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PREFACE

In the curricular structure introduced by this University for students of Post-Graduate
Degree Programme, the Opportunity to pursue Post-Graduate course in subjects introduced
by this University is cqually available to all learners. Tnstead of being suided by any
presumption about ability levels, it would perhaps stand (o reason if receplivity of a learner
is judged in the course of the leaming process. That would be entirely in keeping with the
 objectives of open educaiton which does not believe i artificial differentiation

Keeping this in view, study materials of the Post-Graduate level in differen subjects
are being prepared on the basis of a well laid-out syllabus. The course structyre combines
the best elements in the approved syllabi of Central and State Universities in respective
subjects. It has been so designed as to be upgradable with the addition of new information
as well as results of fresh thinking and analysis,

The accepted methodology of distance education has been followed in the preparation
of these study materials. Co-operation in every form of experienced scholars is indispensable
for a work of this kind, We, therefore, owe an enormous debt of gratitude to everyone
whosc tireless efforts went into the wriling, editing and devising of a Proper lay-out of the
materials. Practically speaking, their role amounts to an involvement in ‘invisible teaching’,
For, whoever makes use of these study materials would virtually derive the benefit of
learning under their collective care without each being seen by the other,

The more a learner would seriously pursue these study materials, the easjer it will be
for him or her to reach out to larger horizons of a subject. Care has also been taken to
make the language lucid and presentation attractive so that it may be rated as quality self-
learning materials. If anything remains still obscure or difficult to follow, arrangements are
there to come to terms with them through the counselling sessions regularly available at the
network of study centres set up by the University.

Needless to add, a great part of these efforts is still experimental—in fact, pioneering
in certain areas, Naturally, there is every possibility of some lapse or deficiency here
and there. However, these do adinit of rectif ication and further improvement in due
course. On the whole, therefore, these study materials are expected to evoke wider
appreciation the more they receive serious attention of all concerned.

Professor (Dr.) Subha Sankar Sarkar
Vice-Chancellor
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Unit -1 Q Chaucer : Prologue to Canterbury Tales

Structure
1.1 Objectives
1.2 Introducing Chaucer : Life & Work
1.3 Canterbury Tales : A.Brief History
1.4 The Narrative Framework
1.4.1 The Narrative Framework : Continued
1.5 Aspects of Chaucer’s Prologue
1.5.1 Prologue : The Opening Lines

1.5.2 Prologue as Protrait-Callery/Social Document/Picture of Men
and Manners

1.5.3  Art of Characterisation

1.5.4 Chaucer’s Humour : Tn the Prologue
1.6 Style
1.7 Text of Prologue : Lines 1-207
1.8 Questions
1.9 Select Bibliography

1.1 O Objectives

This unit/module introduces you to Geoffrey Chaucer (c.1340—c.1400), his life and

works and to his artistic masterpiece, The Prologue to his Canterbury Tales. Reading the

~ various sections you will begin to have a detailed knowledge of various dimensions of the

Prologue (eg. characterization, humour, social life in the fourteenth century). Chaucer

wrote in Middle English and, as this particular mode and style of English may at first be

a little unfamiliar to you the first two hundred lines of the Prologue have been appended

at the end (the original Chaucerian language together with an interlinear modern English
translation) so that you may become familiar and comfortable with Middle English.
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1.2 O Introducing Chaucer : Life and Works

Though The Canterbury Tales and Troilus and Criseyde are the most widely known
of Chaucer’s poems, he also wrote four ambitious dream allegories (two of which were
left unfinished), a considerable body of lyric poetry, translations of Boethius and at least
a part of the Romance of the Rose, and a technical scientific treatise on the use of the

astrolabe in astronomical observations and computations. The volume and variety of his
literary production are all the more remarkable when we remember that, though his poetry
won royal favour and thus aided his career as a civil servant, it was never his primary
occupation. His life was crowded with public business ranging all the way from soldiering
in France and carrying out diplomatic missions in Ttaly to serving as a member of Parliament
from Kent, as Controller of Customs of the Port of London, and as Clerk of the King's
Works, in charge of docks, walls, bridges, sewers, etc., on the lower Thames.

The England in which Chaucer played his many roles was in transition between the
Middle Ages and the modern world. The feudal system still existed, but it was becoming
increasingly easy for serfs to run away from the estates where they belonged and find
employment in the cities, or, with the seller’s market in labour created by the Black Death,
to hire themselves out as independent agricultural laborers. The king still exerted tremendous
power, but the rise of the cities and of large-scale manufacturing and trade had created a
wealthy and in[luential middle class of merchants and artisans who governed London. The
royal court however, was still a source of power and pageantry, and it continued to give
an artistic and intellectual stimulus to the courtiers. Also, a number of complex causes,
including the Hundred Years® War with France, were producing a national consciousness

quite different from the earlier regional and personal loyaltics. Englanf was becoming a
" nation, and her citizens were pl:c-ud of her.

Chaucer’s father was a member of the rising middle class, a prosperous wine merchant
with modest connections at court. We know nothing of the poet’s formal studies (if any),
but we do know that at some time during the course of his life he acquired a good deal
‘of knowledge of bookkeeping, civil law, philosophy, and astronomy, and learned to handle
French, Ttalian, and Latin competently. In his teens he served as a page in the houschold
of King Edward I11's second son. Later he rose to the rank of Esquire in the royal houschold
and reccived a stipend for life from the royal exchequer.

It is customary to divide Chaucer’s literary production into three periods, according
to the dominant influence under which he was writing : a French period (to 1372), an
Italian period (1373-85), and an English period (1386-1400). This division is useful and
essentially true if we remember that the periods are not so much successive as cumulative.
The Canterbury Tales, for example, belongs to the English period and is dominated by
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the contemporary English scene, but it still owes a great deal to both French and Italian
models; and many of the Tales themselves are directly based on French and Ttalian sources,

Chaucer began his literary career under the influence of a medieval French literature
which included satires, romances, fabliaux, and such contem porary poets as Deschamps,
Machaut, and Froissart and the allegorical mode of literary expression. Under French
influence he began his translation of the Romance of the Rose, and, more impmmﬁ_t,
produced his first ambitious original poem, The Book of the Duchess (1369). This is an
elegy on the death of Blanche, the wife of Chaucer’s patron John of Gaunt, written in the
form and manner of contemporary French poets, and with considerable borrowing from
them. But already in this poem, as in the other dream-allegories that followed, there are
distinctive marks of Chaucer’s individual genius—the use of the setting to intensify the
dreamlike mood of the poem, the sense of immediacy in the portrait of the bereaved
knight, and the characteristic flashes of psychological insight, With remarkable ariginality
and tact, Chaucer made himself merely a well-meaning but obtuse listener and put the
praise of Blanche into the mouth of her hushand. :

In 1372-73 Chaucer went to ltaly (probably for the-first time) to arrange a commercial
treaty with the Genoese. This journey, reinforced by another visit to Italy in 1378, had a
tremendous effect on Chaucer. Dante, dead for half a century, was already a classic, and

Petrarch and Boceaccio were nearing the end of their literary careers. Not only did Chaucer

draw heavily on the works of these men for the rest of his life, but they taught him to
understand the importance of narrative structure and technique, to individualize his char-
acters and give them dramatic intensity, and to seek the rhythms and idioms of popular
speech. Thus the poems of Chaucer’s Italian period show progress in his mastery of
rhetoric, technique, style, and meter. The House of Fame (¢. 1377-86) and The Legend
of Good Women (1380-86) are still dream-allegories containing many of the old familiar
features of this French literary type, but Chaucer breaks with the conventional patterns
with his broader range of ideas, his greater subtlety of characterization, and h’is attitude
of humorous detachment. In The House of Fame the poet is carried by an eagle to the
House of Fame, where he is to hear important tidings of love. The poem breaks off just
as these tidings are about to be announced, but the ostensible purpose of the poem could
hardly have been as rewarding as the comic characterization of the learned, vicacious. and
somewhat pedantic 'eagtc_ The Parliament of Fowls tells how the birds assemble on St.
Valentine’s day to choose their mates, and the courtly and chivalrous eagles, platitudinous
goose, common-sense duck, romantic dove, and jibing cuckoo are masterpicces of comic
satire. The poem give a more comprehensive picture of society as presented through the
different birds. Though still allegorical in mode, Chaucer is moving out of the limited
aristocratic world of courtly love. The Legend of Good Women (“Legend of Cupid’s
Saints™) has a remarkably fresh and original prologue telling how Chaucer came to write
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a set of accounts of women who—whatever their other failings—were faithful in love
even unto death. Chaucer left it unfinished, and it is not hard to see why. It calls for too
much repetition of what is essentially the same story, and the poet admits at one point that
he is becoming bored with writing about these melancholy jilted females. The great
masterpicce of Chaucet’s Italian period, however, is Troilus and Criseyde, an amazingly
rich and original work inspite of the fact that it is based on a narrative poem by Boceaccio
and follows the well-worn conventions of courtly love. A brief summary of the story could
be given. Troilus and Criseyde comes before the Legend of Good Women which was
written as & kind of expiation for having created the character of Criseyde who became
a prototype of the faithless women. i

The great work of the English period is The Canterbury Tales, with its realistic
selting in contemporary England. Here we immediately notice a difference from the other
periods : thel English influence is not a literary one, like the French and Ttalian, but is
simply the influence of the breadth, scope, and zest of Chaucer’s own land and age. The
specific literary influences are still French, ltalian, and Latin, but the setting is no longer
in dreamworlds or in ancient Troy : it is on the road between London and Canterbury. Into
this setting Chaucer could pour the whole wealth of his reading, his knowledge, his wide
experience of men, and his humorous tolerance.

Even when following earlier writers, Chaucer was always an innovator. He introduced
[talian ﬂterat'ruc to England. He was the [irst to use many of the meters and stanza forms
which have become standard in English poetry. He was the first English poet to deal.
extensively with the contemporary scene, to draw sharply individualized porfraits, to
analyze his characters psychologically, to impress his readers as a personalily in his own
right. It is a tribule to him that since his death each age has admired him, but for different
reasons ranging all the way from his satire on religious corruption to his humanism and
his realism. Even at his funeral he made an innovation which established a new tradition,
for he was buried in what has come to be “The Poets’ Corner” of Westminister Abbey.

1.3 O Canterbury Tales : A Brief History

The Canterbury Tales, is Chaucer’s most celebrated work probably designed about
1387 and extending to 17,000 lines in prose and verse of various metres (though the
predominant form is the thyming couplet). The General Prologue describes the meeting
of 29 pilgrims in the Tabard Inn in Southwark (in fact they add up-to 31; It has been
suggested that the prioress’s “preestes three” in line 164 may be an error since only one
“Nun’s Priest’ is mentioned in the body of the work). Detailed pen-pictures are given of
21 of them, vividly deseribed but perhaps corresponding to traditional lists of the orders
of society, clerical and lay (see J. Mann, Chaucer and Medieval Estates Satire. 1973). The
host Harry Bailley proposes that the pilgrims should shorten the teduins of the road by
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telling four stories cach, two on the way to Canterbury and two on the way back; he will
accompany them and award a [ree supper on their return to the teller of the best story. The
work is incomplete; only 23 pilgrims tell stories, and there are only 24 stoties told altogether
(Chaucer tells two). In the scheme the storics are linked by narrative exchanges between
the pilgrims and by prologues and epilogues to the tales; but this aspect of the work is also
very incomplete. It is uncertain even in what order the stories are meant to come: the
evidence of the manuseripts and of geographical references is confl icting, as is the scholarly
interpretation of that evidence. The order generally followed is that of the Ellesmere MS,
followed in the best complete edition of Chaucer, FN. Rohinson’s (2nd edn, 1957)

1.4 O Them Narrative Framework

The narrative framework for a series of tales had a far-reaching ancestry. The medicval

- world knew the oriental collections of The Thousand and One Nights and The Seven
Sages, and Ovid’s Metamorphoses where the device also occurs. Chaucer and his friend,
John Gower, were both experimenting in the late fourteenth century with the form which,
some vears before, Boccaccio had used repeatedly, in his Filocolo, Admeto, and
Decameron. As in The Canterbury Tales, Boceaccio’s excuse for the col lection, the real
purpose of the work, is the entertainment of a social group brought together by external
circumstances; Boccaceio’s tales are linked by connecting passages of narrative and
conversation; all is under the direction of a presiding officer. Chaucer elsewhere drew
considerable inspiration from Boceacceio, but with the natrative framework the resemblances
are superficial. Boccaccio’s tales are told in a garden in the Filocolo, in a wooded meadow
in Admeto. In the Decameron some movement from place to place occurs, but there is
doubt as to whether Chaucer knew the Decameron. Anyhow, Boccaccio’s company in
each work is only slightly individualized and the narrators belong all to the same social
class as, in Decameron, to the attendants who accompanied the courtly travellers. There
is nothing in Boccaccio’s framework comparable with the vivid representation from most
walks of English medieval life in the lively company of “sondry folk” who won literary
immortality at the Tabard. It seems even less likely that Chaucer drew his.chief inspiration

from the framed tales of Giovanni Sercambi of Luceca. Sercambi’s MNovelle, C. 1385,
based on an earlier work now lost, also described a large party of many callings and
classes, journeying together, visiting shrines, and telling tales both on the road and when
they stopped at an inn. Sercambi’s people, however, are a characterless crew, and it was
Sercambi himself who related all the stories, :

Tt was surely the inspiration of genius when Chaucer made his framework a pilgrimage
and introduced all sorts and conditions of men whom he had met and observed in his own
busy life. The secular pageant from actual workaday England as well as the church figures
could be plausibly assembled with such a common devational intent.
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THE SERIES OF PORTRAITS

A. series of portraits was not a novelly. Benoit de Sainte-Maure’s Roman de
Troie, one of the sources for Chaucer’s own Troilus and Criseyde, contained an unbroken
~ sequence of thirty heroes, but they all turned out very much alike in rank and occupation.
More individualized portraits are to be found in the various serics of allegorical figures
after the manner of the Roman de la Rose or in the processions of the personified Deadly
Sins; these were clearly 'a formative influence. Book V of Piers Plowman depicted the
seven Deadly Sins one after the other without intervening narrative or connective, and also
assigned them to different occupations and professions.

1.4.1 The Narrative Framework : Continued

In the Canterbury Tales narrative art is at the point of becoming drama. The poem
is the culmination of Chaucer’s dramatic-poetic development of English speech; and
something unaccountably new in mediaeval literature. The pilgrims are first presented in
the great Prologue with & vividness not attained before in English, even by Chaucer, and
seldom since, Thereafler, in the comic interludes between the tales, they begin to move
talk and act react. The Wife of Bath’s preamble—which is twice, the length of her tale—
is the Wifle herself talking, enacting scenes and dialogues between hersell and her several
husbands, dramatizing her private life in front of an audience; her tale itsell is an Arthurian
romance. The Pardoner’s Prologue and Tale are another character’s self-dramatization
The Canterbury Tales thus presents a dompan}r of distinct and individual people talking;
the tales are a part of themselves and their talk, The interest is not simply in the tale—
vivid as it nearly always is in itself—but, at the same time, in the teller, The variety of the
tales reproduces and fulfils the initial human variety. Each tale and the prologue that
precedes it dramatically projects a distinct person. The poem is the beginning of English
dramatic and fictional literature as a whole. It is an indication of the depth and maturity

of Chaucer’s daringly achieved vision of human life,

The Canterbury Tales is the Human Comedy of the Middle Ages. The tone of
Chaucer's company of English folk is as a whole one of jollity; and, scandalously careless
in relation to eternity as several of the company appear to be, this jollity accords with the
attitude of grateful acceptance of life which is the tone of the Canterbury Tales as a
whole. The characters of the comedy are so vivid that we feel them (as Dryden did) to be
our immediate contemporaries and are apt lo miss the depth of difference of their
background. Life in its totality—both ‘good’ and ‘evil’—is accepted as exactly what it
is observed to be.



1.5 Q Aspects of Chaucer’s Prologue

1.5.1 Prologue : The Opening Lines

In the opening lines of the Prologue [see text of Prologue—first 200 lines with
paraphrase—appended later] springtime is characterized in terms of procreation, and a
pilgrimage of people to Canterbury is Just one of the many manifestations of the life
thereby produced. The phallicism of the opening lines presents the impregnating of a
female March by a male April, and a marriage of Water and Earth, The marriage is
repeated and varied immediately as a fructifying of “holt and heeth” by Zephirus, a
marriage of air and earth. This mode of symbolism and these symbols as parts of a rite
of spring have a long background of tradition. Out of this context of the quickening of
the earth preserited naturally and symbolically in the broadest terms, the Prologue comes
to the pilgrimage and treats pilgrimage first as an event in the calendar of nature, one
aspect ol the general springtime surge of human energy and longing. There are the attendant
suggeslions of the renewal of human mobility after the rigor and confinement of winter,
the revival of wayfaring now that the ways are open, The horizon extends to distant shrines
and foreign lands, and the attraction of the strange and far-away is included before the
vision narrows and focusses upon its “English specifications and the pilgrimage to the
sheine at Canterbury with the vows and gratitude that send pilgrims there, One way of
regarding the structure of this opening passage would emphasize the magnificent progression
from the broadest inclusive generality to the firmest English specification, from the whole
western tradition of the celebration of spring (including, as Cook pointed out, such a non-
English or very doubtfully English detail as “the droghte of March®) to a local event of
English society and English Christendom, from natural forces in their most general operation
to a very specific and Christian manifestation of those forces. And yet one may regard the
structure in another way, too; if, in the calendar of nature, the passage moves from general
to particular, does it not, in the calendar of piety, move from nature to something that
includes and oversees nature? Does not the passage move from an activity naturally
generated and impelled to a governed activity, from force to telos? Does not the passage
move from Aphrodite and amor in their secular operation to the sacred embrace of “the
hooly blisful martir” and of amor dei? Combination of religions and secular instinets
leads on to the sustained ivory of whole poein. '

The translation from nature to supernature is emphasized by the contrast between
the healthful physical vigour of the opening lines and the reference to sickness that
appears in line 18, On the one hand, it is physical vitality which conditions the pilgrimage;
on the other hand, sickness occasions pilgrimage. It is, in fact, rather startling to come
upon the word ‘seeke’ at the end of this opening passage, because it is like a breath of
winter across the landscape of spring. “Whan that they were seeke” may, of course, refer
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literally to illnesses of the winter just past, but; in any evenl, illness belongs symbolically
to the inclement season. There is also however, a strong parallelism between the beginning
and end of this passage, a parallelism that has to do with restorative power. The physical
vitality of the opening is presented as restorative of the dry earth; the power of the saint
is present as restorative of the sick. The seasonal restoration of nature parallels spiritual
kind of restoration that knows no season; the supernatural kind of restoration involves a
wielding and directing of the forces of nature. The Prologue begins, then, by presenting
a double view of the Canterbury pilgrimage; the pilgrimage is one tiny manifestation of
a huge tide of life, but then, too, the tide of life ebbs and flows in response to the [inwm"
which’ the pilgrimage acknowledges, the power symbolized by “the hooly blisful rnartir.”

After line 18 the process of particularizing is continued, moving from “that seasonl
just defined to a day and to a place and (o a person in Southwark at the Tabard, and thence
to the portraits of the pilgrims. The double view of the pilgrimage is enhanced and
extended by the portrait where il appears, in one aspect, as a range of motivation. This
range of motivation is from the sacred to the secular and on to the protane—'profanc’ in
the sense of motivations actually subversive of the sacred. All the pilgrims are, in fact,
granted an ostensible sacred motive; all of them #re seeking the shrine. The distances that
we are made aware of are both within some of the portraits, where a gulf yawns-between
ostensible and actual motivation, and between the portraits, where the motivation ol the
Knight and the Parson is near one end of the spectrum, and the motivation of the Summoner

and the Pardoner near the other end. There is such an impure but blameless mixture as the

motivation of the Prioress; there is the secular pilgrimage of the Wife of Bath, impelled
so powerfully and frankly by Saint Venus rather than drawn by Saint Thomas, and goaded
by a Martian desire to acquire and dominate another husband; in the case of the Prioress,
an inescapable doubt as to the quality of amor hesitates between the sacred and secular,
and in the case of the thoroughly secular Wife of Bath, doubt hesitates between the secular’
and the profane while the portrait shows the ostensible motive that belongs to all the
pilgtims shaken without ever being subverted, contradicted perhaps, brazenly opposed,
but still acknowledged and offered. '

Motes ;

|. Chaucer’s English countryside and Engﬂsh pilgrims are inspired by the vitalising
and creative forces and powers of spring - in the same way as Rabindranath found spring
knocking at his door (“Aji Basanto jagrato daarey”) to make his heart leap up with joy like
a dancing peacock in springtime. This is an universal feeling that spring is a creative,
festive time of joy when even the birds sleep with one eye open in order not to miss the
sights and colours of a spring night: “And smale fowleys maken melodye/That sleepen al
the nyght with open eye.”

2. Another representative and great Anglo-American poet 7 centuries later opens his
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mini-epic of modern man’s spiritual pilgrimage from draught to restoration with poignant
nostalgia for the lost wholeness of Chaucer’s world. For Eliot “April is the cruellest

month/ Mixing memory and desire”. Wars, catastrophes, loss of ideals and tlusions, the

break-up and colia’ pse of cultures and civilizations, decadence and disintegrat ion, spiritual
and emotional atrophy and the Death of God have all intervened during the last 7 centuries
making Eliot’s world far removed from Chaucer’s. For us trapped in the modern wasteland
spring fails to come and revive us—we can only feel nostalgia for a lost springtime of life.
(But later in the closing stages of the Wasteland the rain impregnates the dry, arid earth
as it does in the opening lines of Chaucer’s Prologue, and vitality and restoration return
lo the Wasteland.

This is a significant example of what postmodernists call Intertextuality—E[jot plays
a counterpoint with Chaucer’s text: a great modern poet begins his great madery poer
playing upon (and drawing and deriving from) a great medicval poet’s greatest medjeval-
modern poem (between the two Aprilsis a vast gap as also a deep and resonant relationship).

1.5.2 Prologue as Protrait-Callery/Social Document/Picture of Mey
and Manners ' ,

A greal poet like Chaucer reflects the ethos, the body of his age in his works, As'ngu’s
poetry helps us to understand the 18th Cent.; as Tennyson and Browning’s the Victorian
Age: as Eliot’s the 20th Cent, post-war wasteland of Europe, so too Chaucer s poetry in

the Prologue and Canterbury Tales gives us a clear picture of 14th cent, men and manners, "

~ If in his Divine Comedy Dante presents the spirit of the Medieval Age, Chaucer presents
us with its body.

1. Chaucer’s 29 pilgrims include all the different sections of sociely except the hj ghest
and the lowest classes. Chaucer was unwilling to be dragged into any kind of political
controversy so he left out the king & his Court (the Noblemen) and Hie serfs trom his
Prologue. These two sections were in bloody conflict with each other in Chaucer’s time
(cf. the Peasant’s Revolt of the 1380s alluded 1o in the Nun’s Priest’s Tale). Also it is not
probable, that the Nobles and the serfs would have accompanied the pilgrims (the Noble
would have made their own V.LP. arcangement, while the serfs being like bonded-labour
did not have the freedom—economic or otherwise—lo travel about and so Chaucer does
not bring them into the Prologue,. '

2. In his Prologue Chaucer represents the three main orders of society :

(a) The Chivalric order or the Military class (represented by the Knigh}-Squire-Yegman)_
which protected the life and property of the medieval people.

(b) The clerical, Ecclesiastical firder or Priestly Class (represented by 9 Church
functionarics—Monk, Friar, Prioress, Parson though protected the souls of the Medieval
people. ' '
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(¢) The Agricultural Order or the Farming class (the Plowman) on whom depended the
whole economy of the country. .

3. Most of the professions of the day have their representatives among the pilgrims—
the Medieval astrologer-Doctor, the lawyer, the guildsmen, the Merchant (testifying to the
rise of England as a commercial and trading power cf. England being called “a nation of
. shop-kecpers™ and Shakespeare’s play Merchant of Venice- —pointing to the development
of Mercantilism during the 14th to 16th cents.); the pirate-shipman (pointing to the rising
sea-power of England); the scholar of Oxenford (symbolising the passion for learning that
animated Europe during the late Medieval Age and the Renascence); the Millef, the Reeve
et al.’

Most of Chaucer’s characters are hoth individuals and types (i.e. representatives of the
class to which they belong)—theirparticular faults and foibles and idiosyncracies are
blended with their general and typical qualities. The pilgrims are not only individual and
typical, they are also universal because fundamental hunian qualities that da riot change
from age to age, are revealed their individualised pilgrims so that we can recognise
ourselyes in them. An exception is the Wyf of Bath - perhaps the most vital, and enjoyable
character among all the pilgrims. With her unbounded zest for life (five husbands at
church-doot apart from other childhood sweethearts), her arrogance and dominating
personality (she always led the church procession, dressed finely and colourfully, loved
mixed company during pilgrimages) she is a far-cry from the subjugated women of the
Middle Ages. She is not a “type” but a powerful individual character whose dynamic
personality prefigures the New Women of the Renascence and Shakespeare’s dominating
heroines. “Gattoothed”, highly-experienced in the arts of the sex war she remains the most
engaging and haman of all Chauger’s pilgrims. :

4. Chaucer was perhaps influenced in his plan for the Canterbury Tales by Boccacei
but the Prologue as a portrait—gallery of the tellers of the Canterbury tales is highly
original —an yet unsurpassed mirror held up to 14th Cenl, life and society, men, morals
and manners—a work of creative realism where the whole body of the age is contained
in concrete terms; If Dante gave us the “Divine Comedy”, then Chaucer gives us the
“Luman Comedy” of the Medieval ages.

