is also one of Heathcliff’s victims. Cathy is forced into a marriage with
Heathcliff’s son Linton so that he can seize the Grange through is son’s inheritance.
The entire household ill-treats her and Heathcliff also destroys her books so that she
can’t have any access to any kind of refinement and education my more. She too, like
her father, view books as a civilizing force. Cathy discovers some volumes in the
kitchen which Hareton helps her to reach and though Cathy doesn’t thank him, he
feels ‘gratified that she had accepted his assistance’ (XXX). As Hareton steals

Cathy’s library, she responds with rage stating that without her books and learning she



would ‘sink into a dunce....” with the implication, like him (XXXI). The insulted
Hareton throws the books into the fire just as his ant had done. At the end however,
Lockwood finds Cathy and Hareton united as lovers. Ellen tells him how the intimacy
‘this commenced grew rapidly’ (XXXII). She eventually with her patience and

understanding she transforms Hareton into a gentleman.

Moreover, it is because of Cathy that the change in attitude comes over Heathcliff.
She makes a scathing remark to Heathcliff stating that in spite of his social standing
and power, he is unfortunate because he has no one to love him. Heathcliff watching
love grow between Cathy and Hareton, slackens his desire to avenge himself and that

brings the novel to a proper conclusion.

UNIT 12 (B): A BRIEF STUDY OF THE MAJOR CHARACTERS

12 (b): Brief Study of the Character of Hareton

Hareton turns out to be one of the characters who is unfortunate right from birth. After
his mother dies at childbirth, his father takes to drinking out of grief and it is
Heathcliff who controls his life right from infancy. Like Isabella, Hareton is a victim
who does not do anything to deserve such harsh treatment. Retaliating the treatment
he had received from Hindley, Heathcliff denies Hareton education makes him work
in the fields like a common labourer. Hareton remains imbued with a pristine
innocence and develops an emotional attachment to his worst enemy, the man who

instruments his degradation - namely Heathcliff.

Things begin to change however after Cathy enters his life. Cathy refuses any
attempt of intimacy because of his lack of learning and good breeding. As Cathy
begins to visit Linton, Hareton somehow comprehends that she avoids his company
because he has no learning. His trying to impress her with the statement that he can
read the name inscribes above the manor’s entrance, his own name which he shared

with a distant ancestor who carved it, is pathetic indeed.



Cathy snubs him by calling him stupid, pointing out to him that he can’t read the
date. His attempts at interrupting Cathy’s intimacy with Linton only shows his deep
and growing desire for her. After her marriage to Linton, as Heathcliff destroys
Cathy’s books, Hareton too joins him. He seizes some volumes she has found and she
shows her disgust towards him by stating: “Those books, both prose and verse, were
consecrated to me by other associations; and | hate to see them debased and profaned
in his mouth!” (XXXI)

Eventually his desire to acquire education gradually brings Cathy and Hareton
together. The uncultivated feelings of the fundamentally good-natured Hareton of the
old Earnshaw stock are refined and polished with Cathy’s educating him with tales
and poetry. The last glimpse that Lockwood has is of them as lovers poring over a
book together. Along with Cathy, he becomes responsible for Heathcliff’s eventual
defeat in spirit.

UNIT 12 (C): ABRIEF STUDY OF THE MAJOR CHARACTERS

Study of the Characters Ellen (Nelly) Dean and Lockwood

Nelly or Ellen Dean primarily serves the role of narrator along with Lockwood.
Lockwood as narrator provides the outer framework of the story and plot. His is the
voice of a detached, objective and sceptic human being. Lockwood as a normal
conventional Victorian gentleman goes to Wuthering Heights expecting that he will
witness normal middle-class life. Instead, he finds the house seething with hatred and
horror. As an outsider, he fails to fully understand the complex happenings that he
witnesses in Wuthering Heights. While Lockwood is an outsider to Wuthering
Heights and to Thrushcross Grange, Ellen is an ‘insider’ who has witnessed most of

the upheavals of passion that have occurred in these two houses.

Ellen’s detailed recounting of the events has a breathless energy involved which

gives rise to an effect of immediacy - considering the fact that the events she



describes spans more than three decades. Her account makes the past come alive and
she provides Lockwood and the readers with a sense of actuality. Her narration is
precise and concrete. The reader is drawn into a vortex of excitement as Ellen
concentrates attention on each movement and gesture and the vehemence of the
speeches uttered by the characters along with concentrating on the action. She has a
conventional and religious attitude towards life which is of course, ‘normal’ yet her
normalcy has no effect whatsoever on the lives of the protagonists because as a person
who is inferior in the social hierarchy, she fails to influence them in any way by her

skepticism and common sense.