1.5.3 Art of Characterisation

“1. Medieval characterisation was primilive and one-dimensional in technique eg. the
Miracle & Morality plays where personified abstractions of virtues & vices, abound.
Characters like Hate, Love, Malice, Justice, purity, cleanliness, Mercy are “flat”, one-
dimensional, symbulic figures. They lack the “round” flesh and blood solidity ‘of post -
Renascence characters of poetry or drama. Chaucer started his apprenticeship in letters
under this primiﬂve medieval influence—cf. the characters in his translation of Romance
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of the Rose. But he soon outgrew this primitive technique and in the Prologue and Tales
we have rounded personalities of flesh and blood, multidimensional and complex.

2. Chaucer’s characters have two faces: they are both typical (representative of their
class and age) and individual, possessing particular and specific characteristics, expressing
a unique personality. Chaucer sees his characters from this double perspective of the

- specific and particular, the generic and typical this is his double vision or bifoeal technique
¢g. Prioresse (Individual features + hame, schooling and origin in a particular village.
specific jewellery and inscription with mona, physical features, Typical features:
negligence of religions duties, keeping pets against the law;, imitating court ladies and eljte
etiquette at meals etc.) ' '

3. Chaucer’s characters are the vehicle of his Humony. Chancer’s humour arises from
his characters [ailing to practice what they preach, from the incongruity between their
public mask and their private face e g. the money—ihe hungry Doctor for whom e pidemics
are like festivals; or the church characters who keep a moral exterior but are inwardly
rotten, corrupt, and irresponsible; the Lawyer who seemed more busy than he was: the

Merchant who dressed cfegemt[y and lived fashionably but was actually in debt.

Chaucer’s humour also inheres in the ideosyncrasies of his characters, their tricks of
" speech (the drunken Summoner who keeps on repeating one Latin phrase) and their
particularised physical features (the wart on the Miller’s nose, the cook’s boil).

4. To define his characters Chaucer sometimes utilises two basic kinds of imagery :
beast imagery and nature imagery eg. the Miller’s description (hairlike those on a
sow’s ear) and the squire (“as fresh as is the month of May™) and Franklyn (“whose beard
was white as is a daisy’-), ) _

5. For purposes of comparison and contrast Chaycer at times groups his characters
together by profession or mentality into “character clusters” ¢g. the military group
(knight, squire, yeoman who belong to the same profession but to different classes, and
have different mentalities and attitudes—the sober knight, the 8ay squire, the loyal yeoman);
the ecclesiastical group cg. Summoner and Pardoner {purtners in crime and villainy):
the Farmyard group (Miller, Reeve), '

Chaucer’s art of characterization then shows a fine, creative realism and sharp
psychological insight, Following the proper medijeval tradition he begins the description
and analysis of his characters from t-he head (top) and concludes at the toe. While following
 the medieval technique he also blends remarkable modern approaches to character—thus
his cliaracterization is a blend of the medieval and the modern,

Note : Tt has been suggested by some scholars that Chaucer based some of his characters
on real-life figures eg. the person is supposed to have been based on the English Reformer
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Wyeliff. Whether true or not Chaucet’s characters are remarkably life-like and real.

1.5.4 Chaucer’s Humour: In the Prologue

Humour as a literary ¢lement was notably absent in the Middle Ages. Life was so
difficult and religious passions so straitened man’s outlook that few had the time or the
inclination to laugh. Chaucer’s contemporary Langland is a case in point. The reformative
zeal in Pier’s Plowman led to satires which is also humour, but of a different kind. In
Pier’s Plowman all is sternness and dedication, moral earnestness and ascetioism.
[angland’s inspiration flows from moral righteousness and reformistic zeal. Chaucer had
no such moral reformism in mind when he wrote the Canterbury Tales. He does not wish
to change men and women, life and manners and morals—rather he presents men as-they-
are, nol men as-they-should/ought-to/-be. Chaucer’s outstanding qualities are a
cosmopolitan benevolence and an indulgent tolerance (for fallen man)—he is England’s
first great humorist in a most serious and stern age. -

1. There are two aspects to Chaucer’s Humour : an elegant, polished, urbane, Frenchified
sophisticated wit and an Elizabethan or Shakespearian'breadih, vigour and zest for life,
in the prologue there are emamples of .both—the polished, tongue-in-cheek mocking of
the elegant Prioress who spoke the Erench, not of Paris, but of the remote English viilage
of Strittbrd-at-Bowe is a contrast to the’almost vulgar, broad, semi-farcical account of the
Miller (who had a nose on which was a wart, on which grew a tuft of hairs red as the
bristles in a pig’s ears) and the corrupt Summoner and Pardoner.

9. Character is the vehicle of Chaucer’s Humour. Chaucer’s Humour is expressed
through the medium of character and personality rather than through the narration or
description of incidents and events {at least in the Prologue). Here, Chaucer’s humour
arises from his characters failing to practice what they preach i.e. from the incongruity (or
gap) between the public mask and the private face of his pilgrims eg.

(a) The Church characters who lead corrupt and dissolute lives in reality but preseni-
a dedicated public mask eg. Monk, Friar, Summoner and Pardoner (who make fools out
of simple village-folk-by selling them “pigs’ bones™ as relics) et al.

(b) The Sergeant-at-law who appears more busy than he actually is; a dedicated
Doctor who is actually money-hungry and makes profit out of the plague; the Shipman,
who is a thief and a pirate but appears to be a patriotic Seaman; the rich flashy Merchant
who is actually in debt.

3. Chaucer uses the techniques of oblique Satire and irony, puns, inversions, anticlimax
in the Prologue. He seldom directly attacks anyone but mildly rebukes, gently reveals and
exposes the follies of men «and their manners.

Irony is more indirecband more tolerant and present in the expose of the Prioress and
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her courtly habits, in the portrayal of the Monk, the Squire, the Merchant, the Doctor, Puns
and condensed couplets produce humour in the descriptions of such characters as :

The Doctor of Physie : “For Gold in physics is a cordial. Therefore he loved gold in
special/” : )

The Clerk of Oxenford : “Although he was a philosopher, He had but little gold in

. aﬂé‘mmﬁmmmm;mnmmmmmnmm
The Shipman : “When that he fought and had the higher hand, By water he sent them
home to every land,” » - :

The Wyf of Bath : “Of remedies of love she knew per chance/For she koude of that
art the olde daunce.”

The Merchant: “For sooth he was a worthy man with—alic, But sooth to slyn. | hoot
how men hym calle.”

At the end of the prologue Chaucer turns his humourous glance towards himself and
his readers. In a self-mocking, half-serious vein the most learned poet of his times confesses
- “my wit is short” and apologises to us his readers for his dullness, lack of intelligence and
associated limitations, He jokes at his own expense (and ours too) and thus expresses a
generous and truly humourous turn of mind,

1.6 O Style

If the Canterbury Tales were written today the prologue would be in prose, although
some of the Tales require an elevated and ritual style.

The Prologue is written in thyming petameter—in a simple and colloquial style.
Notmally it avoids the elevation and use of imagery and allusion which are sometimes |
poetic, although the opening is elaborate and formal: occasionally we come across similes
too. The language is lucid, swift, almost transparent. Chaucer’s expository in the General
prologue is recognized as a‘model of si mplicity and elegance: it gives the illusion of a
varied stream of discourse, lively, free from pedantry and vulgarity.

If the style is some times off-hand, this is partly because of the intimacy Chaucer
establishes with his readers, his popularity and sanity, and partly a rhetorical skill, If art
is to conceal art, Chaucer’s art is to profess artlessness. The strength of his art or style lies
in its confident ability to do whatever is required of it. The most easily isolated poetic
quality of the prologue is the crispness of the rhymes. This is evident in the self-contained
couplet: i j
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“She was so charitable and so piteous -
She wolde wepe, if that she saugh a mous
Kaught in a trappe.......” :

Many of the best rhymes are for the purposes of ironic wit: eg. Cloystre/oystre, hoot/
poot arid bledde/fedde/decp/breed. Each rhyme is a comment—willy and fantastic, It is
through the rhymes that we feel the sharpness that plays beneath Chaucer’s lofiy of
~ homely tone. ' i :

1.7 O Text of Proiogue : Lines 1-207

[An Interlinear Translation]

1. Whan that Aprill with his shoures soote
When April with its sweet-smelling showers
2. The droghte of March hath perced to the roote,
Has pierced the drought of March to the root,
3.  And bathed every veyne in swich licour
i And bathed every vein of the plants) in such liquid
4. Of which vetru engendred is the flour.
By the power of which the flower is created;
5. Whan Zephirus eek with his sweete brecth
When the West Wind also with its swect breath,
6. Inspired hath in every holt and heeth
Tn every wood and field has breathed life into,
7. The tendre croppes. and the yonge sonne
: The tender new leaves, and the young sun
8. Hath in the Ram his half cours yronne.
Has run half its course in Aries.
9. And smale foweles maken melodye.
_ And small fowls make melody.
10. Thai slepen ai thenyght with open ye
" Those thai sleep all the night with open cyes
11. (Sepnketh them Nature in hir corages).
' (So Narnre incites thein.in their hearts;..
12. Thanne longen folk to goon on pilgrimages.
Then Talk long to go on pilgrimages.
13.  And paimeres for 10 seken s.iraunge strondes.
: And professional pilgrims (long) to seck foreign shores,
14, To feme halwes, kowlhe in sondry londes;
To (go to) distant shrines, known in various lands :
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And specially from every shires ende

And specially from every shire’s end
Of Engelond to Caunterbury they wende,
Of England to Canterbury they travel,
The hooly blisful martir for to scke,
To seek the holy blessed martyr,
That hem hath holpen whan that they were seeke.
- Who helped them when they were sick.
Bifil that in that seson on a day,
It happened that in that season on a day.
Tn Southwerk at the Tabard as I lay
In Southwerk at the Tabard Tnn as I lay
Redy to wenden on my pilgrymage
Ready to go on my pilgrimage
To Caunterbury with ful devout qorage,
To Canterbury with a very devout spirit,
At-nyght was come into that hostelrye
At night had come info that hostelry
Wel nyne and fwenty in a compaignye
Well nine and twenty in a company
Of sondry folk, by aventure yfalle
OFf various sorts of people, by chance fallen
In felaweshipe, and pilgrimes were they alle,
In fellowship, and they were all pilgtims,
That toward Caunterbury wolden ryde.
~ Who intended to ride toward Canterbury.
Thechambres and the stables weren wyde,
The bedrooms and the stables were spacious.
And wel we were-n esed atte beste.
And we were well accommodated in the best way.
And shortly, whan the sonne was to reste,
And in brief, when the sun was (gone) to rest, .
So hadde | spoken with hem everichon
" | had so spoken with everyone of them
That T Was of hir felaweshipe anon.
“That I was of their fellowship straightway,
And made forward erly for to ryse,
And made agreement to rise early,
To take oure wey ther as T yow devyse.
To take our way where | (will) tell you.
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But nathelecs, whil 1 have tyrhe and space,

But nonetheless, while | have time and opportunity,
Er that T ferther in this tale pace.

Before T proceed further in this tale,

Me thynketh it acordaunt to resoun

It seems to me in accord with reason
To telle yow al the condicioun
To tell you all the circumstances
OFf ech of hem, so as it semed me,
Of each of them, as il scemed to me.
And whiche they weren, and of what degree,
And who they were, and of wnat social rank,
And cek in what array that they were inne,
And also what clothing that they werc in;
And at a knyght than wol [ first bigynne.
And at a knight then will 1 [irst begin.
A KNIGHT ther was, and that a worthy man,
A KNTGHT there was, and that (one was} a worlhy man,
That fro the tyme that he first uigan
Who from the time that he first began
To riden out, he loved chivalrie,
To ride out, he loved chivalry”
Trouthe and honour, fredom and curteisie.
Fidelity and good reputation, generosity and courtesy.
Ful worthy was he in his lordes werre,
He was very worthy in his lord’s war,

_ And therto hadde he riden, no man ferre,

And for that he had ridden, no man farther,
As wel in cristendom as in hethenecsse,

As well in Christendom as in heathen lands,
And evere honoured for his worthynesse;

And (was) ever honored for his worthiness;
At Alisaundre he was whan it was wonne.

He was at Alexandria when it was won.
Ful ofte tyme he hadde the bord bigonne

He had sat very many times in the piace of honor,
Aboven alle nacions in Pruce;

Above (knights of) all nations in Prussia;
In Lettow hadde he reysed and in Ruce,

He had campaigned in Lithuania and in Russia,
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55.  No Cristen man so ofte of his degree
No Christian man of his rank so often (had done so),
56. .In Gernade at the seege eek hadde he be
Also he had been in Grenada at the siege
57.  Of Algezir, and riden in Belmarye.
Of Algeciras; and had ridden in Moroceo. .
38. At Lyeys was he and at Satalye,
He was at Ay ash and at Atalia,
59.  Whan they were wonne, and in the Crete See.
When they were won, and in.the Mediterranean
60. At many a noble armee hadde he be.
He had been at many a noble expedition.
61. At mortal batailles hadde he been fiiiene,
He had been at fifleen mortal battles,
62, And foughten for oure feith at Tramyssene
And fought for our faith at Tlemcen
63. In lysles thries, and ay slayn his too.
Three times in formal duels, and each time slain his foe.
64.  This like worthy knyght hadde been also
This same worthy knight had also been
63.  Somtyme with the lord of Palatye
: At one time with the lord of Balat
66.  Agayn another hethen in Turkye;
Against another heathen in Turkey:
67. . And everemoore he hadde a sovereyn prys, -
- And evermore he had an outstanding reputation
68. And though that he were worthy, he was wys,
And although he was brave, he was prudent,
69.  And of his port as meeke as is a mayde.
And of his deportment as meek as is a maid.
70.  He nevere yet no vileynye ne sayde
He never yet said any rude word
71. In al his lyf unto no maner wight,
In all his life unto any sort of person.
72. He was a verray, parfit.gentil knyght.
_ - He was a truly perfect, noble knight.
73.  But for to tellen yow of his array,
But to tell you of his clothing,
74, His hors were goode, but he was nat gay.
His horses were good, but he was not gaily dressed.
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Of fustian he wered a gypon
He wore a tunic of coarse cloth
Al bismotered with his habergeon,
All stained (with rust) by his coat of mail,
For he was late ycome from his viage,
For he was recently come (back) from his expedition.
And wente for to doon his pilgrymage.
And went to do his pilgrimage.
With hym ther was his sone, a young SQUIER,
With him there was his son, a young SQUIRE,
A lovyere and a lusty bacheler,
A lover and a lively bachelor,
With lokkes crulle as they were leyd in presse.
With locks curled as if they had been laid in a curler.
Of twenty yeer of age he was, I pesse. '
e was twenly years ol age, | guess.
Of his stature he was of evene lengthe,
Of his stature he was 01 rhoderate height,
And wonderly dely vere, and of greet strengthe.
And wonderfully agile, and of great strength.
And he hadde been somtyme in chyvachie
And he had been for a time on a cavalry expedition

In Flaundres, in Artoys, and Pycardie,

In Flanders, in Artois, and Picardy,
And born hym weel, as of so litel space,
And conducted himself well, for so little a space of time.
In hope to stonden in his lady grace,
. Tn hope to stand in his lady’s good graces.
Embrouded was he, as it were a meede
e was embroidered, as if it were a mead
Al ful of fresshe floures, whyte and reede.
All full of fresh flowers, white and red.
Syngynge he was, or floytynge, al the day;
Singing he was, or fluting, all the day;
He was as fresh as is the month of May.
He was as fresh as is the mon’h of May.
Short was his growne, with sieves longe and' wyde.
His gown was short, with long and wide sleeves. '
Wel koude he sitte on hors and faire ryde.
He well knew how to sit on horse and handsomely ride.
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He koude songes make and wel endite,
He knew how to make songs and well compose (the words),
Juste and eek daunce, and wecl purtreye and write.
Joust and also dance, and well draw and write.
50 hoote he lovede that by nyghtertale
He loved so passionately that at nighttime
He sleep namoore than dooth a nyghtyngale.
He slept no more.than docs a nightingale.
Curteis he was, lowely, and servysable,
Courteous he was, humble, and willing to setve,
And carf biform his fader at the table,
And (he) carved before his father at the table.
A YEMAN hadde he and servantz namo
He (the Knight) had A YEOMAN and no more servants
At thal tyme, for hym liste ride so,
At that time, for it pleased him (o ride so,
And he was clad in cote and hood of grene,
“And he (the yeoman) was cla” in coat and hood of grcm
A sheef of pecok arwes, bright and kene, _
A sheaf of peacock arrows, br ight and kecn,
Under his belt he bar ful thriftily
He carried under his belt very properly
(Wel koude he dresse his takel yemanly;
(He well knew how to care for his equipment as a yeoman should;
His arwes drouped noght with fetheres lowe),
dmupmg feathers).
And in his hand he baar a myghty bowe,
And in his hand he carried a mighty bow.
A not heed hadde he, with a broun visage.
He had a close-cropped head, with a brown Iace
Of wodecraft wel koude he al the usage.
He well knew all the practice of woodcraft,
Upon his arm he baar a gay bracer,
He wore anelegant archer’s arm-guard upon his arm.
And by his syde a swerd and a bokeler.
And by his side a sword and a small shield,
And on that oother syde a gay daggere
And on that other side an elegant dagger
Harncised wel and sharp as point of spere; :
Well ornamented and sharp as the point of a spear;
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A Cristopher on his brest of silver sheene.
A Christopher-medal of bright silver (was) on his breast.
An horn he bar. the bawdryk was of grene;
He carried a horn, the shoulder sirap was green:
A forster was he, soothly, as I gesse.
He was a forester, truly, as 1 guess.
Ther was also a Nonne, a PRIORESSE,
There was also a Nun, a PRIORESS,
That of hir smylyng was ful symple and coy;
Who was very simple and modest in her smiling;
Hire grettesie ooth was but by Seim Loy,
Her greatest oath was but by Saint Loy;
And she was cleped madame Eglentyne.
And she was called Madam Eglantine.
Ful weel she soong the service dyvyne.
She sang the divine, service very well,
Entuned in hir nose ful semely;
Intoned in her nose in a very polite manner;
And Frenssh she spak ful faive and fetisly, .
And she spoke French very well and elegantly,
After the scole of Stratford atte Bowe,
In the manner of Stratford at the Bow,
FFor Fienssh of Parys was to hire unknowe.
For French of Paris was to her unknown.
At mete wel ytaught was she with alle;
At meals she was well taught indeed;
She leet no morsel from hir lippes falle,
She let no morsel fall from her lips,
Ne weite his fyngres in hir sauce depe;
Nor wet her fingers deep in her sauce;
Wel koude she carie a morsel and wel kepe
She well knew how to carry a morsel (to her mouth) and take good care
That no drope ne fille upon hire brest.
That no drop fell upon her breast.
In curteisic was set ful muchel hir lest.
Her greatest pleasure was in good manners.
Hir over-lippe wyped she so clene
She wiped her upper lip so clean
That in hir coppe ther was no [erthyng sene
That in her cup there was seen no tiny bit
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Of grece, whan she dronken hadde hir draughte.

Of grease, when she had drunk her drink.
Ful semely after hir mete she raughte.

She reached for her food in a very ’iﬂﬂl"ﬂi}' manner,
And sikerly she was of greet desport,

And surely she was of excellent deportment,
And ful plesaunt, and amyable of port.

And very pleasant, and amiable in demeanor.
And peyned hire to countrefete cheere

And she took pains to ir jtate the manners
Of court, and to been estatlich of manere,

Of court, and to be dignified in behavior,
And to ben holdeh digne of reverence.

And to be considered worthy of rﬂvercncu
But for to speken of hire conscience,

But to speak of her moral sense,
She was so charitable and so pitous

She was so charitable and so compassionate
She wolde wepe, if that she saugh a mous :

She woul’d weep, if she saw a mouse
Kaught in a trappe, if it were deed or bledde.

Caught in a trap, if it were dead or bled.

-Of smale houndes hadde she that she fedde

She had some small hounds that she fed
With rosted flessh. or milk and wastel-breed.

With roasted meat, or milk and fine white bread.
But soore wepte she if oon of hem were deed.

But sorely she wept if one of them were dead,
Or if men smoot it with a yerde smerte;

Or if someone smote it smartly with a stick:
And al was conscience and tendre herte.

And all was feeling and tender heart.
Ful semyly hir wympul pynched was,

Her wimple was pleated in a very seemly manner,
Hir nose tretys, hir eyen greye as glas,

Her nose (was) well formed, her eyes gray as glass,
Hir mouth ful smal, and therto softe and reed.

Her mouth very small, and moreover soft and red.
But sikerly she hadde a fair forheed;

But surely she had a fair, forehead;

il
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It was almoost a spanne brood, | trowe;

It was almost nine inches broad, 1 believe;
For, hardily, she was nat undergrowe.

For, certainly, she was not undergrown.
Ful fetys was hir cloke, as T was war.

Her cloak was very well made, as I was aware.
Of smal coral aboute hire arm she bar

About her arm she wore of small coral
A peire of bedes, gauded al with grene. '

A set ol beads, with large green beads (to mark divisions).
And theron heng a brooch of gold ful sheene.

And thereon hung a brooch of very bright gold,
On which ther was. first write a crowned A,

On which there was first written an A with a cﬁ::wn,
And after Amor vineit omnia. i '

And after “Love conquers all.”
Another NONNE with hire hadde she,

She had another NUN with her. _
That was hir chapeleyne, and preestes thre.

Who was her secretary, and three priests.
A MONK ther was, a fair for the maistrie,

There was a MONK, an extremely fine one,
An outridere, that lovede venerie,

An outrider (a monk with business outside the monastery),

who loved hunting, _
A manly man, to been an abbot able.

A virile man. qualified to be an abbot.
Ful many a deyntee hors hadde he in stable.

He had very many fine horses in his stable,
And whan he rood, men myghte his brydel heere

And when he rode, one could hear his bridle
Gynglen in a whistlynge wynd als cleere

“Jingle in a whistling wind as clear
And éek as loude as dooth the chapel belle

And also as loud as do”s the chapel belle
Ther as this lord was kepere ot the celle.

Where this lord was in charge of the cell (subordinate monastery).
The reule of Seint Maure or of Seint Beneil—

The rule of Saint Maurus or of Saint Benedict—
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174, By cause that it was old and somdel streit
Because it was old and somewhat strict
I75. This like Monk leet olde thynges pace,
This same Monk let old things pass away,
176.  And heeld after the newe world the space,
_ And followed the broader customs of modern times.
L77. " He yaf nat of that text a pulled hen,
He gave not a plucked hen for that text
178.  That seith that hunters ben nat hooly men,
. That says that hunters are not holy men, -
179, Ne that a monk; whan he is recchelegs,
Nor that a monk, when hé is heedless of rules,
180. 1s likned til a fissh that is waterlees—
Is like a fish that is out of water—
I81.  This is to seyn, a monk out of his cloysre.
This is to say, a monk out of’his cloister.
182.  But thilke text heeld he nat worth an oystre: -
. But he considcred that same text not worth an-oyster;
183. And I seyde his opinion was gaod. '
And T said his opinion was good.
184, What sholde he studie and 'mak(_: hymselven wood,
i Why should he study and make himself crazy.
185. Upon a book in cloystre alwey to poure,
Always to pore upon a book in the cloister,
186.  Or swynken with his handes, and laboure,
! Or work with his hands, and labor,
- 187 As Austyn bit ? How shalthe world be served ?
As Augustine commands ? How shall the world be served ?
188, Lat Austyn have his swynk to hym reserved |
Let Augustine have his work reserved to him !
189.  Therfore he was a prikasour aright;
Therefore he was indeed a vigorous horseman;
190.  Grehoundes he hadde as swift as fowel in flight;
He had greyhounds as swift as fow! in flight;
191, Of prikyng and of huntyng for the hare _
Of tracking and of hunting for the hare
192, Was al his lust, for no cost wolde he spare.
Was all his pleasure, by no means would be refrain from it,
193. T seigh his sieves purfiled at the hond
I saw his sleeves lined at the hand
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194.  With grys, and that the fyneste,of a lond;
With squirrel fur, and that the finest in the land;
195. And for to festne his hood under his chyn. :
And to fasten his hood under his chin,
196. He hadde of gold ywroght a ful curious pyn;
He had a very skillfully made pin of gold:
197. A love-knotte in the gretter ende ther was.
' There was an elaborate knot in the larger end.
198. His heed was balled, that shoon as any glas,
His head was bald, which shone like any glass,
199. And eek his face, as he hadde been enoynt. :
And his face did too, as il he had been rubbed with oil.
200. He was a lord ful fat and in good poynt;
e was a very fat lord and in good condition;
201. His eyen stepe, and rollynge in his heed,
: Ilis eyes were prominent, and rolling in his head,
202. That stemed as a forneys of .a leed; I
Which (the eyes) gleamed like a furnace under a cauldron;
203. His bootes souple. his hors in greet estaat.
_ His boots (were) supple, his horse in excellent condition.
204, Now certeinly he was a fair prelaat;
' Now certainly he was a handsome ecclesiastical dignitary;
205. He was nat pale as a forpyned goost,
He was not pale as a tormented spirit.
206. A fat swan loved he best of any roost. '
A fat swan loved he best of any roast.
207. His palfrey was as broun as is a berye.
His palfrey (saddle horse) was as brown as.is a berry.