Since she knows the characters since childhood, having grown up alongside
Hindley Catherine and Heathcliff and having nursed Cathy, her rendering of the
events, some of which are irreligious and amoral also helps the reader to be
empathetic. Since she makes the readers familiar with all of them, readers also fail to

be too harsh in their moral judgements.

CONCLUSION

Ellen Dean defines her narrative as “The history of Mr. Heathcliff’. Thus,
Heathcliff’s history and his motivations form the core issue of any study of Wuthering
Heights. The story revolves around his savagery, his brutality, his sadism and the
readers constantly try to find the reason behind it all. Emily Bronté makes teh reader
understand that all his cruelty springs from his thwarted love affair. His actions
become inseparable from his futile yearning. His reduces Hareton to a common
labourer denying him education -just as Hindley reduced him and Hareton becomes a
replica of his own earlier self. Cathy’s initial rejection and later acceptance of Hareton
mirror her mother Catherine’s actions. However, Cathy and Hareton are but poor
shadows of Catherine and Heathcliff. Klingopulos remarks that they are similar to
them but different people and lesser people, people conceived on a less intense and
passionate scale than the first-generation lovers. But they symbolize the continuity of
life and human aspirations. Eventually, as he becomes aware that Cathy has inherited

her defiant nature from her mother and that Cathy and Hareton’s love have something



of the same quality that Catherine and he shared, he eases to be vengeful any more. It

is not just Heathcliff who changes out of frustration.

Hindley turns from a tyrant and Heathcliff’s persecutor to a drunkard and a
gambler because of his intense grief that is caused because of Frances’s death.
Catherine becomes self-destructive when she realizes how happy she might have been
had she not chosen the incompatible Edgar as husband and waited a little more for
Heathcliff to return. Her daughter Cathy too shows violence when she is trapped into
a marriage with Linton. The housekeeper Zillah says: “.....the more hurt she gets, the
more venomous she grows” (XXX). We as readers are made to understand that none
of these characters, Heathcliff included, are evil or cruel by nature. They become so
out of provocation and more so out of intense grief. Neither do we condone, nor do
we just condemn - and herein lies the expertise of the novelist in her exquisite

handling of the text of Wuthering Heights.
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ASSIGNMENTS

Essay-type Questions

1. What are the characteristics of each of Catherine’s relationships with the two men?
Compare Catherine’s love for Heathcliff with her love for Edgar.

2. Discuss revenge as a motif in Wuthering Heights.

3. Is Heathcliff a hero or a villain?

4. Wuthering Heights has both similarities and contrasts between the first and the
second generation of characters. Elucidate.

5. What role does social class play in Wuthering Heights?

6. Write a short essay on the significance of the moors and the two houses in
Wuthering Heights.

7. Discuss the narrative structure of Wuthering Heights. Are the narrators trustworthy?
What roles do the personalities of the narrators play in the way the story is told? What

is the effect of filtering Heathcliff and Catherine’s story through narrators’ accounts?

Short Answer Type

1. How does Heathcliff first enter the Earnshaw family? How does each of the
members of the Earnshaw family respond?

2. How do Heathcliff and Catherine, first see the Linton family and how do they react?
Explain the significance of the reaction of each.

3. How does Catherine’s abiding love of the moors help us to understand her

character?



4. Analyze the scene of Catherine’s last meeting with Heathcliff just before her death.
What is the significance of this scene?

5. Is the daughter Cathy a ‘better” woman than her mother Catherine? If yes, explain
why do you think so.

6.Why do you think Heathcliff loses the desire to avenge himself any further? What
brings about this change?

7.Comment on the Gothic elements in Wuthering Heights.

8. Write short notes on any one: (a) Cathy (b) Hareton (c) Isabella (d) Edgar (e)
Hindley
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UNIT 13 (A): A BRIEF INTRODUCTION TO MATTHEW ARNOLD
(1822-1888)

Matthew Arnold was an English poet and cultural critic, whose work remains
amongst the best known of 19th century British poetry. Though he wrote on a variety
of subjects, he is best known for his themes of nature, modern society, and moral

instruction.