¢ 1.8 O Questions

Quéstiuns and Topics :

(a) Consider Chaucer’s Prologue as a social document from which we learn of the
men, manners and morals of 14th century society. :

(b) “Chaucer’s art of characterization is both medieval and modern”.—Discuss.

(¢c) What are the themes and ideas presented in the opening 18 lines of the Prologue?
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(d) “Chaucer is the one great humorist of the Medieval Age. Discuss with reference
to Chaucer’s use of irony, satire, puns and other humorous devices.

NB : For short questions couplets and other portions of the text of the °rologue quoted

in this unit may be extracted and students may be asked to match the lines to the
character. - '

1.9 O Select Bibliography (References)

I, Text of the Prologue Edited by A. W, Pollard; R. T. Davies: . N. Robinson,
2. Chaucer : Essays in Criticism Ed. by Wagenecht.

3. Chaucer the Maker by John Sfaeirs.
4

A Commentary on Chaucer’s Prologue by Muriel Bowden.
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2.1 Q Objectives

L. To introduce you to areas you to areas you need to negotiate for a better understanding
of a few Spenserian and Shakespearean poems.

2, To acquaint you with Edmund Spenser and help vou to understand, analyze and
appreciate some of his poems namely, 2 sonnets from his Amoretti, a stanza from his
Prothaleunion and 2 excerpts from The Faerie Oueene.

3. To acquaint you with William Shakespeare as a poet and help you to understand,
analyze and appreciate 6 Shakespearcan Sonnets. '

4. 'To increase your awareness of some of the more modern Ltesponscs to these *old’
verscs.

- 2.2 O Introduction:

This Section takes a close look at some poems of Edmund Spenser (15527-1599) and
William Shakespeare (1564-161 6), easily two of the greatest and most popular poets not
Just of their age but of all times. As Spenser was an Elizabethan poet and Shakespeare’s
career as a poet was confined more or less to the Age of Elizabeth, you do need to know a
little about the period in general and some factors/aspects in particular.

2.3 0 Edmund Spenser : Life and Works

Born in or near 1552, Edmund Spenser was perhaps the son of John Spenser of Fast
Smithtield in London, though this relationship is far from certain, Edmund Spenser’s
education and educational achievements have been well documenied. He began writing
sonnets when he was at Cambridge and later along with Philip Sidney and a few others
formed the literary club Areapagus. In 1579 he began writing his masterpiece, The Faerie
Queene. By 1580 Edmund Spenser had a definite political identity as well. It was Ralegh
who, after reading through Spenser’s draft of The Faerie Uueene, encouraged the poet to
join him on a trip to London. In 1590, Ralegh presented the celebrated poet to the Queen
and this meeting and the court patronage thereafter boosted his poetic career. His close _
association with Leicester and Essex too yielded results. Spenser married Elizabeth Boyle
in 1594. By 1596 most of Spenser’s work was completed. Soon after, misfortune struck the
Spenser femily and his castle was burnt, forcing him to flee. His final home was London-
~and he died there on a Saturday in January 1599 “for lake of bread’, according to Ben
Jonson, To pay their tribute (o him, poets carried his coflin and threw their verses and pens
into his grave. Edmund Spenser lics close to Geoffrey Chaucer in Westminister Abbey.
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Some of Edmund Spenser’s best known works are 1 he Shepherd s Calendar, Colin
Clouts Come Home Again, Amorvetti, Epithalamion, The Fuaerie Queene, Prothalamion,
short Hymns etc. View of the Present State of Ireland is his controversial prose work.

Influences :

Many poets of great renown have unknowingly contributed to the making of this “prince '
of poets”. Humanist education had already introduced Spenser to Homer, Cato, Caesar.
Horace, Lucan, Cicero, Erasmus, and Vives. To Plato and Aristotle Spenser owes his concepl
‘of Perfection and Justice. For the idea of Beauty being synonymous with Truth, Spenser
had to turn to Plato and Pico Delia Mirandola, The Faerie Queene is a strong reminder of
Homer, Virgil, Ovid, Ariosto, Tasso, Ronsard and Boiardo to name a few. Let us not forget
the influence of the Bjble, Castiglione’s // Cortegiamo, Malory’s Le Morte Darthur the
Bestiaries as well as that of the anonymous writers of Beowulf and Sir Gawain and the
Green Knight and Geolfrey Chaucer about whom he writes, “thine own spirit, which doth
in me survive”. John Erskine Hankins considers Francesco Piccolomini il very strong
influence on Spenser, especiauy in The Faerie Queene.

2.4 O Background

The Elizabethan Age (1558-1603) _

As is evident from the name, this is the period in British history when Queen Elizabeth
1, daughter of Henry VIIT, was at the helm of affairs. After some turbulence and religious
unrest, England, in her Age, witnessed unprecedented mobility and transformation and
perhaps the “most impressive surge forwar * to emerge as a powerful nation, second to
none. She shaped itself into a “mercantile, industrialized Protestant country”. No age, as
you are aware, is quile without its anxicties but notwithstanding disturbances and bloodshed,
England’s military. power, maritime success, explorations, colonization, strengthening
economic system aroused such fervour that to the Elizabethans, theirs was a “hrave new
world”, a world that was on its way to becoming truly ‘modern’.

2.5 0 The Renaissance and The Reformation

The impact of two highly complex movemeiits, the Renaissance or “rebirth™ and the
Reformation (led by Martin Luther), on the culture of this nation as a whole, one may say,
‘was tremendous. Though the ‘movements were not confined to this Age, | must mentiona |
few of the features for they will be of help in your understanding of the two pocts.
Renaissance England (arbitrarily said to have stretched from More's Ufopia to Milton)
witnessed the steady rise of the vernacular and the development as well as the enrichment
of the English language. Increasing literacy anc “intellectual interests” sent the young (o
Universitics and many of them took to writing eagerly and instinctively. In fact, the “first
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demonstration of England’s literary power was in poetry.” Manuseripts were widely
circulated among the “literati in courtly society” and the printing press made texts available,
The humanists or classical scholars of the Renaissance directed attention towards Gircek
and Roman literature, a veritable treasure-house for all ambitious- writers who not only
studied the masters carefully but also imitated their style. Translations of the classics into
the vernacular made them more accessible to readers, -

Another important feature was increasing individualism, fuelled by the Renaissance as

well as the Reformation, It was a “man-centred” world so to say and the Renaissance man

was the “complete man” with a spirit of adventure, dynamism and optimism and the desire
to live life to the fullest by striving, seeking and achieving. The Reformation, a religious
movement that advocated a dircet interaction between man and God, “sought a return to
the Scriptures” and demanded strict piety and engagement in theological discussions, The
many translations of the Bible and the bulk of religious writings bear evidence to this urge.
However, the Reformation had once been closely related to Nationalism when England as
a nation had been expected to break away from the Roman Catholic Church. These two
movements, with certain basic similarities as well as broad differences, shaped both England
and the English in the Elizabeth Age: '

2.6 O Women : HiStory. and Poetry

As seven ol the eleven poems in your Syllabus are directly/indirectly on or about women,
it is imperative for you to have some idea of the social position of “the lady1' of the
Renaissance, '

It was no privilege to have been born -& woman in-the Elizabethan Age even flmugh
the Age was named after one. How many of today’s women, T wonder, can even think of
existing in comfortable homes with no voice, no identity and no legal rights’over money
and property after marriage? The Elizabethan lady could. She had to. Not for nothing did
Joan Kel ly question, “Did women have a Renaissance?

The Elizabethan Age frowned on and at female [feedom and did not spare either the
English Queen or Mary Queen of Scots. Men like John Knox and Giovanni Correr stated
with vehemence, “it is more than a monster in nature that a woman shall reign and have
empire over man” (Is! Blast of the Trumpet against the Monstrous regiment of Women,
1558), or lashed out, “to govern states is not the business of women”, So England’s Queen
had to announce betore her troops at Tilbury, “...1 have the body but of a weak and feeble
woman; but T have the heart and stomach of a king, and of a king of England”.

But within the aristocratic families in particular, men ruled unchallenged, their authority.
endorsed by the Church, by Elizabethan society as well as by Bible. In that fiercely patriarchal
set up, daughters were their fathers® property, to be disposed of at will, Remember
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Portia and the caskets left by her father in The Merchant of Venice? Therealter in her
husband’s home a woman was expected to justify her existence by being a good wife-
“docile, submissive, obedient, virtuous and, of course, silenl. A vocal woman was suspect.
Read Spenser’s Epithalamion which publicly celebrates the poet’s achievement in fashioning
his proud mistress into a humble, virtuous Christian wife. Still most women of the Age had
to look upon marriage and child-rearing as their only vocation and only a few like the
Queen, the Countess of Pembroke, and Elizabeth Gary went ahead and wrote verses and
plays like their male counterparts. But let me mention that Gary’s play The Tragedy of
Miriam (the central issue was a woman’s right to speak) was neither performed on the
public’ stage nor did it carry the female playwright’s name on the title page for obvious
.I'EHHUI'IH.

It was in such an Age and -within such a society that, in their poems, Philip Sidney
Edmund Spenser, Michael Drayton, Samuel Daniel chose fo place women on a pedestal
and to woo her with the ardour of a devotee and therealter wait patiently and endlessly for
one kind word or a single tender glance from her. Hear Spenser professes in Amorefti V11

that if the lady looks “askew” he dies “as one with lightning fired”. The lady of the Sonnet
was indeed empowered Lo captivate her man (at times men) and reduce him to sighs and
tears by refusing lo reciprocate his love and adoration. So there is Sidney appealing to his
Stella in Sonnet LIX :

Deere, why make you more of a dog then me?
* If he doe loue, I burne, I burne in loue;

and Daniel, as though in aglﬁumunt laments, “Fair is my love, and cruel as she’s fair”,

Of the many influences, secular as well as religious (the C ult of Virgin Mary), the
medieval courtly love lradition may be considered an important factor influencing these
English poets in fashioning their sonnets. It was “a doctrine about love between the sexes,
including an elaborate code governing the aristocratic lovers™ and it demanded that the
lover played the worshipper and the lady deified, as it were, basked in such attention and
adulation, The desire for physical intimacy was subservient to the enrichment of the mind
and the spivit. For such a lady the.lover did peak and pine, sigh and cry. Just look at the
yawning gap between fact and fiction. So when you read Elizabethan sonnets idealizing
women, do spare a thought for the lady of the Renaissance for whom there was little respite
from male domination and suppression.

278 Sun'm:ts

~ Eight of the elevcn prescribed poems are Sonnets and it is thus essential for you to
learn more about the Sonnet tradition, recurrent themes, structure elc. Dﬂ refer to this
section when you take up individual Sonnets for study.
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(a) Sonnet Tradition ; : 5
A WITLESS gallant a young wench that wooed
(Yet his dul! spirit her not one jot could move),
Entreated me, as e’er I wished his good,
To write him but one sonnet to his love:

These four lines from Michael Drayton’s Idea (Sonnet 21) fixes the Sonnet as a lover’s
weapon. The formula is as follows: If you happen to fall in love write a sonnet, idealize
your mistress, deify her if you can and then wait for results with hope and expectations,
(For a lfemalc-voiced ‘complaint’ read 4 Lover's Complaint attributed to Daniel). Tn a way
Sidney’s ardour for Penelope (Steila) set the trend and with great zeal poets began to write
about unrequited love, and sigh, like a furnace as Shakespeare .says, and yearn for a mis-
tress, both indifferent and uncaring. In Elizabethan England such sonnets generally came
in groups or sequences (Astrophel and Stella (108 sonnets), Amoretti (88) Shakespeare s
Sonnets (154), and with no sustained narrative.

While writing Loving in Truth Sidney may have rebuked himself with the lines, * *Fool "
said my Muse to me, ‘look into thy heart and write® ©, but when it actually came to writing
most sonneteers, Sidney included, looked into the works of their predecessors and contem-
~ poraries more keenly and attentively than into their own “hearts”. Alighicri Dante (1265-
1321) and Francesco Petrarca or Petiarch (1304-74) of Ttaly have been the strongest influ-
ence on sonnet writers ol Elizabethan England. Onee two enterprising Englishmen, Tho-
mas Wyatl and lenry Howard Surrey, introduced England to this form of personal poetry
in the early sixteenth century and, to quote Tillyard, “let the Renaissance into English
verse”, sonnetkering became a fashion, as it weie, with almost every poet in the country
writing, borrowing, imitating, plagiarizing as and when required. If Dante had a Beatrice
as the subject of his Sonnets and Petrarch his Laura, the English poets could not lag far
behind. Surrey’s lady Elizabeth appears in his verses as “[air Geraldine”, Penelope Devereux
is Sidney’s Stella, Elizabeth Boyle is Spenser’s mistress and o on. For the present I have
omitted the name of William Shakespeare, that too quite deliberately.

2.8 O Themes

Your reading of these Sonnets will make you sense the two poets’ preoccupation with
- Love and Time, the former constructive, capable of rejuvenating and the latter destructive,
cager to deface and erase. ; -

() Love: :

Much of Sonnet writing of the Elizabethan Age amounts to composing love poems
addressing one closest to the lover-poet’s heart. In the Sonnet Sequence of Spenser and
the W.H. Sonnets of Shakespeare we do expect and we do find an addressee/addressees
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demanding special attention and inspiring the pocts to reveal their feelings (sincere or
feigned) with unrestrained ardour, sometimes at the expense of dignity and self-respect.
Spenser stoops before a woman he eventually marries but Shakespeare’s warm feelings for
a “lovely boy” and passionate appeals to him raise disturbing questions even if one keeps
in mind the cult of ‘male friendship’ during the Renaissance, Issues get more complicated
in the Dark Lady Sonnets. Here Shakespeare conventional love verses involving a man and
his lady. He displays feelings which refuse to be patterned and are strikingly different from
those of his many predecessors and conlemporary sonnetects.

(ii) Time

Derek Traversi says, “Renaissance, feeling regarded Time as the enemy and solvent of
personal experience, which it wears remorselessly into insensibility”. Whatever is rooted
in Time will be destroyed by Time. No other calculation/equation works. The tussle is
between the belief that Time is both patterned and controlled by God and the realization
that Time rolls on with an energy of its own and is thus totally and absolutely unpredictable

and unstoppable. Both Spenser and Shakespeare show intense awareness of Time's inten-
tions and dark threats.

Ageing, though a part of life, has always been difficult to accept. Medical literature
supports Shakespeare’s division of “masculine identity into youth and age.” Thomas Clyot,
for example, in The Castell ofHelth, categorizes the 60-upward stage as “age deg;fcpil,“
which lasts “until the last tyme of life”, Old age has been further divided into three parts,

“green”, “middle” and “decrepit”. The calculation does little to cheer the spirit for what is
}ruulh but just a few speeding years to be followed by “sable hair” and a second childhood, |
“sans everything”. So in many of Spenser and Shakespeare’s sonnets, one does hear “Time's
winged chariot hurrying near” -Tronically, Man’s success in freeing himsell from his de-
pendence on the Sun by measuring Time and splitting it into units, has made him most

painfully aware ol the passage of Time and also of his own mortality.

However, what does not allow a pall of gloom tp settle over these poems is the poets’
resolve to accept Time’s challenge and prepare their detence accordingly. After Ovid, they
look upon their own verses as effective antidotes because their powerful lines can, they
assert, eternalize their lovers. Love too is changeless they claim-; it fortifics lovers to
withstand Time's blows.

2 0 @ Sonnet Structure

You are well aware of the fact that a Sonnet is a powerful 14-lined pnem (See paper I11
Module 10 Unit 59.1) that was brought into England from Itat_'_f English poets, including
Spenser and Shakespeare, experimented with the theme and the structure of the sonnet and
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one of the major changes, as you know, has been to replace the Petrarchan model with
the English. Petrarch’s octave (8-line grouping, rhyming abba abba) and sestet (grouping
of the 6 final lines rhyming ede cde/ed cd od ete.) have been substituted successfi ully a
4-+4+4+2 division i.e. 3 quatrains followed by a rhyming couplet. The metre, iarr pentam-
eter in this case, has been retained but not the volte or turn afler line 8. Spens rhyme
scheme, more often than not, is ABAB BCBC, CDCD, EE while Shakespe more comflort-
able with the ABAB, CDCD, EFEF, GG rhyme scheme of Surrey, not ¢ used it regularly
but also perfected it.

Before I begin the next Section on Edmund Spenser which is to be followec another on
William Shakespeare, I wish to mention that for a better understandin individual poems as.
well as general topics, you may have to turn back to this Unit as when required. Please note
that numbers within brackets indicate Sonnet numbers '

2.10 O Text : Amoretti

Amorelti is Edmund Spenser’s Sonnet Sequence consisting of 88 love poems (1 we
count Sonnet 35 which appears a second time as Sonnet 83), printed along wil! Epithalamion
in 1595. It is preceded by an appeal to Sir Robart Needhamknight.

The Text
2.10.1 Sonnet IX

LONG-WHILE 1 sought to what I might compare
those powerful eyes, which lighten my dark spright,
yet find I nought on earth to which I dare
resemble th” image of their goodly light.

Not to the Sun: for they do shine by night;

nor to the Moone: for they are changed never;

nor to the Stars: for they have purer sight;

nor to the fire: for they consume not ever:

Nor to the lightning: for they still persever;

nor to the Diamond: for they are more tender;

nor unto Crystal: for nought may them sever;

nor unto glass: such baseness mought offend her:
Then to the Maker self they likest be,

whose light doth lighten all that here we sce.

Explanation _ :
The lover finds it difTicult, if not impossible, to describe the beauty and the sparkle of
41




his lady’s bright ey”es which have the power not only to captivate his heart and elevate his
spiril but also to light up the whole world. These “powerful eyes” have no peers and there
is nothiniz on earth which is even remotely comparable to them and their “goodly light”.
They surpass the Sun because they do shine brightly even at night, they are superior to the
Moon as well because they are steadfast. The stars twinkle but with the aid of borrowed
light whereas the lady’s eyes “have purer sight”. Though bright and warm, the lady’s eyes
are not as murderous as Firc because they do not “consume” and destroy as fire does. They
are not comparable to lightning, diamond, crystal and glass. The lightning flashes and is
gone before one can cry ‘Behold” but the light in the lady’s eyes continues to shine. The
cyes are gentle, tender and not as hard as sparkling diamonds or crystals. The mistress, he
is certain, will take offence if her eyes are compared to base glass. I inally the poet looks
beyond the Carth as he realizes that her e-yes have been created by the Creator with infinite
care and are like His which “lighten” up all that human eyes can see.

Critical Analysis

Amoretti is a “fictionalized” version-of Spenser’s own courtship of his second wife
Iilizabeth Boyle and cach Sonnet in the sequence corresponds to one of the days preceding
Spenser’s second marriage on the cleventh of June 1594. An interesting mixture of per-
sonal emotions and conventional and formulaic utterances, Amoretii reminds the reader of
Dante’s Vita nuovaiwd Petrarch’s sonnets celebrating their love for Beatrice and Laura
respectively. Amoreiti has been described by Alan Sinfield as an “unprecedented puritan
humanist adaptation of the sonnet sequence to a relationship which ends in marriage™, And
this is its basic difference with the other Sequences where to love is to lose and lament,

This is otherwise a conventional love poem in the courtly tradition with the man deily-
ing his lady. Spenser uses a serics of comparisons to convey to his readers not just the
extraordinary quality of two beautiful eyes bul also the intensity of his cmotion as well as
the depth of his teelings for a woman in whose eyes he sees the reflection of the Creator. To
Neoplatonists, Petrarch’s attraction for Laura is more man’s yearning for the Good/ God.
Spenser’s love for his lady too demands a similar interpretation and the artistic intertwin-
ing of strands romantic and earthly as well as rel igious/spiritual docs support the claim that
Spenser’s love sonnets have ties with Christian liturgy.

Some readers may want Lo question and gauge the sincerity. of Spenser’s [eelings for
his lady. Is he actually enamoured of his lady’s bright eyes, we waonder, or is this a simple
case of borrowing because in Astrophel,and Stella (1580-4), for instance, Sidney too finds
in Stella’s eyes “beames so bright” and Drayton’s lady’s “sacred eyes” (35) oo disperse
their rays “with..sovereign grace™ (43)7

Did such high praise, showered at random and showered indiscriminately, so exhaust
Shakespeare that he could not but give himself and his readers some respite from this

42



cloying sweetness by assuring them in his own poem, “My mistresses’ eves are nothing
like the Sun” (130)? But, let us remember, Shakespeare in the Sonnets is not necessari ly.
the only Shakespeare. Turn to Romeo and Juliet to hear Romeo say that Juliet’s eyes are
sharper than (twenty swords. Spenser’s mistress’ eyes are gentle in Sonnet 1X but in Sonnet
X they flash fire causing “huge massacres”. As you read on you will find more of such
: contradictory statements but they need not worry you unduly for you are to keep-in mind
the [act that all these sonnets, termed personal poems and often looked upon as keys that
unlock the poets’ heart, are no more than end resulls of some vigorous intellectual exercise.

Form : Language and Style

The simplicity of style and language of Sonnet IX matches the professed sincerity of
~ the lover and the depth of his F eelings. Rhetoric, often associated with pretence and insin-
cerity, has been sparingly used. Sonnet IX is based on a series of comparisons but each is
50 simple and direct that there is no chance of the meaning getting buried under a morass
of words. Spenser has chosen some of the bri ghtest objects ranging from the Sun to glass
so that his readers are left in no doubt about the sparkle and warmth of two precious eyes.
Verbosily has been avoided and the practice has paid rich dividends. Here the use of-
Anaphora is particularly effective. The repeated use of the “nor” at the beginning of 8 lines
indicates the poet’s firm conviction,

This is a Spenserian sonnet hence the octave and the sestet have been replaced by three
quatrains through which thoughts and ideas roll and in the couplet they reach a definite
conclusion. The rhyme scheme is abab, bebe, cece. dd, obviously different from the others.

Word Notes

I. Long.compare It is a difficult comparison to make and the poet requires time.

2. Lighten...spright The eyes have the power to purify and illuminate. In Sonnet XVI
loo Spenser writes about the ‘fajr eyes” of his “love’s
immortal light”,

Nought - nothing
4. Not...Sun Note the tonal difference between this expression and the first
line of Shakespeare’s Sonnet 130,
fon.never The reference is to the waxing and the waning of the moon.
7. consuime-ever The lady’s eyes do not destroy. . :

8. Nor to..persever Once again the poet-lays emphasis on constancy as opposed to
restlessness and changeability,

10. more tender gentler and softer.

11. Crystal . transparent natural object like quartz.
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12, Such..her The lady’s integrity is beyond question and the cyes cannotl be
compared to anything suggestive of slightest bascness like glass.

13. Then..be The lady assu’mes divine proportions and is one with her Maker
or God.
14, whose..see God’s Grace illuminates the world.
Conclusion

Spenser’s tone in Amoretti TX is restrained as in the lady’s eyes the lover sces
gentleness and benevolence. Here she is not one about whom he could complain (as in
Sonnet 20) that: ' '

o her foot she in my neck doth place,
and tread my life down in the lowly foor.

The poet is at peace is Sonnet IX reminding readers that unlike his pecrs he wooed and
“won.

2.10.2 Sonnet LXXYV (75)

| have deliberately retained the archaic spellings in this Sonnet. It would do well to
compare it with Sonnet IX where the spellings have been modernized.

The Text .
ONE day | wrote her name upon the strand,
but came the waues and washed it away:
agayne | wrote it with a second hand,
but came the tyde, and made my paynes his pray.
Vayne man, sayd she, that doest in vaine assay,
a mortal! thing so to immortalize, '
for L my selue shall lyke to this decay,
and eek my name bee wyped out lykewize.
Not so, (quod 1) let baser things deuize,
o dy in dust, but you shall Hue by fame:
my verse your vertues rare shall eternize,
and in the heuens wryte your glorious name.
Where whenas death shall all the world subdew,
our lou’e shall Hue, and later life renew.

Explanation

- The poet and his beloved are by the sca and she watches him write her name painstak-
ingly on the sand again and again as the waves keep rolling on and washing it away.
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The lady rebukes him mildly for not facing facts and making vain altempts to immortalize
what is transient and’impermanent. She speaks words of wisdom arid reminds him of the
inevitable that is to come. Just as her name is being callously wiped off by the tide (stand-
ing for Time), so will she eventually be erased by Time's relentless hand. Suddenly with
[irm confidence and conviction the poet assures her that bascr things may face destruction
but she will remain alive in the memorics of men. His verse will eternalize her. Death will
claim others but will fail to efface the lovers as they will live on mainly on the strength of
their love for each other as well as on that of his verse, his powerful lines.

Critical Analysis

Sonnet 75 begins as a conventional love poem with a somewhat disturbed lover as the
main speaker. The note of dejection with which the Sonnet begins is a strong reminder of
human helplessness before the all-powerful Time. Perhaps more sensitive than ordinary
men, poets feel the pains of their mortality more sharply and react more strongly. | lowever,
in most Sonnets mistress’ are lovinglyaddressed, grievances are voiced meekly and ap-
peals are made passionately but with little or no response from the other side. But this is
one instance where the lady of the Renaissance has been considerably vocal and intelli-
gently so. The lady-love understands his disappointment and cautions him wisely. Her
logic is perfect, her vision clear. Death is inevitable and it is but human vanity, amounting
to sheer folly, to even dream of an escape. In this context what deserves special attention is
the unexpected absence of bitterness and pessimism even when human limitation is spelt
out in no uncertain terms, Time has neither been condemned as a tyrant nor has its author-
ity been accepted timidly. The lady has not even been so cautioned : :

Make haste therefore sweet love, whilst is its prime,
for none can call again the passed time,
1 il {Amoretti LXX)

[nstead confidence and conviction arm the poet, as it were, to fi ight an apparently unequal
battle and that too with dignity. Death is not for them, the lover assures, for he holds the
key to immortality. “My verse your vertues rare shall eternize”, declares the poct. Names
written on sand have but a short life, but no tide can sweep away his verse. It may escape
notice that Spenser marks only the lowly as Time’s victim. By *haser things’ has he meant
all who are of inferior status or all who have not been ennobled by love? This is followed -
by the assertion that their love is beyond Time's reach. Lines 13 and 14 affirm that Time
can touch no more than the corporal rame while love and marriage are eternal and may be
-cherished everi in Heaven.

. Do remember to turn to this Sonnet when you read Shakespeare’s Sonnet 55 and 116
(in your syllabus) for what has been claimed in Amoretti 75 has been separately proclaimed
in these two-the permanence of verse in 55 and the stability of love inl 16.

L]
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Form : Language and Style

In spite of the use of archaic words and spellings Sonnet LXXV makes easy reading.
The sonnet opens in the smooth and easy manner of a simple narrative and our interest
is arrested at once by the dramatic beginning, “ONE day I wrote her name upon the
strand”, Later the tone becomes conversational. There is no unnecessary ornamentation
that can detract attention from the central issue of mortality/immortality. The word
‘dust’ with its Biblical implication indicates human nothingness. Only occasionally does
Spenser play with words. Read line 4 and note the use of two ‘vains’, Note the use of
archaic words such as “eek” and “quod”. Spenser’s use of alliteration in this sonnet is
also to be marked, so also his use of the V and T which adds sofiness to the verse as
a whole to match the mellow mood. ¥

The *story’ of Sonnet 75 unfolds itself through 3 quatrains and is concluded in the
couplet. Spenser’s perfect handling of vowels and the wavelike rhythm of his poem can
only be appreciated when the sonnet is read aloud. Note the rhyme scheme abab bebe
ed ee, distinctly different from the Petrarchan.

Word Notes
L. strand portion of the sea-shore that lics between tide marks.
2. waues WAVES .. i
3. agayne ... hand. wrote .the name a second lime or wrote it again.
4. tyde tide.
n}adc...pra}f : the tide like a beast of prey ruins his work.
5. Vayne conceited. . ;
: Vﬁin&,,assay The word has been used to mean fruilleés. (Note the difference
in spelling and meaning between ‘vayne’ and vaine)
7. selue self, |
8. eek also. :
eek..lykewize The Lady says that in the same way one day she too :.f;.rill be
erased.
9. quod . said,
devize talk
let baser.deuize the desire to die and be wiped off should be in the minds of the
lowly :
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10. dy in dust to return to the dust from where we have sprung into existence,
live by fame: to be remembered having gained fame.

I1. vertues..eternize  the rare qualities will be made immortal

Ll heyens: - - heavens,
wryte write.
13, whenas when,
death..subdew death will conquer all.
14. our.renew Their love will be intouched by Death and will give them a

[resh lease of life.
2.10.3 Conclusion

New historicists focus on the play of power in Spenser’s sonnets. The lover is the
humble vassal enslaved by the lady’s beauty, charm and grace and the Lady, in turn, has
been empowered to captivate infirm men. men with frail hearts and so torment them that
they tannot but call her: ' '

-.mor¢ cruel and more salvage wild,
then either Lion or the Lioness.: -
shames not to be with guiltless blood defiled.. Amoretti XX

Alexander Dunlop finds it profitable to read Amorett] as “a dramatization of the process
of learning to love”. By stages the lover-poet progresses from a state of normal human
ignorance to a state of relative wisdom concerning love. With experience the lover gains
maturity. In the Aroretti Spenser has allempted a binding of elements of the neoplatonic
tradition to a sixteenth century Protestant framework. Gary Waller contends that this
Sonnet Sequence sets out “a pattern of desire that leads not to frustration and defeat but
to marriage and mutual submission to God’s will

2.11 Q Text: Prothalamion

A Spousal Verse made by
Edm. Spenser:

IN HONOVR OF THE DOV-
ble mariage of the two Honorable & vertuous
Ladies, the Ladie Elizabeth and the Ladie {Catherine
Somerset. Daughters to the Right Honourable the
Earle of Worcester and espoused to the two worthie
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Gentlemen M. Henry Gilford, and
M. William Peter Esguyers.

+
ot
+

AT LONDON,
Printed for William Ponsonby.
1596.

Edmund Spenser’s last complete published poem Prothalamion is preceded by this
dedication indicating the occasion of the poem, the date and the purpose. Frothalamion
literally stands for a song in honour of a wedding,

The Poem

~ One morning the poet chances to see beautiful nymphs gathering flowers [or the fast-

approaching Bridal day. Soon he sees two beautiful swans, white and radiant, coming
down the Lee. The nymphs welcome the birds with flowers and one sings a lovely song
wishing them endless peace and prosperity. The swans, unparalleled in their beauty, float
pracefully till they reach “mery London™ where they turn into “fairc brides” promised
to two noble lords.

The Text
2.11.1 Sonnet ITI

With that T saw two Swannes of goodly hewe,
Come softly swimming downe along the Lee;
Two- fairer Birds T yet did neuer sce:

The snow which doth the top of Pindus strew,
Did neuer whiter shew,

Nor Jove himselfe when he a E:wan would be
For loue of Leda, whiter did appeare:

Yet Leda was they say as white as he,

Yet not so white as these, nor nothing ncare;

So purely white they were

That euen the pentle "rtI'EdITIL. the which them bam
Seem'd foule to them, and bad his billowes spare
To wet their silken feathers, least they might
Soyle their fair plumes with water not so fayre,
And mar their beauties bright.

That shone as heauens light,
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Against their Brydale day, which was not long:
Sweete Themmes runne softly, till I end my Song.

- Explanation

On a beautiful and “calme” day the poet suddenly witnesses a heavenly scene. Even as
he stares wonder-struck at a “Flocke of nymphs”, he notices two beautiful swans “softly
swimming” down the Lee. The poet stares spellbound as their white feathers, whiter than
the snow on the top of mount Pindus, glitter in the sunlight, the birds’ feathers seem whiter
than the feathers of the Swan in whose shape Jove had approached the Spartan queen Leda,
beautiful and as fair-skinned as Jove himself. Such is the pristine whiteness of the feathers
that the gentle stream, so it seems to the poet, forbids the waves to touch and wet their <"
“silken feathers” lest they mar their flawless fairness. The touch of the ‘unclean’ waters
can defile the feathers that shine as bright as heaven’s own light. The bridal day is not too
far away and the poet entreats the sweet Thames to flow gently till he ends his song,

Critical Analysis

In the words of Harry Berger Jr. this spousal verse is “itself a celebration, a progress
or water-fete in honour of the double betrothal™. Tn Prothalamion, a descriptive poem,
Spenser succeeds in nearly transporting his readers to the bank of the Thames to stand
with him and watch a glorious sight. As you know, celebrating occasions such as a
betrothal, a wedding, or perhaps a birth in verse was quite a common practice in Spenser’s
time and, unlike Shakespeare, poets identified the object of their felicitation. Thus
Spenser’s spousal verse, preceded by the names of the dedicatee, has indeed immortal-
ized men and women who would have otherwise passed into oblivion.

The third stanza concerns itself’ entirely with the swans’ beauty and stateliness, both
beyond compare. As in Amoretti IX, here too Spenser relies heavily on a series of
comparisons to make it a real experience for the readers. The fairness of the swans’ plumes,
it is obvious symbolizes purity and chastity, Hence the birds (which turn into brides) have
been made whiter than Leda, violated and defiled. Was it Spenser’s way of pleasing the
ladies and the lords by presenting the brides as innocent and angelic virgins? Possibly.

Mark the reference to Jove and Leda. Allusions .to the Ovidian myths of Leda and
the swan and to the Virgilian myth of Venus and her swans show Spenser presenting
himself as “an Orphic poet serving a national ideal of wedded love.” Words such as “For
loue of Leda™ bring to mind the love tale of the two legendary figures and the romance
and the impending marriage of two lovely ladies with two handsome young lords. |

Scholars find it satisfying to compare Spenser’s Epithalamion and Prothalamion
much to the letter’s disadvantage. In Epithalamion, celebrating Spenser’s own marriage,
Selincourt finds a “magic union of the lover’s passion with deep religious feeling.”
Prothalamion lacks this depth but there is evidence of the typical Spenserian blending
of romantic love and reverence.,
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Some readers do hear a pronounced elegiac note in Prothalamion. They argue that
if one “allows ‘brydale day® a second meaning” and reads it as the “final bridal of soul
in eternity,” the elegiac note can be explained. The poet’s plea that the river should flow
slowly is also his request to Time to slow its pace. Even on such a festive occasion, the
footsteps of Time do not go unheard.

If you take a close look at the ten stanzas of the poem you will f"md the line, “Sweete
Themmes runne softly till I end my Song™ being repeated at the cnd of every stanza. This
is preceded by the line “Against their Brydale day, which was not long”, though with
a few variations. Together this may be termed a “refrain” which is generally used in
ballads or in songs and appears at the end of each stanza. “The woods shall fo me answer
and my Eccho ring”, for instance, is the refrain in Epithalamion. Let me mention that
the refrain of Prothalamion was later used obliquely T.S. Eliot in The Wasteland where
the gentle Thames is muddy and polluted.

Form : Language and Style

Like most of Spenser’s poemns, Prothalamion is easy to read. Note once more the use
of the V and T sounus which has helped'Spenser to make the. fleecy softness of the
swans and the gentleness of their movement on the Lee near-palpable. Assonance and
alliteration have heightened the musical effect, for let us not forget that this is a wedding
song and in the seventh stanza there is a song within a song. Scholars hold that when
it comes to detailing and describing an object strand by strand, the plumes of the swans
in this case, Spenser comes close to Botticelli.

The third Stanza like the rest of the poem has eighteen lines and line 9-18 are in rhyming
couplets, Alternate lines rhyme in the first 8 lines.

Word Notes
1. Swannes archaic (old) spelling of "Swans’,
goodly hewe of beautiful colour.

2. downe down.

3. fairer.seen the poet has never seen birds to white and beautiful.

4. .Pindus a mountain in Greece.

5. shew show.

6. Jove a poetical equivalent of Jupiter, the supreme God of the Ro-
o mans.

7. Leda wife of Tyndareus, King of Sparta. A

smitten Jove approached her as a swan and
she bore him Castor, Pollux and Helen.
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7-8 - The feathers have beep Compared to spow Suggesting whitenegs
as well as softness. : :

9. neare near, closer
I1. even even,
12. foule foul
bi.ﬂnws _ wives,
14, soyle NPy ~ soil, to dirty, make unclean,
fayre fair,
16. haveng heavens, :
17, AgainsL,day in Preparation of the bridal day. b I
18. Sweete..softly The poet entreats the sweet Thames to 1y of flow gently, Time

cannot be stopped, the POet can only request jt to slacken jis pace,
2.11.2 Conclusion
Pm.ffmfnmfon,':mtwithstandfng its pictoria) beauty, js duﬁnf:efy not one of Spenser’s
Ereatest creationg, Modern readers are critical of Spenser’s omission of the human -

Predicament in his Spousal verse, In 7he Man in my Heqy With a Gun, the South African
poef Wendy Woodward makes a pointed comment : :

Spenser’s Prothalamijon
takes [itt]e account of howy
she was feeling...

Spenser’s Frothalamion bypasses issues of serioys import. Moreover, having found
their voice, afler de-colonization non-European readers, have taken 5 slrong exception
fo Spenser’s eXcessive ¢mphasis gn whiteness, Why shoulg beauty, chastity, purity he
suggested dnl;—,f by white, the European coloyp? This question disturbs 5 section of the
readers ni'fmrﬁafammn, Spenser would Want us to remember that he belonged o ap age
where whftcnessfﬂlirnes:-: was a sign’ of trye 1‘1:i*:-1im'nit_1;,r and the Queep too whitened:

herself furthep for more reasons than one, Sgjj| the feeling lingers, ;
2.12 Q The Faerie Queene :

If Spenser is to man :
credit goeg largely to his MAgnum opus The Faerje Queene, In November 1589 the printer
received the fipst three books and they were entered in the Stationers® Register i December,
ﬁccm'ding to Amorett 8Q, the Poel completed the second instalment (Books IV-V1)




shortly before his marriage but they were printed only in 1596. The book has been very
judiciously dedicated to the “most mighty and magnificent Empresse Elizabeth by her
#most humble servant: Ed Spenser.” '

9.12.1 Plan of The F aerie Queene

The plan for this work of epical proportions was expounded in an introductory letter
written by the author t0 Sir Walter Ralegh. He had most ambitiously planned twenty-four
books (only six were written), each of the first twelve concentrating on the adventures of
one of the Queen’s knights on the twelve successive days of her annual festival. Holding
the strands together are Gloriana and King Arthur. As each book deals with a separate
adventure, almost complete in itself, The Faerie Queene remains more episodic than a
single narrative. Yet the stories do diverge from “a common centre”, It is Gloriana’s court
from where the action begins and to it all return. Read The Faerie Queene and note the
existing similarities between a few of these adventures and some in the Odyssey, Beowulf,
the Adventures of Sindbad the Sailor and Hatim Tai.

{n which slot do we place this poem, SO encyclopaedic in design? As fold to Ralegh, the
poem has been written to “fashion a gentleman of noble person in virtuous and gentle
discipline” and Spenser did declare, “Fierce warres and faithful loves shall moralize my
song”. Read carefully and you will agree that The Faerie Queene is epical, it is a tale of .
chivalry, a religious and educational ireatise, an allegory etc. and all of these, However,

Gary Waller would like to describe the poem as “primarily, 8 patriotic, Protestant epic”.
2.12.2 Allegory

An allegory as you know is “a figurative parrative or description conveying a veiled
moral meaning”. Some of the most well-known allegories in English Literature you are
aware are Pearl, Sir Gawain and the Green Knight, The F aerie Queene and John
Bunyan's The Pilgrims Progress. In Spenser’s most ambitious work, we may say with
Milton, “More is meant than meets the ear". The Faerie Queene may tell of knights and
damsels, of wars and loves, of heroism and deceit but the heroes are “concepts and univer-
sals” and their encounters may be seen as the eternal clash between Good and Evil, be-
tween Virtue and Vice, between the holy and the unholy. The Faerie Queene is 8 moral
allegory “charged with the subtlest moral significance™. In Book | you are made aware of
constant clashes between the English Reformed Church _which claims to be the true one,
and the “false” Church of Rome. Una's parents, S0me hold, stand for the primitive church
of Jerusalem. The Red Cross Knight represents the Anglican Church and holiness, Duessa
is falsehood and Archimago hypocrisy. Sir Guyon is Temperance, Artegall symbolizes
Justice, Lucifera and Orgoglio, despite controversies, stand for Pride. The fall of the Red |
Cross Knight and his ultimate victory symbolizes Christ’s death on the Cross, the Resur-
rection, and the ultimate triumph of Good over Evil. Their rescuer is Arthur representing,

+
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Magnificence.. Hence despite romantic adventures, weddings and jubilations, the reader is
expected to remain aware of these personifications and symbols which in turn take this
Renaissance poem closer to “a medieval allegory”, Even the names have been “mm'pused
according to a certain allegorical rationale”. For instance, Belphoebe is the “beautiful,
pure one”, Gloriana is Glory.

Let us also remember that Edmund Spenser was an Elizabethan aware of Court in-
trigues, sensitive political/religious issues, clashes and encounters. So we may look for
political allusions and also find them casily. In Gloriana, Belphoeba, Britomart, for in-
stance, there is Queen Elizabeth I. The wicked Duessa understandably stands for the Ro-
man Catholic Church in Book I and then for Mary Queen of Scots in the fifth book. Arthur
is sometimes Sidney, sometimes Leicester, Upton and Craik have identified Sir Guyon
with Essex and Archimago with the Pope. Allegorical references have been made to many
more historical events such as the defeat of the Spaniards in the Netherlands, the Spanish
Armada, the English occupation of Ireland and the execution of Mary Queen of Scots.
Canto X of Book II contains a chronicle of British monarchs ranging from Brut to Eliza-
beth I. Not for nothing has The Faerie Queene been termed a public poem like 4 Mirror
Jor Magistrates. : :

The facts stated-should give you some idea of the topicality as well as universality of
this poem on which much of Edmund Spenser’s fame rests. We readers may legitimately
claim that in The Faerie Queene one does find a teft beyond the text. But as Hazlitt has
assured, you may read Spenser’s poem and enjoy it without nieddling with the allegory.

'2.12.3 Excerpt I

The first excerpt is from The Faerie Queene Book 1. George, the Red Cross Knight,
bound to serve the Queen of the Fairies for six years, succeeds in his mission of slaying a
dragon who had Una’s father’s kingdom in its clutches. Quite naturally the king offers
Una’s hand in marriage. The union of the Knight and Una is a bonding of Holiness and
Truth for the spiritual deliverance and salvation of the human race. But even after marriage
Saint George must continue to serve the Fairy Queen for duty has to be discharged and
loyalty to the Queen has to be exhibited. The excerpt below is from Canto IX and we see
Arthur in conversation with the Red Cross Knight and Una, '

" The Téxt
CANTO IX (13-17)

For-wearied with my sports, I did alight

From loftie steed, and downe to sleepe ine layd;
The verdant gras my couch did goodly dight,
And pillow was my helmet faire displayd:
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Whiles every sence the humour sweet embayd.
And slombring soft my hart did steale away,
Me seemed, by my side a royall Mayd

Her daintie limbes [ull softly down did lay:

_ So faire a creature yet saw never sunny day.

Most goodly glee and lovely blandishment

She to me made, and bad me love her deare,

For dearely sure her love was to me bent,

As when just time expired should appeare.

But whether dreames delude, or true it were,

Was never hart so ravisht with delight,

Ne living man like words did ever heare,

As she to me delivered all thatnight;

And at her parting said, She Queene of Faeries hight.

When | awoke, and found her place devoyd,
And nought but pressed gras, where she had lyen,

- T sorrowed all so much, as earst I joyd,

And washed all her place with watry eyen.

From that day forth 1 lov’d that face divine;

From that day forth I cast in carefull mind,

To seeke her out with labour, and long tyne?

And never vow to rest, till her | fmej)

Nine monethes I see®e in vaine yet ni’ll that vow unbind,

Thus as he spake, his visage wexed pale,

And chaunge of hew great passion did bewray;

Vet still he strove to clbke his inward bale,

And hide the Smoke, that did his fire display,

Till gentle Una thus to him gan say,

O happy Queenc of Faerics, that hast found

Mongst many, one that with his prowesse may

Defend thine honour, and thy foes confound:

True Loves are often sown, but seldom grow on ground,

Thine, O then, said the gentle Rederosse knight,
MNexl to that Ladies love, shall be the place,

O fairest virgin, full of heavenly light,

Whose wondrous faith, exceeding earthly race,

Was lirmest fixt in mine cxtremest case.

And you, my Lord, the Patrone of my life,

Of that great Queene may well gaine worthy grace:
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For onely worthy you through prowes priefe
Yf living man mote worthy be, to be her liefe.

Explanation

13, An exhausted King Arthur dismounts to lie down on the soft grass, his helmet
serving as a pillow. Sleep steals away his senses and robs him of the iron control that he
always has over his heart and feelings. In a strange dream-vision he sees at his side aam;-.ral
maid, exquisitely beautiful.

I4. She gladdens his heart by her vows of love and entreats him to love her just as
intensely as she loves him. Arthur is not too certain whether it is reality or just a misleading
dream which deceives and deludes. What he knows for certain is that no human heart has
ever been filled with such pleasure and ioy as his nor has any human car ever heard such
wonderful words as he has. All night the lady whispers words of love bul only while bid-
ding farewell she discloses that she is the ‘Faerie Queene’. .

I5. When Arthur wakes up the next morning he realizes that the lady has disappeared.
Only the flattened grass bearing the imprint of her body tells of her presence the night
before. Arthur now grieves just as much as he had rejoiced. The tears from his eyes wash
“all her place”, He is so enamoured of the Faerje Queene that he resolves to seek his
beloved. He vows not Lo rest till his mission is successfully completed and for the past nine
months he has been searching, but in vain.

16. Even as Arthur speaks, his countenance turns pale, Yet the King makes all possible
efforts to veil his feelings and the fire smouldering within. It is then that the gentle Una
hails the Fairy Queen as one of the happiest on carth as she has found such a true knight, s0
powerful and gallant in deeds and so firm and constant in love and allegiance. She laments
that the earth has not too many genuine lovers to show even though many may wish to lay
claim to the epithet.

17. Ashamed of his past infirmity and failure, the Red Cross Knj ght speaks aloud to set
Una’s mind at rest. le promises to give her the second place in his heart, next only to the
[airy queen, since loyalty and allegiance bind him to'the sovereign. He vows to discharge
his bounden duty to Gloriana as well as to Una whose parents he must rescue, The Knight
then addresses Arthur, “the patron of his life™, and prays for his success in his quest for the
Queen because Arthur alone is the worthiest knight, the only one who can hope to be the
Fairy Queen’s chosen one.

Critical Analysis.

This excerpt introduces you to Arthur and makes you aware of his relationship with
the Fairy Queen who has given her name to the poem. Arthur has met the Fairy Queen
in a dream or a vision which is not to be taken lightly for a poet like Spenser had to be
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aware of the significance of such dream-visions in literature of the Middle Ages. Remember
some of the important dreaming males—Chaucer’s Troilus and Chaunticleer? Their dreams
are disturbing, unpleasant, hostile. But Arthur’s is pleasant and beneficial to Mankind
because with it begins a mission that ultimately ensures the destruction of Evil.

These stanzas unfortunately say nothing about Arthur’s impressive personality and
exemplary valour save what is implied in the lines describing the exhausted hero who
jumps down from his “loftie steede”. Here Arthur is a romantic figure, a lover smitten by a
lady who has visited him in his dream. He thus does not talk of his conquests in these
stanzas instead, like any distressed lover, gives full expression to his feelings for a lady
who once did whisper words of love in his ears. The mighty Arthur too pales into an
ordinary lover sighing for his lady-love.

Arthur’s love for the Fairy Queen is one of the central motifs of the poem and it is said
that the whole poem may be described “as an allegorical expansion of Arthur’s quest™. In
abstract terms this is “the quest of Eros for the heavenly beauty, and as such it can find no
fulfilment in any good short of the highest of all, good itself.”

Due to the attention Arthur demands, readers may overlook Una. She is seen consoling
Arthur in his grief, but mark her words. She is mildly upbraiding.the Red Cross Knight for
his infirmity, Spenser’s women like Shakespeare’s do have a voice that demands altention.
Thus here the lady’s rebuke yields results and the Red Cross Knight gains control over
himself. His words too are significant for they raise the issue of allegiance and duty and
confirm that nothing, no emotion, can be more important than loyalty to the Sovereign.
This should have gladdened the heart of Spenser’s own Queen. '

This excerpt, as you see, involves three virtuous characters of the First Book and Gloriana
makes her presence felt. So. you ought to know a little about them.

2.12.4 Notes

Gloriana

Gloriana is the fairy queen and all actions begin from her court and end with her knights
completing their mission successfully. She appears to Arthur in a dream and he sets out to.
seek her. Since Glu_riana is Queen Elizabeth 1, Arthur should remind one of Leicester.

Arthur

1 am sure you are familiar with the name of Arthur, the King of Britain. It is believed
thiat there was some chieftain of the 5lh or 6"1 century who later on became famous in
literature as Arthur, the head of a galaxy of knights, unparalleled in prowess and virtue. To
Geoffrey of Monmouth goes the credit of making Arthur such a popular figure and in his;
Historia Regum Britanniae Arthur appears as a dashing romantic hero. To the Elizabethans
Arthur was perhaps the ruler of England and his world, the “unified Britain”, In Spenser’s
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poem too Arthur is Magnificence. It is believed that his diamond shield suggests that he is
God’s representative on earth.,As we are now concerned with Books I and IL, it would do
well to remember that in the foriner Arthur is “the instrument of divine grace” while in the
latter he is “the symbol of magnanimity”,

The Red Cross Knight

The Red Cross Knight has been identified as Saint George and the Anglican Church.
Spenser describes him in Canto [ as a “Gentle Knight” clad in “mightie armes and silver
shielde” and on his breast he bore a “bloudie Crosse”, He is also the champion of Holiness.
This Knight, undoubtedly gallant and virtuous, has human lapses and fails on a number of
occasions. He falls prey to Archimago’s deceit but his ultimate triumph with the help of
Arthur, “symbol of the ardor and art of God's Grace”, and Una or Truth and Holiness,
signifies moral victory attained through external aid and inner strength and resolve. The
Red Cross Knight-Arthur relationship signifies concord and harmony.

Una

Spenser describes Una in Canto I as a “lovely Ladie”, “pure and innocent™ as the lamb
that walks by her side. She faces innumerable problems that endanger her person as well as
her honour. No weakling, Una braces herself up to face challenges of the fiercest nature.
She guides the Knight and leads him into the House of Holiness. This beautiful damsel is
no weakling. She can lead Arthur and show him Orgoglio’s castle. The beautiful and virtu-
ous Una stands for true religion and Truth.

Form : Language and Style

Spenser’s diction is “decorative” but the style is both “familiar and easy”, rather too
easy according to modern readers. C. S, Lewis defends the poet stating that he belongs to
“an older narrative school” and has in view men “who have settled down to hear a long
story.” Spenser’s language occupies a position between Chaucer’s and Shakespeare’s. As
P.J. Alpers put it, Spenser’s pictorial description “renders real visual experience”. The
weary Arthur and the beautiful Fairy Queen seem to come alive through his description.
The use of archaic words aids in re-creating the colourful past, Note the abundance of the
Vand T sounds in the first stanza in particular and they do create a soporific effect.