Arnold was born to Thomas and Mary Pensworth Arnold in Laleham, England.
When Matthew was young, Thomas was named headmaster of the famed Rugby
School, and moved his family to Rugby, England to take residence. In 1836, Arnold
was sent to Winchester College, but eventually returned to the Rugby School, where
he studied under his father. He won multiple prizes there, for English essay writing

and for Latin and English poetry.

Arnold had a distinguished career as a student and professional. In 1841, he
began studying at Balliol College, Oxford on an open scholarship. His father died in
1842 of heart disease, and his family then moved permanently to their vacation home,
Fox How. He graduated Oxford with a 2nd class honors degree in Literae Humaniores,
or what we now know as Classics. He went on to teach briefly at Rugby, then was
elected Fellow of Oriel College, Oxford. In 1847, he was named Private Secretary to
Lord Lansdowne, Lord President of the Council. After being appointed in 1851 as an
inspector of schools, Arnold married Frances Lucy and had six children.

However, Arnold's greatest work was as a writer. Though he published his his
first book of poetry, The Strayed Reveler, in 1849, his literary career really took off in
1852, when he began to publish more poetry volumes. His second volume included a
verse drama, Empedocles on Etna, though he garnered the most attention for the
poetry which he continued to write until his death. Additionally, Arnold was well
known as a cultural critic, publishing volumes like Culture and Anarchy, in 1869.

Today, his work as critic is as well-known as his poetry is.

Throughout this phase of his life, Arnold found great success as a writer. He was
elected Professor of Poetry at Oxford in 1857, and re-elected in 1862. Further, he
toured both the United States and Canada on the lecture circuit. In 1883, he was
elected as a Foreign Honorary Member of the American Academy of Arts and
Sciences. Arnold died suddenly in 1888 of heart failure, while rushing to catch a tram.

His work has remained popular and loved since his death.



UNIT 13 (B): THE VICTORIAN SOCIAL SCENE

Since Arnold is one of the representative writers of the Victorian era, it may be
essential and relevant to know something about the age itself. Chronologically and
historically the Victorian period was an age of contradictions. It was a time of
refinement and vulgarity, of sophistication and obscenity, of affluence and poverty, of
spiritual enrichment and moral decay. These strange contradictions are pointed out by

the Victorian men of letters and social historians.

G. K. Chesterton in his book The Victorian Age in Literature refers to Carlyle as
a man who saw and Arnold as a “man who knew”. What Chesterton possibly means is
that Arnold as a social thinker has succeeded in feeling the pulse of the age in which
he appeared and lived as a writer. Arnold’s intimate relation to contemporary society
is revealed in two different ways. On the one hand he records through his writings the
social changes and developments of the period and on the other, quite unfailingly, he
criticizes the limitations, simultaneously moral, spiritual and cultural, of his
contemporaries. Arnold’s social writings make a critical survey of the contemporary
time and in his articles included in Culture and Anarchy and Mixed Essays he reveals
the problems, the morally anarchical situations vitiating the social and moral
atmosphere of Victorian England. It is imperative that we should have a fair
knowledge of the Victorian period before we go through the essays in Culture and
Anarchy.

Chronologically and historically, the Victorian period started around the year
1830 and ended in 1880, although the twilight glow of Victorianism persisted till the
first decade of the 20th century. The major part of the Victorian period from 1830 to
1870 may be noted as a time of constitutional and parliamentary reforms and a rapid
industrialization of society, which ended in the gradual waning of the political powers
and dominance of the feudal lords. According to the economic historians of the time,
it was also a period of coal and iron. Throughout England the iron and mining
industries continued to flourish much to the benefit of the industrial and commercial
bourgeoisie. It was also the age of cotton and England continued to thrive as a major

economic power by exporting industrial products to the colonies. The development of



England as a major economic force and the extension of British imperialism are
related to each other. At the political level England’s home politics was still
dominated by parliamentary democracy. Victorian morality and moral ethos were still
dominated by Utilitarianism, Altruism and Evangelicalism. Utilitarianism, basically
an economic and philosophical movement, was much liked by the new industrial
bourgeoisie. It was also liked by the philanthropists and reformists who liked the
principle of maximum good of the maximum number. The principles of
Evangelicalism and Altruism instructed the Victorian mind to be serious and sincere,

respectable, decent and conscious of the social and community welfare.