Spenserian Stanza -

Edmund Spenser has given his name to the stanza in which he has written this poem.
Look at the stanzas carefully and you will be struck by the uniformity. It is said to be an
improvement on Ariosto’s aftava rima or the eight-line stanza and bears resemblance to
Chaucer’s verse form used in the “Monk’s Tale”. Each stanza comprises eight five-foot
iambic lines but the ninth has six feet and is an alexandrine. As you must have guessed
alexandrine’ does have a connection with Alexander the Great. Some French verses of
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the 12 and 13" century on this Greek King were written in this metre and the name has
stuck to it. The rhyme scheme of the Spenserian stanza is ababbcbee. You will [ind
Thomson, Keats, Shelley and others using the Spenserian Stanza in their poems,

Word Notes

Stanza 13
|. Forwearied
2. loftie steed

sleep, .layd
verdant gras :
dight

fayre

SCNCE

hulllour.,;::11lma1yd

5. slombring.
7. royall Mayd
Stanza 14

. blandishment

when-expired -

5. dreames...delude
6. never.delight
7. like wordes

9. hight

Stanza 15

1. devoyd

2. lyen

3. earst

4. walry eyen

5. divyne

7. with labour tyne

cxhausted.

magnificent horse,

overcome by sleep.

lush green grass.

déck, adorn.

fairy

sense.

soft and sweet sleep embalmed or bathed. -
slumb ing.

royal maid i.e. Gloriana.

coaxing, soft and gentle manner of speaking to get the work done.
in due course.

dreams do mislead and deceive.

never was a heart so full of joy.

such words, similar words,

was called.

© devoid.

Jain.

a short time ago, lately.

watery eyes, tears or eyes filled with tears.
divine.

with effort but in vain.
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8. never, fynd
9. nyne monethes
ni'll
yet ni’ll.unbynd
Stanza 16

—_—

visage..pale
And., bewray
strove..bale
fownd

prowesse

e L L

conlownd

9. True loves..grownd

Stanza 17

2-3. Next-virgin

in my...case

And. lile

o W

Queene
priefe

liefe

e o o8 =

-Q.annci}:..iie fe

2.12.5 Excerpt IT
BOOK 11

vowed never to give up or rest before finding her.
nine months.
‘ne will’ meaning *will (1) not.

yet will [ not break the vow.

inner turmoil leaves its mark on the face which has turned palé.
the change of facial colour betrays his intense feelings.

tries to conceal his intense feelings, the fire within him.

found.

bravery, exceptional ability.

confound,

True lovers, steadfast and loyal are rarely to be seen in this world.
It is said that this is Una’s veiled rebuke to make her knight con-
scious of his failings.

In the Knight’s heart Una’s place will be second only to Gloriana, -
indicating the importance of Duty, -

when my fortune was al its worst.
This refers to King Arthur as well as to the Earl of Leicester.

Gloriana and Elizabeth T,

~ proved.

dear, beloved.

You are the only one worthy of her. Scholars believe that this is as
much about Arthur and Gloriana as about Queen Elizabeth I and
her intended marriage to the Earl of Leicester

The Second book of The Faerie Queene focuses on the adventures of Sir Guyon, the
Knight of Temperance, commissioned by the Fairy Queen. This book with its twelve can-
tos tells of Guyon’s many encounters including one with the two wicked brothers Pyrochles
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and Cymochles. A victim of Archimago and Duessa’s deceit he is also on the verge of
attacking the Red Cross Knight. One of his greatest feats is the destruction of the Bower of
Acrasia who turns men into beasts after using them to “feed” her “luste”. As he has the
great Arthur by his side, Guyon finally triumphs. L

The Text _
The Bower of Bliss
CANTO XII (70-75)

EftSoones they heard a most melodious sound,

Of all that mote delight a daintie eare,

Such as altonce might not on living ground,

Save in this Paradise, be heard elsewhere:

Right hard it was, for wight, which did it heare,

To read, what manner musicke that mote bee:

For all that pleasing is to living care, .

Was there consorted in one harmonee,

Birdes, voyces, instruments, windes, waters, all agree.

The joyous birdes shrouded in chearefull shade,
Their notes unto the voyce attempred sweet;
Th* Angelicall soft trembling voyces made

To th’instruments divine respondence meet:
The silver sounding instruments did meet

With the base murmure of the waters fall:

The waters fall with difference discreet.

Now soft, now loud, unto the wind did call:
The gentle warbling wind low answered to all.

There, whence that music seemed heard to be,
Was the fair witch herself now soliciting,
With a new lover, whome through sorcery
And witchcraft, she from far did thither bring;
There she had him now laid slumbering,
In secret shade, after long wanton joys.
Whilst round about them pleasantly did sing
Many fair ladies and lascivious boys,

That ever mixt their song with light licetious toys.

And all that while, right over him she hung
With her false eyes fast fixed in his sight,
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As seeking medicine, whence she was stung,

Or greedy depasturing delight;

And oft inclining down with kisses light,

For fear of waking him, his lips bedewd,

And through his humid eyes did suck his spright,
Quite molten into lust and pleasure lewd;
Wherewith she sighed soft, as if his case she rued.

The whiles some one did chant this lovely lay:
Ah see, who so fair thing doest fain to see,
In springing flower the image of thy day;
Ah see the virgin rose, how sweetly she
Doth first peep forth with bashful modesty,
That fairer seems, the less ye see her may;
Lo see soon after, how more bold and free
Her bared bosom she doth broad display;

Lo see soon after, how she fades, and falls away.

So passeth, in the passing of a day,
Of mortal life the leaf, the bud, the flower,
Ne more doth flourish after first decay,
That erst was sought to deck both bed and bower,
Of many a ladie, and many a paramour:
Gather therefore the rose, whilst yet is prime
For soon comes age that will her pride deflower:
Gather the rose of love, whilst yet is time.
Whilst loving thou mayst loved be with equal crime

Explanation

70. Soon Sir Guyon and his companion hear a melodious sound, most pleasing to the
ear and befitting the location, a Paradise on earth. Such is the sweetness of the song that it
seems as though birds’song, human voice, instruments, the warbling of streams, the blow-
ing of the breeze, in fact all that is melodious and pleasing in nature as well as in art, have
harmonized to create an extraordinary effect. Y

71. The happy birds hidden in the shade sing sweetly and the music mingles softly
with the soft voices of men and women and the notes of the musical instruments within the
r*ower. The sharp and sweet note of the instruments are in complete harmony with the
deep sound of the waterfalls, suggesting a mixture of the bass and the trcnmln The notes
that rise and fall seem to match the gentle music of the wind.

72. In the Bower from where the music flows, lies the “fair witch” comforting her new

lover whom she has entrapped and brought to her garden, There she has placed him, sound
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asleep aller “lﬂng wanton joys” or sensual pleasures. As the witch lies in gay abandon,
round them sing many beautiful ladies and lustful boys who indulge in licentious activities
and sensual enjoyment as well,

" 73. As the young man sleeps on defenceless and vulnerable, the witch peers into his

' face and her false eyes are fixed on him as if seeking comfort and solace for the wounded

heart. It appears as though she has received love wounds and is appealing to the lover for a
balm. Every now and then she bends down to moisten his lips with sofl kisses and in the
process sucks, as it were, his spirit and soul through his moistened eyes, “depasturing” or
devouring delight. Quite drunk with sensual pleasures, the lascivious witch sighs softly as
if to pretend that she cares and pities the young man.

74. Just then some one begins to sing a sweel song calling all who wish to enjoy so
lovely a sight. She draws attention towards the blossoming rose as untouched as a virgin
and wants the listeners to sce how like a coy maiden she shyly begins to open her petals.
Her undisclosed beauty is breath-laking. Soon with the passage of time the petals open in
full glory and the full-blown rose holds herselt up to view boldly like a maiden in full
bloom. Unfortunately, soon it is past its prime and as Nature wills, it wilts and fades away.

75. The singer cautions. It is not within our power to stop the movement of Time and
hour by hour we move towards our end. The rose that is in full glory adorning the bed and
the bower of ladies and their lovers withers away and so does youth. Therefore one must
make the most ol one’s young age, gather flowers i.e. enjoy life to the fullest while youth
still lingers on because sooi old age will creep in to begin the process of decay and de-
struction. The advice to lovers is to make most of the time and enjoy life to the fullest and
to give and receive love with equal passion.

Critical Analysis

Sir Guynn‘and the Palmer enter the enchantress Acrasia’s Bower of Bliss. The two
men have the feeling of having set foot in “the most dainite Paradise on ground” (Stanza
58) after having seen the whirlpool of Decay as well as a “host” of “huge sea monsters™.
The Bower of Bliss is a delight to the senses. Here vines intertwine wantonly to form an
arch, inviting people to taste “their luscious wine”. It would do well to remember that the
more sensual the description the; stronger is the suggestion that this is not a bower of
“hliss” offering pure and heave:q}r happiness. It is a false paradise, a golden snarc that
makes escape impossible. It is Acrasia’s bower, a prison. This is “a parody of Eden”,
harbouring deceit, treachery and falsehood and here destruction instead of regeneration is
the way of life. Like the House of Pride, the Bower is “insubstantial”. Any reading of the
Bower of Bliss should make us aware of Spenser’s debt to Ariosto and Tasso and the -
gardens of Alcina and Armida in Orlando Furioso and Gerusaiemme Liberata respec-
tively. Little wonder that Spenser’s poem has been labelled a “learned poem™.
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With her wiles and smiles Acrasia is a dangerous predator. She robs men of their good
sense, corrupts their minds and casts a spell leaving them as degraded and base as the men
who Circe transformed into swines, In Acrasis’s bower there is no metamorphosis (physi-
cal change) only a conquest of the mind, Marsilio Ficino speaks of “Venus,” who “drains
her victim, little by little...” “To lure her victims into the bower, Acrasia “a comely dame”
dresses in clothes “fowle disordered” and “vnmeet for woman hed”, (54) The New Lover,
her latest victim, is Verdant and Acrasia’s enslaving of this young man suggests the sap-
ping of youth and vitality. The tearing down of the Bower may also bé explained as the
“soul ridding itself of its subservience to sexual excitement” and thereafter channelizing
impulses judiciously.

In striking contrast to the fiaschood and lechery is the lovely lay which in a distorted
way spells out a truth, the truth about impérmanence and mutability. Do read Spenser’s
fragment on Mutability. The philosophical content of this song matches the life led within
the bower and the Epicurean delights offered therein. The Carpe diem theory (see note), it
must be said, has been propagated with greater zeal than in Horace. Note that the entire
emphasis here is on physical enjoyment. Do not miss the veiled threat as the singer warns
and cautions the listeners about the pace at which relentless Time flics.

The Bower of Bliss, a critic’s delight, has over the years been read, re-read re-valued
and re-interpreted. Questions raised are many in number. Is Guyon a Christian destroying
a pagan bower with uncontrolled religious fervour or is he pleasing a monarch by destroy-
ing an alien culture and retaining his own cultural superiority? Has the destruction of the
Bower been prompted by the feelings with which Troy was set on fire or Lanka reduced to

- ashes in the Ramayana, a feeling dangerously close (o either envy at the Others’ opulence
or pure sadism? Is it that the male feels uncertain and uncomfortable in the presence of a
woman exuding great confidence and power?Acrasia embodies sexual power and her en-
slavement of young men in her victory in a gender war. Or is it thaffemale authority is to be
despised in general and tolerated only when, like Britomart, women slip into male cos-
tume? If so, then why did the knights in the poem and Edmund Spenser in England accept
Gloriana/Elizabeth I’s supremacy to meekly, prompting many like Marx to decry the bla-
tant display of servility? The question are too many.

Elizabeth was England’s queen and “Elizabeth Tudor”, Leonard Tennenhouse rightly
claims, “knew how to display her power as a queen”. The portrait of the female monarch
on her throne with the Pope at her feet as well as the Ditchley portrait showing her standing
on the map of England confirm, as it were, her determination to prove her supremacy
despite her gender. Her authority had to be accepted but this allegiance could in no way
lorce a Spenserian Knight, Gloriana’s “servant”, to be the vassal of any representative of a
different culture. The ‘Other’, distanced from the self, has to be hounded by the superiors
and destroyed ruthlessly, rendering reconstruction impossible. Thus the Bower, an alien
land with an alien culture, is destroyed with a ruthlessness not becoming Temperance.
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* Stephen Greenblatt reads into this book the “European response to the native cultures
of the New World, the English colonial struggle in Ireland and the Reformation attack on
images”. It is the beauty and opulence of Acrasia’s domain that bedazz/es the knight just as
Indian treasures affected the English. See how racism rears its ugly head. Acrasia’s
‘depasturing’ suggests cannibalism, and the pleasures of the Bower, the drugged sleep of
Verdant, are all suggestive of the West’s own reading of Eastern/Indian pleasures which
they are happy to label as Epicureanism. Eroticism in the Epithalamion is acceptable but
not in Acrasia’s Bower, This is a misreading, if not a deliberate misunderstanding, of cul-
tures other than European. But it must have been highly satisfying for Spenser’s English
readers to ‘witness’ their Knight’s through destruction of another civilization, which, as if
by common consent, has been presented as alien, unholy and repulsive. '

Notes
Sir Guyon

Sri Guyon is yet another gallant knight commissioned by Gloriana and he destroys
Acrasia’s Bower of Bliss. He is Temperance or the golden mean. As he is a Saviour figure
and does release men from the witch’s spell he has been called a new Adam redeeming
man and releasing him from Satan’s clutches. However, Sir Guyon is not invincible. His
temporary slip indicates that Sir Guyon has his natural limitations like all mortals. Like the
Red Cross Knight he too requires Arthur’s help to tide over difficulties.

Aecrasia

Against Una’s spiritual beauty we may place Acrasia’s sensuous looks, satisfying the
eye and raising carnal desires in men. In this Book Acrasia is thefemme fatale, a *fatal’
- woman, who makes it her mission to destroy men by luring them into her clutches. Kin to
Circe (Homer), Alcina (Ariosto) and Armida (Tasso), Spenser’s Acrasia is dangerous. The
enchantress is responsible for the death of the noble Sir Mordant (who represents the weak-
ness of our physical or “fleshly” nature). She is intemperance and her name in Greek
suggests want of self-control or moderation. This beautiful enchantress, Cymochles” wife, .
who lives in the Bower of Bliss, a jewel on a floating island in a lake or a gulf, knows how
to play love games to perfection. Unlike Alcina and Armida, Acrasia is more vibrant in a
negative sense. She sweats, sighs, kisses and depastures. Her Indian siblings are the lovely
sorceresses who fall before Sindbad and Hatim Tai. Acrasia should remind you also of the
beautiful lady who leaves knights haggard and woebegone in Keats® La Belle Dame Sans
Merci. Acrasia’s imprisonment has also been read as a parallel to the incarceration of Mary
by Queen Elizabeth.

Carpe Diem

Don’t trust tomorrow’s bough
For fruit, Pluck this, her, now.
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This is a translation ol the concluding lines of Ode 1. xi of the Roman poet Quintus
Horatius Raccus better known as Horace. The last line of the original reads, “carpe diem
quam minimum credula postero™ of which the words carpe diem concern us directly, It
means “scize the day™ and lays stress on life’s impermanence and the pressing need to
make the best of the present and enjoy the pleasures of life while still there is time, So in
Amoretti the poet urges his love to take Time “by the forelock™. “Gather ye rosebuds, while
ye may”, urges Robert Herrick as if in acknowledgement of this urge. You may also read
Andrew Marvell’s To his Coy Mistress and Edward F itzgerald’s translation of the Rubaiyar
of Omar Khayyam. Since this philosophy is to a large extent Epicurean, many hold it as an
obstacle to salvation.

Form : Language and Style

Spenser has often been likened to a Rubens and a Botticelli, The Bower exists. Every
bud, every leaf and flower seems palpable arid Acrasia comes alive with her sensual beauty,
Spenser’s description of the golden ivy seems to anticipate Baroque sculpture and archi-
tecture. Very rightly has it been said that reading these stanzas is like watching a colour
film to the sound of soft and soothing music. Once again you will see the artistic use of
the’s” and T sounds in Stanzas 70-7T where the poet concentrates on music, natural and
man-made. Read Lord Tétinysmi"s The Lotos Eaters and as you take a trip into that land of
sleep and inaction, you will be Rti'ongl}f reminded of Edmund Spenser. As always, Spenser
has relied heavily on assonance and alliteration for that lilting music of his verse. Note the
use ol archaic words like “eftsoones”, “wight” and the power behind that one verb
“depasturing”, Mark the words “bared bosom?, the decking of bed and bower all suggest-
ing sensuality.

You have already been told about the Spenserian Stanza which has been used in this
excerpt as well. ' '

Conclusion

The Faerie Queene is “Art become a work or’ State”. Tt is more than a poem, it is a part
ol Elizabethan Culture. Spenser’s masterpiece is dedicated “to the praise of the Queen, her
Court and the cultural practices by which the Elizabethan regime established and main-
tained its power”. In the excerpts selected for your study you have before you much that
was venerated in the age—loyalty, valour, holiness as well as all that was decried and
received public censure. A moral and a political allegory. The Faerie Queene stretches
across the Age and beyond, beyond boundaries of space and time to be read and admired as
a fascinating as well as a great poem.
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L

Q.
Stanza 73

Word Notes

Stanza 70

1. Eftsoones
they

2. mote

5. wight

8. consorled

Stanza 71

2. attempred

4, respondence

6. base

7. waters...discreet

9. wartbling

Stanza 72

1. whence

2. fair Witch
solacing

3. new Lover
SOrcery

" 4. thither.

5. a-slumbering

6. wanton joys

8. many th.ir, boys

licentious toys

seeking...stung
greedily. delight

soon, soon after, forthwith,

Sir Guyon and his squire, the Palmet.
may, might, must.

human being, person.

united, combined,

brought into harmony.

response. .

evil, bass or dccp-tonad.

water cascades with moderate variations.

singing.

from where

Acrasia

comforting.

Verdant. The word ‘new’ shows that Acrasia is used to changing
her lovers. '

witcheraft,

there,

sleeping,

sensual pleasures,

there were many beautiful women and lustful boys. Cf. Marlowe’s
Edward IT Act 1. :

playthings, equally wanton and sensual.

as though looking for a cure, to heal where she had been stung,

eagerly and hungrily consuming as cattle graze and devour.”
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3
-4

5.

9.

6. bedewed
7. spright
8. pleasure lewd
9. rued
Stanza 74
l. chant.lay
springing flower
Virgin Rose
bashful
Lo see..falls away
Stanza 75
1. 5o passeth
2. Of mortal...flower
3. No more, decay
4. erst
deck
3. Paramour
6. Gather..Rose
whilest...prime
7. ape.deflower
3. Gﬂthm‘.lnve_-__
9 Whilest...crime

moistened, wetted .as if with dewdrops .
spirit.
sensual and vulgar gnjoyment

pitied, regretted.

‘sang this lovely song,

flowers born in spring.
The rose is untouched and innocent.

shy and modest.

See how quickly her beauty fades and the flower withers.

Time flows on in this manner.

step by step from our infancy (bud) we pass into youth and reach
our prime. -

there is no more hope of development once decay (old age) sets
in, ' A

also spelt as ehr_s,t meaning just a while ago, a short time back.
decorate. .

Lover. -

enjoy life to the lullest. Rose stands for pleaqures of lifle.

while there is time and one is ;mung and Ldpﬂb]ﬂ of experiencing
life’ s pleasures,

Like a vandal old age will destroy our heauty, our pride and leave
us as mere shadows of our former self,

Love and experience love’s joys while there is time i.e. while you
are still young.

so that the lover may be loved just as much as he loves and with

equal passion,

2.12.6 Books I and TI

It may be of interest to note a few similarities and differences when we read the two
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books together. Both the books are “based on adventures that require prowess and moral
courage and the two heroes, the Red Cross Knipht and Sir Guyon, triumph though with a
little support from the great Arthur. Women demand and deserve attention in both the
books and Spenser introduces us to the good, the bad as well as the ugly. Against the lovely
and virtuous Una is Duessa whose ugliness is exposed (Did Coleridge remember Spenser’s
lines while wfiting Christabel wherein Geraldine bares her bosom and it is a'sight to dream -
of and not to tell?) and in Block TT there is the enchanting Acrasia whose beauty masks
inner ugliness.

Of Book I it has been said that it is God-centred and the other Man-centred. While the :
former concerns itself more with morality and integrity, the latter focuses on the natural
man, weak and fallible, slave to calls of the flesh. However, the Red Cross Knight too has
yielded to earthly pleasures in Book 1 and scholars like A. C. Hamilton are of the opinion
that by “destroying the Bower of Bliss, Guyon overthrows all those forces by which the
Red Cross Knight falls into sin.”

Edmund Spenser : Views

In the twentieth century this ‘prince of poets’ ran the risk of being dismissed as ““the
author of dead monuments with no relevance to a literary living tradition.” Fortunately for
the poet, both C. S. Lewis and L. A. Richards have argued that reading Spenser is “like
living” and growing “in mental health”. I Stephen Greenblatt treats Spenser’s texts as
“distant historical” objects that maintain its distance from modern readers. Jonathan
Dollimore and Alan Sinfield read them as part of “an ongoing struggle”. Post-colonial
criticism, as mentioned, is at times rather harsh on Spenser. Scholars still debate and dis-
pute, opinions still remain divided, but the arguments/counter-arguments testify that far
from showing signs of sinking into oblivion, Spenser continues to attract critical attention
and in the process countines to be read. '

2.13 Q Questions .

1. Comment on Spenser’s handling of the theme of Love and Time in the poems selected
for study. : :

2. What idea do you form of Spenser’s Lady and the poet’s attitude towards her from
your reading of the Amoretti Sonnets?

3. Assess Spenser as a pictorial artist with, special reference to the excerpts from
Prothalamion and The Faerie Queene.

4. Comment on Spenser’s portrayal of women in his poems.
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3. Attempt a comparative study of the two excerpts from The Faerie Queene,
. 6. Comment on Spenser’s art of characterization,

1. "The Faerie Queene is enjoyable both as a poem oi adventure and as an al legory™.
‘Discuss. :

8. + Altempt a critical analysis of any one of Spenser’s poems.

W

“Spenset’s poems arc often in praise of Beauty and Virtue”, Dm,uss with speuml
reference to the five Spenserian poerns included in your syllabus.

10. Attempt a compamtwe study of the Spenserian and Shakespearean sonnets.

2.14 O Reference

L. The Poetical Works of Edmund Spenser; ed. J.C. Smith and E.de Selincourt. UUR
1929.

2. Studies in Spenser. M. Bhattacharjee. University of Calcutia, 1929.
3. The Allegory of Love. C. 8. Lewis, Oxford. 1936.

4. Essential Articles for the Study of Edmund Spenser. ed. A. C Hamilton. The Shoe
String Press, 1972,

3. Spenser : The Faem'e Queene, Ld. Peter Bayley. Macmillan, 1977,

6. Literature in Protestant England, 1550-1660. Alan Sinficld. Croom Helm, 1983.
1. English Poetry of the Sr'xa‘een.rh Century. Ed. Gary Waller. Longman, 1986,

8. The Faerie Queene. Gareth Roberts, Open University Press. 1992

9. Edmund Spenser. Ed. Andrew Hadfield. Longman, 1996. .

10. Spenser Studies: A Renaissance Poetry Annual, Ncw York: AMS Press, Inc.
Vol. XTV, 2000.
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Unit -3 O Shakespeare : W.H. and Dark Lady

‘Structure
3.1 Objectives
3.2 Shakespeare : Life and Works
3.3 Shakespeare’s Sonnets
3.4 The Text: W.H.
3.4.1 Sonnetl
3.4.2 Sonnet LV (55)
3.43 Sonnet CXVI (116)
3.44 Sonnet 126
3.5 The Text: Dark Lady
3.5.1 Sonnet CXXX (130)
3.52 Sonnet CXXXVIII (138)
3.6 Conclusion |
3.7 Questions

3.8 Reference

3.1 O Objectives :

I welcome you to this Unit but not without some hesitation. Some of you, 1 am afraid,
may want to question the relevance as well as the utility of an introduction to William
Shakespeare for, generally speaking, neither in your school nor in your college have you
been too far away from the Bard of Avon. You could not have been. A student of English
Literature cannot perhaps:hope to graduate without reading Shakespeare because it will
mean studymg the human body and not learning about the heart and the circulatory system.
Yet I feel that | should introduce or rather re-introduce Shakespeare to make you aware of
cerlain facts/issues/controversics.