Side by side the reign of Queen Victoria suffered the moral and spiritual
decadence on account of the extreme involvement in materialism, pursuit of mean
mercenary motive and excessive class consciousness at times. The spiritual decadence,
the vulgarization of taste, the restrictions imposed by utilitarianism are discussed by
the social thinkers of the period including John Ruskin, Matthew Arnold and John
Carlyle. According to Herbert F Tucker these writers may be called the sage writers
because they not only criticized the negative aspects of the Victorian period but also
acted like prophets, prophesying the future. It goes to the credit of Matthew Arnold
that he, along with Carlyle and Ruskin, shows his extreme awareness of the social
developments both positive and negative and turns out to be the first ever writer of
and commentator on the meaning and definition of ‘culture’, its purposefulness in an
age of materialism. Culture and Anarchy is therefore a text which has its importance
for two reasons (i) it gives us some idea about the time of which the book was the
product and on the other (ii) in this text Arnold suggests definite remedies for the
malady of the time. It is significant to note that Culture and Anarchy is not merely a
Victorian text but it has its relevance even to our own time—a time which is
consumerist, money-oriented and at times strangely apathetic towards the question of

social welfare.



UNIT 13 (C): ARNOLD AS A SOCIAL PHILOSOPHER

Arnold’s role as a social philosopher and one of the sage writers of the period has

been appreciated by the critics like J. D. Jump, Lionell Trilling and Arnold Hauser.

The opinions and views of these critics will be either quoted or referred to in
course of our discussion on Culture and Anarchy. The critics of Arnold are generally
of the opinion that in his writings on social matters and problems Arnold has
constantly projected himself as a prophet who can not only visualise the future but at
the same time feels dismayed at the growing decay and decadence of his
contemporary time. It has already been suggested that Arnold is the incisive critic of
the limitations of his time. He has pointed out how the moral and spiritual progress of
his own generation has been impeded and obstructed by materialism and the outward
progress of the nation. Arnold the sad Jeremiah of the Victorian period finds that the
situations prevailing in the life of his contemporaries is nothing hopeful, but really
precarious. Arnold’s view of life as it is elaborated in Culture and Anarchy has been
suggestively foregrounded in ‘Obermann poems’, in The Scholar Gypsy and perhaps
in his most famous poem Dover Beach. According to Stephen Coote (The Penguin
short History of English Literature) the following lines in “Dover Beach”:

“On a darkling plain
Swept with confused alarms of struggle and fight,

Where ignorant armies clash by night.”

This may be considered as “terrifying statements showing a godless Victorian
wasteland and a central Victorian moral dilemma.” This absence of faith, the moral
restlessness, the spiritual confusion and decay are recurringly pointed out by Arnold
in his poems and prose works. Culture and Anarchy is therefore a specific prose
composition by Arnold in which he introduces himself as a social philosopher almost

in the manner of Carlyle and Ruskin.

But the significance of Culture and Anarchy as a critique of Victorianism may be
attributed to several other factors. The title of this prose-work in this connection may

be, taken into consideration. The title, suggests Arnold’s idea about culture, vis-a-Vvis



his idea of anarchy. According to Lionel Trilling the title of the book might have been
modified as Culture or Anarchy. That is, Arnold supposes two extreme polarities of
‘culture’ and ‘anarchy’ as contraries to each other. He seems to be asking his
generation about its preference and he points out that the men and women of his own
generation have been totally oblivious of the meaning of ‘culture’, its multiple

significations and its impact on human mind and sensibility.

In the essays in Culture and Anarchy, Arnold functions in two different ways.
First, he attempts to establish himself as an apostle of ‘culture’ and secondly, he
projects himself as a critic of his time. For example, Arnold criticises the class
division of the Victorian society into ‘Barbarians’, ‘Philistines’ and ‘Populace’ and he
shows their hostility towards one another, the limitations in their attitude to life, and
their general apathy towards the welfare of the society. As a social philosopher
Arnold suggests that the maladies of the society may be removed only by the
cultivation of certain ethical and abiding values in individual characters and in social
body. Arnold moralizes on the social issues of his time; he suggests remedial
measures to cure the society of these evils and he recommends the Hellenic and
Hebraic values to be taken up, grasped and realized, by his contemporaries. Arnold
Hauser in his book The Social History of Art (Volume IV) has paid rather a left-
handed compliment to Arnold’s ideas as a social philosopher. He has observed that,
notwithstanding Arnold’s earnestness, sincerity and genuine conviction, his
recommendations to remove ‘anarchy’, at times, appear to be too vague. In this
respect, Arnold is in no way different from the other bourgeoisie thinkers and social
philosophers of his own time including Carlyle, Ruskin and Cardinal Newman. In
spite of the idealistic abstraction in his thought process and attitude to life Arnold
remains a strong believer in classical values, the abiding values of the ancient Greek
world. His sense of mourning for the unaccepted values of classical period is
poeticized in his famous statement in “Dover Beach”:

“that the sea of Faith was at the full

but now we can only hear ‘its long melancholy withdrawing roar.”

It is evident that here Arnold laments the loss of Faith. This is according to Arnold
constitutes the problem of ‘anarchy’ of which ‘culture’ is an anodyne thus mutually

‘culture’ does not stand independent of ‘anarchy’ just as the nature of anarchy may be



qualified and defined in relation to ‘culture’. Arnold’s ideas about ‘culture’, his
observations on the class divisions of Victorian society his advocacy for Hellenism
and Hebraism and his criticism of the indiscriminate use of democracy are registered
in different articles of Culture and Anarchy. We may now discuss one by one each of
the articles in Culture and Anarchy. In our task of analysing the essays the attention of
the students will be drawn to the core ideas of different essays of in Culture and
Anarchy, the significance of some almost proverbial sentences and lastly, on Arnold’s

style of writing.

UNIT 14 (A): ARNOLD’S CULTURE AND ANARCHY: ITS AIMS AND
OBJECTIVES

Before we take up the essays for their close analysis, it may be appropriate to focus on
some of the important statements made by Arnold in his ‘Preface’ to Culture and
Anarchy. In his arguments incorporated in the ‘Preface’ Arnold describes his aims and
objectives to write Culture and Anarchy. He declares “the whole scope of the essay is
to recommend culture as a great help out of our present difficulties, culture being a
pursuit of our total perfection by means of getting to know on all the matters which
most concern us, the best which has been thought and said in the world; and through
this knowledge turning a stream of fresh and free thought upon our stock motions and
habits, which we now follow staunchly but mechanically, vainly imagining that there
is a virtue in following them staunchly which mix up for the mischief of following
them mechanically. “(Preface, Culture and Anarchy Pg-VI). In the ‘Preface’, Arnold
also defines the basic paradigm of culture which is “the inward operation”
constituting “the very life and essence of culture.” In the ‘Preface’, Arnold is critical
of the Victorian tendency to worship machinery and he directly observes that the
civilization which is going the mechanical way is bereft of moral and spiritual
substance. That is why he recommends culture as the direct antidote to anarchy. These
basic arguments of Arnold, recorded in the ‘Preface’ are to be studied carefully in
order to understand different articles which comprise the anthology Culture and
Anarchy. There are altogether six articles. They are serially:

(i) Sweetness and Light



(if) Doing As one Likes

(iii) Barbarians, Philistines, Populace
(iv) Hebraism and Hellenism

(v) Porro Unum Est Necessatium

(vi) Our Liberal Practitioners.

UNIT 14 (B): A BRIEF DISCUSSION ON ARNOLD’S “SWEETNESS AND
LIGHT”

The title is borrowed from Swift’s prose satire, Battle of the Books. In this satire, the
Spider and the Bee in one corner of a library quarrel with each other. The Spider who
boasts of the mechanism with which he builds his web is contrasted with the Bee who
stands for study, judgement, ability to distinguish one thing from another. The Bee
claims that he brings home honey and wax. According to Swift, the Spider represents
the jealous and venomous modern writers, while the Bee stands for the ancient writers
with some permanent and abiding values. In Swift’s book, the Bee finally claims that
he is the repository of “sweetness and light”. The title of the article is therefore
allusive, but as it is applied by Arnold with reference to the Victorian moral and social
ethos, it also turns out to be suggestive. The title therefore may have a more extended
meaning; it may signify the sweetness of temper and enlightenment of sensibility and
Arnold considers these two as the basic paradigm of culture. In “Sweetness and Light,”
Arnold goes out to define culture. He announces that culture does not mean the open
and shameless exhibition of scholarship and learning, as he writes, “the culture which
is supposed to plume itself on the mattering of Greek and Latin is a culture w