3.2 O Shakespeare : Life and Works

From your study of Shakespeare at the undergraduate level, you know that a great deal
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ol mystery shrouds the poet-dramatist and his identity itself has E'.nf:cn in question for many
hundred ycars now. It has almost turned into a literary detective story, with enthusiasts .
trying to unveil the truth about a man known to have been born in Stratford-upon-Avon on
23 April 1564 and baptized on the 26", He had the ambitious John Shakespcare for a father
and a mother whose family name you hear of every time the Forest of ARDEN is mentioned
inAs You Like I

Unfortunately, we know little about the formal edueation of this poet-dramatist, -
According Lo an interesting but controversial anecdote,, he is said to have [led his hometown
having written.a lampoon on Sir Thomas Lucy who had earlier subjected him to corporal
punishment for deer stealing. London was his El Dorado and it was there that he flowered
info a poet and a dramatist non-pareil. Will of Stratford-upon-Avon became William
Shakespeare only after he settled down in the city of London,

To Shakespeare goes the credit of writing 37 plays, 154 sonnets and 2 long poems
- Venus and Adonis and The Rape of Lucrece in about twenty-five years time i.e. from 1587-
1611, In 1611 he retired voluntarily. In 1616 Shakespeare dicd, most probably on his birthday.
Some of his best-known plays (not in chronological order) are Julius Caesar Hamiet.
Othello, King Lear, Macbeth, As you Like It. Twelfth Night, Measue for Measure Richard I
etc. It is believed that Shakespeare has written six other sonnets that do not fit in this
cluster. They are part of a collection known as Sonnets to Sundry Notes of Musie. Do you
know that some years back it was claimed that Sonnet No. 155 has been found. Just a
claim.and the literary world has perhaps chosen to forget it.

Tdentity

Who is William Shakespeare? Is-he the man whose picture we are so familiar with? Or
is there another face behind that familiar face? Many of us are aware of the old Baconian
theory claiming Sir Francis Bacon to be Shakespeare. Thomas Kyd too has been named
but the dates of his birth and death have been enough to.omit him from the list. Tn his Ph.D.
thesis, later published. A1, Wraight has given the credit to Christopher Marlowe whose
pscudonym, according to him, was Shakespearc. In 1975, the Encyclopedia Britannica
(I5th edition) commented that Edward de Vere, the 17" Earl of Oxford (1550-1604),
“became in the 20th century the strongest candidate proposed for the authorship of
Shakespeare’s plays.” To refute this claim John Ruskin, obviously a St a_tfordmn. wonders
how a man who had died in 1604 could refer to the Gunpowder Plot of 1605 in his plays or
write The Tempest in 1611. Or, how does onc explain the repeated use of the word Will in
Sonnets 134, 135, 136, 143 when de Vere was Edward and not William? This is still a live
topic. However, for you the safest line to take is to concentrate on what Shakespeare has
written rather than on who he is. :
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3.3 O Shakespeare’s Sonnets

The addressee in the first 126 sonnets is a “lovely boy™ and in the remaining 28 it isa
Dark Lady. This Sonnet Sequence has in it a strong dramatic quality, interesting characters,
human relationships, conflicts, confrontation, emotional outbursts, all indicative of the
“cross-fertilization” of the lyric and drama inevitable in Shakespeare’s time. Thus while
reading Shakespearean Sonnets, you can be prepared for a double treat. You will find
~ yourself enjoying all of poetry and a little of drama almost simultaneously. Do remember
that quite a few of Shakespeare’s plays like Love s Labours Lost, Richard 1T etc. do
“peverberate with the sonnet poetry™, '

Date

Assigning dates-to Shakespeare’s works has not always been easy. Ho wever, it is
believed that the bulk of Shakespeare’* Sonnets were written between 1593 and 1597 and
the rest by 1600. In fact for the first reference to Shakespearc’s Sonnets we: may turn Lo
Francis Meres’ Palladis Tamia (1598). But Sonnets 138 and 144 were later additions,
included in a collection entitled The Passionate Pilgrime [Pilgrim] published by Jaggard
in 1599 without Shakespeare’s permission. The others were printed in 1609 by a Thomas
Thorpe and perhaps “authorized” by the poet himself. This was [ollowed by the John
Benson edition of 1640. '

Dedication

New Criticism of the 1930°s may have discouraged a hunt for autobiographical elements
in the Shakespearcan Sonnets but it has become a literary custom o look for traces of
real-life relationships.

- 3.4 0 The Text : W.H.

A part of Shakespeare’s dedication reads, “To the Onlie (note: the Spelling) Begetler
. Mr. W.H.”. Rarely have two initials created more confusion, To the Ba conians W.H. is
William Himself. To Oscar Wilde he is the handsome actor Willie Hughes. and the claim is
that the word “huc/hues” in Sonnets 20, 67, 82, 98, 104 points to him, To a few, W.H. is
either the poet’s infant nephew William Hart or his “presumed brother-iin-law™ William
Hathaway. One opinion is that W.H. is a commoner for it was an offence: to use a plain Mr.
before a nobleman’s name. But the Mr. could also mean Master and may hzive been used to
- conceal W.H.’s identity. '

One of the strongest claimants you know is Henry Wriothesley, the Third Carl of
Southampton (1573-1624). He was a man of such exceptional good lc)oks that around the
time Shakespeare was wriling his sonnets, John Clapham, the Clerk of C hancery, dedicated a
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Latin poem on the story of Narcissus to Southampton, flattering the Earl for his beauty and
encouraging him to marry and have children. Southampton’s 17% birthday was in October
1590 and the,gift of 17 sonnets could have been an appropriate gift because in Elizabethan
times boys were expected to get married at 17/18, Moreover, Sohthampton’s refusal to
many Elizabeth de Vere is also on record. ‘Hews’ is corisidered an acronym of HE nry
Wriothesley. All these arguments put together give Southampton an edge over most others,
But Southampton is after all H.W. and not W.H. and his wife, an angel of virtue, could ot
have been the Dark Lady. The Earl’s claim weakens even further because a man bom in
1573 is too old to be called “a lovely boy™ at the end of 1590s.

So we are left with William Herbert (W.H.) the Third Earl of Pembroke, son of Mary
Pembroke, Philip Sidney’s sister. Herbert's reluctance to marry and his rejection of several
proposed brides is much like W.H.’s refusal to tie the knot and seltle down. It is said
(unsupported by documentary evidence) that the Countess had asked Shakespeare to write
a few pro-marriage sonnets on the occasion of Herbert’s 17 birthday. If true, then the first
I'7 sonnets at least is poetry made to order like Spenser’s Prvthalamion, Morcover, Herbert
had an illicit relationship with Mary Fitton, and he could easily have been W.I1. and the
Dark Lady. The fact that both Southampton and Pembroke were Shakespeare’s patrons
complicate the issue even further,

The Rival Poet

Like W.H. the rival poet also remains a mystery man. It is argued that he is either
Samuel Daniel or George Chapman or Ben Jonson or perhaps the lesser known Francis
- Davison, But who is the Dark Lady? Read on to learn more abouit her. '

3.4.1 Sonnet T

IFrom fairest creatures we desire increase,

That thereby beauty’s rose might never die,

But as the riper should by time decease, -

His tender heir might bear his memory:

But thou contracted to thine own bright eyes,
Feed’st thy light's flame with self-substantial fuel
Making a famine wherc abundance lies,

Thy self thy foe, to thy sweet self too cruel:
Thou that art now the world’s fresh ornament,
And only herald to the gaudy spring,

Within thine own bud buriest thy content,

And, tender churl, mak’st waste in niggarding:
Pity the world, or else this glutton be.

To eat the world’s due, by the grave and thee,

73




Explanation

All beautiful people and things must reproduce so that their beauty and good qualities
can be passed on to their offspring (children, plants, etc.). The aged will hove steadily
towards their linal destination and ultimately die but their memory will not fade it children/
offspring are produced. Unfortunately, the narcissistic “fair youth® cannot look beyond his
Sclf. I1e has turned his own enemy and like a candle “sustains” his beauty using his own
body as fuel and in the process destroys himself. As W.H. is young and incxperienced he
does not realize how unwise it is to remain unmarried and childless. He is miserly and
prefers wasting his. good looks and qualities than distributing them generously. The young
man will gradually lose the ability to procreate and will ultimately be his own destroyer.
FFinally, his sterile body, laid to rest in the grave, will be consumed by worms. He should
thus heed the warning, “pity the world”, get married and sire children.

Critical Analysis

“This sonnet sels ouf an eugenic proposition”. Since W.H.’s beauty is exceptional and
needs to be copied before it is lost, Shakespeare issues sufficient warnings. Note the
balancing of heauty as fresh as the damask rose and the grave where worms will feed on
this beauty, Against the freshness of youth is ageing and decay. In his Beauty, sweet love, is
like the morning dew Daniel warns that Beauty like the morning dew vanishes and “straight .
tis gone as it had never been”. The Young, it.is apparent, requirc such cautioning for their
lack ol experience, wisdom and foresight, Shakespeare, older and more expericnced, rebukes

- the youth openly for being miserly and wasting his beauty by not transferring it to his

children genetically. The indignant tone of the spcaker suggests a kind of desperation at his
own inability to make the youth awarc of the inevitable and prepare him for what is to
come. The use of the word “glutton™ is interesting as the youth is accused of consuming his
own beauty jus.t as Time engulfs ravenously and hungers for more. Look closcly and you
will find in these 14 lines the theme of love, time and [riendship, all intricately woven.

Readers may disapprove of the poet’s insistence in Sonnet 1.9, I3 ete. because there is
no reason to belicve that reproduction is an antidote to Time’s deadly blows. Scholars hold
that this conventional idea may be traced back to Plautus’ The Braggart Warrior (c. 206
3.C.). Another instance of advice conveyed through writing is Calver’s Passion and
Discretion in Youth and Age whercin Discretion advises the Youth'to think of the future
and not be seduced by his own beauty. You may be aware that through Gorbodue, Thomas
Norton and Thomas Sackville, two of the Queen’s men, urged her to marry and produce an

heir to the throne of England. Attention may also be drawn to the Biblical command. “Be
‘feuitful, and multiply, and replenish the earth™ (Genesis 9:1).

Form : Language and Style
Read carcfully and you will not miss the admonitory tone in the opening Sonnet
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Shakespeare makes it clear that it is not a question of desiring ‘increase’ but demanding it.
This is a farming or agricultural metaphor that Shakespeare has often used. Read how
wisely Polixenes instructs Perdita on the science of breeding flowers in Winters Tale 1V,
4.79-103. As the focus is on procreation the internal rhyme “hein.bear” docs scem to
reinforce “the notion of replication”. “The world’s fresh ornament” is surely a reminder of
“the world’s fake ornament” used by Spenser in Prothalamion, The youth is |1a£|rly likened
to a monster feeding on itself and the words “or else glutton be” sound menacing.

In this Shakespearean Sonnet the first quatrain spells out the poet’s command as it
were, The second is an open rebuke, as also the third. The couplet contains the warning in
ho uncertain terms. The rhyme scheme is abab cded efef gg.

Conclusion

As this is a procreation Sonnet, the complete absence of romance and sofiness may
come as a surprise. Marriage has been presented as a business deal important and essential
for what it ensures—a child, not for adding to a lamily but for preserving the father’s
beauty. The final line of Sonnet 11 is even more business-like, *Thou shouldsi print more,
not let that copy die.” The metaphor is a reminder that after 1476 William Caxton had
p:'inted more than a 100 books. Shakespeare’s urging may be interpreted as a proof either
of genuine earnestness or of obedience to a superior who has commissioned him to urge
and advice. '

Word Notes
. increase ; procreation, oflspring.

2. beauty’s rose rose symbolises beauty, also refers to a part of the female body.
The Tudor emblem too was a rose,

3. ripe . - old, ready for harvesting. Reminds us of the proverb, “Soon ripe,
soon rotten”, '

by time decease - die in the course of time,
4. tender young, delicate, soft.

tender...memory  as an imprint may be taken from a seal so also will the child take
on his father’s looks or the wile will bear a child which will
replicate him. '

5. contracted under obligation to (in a legal sense), also compressed, curtailed,
restricted, Cf. Henn. 1.11.3-4. Pledged to himself, “diminished” to
the “scll-reflexive scope™ of his own bright eyes. narcissistic.

6. Feed'st..flame provides sustenance and fuel for the flame that gives light.

self-substantial fuel fuel from its own body.
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7. abundance
8. thy self..cruel
9. world’s fresh

11. bud

content(s)
12. churl

niggarding
13. glutton

14. by the grave
and thee.

youth’s rich qualities. The scracity-abundance contrast recurs in
Shakespeare.

inflicting cruclty on himself, polarization of self into both a foe
and a victim.

the youth’s beauty adorns the world and beautifies it. ‘Gaudy’

~ornament does not mean vulgar,

young man with potential.

substance, happiness, pleasure. It also means contents i.e,
something contained.

hoor, rustic; not meant as an insult. The word “tender” makes it
a term of endearment. Also suggests miserliness.

being miserly..
one who consumes everything greedily.

consumed by both the-young man as well as the grave.

3.4.2 Sonnet LV (55)

Not marble, nor the gilded monuments
OFf princes, shall outlive this powerful rhyme;

_ But you shall shine more bright in these contents
Than unswept stone, besmear’d with sluttish time.
When wastetul war shall statues overturn,

And broils root out the work of masonry,

Nor Mars his sword nor war's quick fire shall burn -
The living record of your memory.

Gainst death and all oblivious enmity

Shall you pace forth; your praise shall still find room,
Even in the eyes of all posterity

That wear this world out to the ending doom.

So, till the judgement that yourself arise,

You live in this, and dwell in lovers’ eyes

Explanation

The poet claims that no man-made monument can “outlive” his “rhyme”. Encased in
these verses, the youth will outshine all others. Monuments and tombs may fall due to
natural calamities or man-made atrocities like war; they may be pulled down or razed to
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the ground but neither fire nor war can wipe out the young man from human memary.
Rather, by the strength of these lines, the youth can “pace forth” and all following generations
will admiré and “praise” him till the day on which the world will come to an end and W.H.
too will stand before the Scat of God for the Last Judgement. Till that day he will live on
and “live in" the “rhyme”,

Critical Analysis

There may be a visual pun at play here via the digits 55 resembling the book’s initials
Shakespeare s Sonnets. All discussions on the Time theme in Shakespeare’s Sonnets
generally include this poem which concerns itsell entirely with this issue. Time is a
- formidable enemy, to be feared, because nothing can slop the “minutes from hastening to
their end™ (60). But as in Sonnet 18, 19, 54 (the preceding one) etc., here oo the poet
reiterates that Time too may be challenged, if not defeated. This Sonnet and the next hold
up to view two of Time’s greatest [oes who, even if they cannot save the human body from
its ravages, can make it live on in our ‘memory’ till the Judgement Day. Rather than
dccupying a grave, W.H. will find lodgings in the eyes of future readers.

This is one of the most challenging sonnets in the Sequence, exhibiting the poet’s
unshakeable confidence in his own compositions and perhaps in poetry in general. Art is
 timeless, beyond Time’s reach (cf. Keats’ Ode on a Grecian Urn) and can disarm Time. A
monument fixed in time inevitably degenerates from the moment it is built but “poetry isa -
self-renewing medium.” It becomes “a living record”, its subject “encoded into the minds
of successive generations of readers - as though part of their substance™. Thus the poet can
assure, “So long lives this and this gives life to thee” (18).

Read this portion carefully. In Spenser’s Amoretti Sonnet 75 the poet you know has
assured, “my verse your vertues rare shall eternize”. In “When winter snows upon thy
sable hairs” Daniel asserts that Delia’s picture will neither fade nor age. “They will remain,
and so thou canst not die™. The lady in Drayton’s Idea (6) will “survive” in his “immortal
song”. Do you still think Shakespeare’s claim is original? Definitely not. Shakespeare, like
his contemporaries, was just following a convention inherited from Ovid’s Metamorphoses
and incorporated into the neoplatonic tradition. Moreover, in the past Roman poets did
claim that their powerful lines would make them immortal, Horace’s concluding Ode 3.30
celebrates what he has written by stating “I have built a momument more lasting than
bronze”. Shakespeare and his peers use their lines to make their loved ones immortal. But
while Spenser and the others eternalize their ladylove, Shakespeare throws himself open _
to criticism for the attempt to immortalize another man and also for what critics call, his
“inflated egoism”. H.T.S. Forrest, one of the harshest critics of Sonnet 55, finds it unreadable
for its absurd expressions, self-contradictory lines and ungrammatical sentences.
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Form : Language and Style

The sonnet begins with a negative asserting the poet’s confidence in the power of his
lines when placed against Time. ‘Marble’ suggests hardness and durability and the strength
of the lines is indicated by their ability to outlive marble. Lines 4, 5, 9 and 10 exude
confidence. Mark how slightingly Time has been referred to as “sluttish”. Feminists will
take objection to Time’s tyranny being compared to a woman 's slovenliness and wantonness.
" Classical and Biblical allusions have been evenly balanced in this Sonnetl. As always, the
rhyming couplet drives the point home. Note the use of the word ‘live’, in many forms, as
though to reilerate that the sonnet hinges on the issue of mortality and immortality. Do read
Sonnet 65 along with this poem.

Conclusion

[ Sonnet 55 we hear the tone ol assurance in place of rebuke or request. This is one of
thase sonnets where the poet leaves his readers in no doubt about his own superiority in
age, experience and talent. In Sonnet [ the poet is critical of the youth because of his
stubbornness while in Sonnet 55 he himself runs the risk of being criticized for his over-
conlidence. :

Word Nofes
|. gilded monuments Memorials in churches would often be decorated with golc leaf.

Marble was used for monuments of the rich and the important.

2, powerful able to withstand time’s onslaughts.
3. in these contents  in these verses which have been likened to containers.
4, unswepl stone - G N neglecied stone monument
4. sluttish _ slovenly. Time is also likened to a negligent housewife.
5. wasleful war war that lays waste and destroys life and property. -
6. and broils.. tumult,disturbaqccs, esp. in war. See | Henry 6.11.53.
masonry The victors razed conquered cities to the ground. In the loly
' Bible Christ has prophesied total destruction of the city of
lerusalem (Luke. 19.43-4),
7. sword of Mars Mars (Roman) or Area (Greek) is the God of war.
8. li'ving record perhaps a record more permanent than flimsy paper. Was the poet

trying to get his verses published to make them ‘permanent’?
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movements of the beloved like his/her absence/removal/departure. True Love is stable
and, like the beacon-showing the way to lost ships, it is a fixed mark, Tts true worth is
difficult to assess. 1ove is not at the metcy of Time even though the tyrant can and does
deface rosy lips and cheeks. Time's sickle spares none. But Love does not alter with time;
jt remains stable and endures until the last day of life. If the poet proved wrong and his
claim is refuted he will retract all that he has written and will vow that no man has ever
loved truly nor has he ever written truly.

Critical Analysis

Time, however, is too formidable an enemy to be defeated only by the power of a
wriler’s pen. Therc must be another antidote and for that we turn to Sonnet 116, erroneously
numbered 119 in one quarto edition. This Sonnet, Fowler claims, is in a way “the climax of .
the whole splendid series of Shakespeare’s sonnets”. But Sonnet 116 has caused a ripple in
the literary world since it has stitred up controversies over the relationship shared by two
men because of the word ‘impediment’ (singular) which reminds readers of the marriage
service in the Book of Common Prayer. The emotional exchange between two men does
raise question about the normaley of their relationship. ;

One may come to Shakespeare’s rescue by reminding his critics that the poet was also
_a highly successful dramatist writing romantic dialogues for stage lovers, both actually
male, a male actor and a boy actor, Passionate words thus did come easily from his pen
even if the addressee was a male. It is also for us to remember that Shakespeare did have an
ally in Richard Barnfield whose 20 sonnets to ‘Ganymede’ too address a man and the
dedicatee is his friend R. L. Here are some of his lines from “Sighing, and sadly sitting
by my love™: - :

He opened it, and tak"tﬁg ofl the cover,
He straight perceived himsell to be my lover.

Sonnet 116 venerates Love and holds it up as the Victor in the Time/Love tussie. Time
admittedly destroys loveliness and lines the face with wrinkles (3) and as Drayton writes in
Sonnet 8, takes “pearly teeth” out of a “head so clean” and makes rosy cheeks “sunk and
lean™. Yet this Vandal cannot destroy Love, Time may be measured in petty hours and
weeks but love (and friendship) is indestructible. However, in the couplet Traversi can
hear a note of uncertainty. Has Shakespeare been deliberately over-optimistic in his attempt
to quell secret fears? j -

Sonnet 116 presents Time, most conventionally, as a farmer/mower armed with a sickle
striking and cuiting hours relentlessly. One may argue that the farmer, cruel though his
action may seem, is actually using his sickle to. preserve. I erops are not harvested in time,
standing crops will rot and perish, The mower strikes but not to destroy. But ynrelenting
Time cuts ruthlessly to usher in decay while the farmer/mower strikes to prevent ugliness
and decay.
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Form : Language and Style

Mark the commanding tone in the first line. Shakespeare has juggled with words
cspecially in lines 3 and 4. Note carefully the many references to the sea, mariners and
voyages which remind us of the maritime activities of the Elizabethan Age. The chief
pause in sense is afier the twelfth line. Majority of the words used are monosyllables (only
three contain more than two syllables) making the poet sound curt and harsh. Inversion,
alliteration, metaphor, Biblical allusions have been sparingly used so as not to interfere
with the simplicity of style and diction. The use of synecdoche is particularly effeciive.
Rosy lips and cheeks stand for a woman’s beauty, her lovely face in particular. There is a
possible pun on alter/ altar thereby extending the marriage metaphor. Tn this sonnet the
quatrains carry the central argument that Iove is everlasting but the couplet for once suggests
uncertainty, imperfectly guised. The thyme scheme is abab, cded, clef, pp,

Conclusion

Sonnet 116 is yet another definite step in Shakespearc’s war against Time. He is
determined to emerge victorious even if it means putting forth a somewhat illogical claim
in the final couplet, Owing 1o its position in the Sonnet Sequence Shakespeare’s Sonne
116 does stand as an ever-fixed mark. '

Word Notes

l. Let me not I will not concede that etc.; | will not be compelled, Note the
' deliance in his tone.

marriage:.minds  suggests a union that i Platonic,

2. admit allow. ;
impediments hindrance, obstruction. In Much Ado About Nothing the word is
: used three times in connection with the stopping of a marriage.
3. Alteration change.
bends . 1s swayed, is nol constant.

remover to remove changes with the change or removal of the object of love indicating
lack of constancy. See Sonnet 25. Wyall writes “Though other
change, yet will I not remove.”

N

ever-fixed mark - permanent and steady as a beacon that acts as a signal for ships

6. looks on tempests  towers over sea-storms.
7. It beacon, love, [
star the pole star, the northerr: star signifying steadiness, See Julius

Caesar 111. 1.60-2.
wandering bark a lost ship.

81




8. worth’s unknown

height be taken

9. love’s...fool
rosy....cheeks

10, within...come

compass come

11. his
12. bears,..doom

13. this...error

upon me proved
14, L.loved

The Text
3.4.4 Sonnet 126

its importance has not been understood or estimated.

altitude can be measured. The height of the Pole star was important

for assessing the position of a ship. It may also mean assessing the

importance, quality, type etc. of someone or something.
Love is not Time’s slave.
stand for physical and external beauty.

to come within the range or reach of the crooked blade of a
sickle. 4 g

be within range or reach of the arc of the sickle, a nautical
metaphor. -

time’s. Time can be measured by units but Love is eternal, timeless,
lives on till the Day of Judgement, See word note of Sonnet 335

if it is proven that love is not as constant as claimed and that he
has been mistaken.

- proved against me. A legal term it may also mean proving the

charge of heresy. During the inquisition the accused were tortured
till they confessed under duress.

Ifhe is proved wrong then let it be taken that neither has he written
anything nor has any man ever fallen in love i.e. his claim is
irrefutable. :

0 thou, my lovely boy, who in thy power

Daost hold Time’s fickle glass, his sickle, hour;
Who hast by waning grown, and therein showest
Thy lovers withering, as thy sweet self growest.
If Nature, sovereign mistress over wrack,

As thou goest onwards still will pluck thee back,
She keeps thee to this purpose, that her skill '
May time disgrace and wretched minutes kill.
Yet fear her, O thou minion of her pleasure!

She may detain, but not still keep, her treasure:
Her audit.(though delayed) answered must be.
And her quietus is to render thee.
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Explanation

The poet addresses the youth as “a lovely boy™ who gains in beauty as he grows older,
He has within him the power to stop Time’s approaching steps for a while with the aid of
Nature. The passing of years brings the youth to perfection but according to Time’s dictates,
the poet grows older steadily. Nature, the supreme mistress, who has chosen him as her
own, will hold him back and keep him out of Time’s reach. But Nature can stall Time and
the moving minutes only for a while. It is but a lemporary respite. So the young man should
be aware of the hard fact that Nature will at some point hand him over to Time and clear all
accounts. She cannot and will not come 1o his rescue always and lorever. The poet is thus
concerned about the youth’s fate.

Critical Analysis

We began the W.H. Section with Sonnet I and we end with 126, the “Farewell Sonnet”
According to Rossetti, this should have been labelled as Epilogue to Part I, Sonnet 125
being the last of the first Part. Some commientators have suggested that the “lovely boy” is
Cupid. This may be their attempt to free Shakespeare from charges of holdi ng up a male as
the object of his love. But let us not torget that Richard Barnfield had already written in
The Affectionate Shepherd: '

If it be sinne to love a lovely Lad,
Oh then sinne 1, for whom my soule is sad.

The other point that requires close attention is the brief reference to the poet gaining in
age and the boy gaining in youth and beauty. In Sonnet 22 Shakespeare does suggest that
youth is an antidote to his own age. While placing age and youth side by side in this context
did Shakespeare remember Marsilio Ficino and his methods of prolonging life? However,
in Sonnet 126 there is an open acceplance of old age and the fact that as the youth moves
towards perfection he unfortunately limps towards the grave,

Nature is Time’s adversary for a while and like Thetis who had made vain efforts to
endow immortality on her son Achilles, she too tries to hold the youth back. But the poet
knows fully well that Nature cannot confer eternal youth and.beauty on W.I1. for it will be
unnatural, The poet understands and so accepts mutability and death, Consequently there
is neither bitterness nor pessimism to darken the poem. This poem is bereft of any
conventional religious overtones. There are no angels, no heaven, no yearning for salvation,
no resurrection, only a void, :

If you read this sonnet with Sonnet 63 you will marvel at Shakespeare’s mathematical
precision and calculation. Note his use of the number 6 “associated with petfection™ in this
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world, This poem comprises only 6 couplets. Il in Sonnet 63 the speaker sees his own end
drawing near, Sonnet 126 (63+63) states the inevitable. The open space is the yawning
grave which will gladly receive the bodies of the two, our peel and the fair youth.
Form : Language and Style '

Note the words “audit” and *quictus’. They remind of Elizabethan England’s-economic
prosperity and the sharp, rise in trade and commerce. “Quietus”, though a single word,
combines commerce and theology as it suggests both settling of accounts as well as peace
after death. The expression “wretched minute kill” sounds ungrammatical and unpoetic.

Sonnet 126, you can sce, is not a sonnet but a 12-lined poem with some empty space
which may suggest: :

(a) an abrupt end followed by complete si!éuuc. See Hamlet V.ii.363.
(b) marks in an account book suggesting a pay off.

(¢) little moons, suggest waxing and waning or mutability.

(d) empty hour-glass, sandless, indicating the end of life.

(¢) empty graves, containers to contain bodies of the youth-and the poet.
(D) single life of the youth as he has failed to marry.

Mark the total change at line 8 and the warning, “yet fear her..” gives a sense of break.
Qince two whole lines are missing the Sonnct has been written in a series of rhyming
couplets and the rhyme scheme is aa bb cc dd ee ff. Such experiments are not uncommaon
in Shakespeare. His Sonnet 99 has 15 lines. Shekespeare perhaps enjoyed such
experimentation. | -

Conclusion

In this sonnet Shakespeare has deliberately made a special mention of closing accounts.
Yet the poet has left the poem incomplete. Can it also mean that his love too has no end like
his verse? There is no indication here that the poet is about to move into yet another arca
where the youth will no longer be the focal point of attention.

Word Notes :
1. my lovely boy most probably a term of endearment. May be Cupid.
2. Time's...glass ~ Time’s treacherous mirror which does not show changes wrought
by Time. In Durer’s engraving Death holds an hour-glass with
“Tickle” shifting sand.
sickle hour Time holds a sickle in his hand to strike and claim mortals. Some

suggest “fickle hour”.
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hold

3. waning grown

3-4 therein..grow’st

5. sovereign..wrack
6. pluck..back
7. keeps

Skill

8. time disgrace

wretched, . kill

9. fear her
minion

10. detain

11, audit
her...must be

12. quietus
And...thee

13-14

restrain time. Nature is holding him back.

moves towards maturity, growth is a step towards decay.Remember
the waning hour-glass and the moon waning into a sickle.

as the youth’s beauty increases his lovers’ (friends *7) vitality
decreases.

All-powerful Ndlllt‘ﬂ rules over wrack (ruin), dLCIding the time
when decay can set in.

Nature holds him back and keeps him away from Time’s clutches.
preserves, sustains.
ability to retain the young man’s beauty and youth.

Time will be put to shame for failing to’ deface the youth, Time
will be ashamed of its own ugliness when placed against the youth.

Nature will destroy minutes that tick relentlessly taking us to the
brink of destruction. See Sonnet 60, Minute may be a pun with
French minuit meaning midnight or the hour of death,

be afraid. The youth cannot consider himself indestructible,

darling, favourite; has been used in a derogatory sense in MdrInwe, s
Edward IT'

hold back, preserve
account, stalement of loss and gain.

Nature will have to account for the favours shown to the youth
and the profit gained and losses incurred. This accounting may be
on the Day of Judgement. The youth should lead a proper life.

clearing ol accounts, death, The words guiefus est written on a
contract indicates settling of account, suggests peace and serenity.
Sec Hamlet 111. 170, 74-5. -

Nature too will pay off her debt to Time by the handling over of
the youth. lle cannot escape death which will be followed by
‘quictus’, eternal peace. See Sonnet 125, :

Rarely have blank spaces created so much controversy. See

Discussion.
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3.5 0 The Text : Dark Lady

Shakespeare’s Dark Lady is no less enigmatic than W.H. and the poet’s attitude towards
her has stirred up a hornet’s nest, as it were. Who is the Dark Lady and wherein lies her
‘darkness’? There are scholars who believe that the Dark Lady is any one of these three
historical women: Mary Fitton, a lady in waiting to Queen Elizabeth; Lucy Morgan, a
brothel owner and former maid to Queen Elizabeth; and Emilia Lanier, the mistress of
Lord Hunsdon, patron of the arts, Some also consider William Davenant’s mother to be the
Dark Lady, but only because Davenant claimed to be Shakespeare’s illegitimate son. Another
candidate is Shakespeare’s wile, Annc Hathaway. In his novel lan Wilson has opted for
Lady Penelope Rich, Sidney’s Stella as Shakespeare’s Dark Lady.

The Dark Lady proves Boccaccio right. She is a young woman “fickle and desirous of
many lovers” (// Filostrato). In Sonnet 144 she is a “a woman colour’d ill, a “female evil™.
Yet Shakespeare cannot sever connection with her and the sonnets portray a painful and
erotic relationship within which the poet remains attached to his mistress through a
combination of-love and, at times, lust, proving, as A.L. Rowse said that he was “a red-
blooded hetero-sexual™ after all.

Ts the Dark Lady dark-skinned? Sonnet 131 announces, “In nothing art thou black save

_in thy deeds”. Is she white? Perhaps not. Conclusive evidence of the Dark Lady being a

black woman may be found in Love's Labours Lost, Act IV, Scene iii, in a remarkable

dialogue between the King and Biron. Yet Shakespeare addresses her in his Sonnets thereby
exploding the myth that the ‘lady” of the Sonnet has to be fair in looks and nature.

Read these lines :

The way she walked was not the way of mortals
but of angelic forms, and when she spoke
more than an carthly voice it was that sang:

_ This is Petrarch’s Laura. For a description of Shakespcare’s ‘dark.’ mistress read on :
The Text
3.5.1 Sonnet CXXX (130)

My mistress’ eyes are nothing like the sun;
Coral is far more red, than her lips red:
If snow be white, why then her breasts are dun;
If hairs be wires, black wires grow on her head.
I have seen roses damasked, red and white,
But no such roses see 1 in her cheeks;

" And in some perfumes is there more delight
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Than in the breath that from my mistress reeks.

I love to hear her speak, yet well | know .
That music hath a far more pleasing sound:

I grant T never saw a goddess go,

My mistress, when she walks, treads on the ground:
And yet by heaven, I think my love as rare,

As any she belied with false compare.

Explanation

The Lady’s cyes are not as bright as the sun nor are her lips coral-red. Tf snow is white,
her skin is the colour of dung i.e. brown, Ler hair is stifF] ike wires, unattractive and rough.
The poet has seen peaches and cream-complexioned women but his mistress’ cheeks cannot
lay claim to such colouring. Perfumes please the nostrils but not the lady’s foul breath. The
poet finds her voice tolerable though he knows that it is not melodious. The poet has never
seen a goddess walk but his mistress he' knows moves heavily and clumsily. Yet the poet
cannot but accept her and consider his love to be as “rare” and special as any woman who
has had a poet lying about her.

Critical Analysis

Apparently an anti-Petrarchan sonnet; this poem highlights the mistress’ ugliness that
seems but an outward expression of inner wickedness. Twelve lines out of the foyrteen
mock this coarse woman who is so different from the golden-haired beauties like Stella
whose faces are “Queen Virtues Court” (96). It is futile to look for erotic suggestions of the
kind so blatantly apparent in Sonnet 128. Shakespeare barely conceals his sarcasm/ laughter
compelling us to read the final couplet of 126 and the Sonnets 127 and 132 as “conceited”
exercises “in mock-encomium™. Or is this Shakespeare’s way of stating the harsh fact that
looks do not actually matter, it is a woman’s willingness and availability that counts?
Remember Touchstone’s Audrey in As You Like Ii?

The zeal with which Shakespeare counters al| conventional descriptions of the Lady of"
the Sonnet is worth noting. Lively “sparks™ issue from the ¢yes of Wyatt’s” lady (20),
Spenser’s mistress’ eyes are incomparable (9) and when Campion’s beloved “her eyes
encloseth, blindness doth appeare”. But the Dark Lady’s eyes are no more than ordinary
but nccessary sense organs. John Wootton’s lady’s lips are “like scarlet of the finest dye,”
and Shakespeare’s own Lucrece has “coral lips”, But not the Dark Lady. Stella’s “clear
voice” fills the air, when Dray ton’s lady “speaketh” most “delightful balm/from her lips
breaketh”. Not so with Shakespeare’s evil angel. Shakespeare is determined to be different;
this is how one may account for this studied subversive tone. '

Do not fail to notice how in the closing couplet, the poet cannot but laugh at other
poets? attempts at beaulifying their mistresses and in the process indulging in hypocrisy and
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flattery as well. His mislress is presented as ong quite unattractive and clumsy and with
foul breath, but the complete absence of either indignation, or grievance or sorrow makes
one wonder whether or not Shakespeare has been enjoying his readers’ discomfort. He
knows for certain that he has succeeded in shocking regular readers of Elizabethan Sonnets
by opting for a mistress whose ‘dark” colour extends from her face to her soul.

Form : Language and Style

Like Spenser’s Sonnet LXXXI in particular, this sonnet is based on comparisons. Note
the emphatic tone of the first line which sets the mood and prepares us for a list of negative
qualities. Look at the abundance of colour but not one is used to compliment the lady. In
this sonnet Shakespeare deliberately undermines typical love-poetry metaphors. Each
quatrain refers to the mistress but it is the mistress” gentle mockery that runs through the
three quatrains with the abab, cde, efef, rhyme scheme but in a manner suggesting light-
heartedness. The ‘niy love® makes a sudden entry in the couplet (gg) as through afler an
cqually sudden decision. i

Conclusion -

This is the Sonnet most scholars refer to in their discussions on Shakespeare’s Sonnets
in general because this, along with 138 and 144, register Shakespeare’s determination to
break away from the accepted convention of equating sonnets with culogy, female
glorification and idealization. However, in his att-:mpi to establish his stand Shakespeare
has been unduly harsh. Morcover, if the Dark Lady is Mary Fitton this is a deliberate
misrepresentation for she was indeed attractive, to men at least,

Word Notes

1. My mistress...sun  The mistress’ eyes arc not bright and beautiful

2. coral...red lips are not ruby - red.
3. dun "~ dull greyish brown.
4

hairs be wires suggesting Negroid blood. Also suggests hair covered with

ornamental wires much in fashion in those days.

5. damasked, red White, red and damasked are three varieties of roses, The demask
and white rose is pinkish. _
7-8in some...reeks sweet-smelling breath perfume the air See Cymbeline 11.2.13-23

But the lady has bad breath.

10. music...sound music is sweeter than the lady’s voice. Some commentators read
that the lady’s voice is musical.
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11. goddess go deitics walk. Goddesses like Thetis, Athene could be recognized
by their gait as Venus in Adeneid . 405

[2. treads the ground  walks on the earth, perhaps heavily

13, rare special, uncommon.
14. belied falsely porlrayed

As...compare As any woman who has had poetic untruths told about her.
The Text

3.5.2 Sonnet CXXXVIII (138)

When my love swears that she is made of truth.
[ do believe her though I know she lies,

That she might think me some untutored youth,
Unlearned in the world’s false subtleties.

Thus vainly thinking that she thinks me young,
Although she knows my days are past the best.
Simply I credit her false-speaking tongue: -

On both sides thus is simple truth suppressed:
But wherefore says she not she is unjust?

And wherefore say not I that | am old?

O! love’s best habit is in seeming trust,

And age in love, loves not to have years told:
Thercfore T lie with her, and she with me.

And in our faults by lies we flatiered be,

Explanation

The poct states that when his mistress swears that she is honest and her fidelity is
beyond doublt, he accepts her statements knowing [ully well that she lies. His acceptance
may mislead her into thinking that he is native and inexperienced, unaware of the crooked
ways of the world and of falsehood and treachery rampant therein. This will at least make
her-think that he is still untutored and young even though she knows that he is past his
prime. The poet does not hold her guilty of lying, rather he gives her credit because the two
of them are playing a game at suppressing truths. He wonders why is it not possible for
them to be open with cach other and honestly admit that one is false and the other old,
Perhaps pnétence is required in love and lovers do not wish their age to be pronounced.
Hence each lies to the other and the relationship limps forward on the crutches of fattery
and falsehood, keeping the two satisficd in a stréngc manner,

89




Critical Analysis

Another version of this sonnet appeared in The Passionate Pilgrim in 1599 with little
change in theme and tone. [ have already explained that in Petrarchan sonncts the speaker
is usually a male lover who, in spite of his lady’s cruelty, cannot but love, sigh and suffer.
Sonnet 138 has no space or tolerance for such feelings. Rather in this apparently anti-
Petrarchan and anti-Sidneian sonnet the poet seems to take pleasure in stating shocking
truths both about himself and the lady, about their age and integrity and about pretence
forming the backbone of their relationship. Do remember Shakespeare’s Sonnet 138 when

- you hear Bernard Shaw's Bluntschli tell Raina in Act 111 of Arms and the Man that though
she speaks in a “thrilling voice™ he does not believe a single word she says.

Age in the W.H. Sonnets is welcome as and when it gives the poet the authority Lo
admonish/advise, shower tenderness and affection. But Age is a burden in most Dark Lady .
sonnets as it loosens his grip on this lady of questionable character who eyes younger men

Jlike W.H with growing interest (144j. In dmoretti LXXVI Spenser may claim that his
love’s “fair bosom” is “lraught with virtue’s richest treasure” and Draylon may confirm
that it is only “virtue that proceeds from thee”, Shakespeare’s Dark Lady can only turn an
angel into a devil. Theirs is a relationship based on hypocrisy, mutual mistrust and carnal
desires and “therefore” writes the poet, “..I lic with her, and she with me”. They lie to each
other and yet co-habit. Nothing Platonic here nor in Sonnet 132 where in return for her
physical surrender, Shakespeare vows lo proclaim that “beauty herself is black”,

This is one of the very few Elizabethan Sonnets where the words “my love” seem more
a mockery or perhaps an insult. Slighting comments, open admission of their relationship
resting on mistrust and falsehood, do, as intended, shock readers into attention, Love too
has received rather harsh treatment. Moreover, though the poet has acknowledged that
trust is a binding force, you can feel for yourselfthat the poet, in this sonnet, is not unhappy
with this relationship which is far from stable. (Once again, as in Sonnet 130, the purpose it
is apparent, is to stand out as a sonneleer with a difference. Shakespeare’s contemporaries
‘have yearned for a long-lasting, if not a permanent, relationship but he is quite content, so”
it seems, with the arrangement that keeps him and his lady together, with each satisfying
the other’s physical needs. ;

Form : Language and Style

The opening lines are powerful enough to shock readers into attention. This is what
one may call an ‘unadorned’ sonnet whose strength lics in its bareness The only word play
and punning is confined to the couplet. The use of *we’ suggests a strange togetherncss.
Mark the balancing of cuphemistic utterances such as “my days are past the best” with
harsh expressions like “her false-speaking tongue”, Read the couplet aloud, especially line
13 and hear the see-saw rhythm that finds itself repeated in the incantation “Fair is foul,
and foul is fair” (Macheth 11 11-12}).
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As in most of the sonnets in this Unit the three qualrains witness the step-b*-step
unfolding of the poet’s problems and worries whilé the couplet with which the sonnel ends
records his acceptance and resignation. The thyme scheme is that of a Shakespearcan
soniel—at -»b cded efefl gg, \

Coneclusion

The Dark lady is Shakespeare’s mystery woman disturbing the poet just as much as'she
disturbs her critics. A siren, she arouses dark desires in men who come in contact with her
and it is her open promiscuity that makes it easy for an Elizabethan sonneteer to focus on
female wildness and wickedness. She is as una tiractive in looks as in deeds; vet like Lechery
she tempts and lures men. What makes the two Dark Lady Sonnets, which do not idealize
a mistress, academically interesting is Shakespeare’s attitude, his refusal (o be shattered
either by her betrayal or by her falschood at a time when Wyatt renounces love; Drayton
spells out an ultimatum, “make her love, ar, Cupid, be thou dammed” or decides to kiss
and part; and Campion implores “Thou are not sweet, unless thou pity me.”

Comments

Shakespeare has been targetted both by readers of de-colonized countries like South
Alrica and by feminists, irrespective of creed and colour, for his portrayal of both W.11. and
the infamous Dark Lady. Read the excerpts given below carefully.

Or mine eyes, seeing this, say this is not,
“To put fair truth upon so foul a face?”

- (Sonnet 137)

For I have éworn thee fair, and thought thee bright,
Who art as black as hell, as dark as night.

{my emphasis, H?}

The colour black is here synonymous with depravity and baseness. A black face can
match only a black soul. With Edward Said one may hold that to these English poets all
good lies in Curope; the East and Africa seal wickedness and house men and women of
questionable character, suspicion further raised by the colour of their skin and the absence
of whiteness, Sonnet 127 with its apparent claim that “now is black beauty’s successive
heir” sounds too hollow to pacify Africa, nettled beyond endurance by constant insinuations,
both insulting and unjust. The Dary Lady, as her name, description and nature imply, is the
"Other’, the representative of an alien culture to be derided and scorned. Nol for nothing
have scholars accused Shakespeare of being a racist and after Toni Morrison’s Playing in
the Dark in particular, it is whiteness that is now open to probes and analysis.

Feminists brand Shakespcare a misogynist, a sexist for the unflattering pictuie of the
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lady and the glorification of the young man. Note this brand of ‘othering’. Sce how even
when the issue is ‘fairness’, the youth’s colour is superior to a woman’s whose whiteness,
enhanced by cosmetics, may strongly suggest duplicity and deceit (20, 21). The youth is
admonished only for small offences such as not transferring his beauty to his children, for
patronizing a rival poet and a corrupt lady (144) whereas the dark lady can hope for no
~ redemption for her tainted spirit and dark soul. Had it been difficult for Shakespeare, we
wonder, to accept female superiority evident from the dark lady’s power of enticing men
who come in contact with her? ’

Word Notes

1. made of truth honest; faithful in love; upable to lie. With a pun also on ‘maid of

truth’, a true virgin.

1 -2 When my...she lies the poet pretends to believe her lies. Is there a religious implication
that it is possible to believe the impossible only on the basis of

faith?
3. untutored youth  inexperienced young man.
4. Unlearned... unaware of the ways of the world and falsehood. See Sonnet 66.
subtlcties. :
5. Thus..young The poet’s vanity is fed when he thinks that the mistress considers
him young.
6, days are past past his prime, no longer young.
the best
7 simpli',',,,mnguu like a simpleton he accepts her lies. This may also refer to the glib
' lying of the fork-tongued Scrpent to tempt Eve.
8. On both- hoth the parties lie, one about his age and the other about her
suppressed: fidelity. Both pretend to believe each other.

0-10 But wherefore

Why can’t she confess her untruthful ness and he his age?

old
11. love’s best habit  the best thing to do or the best adornment for lovers.

seeming trust to appear loyal or seem trustworthy and pretend to be devoted.
12, and age...told one who is old and still in love need not have his age pointed = .

13

therefore...with
me

>ut, “Age’ has been persanified in this line.

A compromise has been struck and we tell lies easily or we cohabit
in spite of being aware of each other’s falsechoods,
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14. in our faults with our shortcomings, her false nature and his old age.

and...flattered be  through the lies that we utter we console ourselves and come to
an understanding. Our needs are satisfied.

3.6 Q Conclusion

As stated carlier, the Shakespearean-Sonnet Sequence is a class by itself following no
pattern and refusing to be compared/slotted with others of the Age. But do not treat the
Sequence as a separate entity within the canon for they do team up with his plays. Read the
more mellow verses and seek parallels in his comedies but for lemale frailty and betrayal
turn o Hamlet, Troilus and Cressida and the later plays. Mark the attitude of the poet-
speaker in his Sonnets, Sidney stoops before a Stella, Daniel before a Delia but Shakespeare
pleads for a young man’s favour at the risk of jeopardizing his own reputation. In Befween
Men Eve Sedgwick does come to the poet’s rescue by christening this longing as
“homosociai”, But suspicion lingers, for while others woo their ladies with honeyed words,
Shakespeare, with eyes only for his ‘lovely boy’, is strongly critical of his mistress whom
he denigrates with relish and delight. :

This Sonnet Sequence, as you must have realized, has been so designed by the creator
that, with its mysterious dedicatee and addressees of bath genders and the poet’s attitude
towards them, it stands apart from its contemporaries. And William Shakespeare’s
experiment has yielded results, for no scholarly work on English sonnets, even now, can be
considered quite complete without a mention of these “sugr’d sonnets” with which
Shakespeare has redefined sonneteering and which even after four centuries continue to
satisly most palates with its marked difference in flavour and taste.

3.7 O Questions

- L. Write a briel note on the Elizabethan Sonnet,

= Make a comparative study of Shakespeare’s W.H. and the Dark Lady.

Comment on Shakespeare’s use of the Love and Time theme in the six sonnets -
prescribed for your study.

4. What idea do you form of W.H. and the poet’s attitude towards him from your reading
of the four W.H. Sonncts?

5. “The Dark lady continues to haffle readers for she stands alone, different from her
counterparts.” Do you agree? Justify your answer. '

6. Critically analyse any one sonnet of your choice.

1. Attempt a comparative study of Shakespeare and Spenser as Sonneteers,
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Write a note on Shakespeare’s language, style and (he Shakespearcan Sonnet form.
The Sonnets help us to look into Shakespeare’s life and mind.” Discuss.

Evaluate Shakespeare as a Sonneteer of Renaissance England Do you think that new
light can be cast on these poems written more than four hundred years ago?
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1.1 O Objectives

In the following pages you will find analyses of what makes Metaphysical Poetry
‘metaphysical’ sections on characteristics of Metaphysical wit, conceit, Donne’s poems,
Marvell’s and Herberts—all of which will help give you a clearer and decper undcr'slanding
of the Metaphysical Poets.

'1.2_ O Introduction

The ‘term’ metaphysical was first used by Dr. Samuel Johnson in his Lives of the
poets, to a group of early 17th century poets who attempted to analysis the most delicate
shades of their psychological experiences in verse. However, the suggestion for this phrase,
came to him from Dryden, who writing in 1963, sald of Donne- “lle aflects the
metaphysics...”. But we must not understand the term *metaphysical® in its strict
philosophical sense (i.e. verse dealing with metaphysics; poetry dealing with a philosophical
conception of the universe and of the role of the individual in this drama of existence. In
this sense Lucretius and Dante wrote ‘metaphysical’ poetry. Actually, the term
‘metaphysical’ has been in use to describe the special characteristics and features of the
poetry of John Donne and of those who were influenced by him, viz.-George Ilerbert,
Henry Vaughan, Thomas Carew, Richard Crashaw, Andrew Marvel I and Robert Cowley.
Almost all modern critics of John Donne and his scheool, from H.J.C. Grierson to Helen
Garden and R.G. Cox have used this term and analysed its various features. But it must be
remembered that Dr. Johnson actually intended the adjective ‘metaphysical” to be pejorative. -
He attacked these poets’ lack of [ecling, their learning and the surprising range ol images
and comparisons, they used. But finally after three centuries of neglect and disdain, the
Metaphysical poets have come be highly praised and have been very influential in the 20th
Century British poetry and criticism.

1.3 O Characteristics

Maodem criticism ol the Metaphysicals dates from Grierson’s antholdgy and T.5. Eliot’s
praise of their fusion of thought and feeling. Though subject to intense scrutiny, the
Metaphysical pﬂet'ry has fared well with later critics-some have remarked on the
Metaphysicals’ expression of the Renaissance individualism, namely that they present a
private, nota public world. Many have concentrated upon stylistic features: recondite
imagery, dissonance, logical argumentative structure, equivocal nature, and dramatic
qualities. Most favoured of all has been the view that * Wit'-imaginative intelligence shown
in verbal and intellectual agility-is a delining characteristics. Now, let us consider the main
characteristics of the Metaphysical poetry in detail.
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1.4 O Intellectual ism

The Elizabethan poets dealt with certain conventional themes, namely madrigals and
love lyrics, in a style of conscious artifice and verbal elaboration. On the other hand, the

. Metaphysical poets exercised their intellectuality to convey their subtle experience, Actually,

these poets were learned, cultivated and intelligent men of rich and wide experience, engaged .
in the various fields of life. Their world around them was far more complex and it was
moving fast-the old simple style was not enough to explore the complex ideas and feelings
of the changing phenomena of their world. The worn-out Petrarchan conventions, ‘the
melodious fluency of Spenser’s verse’, “the sweetness-long-drawn out’ and the ‘decorative
usc of classical mythology’ failed to express the sensibility of the new age in which various
warting emotions and sentiments were rife. There wa§ a cry everywhere for “More matter
and less words”. Anthony Bacon commended Tacitus because he “hath written the most
malter with the best conceit in the fewest words of any Historiographer”. The metaphysical
poets incorporated their learning and intellectual training in their art of poetry. They used
words which call the mind into play, rather than those which speak to the senses or ‘evoke
an emotional response through memory’. They used word’s which have no associative
value. These erudite poets drew their imagery from such varied sources as Medieval theolo £y,
Scholastic phi losophy, the Plolemaic astronomy of the Middle Ages, and the concept of
the contempory science and belief, Their mind move with great agility from one concept to
another and it requires an equal agility on the part of the readers to follow them. We are at
once reminded of Helen Gardener-"Poetry, like prose, should be close packed and dense
with meaning, something to be “chewed and digested”, which will not give up its secrets
on a first reading” (The Metaphysical Poets). Jim Hunter rightly calls this intellectualism-
"brainwork in poetry’,

1.5 O The Metaphysical Conceit

Probably the most commented-upon device of the poetry of the Metaphysical is the
conceit. Originally meaning a concept on image, ‘conceit’ came to be the term for figures
of speech which establish a striking parallel-usually an elaborate parallel-between the two
very dissimilar things or situation, In other word 8, a conceit is a highly exagperated, fantastic
and absurd comparison. As Dr. Johnson pointed out much eatlier that in a conceit most
heterogeneous elements are ‘yoked by violence together’. Helen Gardener explains this
device as a ‘Comparison whose ingenuily is more striking than its justness, or at least is
more immediately striking’, Generally, comparison between two unlike things shows.for
the time being a likeness; but a comparison becomes a conceit when it Impresses upon our
mind the image of likeness while we are every moment conscious of the basic unlikeness.
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It is generally supposed that the conceit was a curious innovation of the metaphysical
poets. But the Elizabethan poetry, both dramatic and lyric, is full of conceits. But an
Elizabethan conceit differs from a metaphysical conceit in several ways. Obviously unlike
an Elizabethan conceit, a metaphysical conceit is learned. The Metaphy sical poets exploited
all knowledge-commonplace oresotenc, practical, philosophical, ethical or theological,
true of fabulous-to form these conceits. But there is another equally important difference
bewteen the metaphysical poets and the Elizabethans, regarding the use of coneeits. The
Elizabethans Used their conceits as ornaments; their conceits were merely decorations. But
the Metaphysical conceit is organic rather than decorative: that is to say it embodies and
develops thethought rather than merely embeéllishes it. They are a part of the poet’s technique
of communication, amplification and persuasion. Helen Gardener rightly sums up-”. Tna
metaphysical poem, the conceits are instruments of definition in an argument or instrument
to persuade. The poem has something to say which the conceit explicates or something to
urge which the conceit helps to forward”. -

In sharp contrast to both the concepts and figures of the conventional Petrarchism is
John Donne’s The Flea a poem that uses a {lea who has bitten both the lovers as the basic -
reference for its argument against the lady’s resistance against the importunate lover. But
the most famious conceit is Donne’s Parallel (in A valediction: Forbidding Mourning),
between the continuing relationship ol his and his lady’s soul, despite their physical parting,
and the co-ordinated movements of the two feel of adraftman’s compass. Joan Bennet
rightly pointed out that the metaphysical conceit at its most complete is a focal point at
which emotion, sense-impression and thought arc perceived as one. :

1.6 O Argument and Persuasion

As was mentioned earlier, an intellectual quality is an important feature of the
Metaphysical poets. Invariably, the demand is made of the reader that the connection of
ideas be grasped. The reader is held to a line of argument, a sequence of thought where
every stage of development must be accurately followed and understood, if the poem is to
make sense. Here, for example, is Donne’s The Flea. Here the argument is a clever syllogism
which pretends to trap the unwary listener who accepts the analogies or premises Donne
offers. He delights the reader by his daring anologies, but in particular by his ingenuity in
making so much out of so little. -

“Mark but this flea, and mark in this,

How little that which thou deny’st me is;

Me is sucked first, and now sucks-thee,

And in this flea, our two bloods—mingled be;
Confess it, this cannot be said

A sin, or shame, or loss of maidenhood,
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Yet this enjoys before it woo,
And pampered swells with one blood—made of tvo,
And this, alas, is more than we would do”,

"The premise upon which the poet bases his argument is a dexterous analogy between
a flea bite, with the mixture of bloods in one tlea, and the nature of sexual intercourse and
the theology of marriage. From this equation he elaborates a flashing weM-play which
makes the fea the sacramental agency ol their union and suggests that their lives an even
children, are bound up within the flea, As an exercise in philosophical sleight of hand the
poem appeals by its audacity and by its challenge to the reader to argue with the speaker”,

1.7 O Concentration

Helen Gardner reminds us of Keats’ advice to pause upon a passage and “Wander with
it, and muse upon it and rellect upon it, and bri ng home to it, and prophesy upon it and
dream upon it..."” and says that this dictum can be applied profitably to much poetry,
particularly to the *Elizabethan and Romantic poetry’. But Metaphysical poetry demands
that we pay attention and read on: it does not aim at providing,, to quote Keats, ‘a little
region to wander in’, where lovers of poctry may pick and choose. A metaphysical poem
tends to be brief and is always closely woven. Specially Donne possesses this art of
concentration ad a sinewy strength of style and that is why they were regarded by many
younger writers as their masters. Behind much of the metaphysical poetry, lies the classical
epigram and thercfore it will be proper to agree with Helen Gardner that ‘a metaphysical
poem is an expanded metaphor’, Due to this a epigrammatic quality, a metaphysical poem
becomes wity and sometimes it suffers from artificial skilfulness or cleverness which verges
on Ostentatiousness. Unlike a Spenserian stanza, stanza of Donne and Herbert-"is more
like a limiting frame in which words and thoughts are compressed, a box where sweets
compacted lie™, i

1.8 O Wit

In his life of Cowley in which Dr. Johnson first of all employed the term ‘metaphysical
for Donne and his followers, he used the word ‘wit’ to describe the special quality of
their poetry. Actually the word ‘wit’ is a “tricky” term having various sorts of
implecations in various ages. The ‘wit’ of the metaphysical poets can be described
in the words of T.S. Eliot-, “as a mechanism of sensibility which could devour any
kind of experience...simple, artificial, difficult or fantastic”. Wit is secn in the
poct’s perception of similarity in dissimilarity and the ingenuity with which
he brings together and combines opposites, whether in words or in ideas Donne’s poetry is
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the poetry of wir, the poetry which uses the intellect to build up complex unities of thought
out of materials which are conventionally non-poetic. By the just position of ideas which
seem at first sight unrelated and even violently discodant and by their reconciliation in the
heart of the poet’s imagination, a more concrent and organic body of truth is achieved than
is attainable by the use of familiar comparisons. For example, in The Canonization, the
lovers are uniquely compared to the phoenix and to the eagle and the dove. Again in The
Flea, Donne’s verbal dexterity is seen in his likening the body of the flea, which has sucked
his mistress’ blood and his own, to their bridal bed. Actually, Donne’s wit can be constantly
seen in his poems-in his use of puns, word play, oxymoron and paradox-they abound in all
his poems.

The ‘wit’ of the metaphysical poets shows their love for learning, but Dr. Johnson’s
saying that “to show their learning was their whole endeavour™ seem not to be justified,
Actually, the wide learning of the metaphysical poets had become a part of their poetic
sensibility and it proved itself of extreme value of them-in discovering universal analogy
in the midst of the most diverse kind of experience.

1.9 O Element of Drama

The dramatic elements of the metaphysical poetry cannot be compared with the
excellence of the Elizabethan drama, yet the relation of the former with the latter cannot be
denied. Both Shakespeare and Donne used in their works, words commonly used by people
in their daily life, which could render a heightened sense of dramatic situations. Specially
in his songs and sonnets Donne used the technique of dramatic monologue-(in a dramatic
monologue, the poet takes the speaker in a highly critical moment of his life and through
his utterances, makes him lay bare his motives, ideas and principles. The dramatic
monologue, like a soliloguy, is predominent]y“rgumentative and analytical, but while the

. soliloquy is a sort of private debate, a dialogue of mind with itself, a dramatic monologue

permits the presence of some other characters who generally keep mute. The rapid and
subtle shift of mood within these poems shows the natural conversation and behaviour, the
mystical devotion of the lover, his banter; and the externalisation of his cynicism and
mystical devotion intensify the dramatic situation of his poems.

Even the opening lines of the metaphysical poems are dramatic e.g.-
“T wonder, by my troth, what thou, - and t

Did till we loved™?
(Donne: The Good-Monow)

“(0” Who shall; form this Dungeon, raise A soul inslav’d so many ways?”

(Andrew Marvell: A Iiialnguc between the Soul and Body.)
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1.9.1 Humour

Jim Huntér deplores the fact that poetry has been compartmentalised into the categories
of light, tragic, lyrical, elegiac and some other forms. It is ridiculous to do so Jjust as we
may “allot specialised jobs to people” and may not “expect to meet much versatility in
accomplishment”. But the metaphysical poets are surcly the exception. They on the one
hand deal with serious philosophical themes and on the other they blend with them touches
ol humour. Humour makes a metaphysical poem sober and charming. A serious
philosophical statement, coloured with a subtle sense of humour makes some of these
pomes most unique and interesting. Andrew Marvell’s To his Coy Mistress or George
Herbert’s Easter wings are two brilliant examples.

1.9.2 Unified Sensibility

LS. Eloit (The Metaphysical Poets: Selected Essays) finds this peculiar quality in
the metaphysical poets because they, he says, combined thought and feeling-the two

components of sensibility. Their poems were the product of intellectual effort as much as .

of emotion. A poem, abounding in exuberant emotional oiitburst lacking the conscious
effort on the plane of thought to tame it shows a dissociation of sensibility, dissociation of
thought and feeling from each other. Shelley’s Ode to the West Wind and Beethoven’s
Fifth symphony are such examples, They loosen the chains of their emotions which sweep
violently. But in the words of T.S. Eliot, the metaphysical poets possessed mechanism of
sensibility which could devour any kind of experience”. They tried to “find the vertical
equivalent for states of mind and feeling”. In Chapman and Donne there is “a direct sensuous
apprehension of through, or are-creation of thought into feeling, “To Donne,” a thought
Was an experience; ‘it modified his sensibility”,

1.9.3 Diction and Versification

In reaction to the sweet sounding words and phrases and hackneyed poetic diction of
the carly Elizabethan poetry, the metaphysical poets developed their own poetic diction.
~ Their words are often prosaic, rugged and ‘unpoetic’. They prefer colloquial speech to the
sweet cadence of sensuous poetry. Their diction is restrained and simple, but its most
remarkable quality is that the etymological meaning of their words changes, ;:uarliﬁ:ul'au'l}»r in
the hands of John Donne; no word conveys its commonly accepted connotations. Without
a detailed study of the contextual meaning of a word, its full force cannot be discovered-we
shall have to suspend our modern interpretation of a word and work out from the text what
a word in a poem stands for; they thus serve the purpose of the poet of fuse thought and
feeling. :
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Their versification is coarse and jerky. They rhythm is dictated by the meaning. It
functions as a stimulant to the intellect; it is intricate to the extent of complexity of thought;
it is revealed only when the shifting of emphases, according to the sensc it carrics, is
grasped.

1.10 O The Canonization: Introduction

The Canonization is a popular love poem of John Donne, expressing his positive
attitude, towards love, an attitude of satisfaction and decp absorption in a love relationship.
In The Canonization, there is a factual evidence of its dating-, the evidence being ol
ruined fortune and the king’s face. Donne’s fortune was ruined after he married Anne More
in 1601 and was dismissed from the service of Sir Thomas Egerton and at least for next
fourteen years, Donne had to undergo severe economic crisis. So the ruin of the fortune of
Donne has its relevance to his love affair and in this sensc the expression- ... ruin’d fortune
flout’ in The Canonization has immense importance in our endeavour in fixing the time
of composition of the poem. The reference to ‘king’s face” in the poem is also significant.
After the death of Queen Elizabeth, King James-I had acceded to the throne in 1603. Hence,
it can be confirmed that the poem must have been written sometime in or after 1603, that
is, by the time Donne has already tasted the aversion of the world to love. In this poem he
reacts sharply and yet cunningly and confidently against the resentful and hostile demean
of the World. Here Donne takes his love for Anne More as divine love and in his unique
way proves the lovers to be *Canonized® for love and to inspire even the worldly minded
people with intense desire to emulate the two lovers. Though the argument in the poem
centres on the love affair of Donne and Anne More, the range of the poem is cosmic. In
fact, the whole of the contemporary world and the associated materials that come within
the range of Donne’s baroque consciousness, are composed into the five stanzas of the
poem.

1.10.1 John Donne (1572-1633) : Life and Works

Donne related on his mother’s side to Sir Thomas More, was bom into a devout Catholic
family. Educated at home by Catholic tutors, Donne went at the age of 11 to Hart Hall,
Oxford, favoured by Catholics because it had no chapels, so that recusancy attracted less
notice. He may later have transferred to Cambridge, but his religion debarred him from
taking a degree in cither university. In 1593 his younger brother Henry died in prison after
being arrested for harbouring a Catholic priest. Somewhere about this time Donne apparently
renounced his Catholic faith. He forfeited his chance of a civil career when he secretly
married. Anne More, Lady Egerton’s niece and daughter of a Surrey landowner. He was
dismissed from Egerton’s service and briefly prisoned. Donne’s next 14 years were marked
by fruitless attempts to live down his disgrace arid find responsible employment.
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Donne’s carliest poems, his satires and Elegies belong to the 1590s. His unfinished
satirical epic. The progress of the soul’ bears the date 1601 and some at least of his Holy
Sonnets were probably written in 1610-11. His ‘Songs and Sonnets’ are, however, largely
impossible to date even approximately, Of his prose works, Pseudo- -Martyre, an attack on
Catholics who had died for their faith, and an attempt to gain royal favour by encouraging
surviving Catholics to take the oath of allegiance to James, was published in 1610; Ignatius
His Conclave an onslaught on the Jesuits in 1611, Biathanatos was a defence of suicide.
His sermons appeared after his death in three volumes.

1.10.2 The Thought of the Poem

The speaker blurts out an impatient rebuke to some critic who objects to his being in
love and tells him to find some other occupations. The man who is dissuading the lover
may attend to his own advancement, but at any rate he should lcave the lover undisturbed.
In the second stanza, the lover continues the argument for his love, this time in the manner
of rhetorical interrogations, He asks what harm his love has caused-have his sighs drowned
ships? Have his tears flooded grounds? Does the coldness of his sighs prolong the winter?
How does the lover’s passion affect the health of society?

Actually this is a sarcastic re;ectmn of the exaggerated claims of sonneteers ertmg in
the Petrarechan tradition (an increasingly degencrate form of hyperbolical praise of a lady,
and itemization of the lover’s pangs, deriving from Petrarch’s sonnet scquence, writlen to
immortalize his beloved Laura).

The world goes about its business, the speaker maintains even though they are in love
and he admits that the most unsavoury similies may be applied to them (without
reprehension, since it is love which make them what they are). Let them be called ‘flies’
(for blindly mpuImmg'?) On tapers, which at their “Owne cost die” (that is, candles, bur ning
but consuming themselves-based on a common pun of the word ‘die’ which had a secondary
meaning of ‘complete the sexual act”, a meaning which was itself probably founded on the
popular superstition that each sex act shortened one’s life by a day). The speaker cannot
outdo his accusers in similes. The “Eagle and the Dove” may be found in them (possibly a
reference to voracious appetite and peaceful conslancy, both of which are aspects of love)
and the riddle of the phoenix finds an example in them, since they are two sexes
accommodated” to one neutral thing” and -

“We dye and rise the same, and prove
Mysterious by this love™.

Beneath the rather graphic physical accuracy of the image, there 15 an almost blasphemous
level of religious allusion. The phoenix (the fabulous bird which produced its own succession
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from the ashes of its funeral pyre) of course “dies and rises the same™ in a myth sense, but
it is impossible to escape the suggestion of the crucifixion and resurrection of Christ, which
is mystery in the proper religious sense, a sense insisted upon not only by the title (see
word-notes), but by.the marked religious vocabulary (*hymns’, *hermitage”) which follows.
Donne’s willy metaphoric finds its basis, and ultimately derives its meaning, however,
from the fact that romantic love had for many years been treated in literature as a ‘religion’
with its own god, saints, hymns, and so forth.

The speaker goes no to say that their ‘legend’ (an account of a saint’s miracles and
exemplary deeds) will be fit for sonnets, if not for chronicles, but that a “well wrought
urne” (sonnet) befits the greatest ashes as finely as a *halfe-acre tombe’ (chronicie) and
that by these hymns (sonnets written in their praise by succeeding generations of lovers) all
men will recognise that they have been “Canonized for love”. Future ages will ‘invoke’
them (that is, ask them to intercede at the throne of the deity) as lovers:

“Who did the whole worlds soule- _
contract, and drove

Into glasses of your eyes '

(S0 made such mirrors and such spies,

That they did all to you epitomize,)

Countries, Towns, courts: Beg from- above

A palterne of your love!”

The ‘religion of love’ figure is here complicated by the Platonic concept, of the world
" -soul (in Plato’s Timaeus, the physical world is regarded as a total organic body with its
own soul) and the celestial Ideas, or forms which are the model (Patteme) for all earthly
phenomenal. Donne is suggesting, through metaphor, the intensity ol a love which, by
excluding all external considerations, in effect creates its own little world - the idea or
heavenly blueprint which is worthy for all aspiring lovers. There is also a neat union of the
physical and the abstract in the image of the lovers’ eyes as “mirrors’ (to be interpreted
either as an optical device or as a speculum, a common title for encyclopedic works) which
‘epitomize (either bring rays of light to a focus or gather together in summary form as in an
encyclopedia) ‘Countries, Townes, courts’. (Based on the Coles)

Actually The Canonization is based upon a Paradox. (APARADOX IS ASTATEMENT
WHICH SEEMS ON ITS FACE TO BE SELF-contradictory or absurd, yet turns out to
make good sense). Love of women is profane actlivity denounced by the church, but here the
poet daringly treats profare love, as if it were divine love. The lovers who are absorbed in the
pleasure of the flesh are cunningly described as saints. But the poet'cleverly argues his case
and succeeds in establishing that devoted lovers are the saints’ - saints’, saints of love’. They
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have renounced the world [or each other and the body of each is an rhermitage’ for the
other. They are as devoted each other as a saint is to God and so they are the saints of love.
Thus a physical relationship is treated like a spiritual relationship. We are not sure whether
it is a parody of Christian sainthood. But if it is at all parody, it is.intensely a serious parody.

1.10.3 Wit in the Poem

The element of wit is present in The Canonization to an appreciable context, The poem
contains many devices of wit, the apostrophies of the first stanza, the exaggerations and
thetorical questions of the second and the associations and conceits in the remainirig stanzas.
Itis also to be observed that there is in the poem that particular kind of wit that results from
the complexity of attitudes and wide range of experience. It begins with a tone of impatient
defiance and end on a note of pious exultation. The breathlessness of the opening stanza
with short clipped phrases gives way ultimately to the invocation and prayer. Thus even in
the space of one short poem, the poet’s mood and tone shift’ from one extreme to the other
and the rhythm and diction keep pace to the swift transition. :

1.10.4 Important Annotations and Explanations

1. Title: The Canonization - the fact of being regarded as a saint; achieving sainthood,
The central conceit of the poem is that the lovers have been canonized - declared to be
saints - for love. “This could imply that their love had a mysterious and unearthly quality or
that they have been martyred by those who have excluded them from the public world or
that their loving has been so vigorous they have become martyrs by wearing themselves
out”. (Richard Gill). - ; : :

I1. - The words are addressed to some fricnﬂ or well-wisher who tries to dissuade the
poct from love-making. Here the lover is imploring in the name of God because secular love
is being regarded as a saintly pursuit in parody of Christian sainthood. This colloguial outburst
~and many other lines in the poem are remarkable for the abruptness of their speech rhythm

[2-13: Palsy - Paralysis
Gaut - a disease affecting the joints, commonly associated with old men.

Just as it is useless for the [riend to chide the poet for suffering from gaut, palsie or
baldness, so it is equally useless to try to dissuade him from love-making.

[17: King’s veal or his stamped face

The critic of the poet’s love either may contemplate the real face of the king by taking a
Jobatthe court or contemplate the king’s face stamped on coins by hoarding wealth. He must
not waste time in trying to disturb the poct’s love-making, It is a fine example of Donne’s wit.
The language of economic is a ruuiirr'ing feature in the poem (e.g. - “stamped face’). The
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reference to the king shows that the poem was written after the accession of king James [ in
1603. '

110. - Alas, alas - more a parody of the cynically critical attitude of the people towards
lovers than a regret over his own plight.

[ 10/ 18. “What is the poet’s attitude in this stanza? If there is scorn in his voice, is it
still directed at the disturber, or is his real target are those petrarehan love-poets who write
of lovers’ tears drowning the world or their sighs creating storms.”

{15, plague Bill - list of the viclims of plague. The plague broke out in epidemic form
in London in the last decade of sixteenth century and again in the first decade of the -
seventeenth century.

Actually, the lover here argues that the heat of his passion has not affected the health of
the society, his fevers have caused pain and sufferings only to his own self. Others have
remained unaffected by his fevers; then why the people is so much antagonistic to his love-
making?

120, “Call her one, mee another fly” -

- They are both like flies, beacuse they arc constantly moving round each other without,
any specifi ic purpose. They love each other equally well.

[ 21, - The lovers are also like tapers (candle) for they burn themselves out for each
other’s love. A.B. Chambers argues that the reference is to the taper- fly which burns itself
to death by approaching a flame. Both the flies and taper consume themselves and enjoy
their being consumed to death. Donne uses the same sort of image in Elegy VI, (U-17-19) -

* ... 50, the taper’s beamy eye -
Amorously twinkling beckons the - giddy fly,
yet burhs his wings...”.

[21. - ‘die’ - Here, as clsewhere in Donne, there may be a play upon ‘die’ meaning the
loss of sexual power after sexual consummation. The-traditional idea that sexual intercourse
shortens life may also be present. '

122, - The cagle is a bird of prey while dove is mild and innocent. But the poet and his
beloved combine in themselves qualities of both of the eagle and the dove. They are both
pentle like the dove and both of them are also tyrannical and destructive like the eagle.
They prey upon each other and destroy each othet. Their love is self-consuming. Out of
this image of death comes the image of resurrection of life- “the riddle of the phoenix™. :

[23-127 - The phoenix is a mythical bird which every thousand years rejuvenated itself
by being consumed in flames and rising renewed from its ashes. This riddle of the phoenix
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makes more sense because of their love. Though the lovers are two separate personalities,
their love makes them one and so they make a neutral sex like the photnix (the phoenix is
not one bird, but, two birds - the male and the female - forming a single neutral whole.)
Again like the phoenix, they as one are consumed by fire of their physical sexual passion,
and out of each sexual consummation they are reborn afresh in their life.

Actually the phoenix image was used in Sicilian poetry and later by Petrarch and many
Petrarchans, Petrarch made the bird the image of his desire for Laura; Daniel hopes that his
verse, phoenix like, will renew his Delia’s life, Giles Fletcher wishes to rise again like the
phoenix from the fire of his love and Sindney refers to Stella as a phoenix. So Donne has
plenty of precedents in this respect, but his brilliant originality lies in using the bird to
mean both the lovers and makes it hermaphroditic,

[ 28-1 33. The lovers can die by love, a puaéihilit}f suggested in the preceding stanza.
The suggestion in these lines is that when the lovers have died, their legends may not be [it
[or tombs and hearse, but it will be fir for verse. Their names and deeds may not be recorded
in history (possibly a dig at the traditional books of history which cenre on only the deeds
of misdeeds of the king on rulers) but their unique love story will be celebrated in sonnets,

[t should be rioted that the word “hearse” here has not the modern meaning - i.e. car for
bearing the coffon. Here it means a temple-shaped structure used in royal funerals, decorated
with banners and lighted candles and on which it was customary for frineds to pin short
poems or epitaphs. Again James Reeves points out a clever conciet in the term”.... “sonnets
pretty rooms”. Here, Donne is using ‘sonnets’ loosely for love poems, and ‘stanza’ in
[talian means a'room’. '

1.11 0 Questions

Essay type questions :

I. Comment on the appropriateness of the title of “The Canonization’?
What is a ‘conceit’? Comment on the use of conceits in the poem.

Consider “The Canonization® as a metaphysical poem.

S ]

Elaborate Cleanth Brooks’ statement that Donne daringly treats profanc love as if it
were divine in’ The Canonization’ ?

Short and objective type q:m.ﬁ'ffrms 3

1. “The phoenix riddle hath more wit/By us.” Brign out the meaning of the phoenix
metaphor. :

b

What does the word ‘die’ in the poem connote?
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To whom does the poet address in the opening line of The Canonization® ?

3
4. Why do the lovers in the poem compare themsclves to fly and tapet?
5. For what do the cagle and the dove stand?

6

Name the disease images used in the poem.

1.12 O The Extasie : Introduction

This poem is, in the words of Jack Daglish, a ‘remarkably subtle work’, perhaps the
most famous of Donne’s love poem’. By blending passion and ratiocination, the poet has
presenied a very fine case of the claim of the body in love. The soul may be responsible for
the spiritual or platonic love, but the importance of the body, the physical basis of love
cannot be denied. K.W. Gransden is right when he says that the word ‘sex” is used in its
modem sense for the first time. The two lovers meet and love and their souls leave their
bodies and parley with one another. But physically, they are not aware of what they did
before they loved each other: it was not sex which provoked them to do so. This is the stale
of ‘ecstasy’. This is purely the plantonic conception of love arising out of physical
relationship and culminating in the heavenly love. The idea of the parleying of the two
souls is also derived from Plato’s idea of the immortality of the soul, its rebirth and ‘new
knowledge of the personality achieved by the fusion of the two lovers’ souls’.

They mystery of love will not be revealed unless the bodies of the lovers meet. The
body is the book in which it lies hidden. The influence of the old Philosophy (in the Platonic
idea of love and sex) and the Renaissance materialism (in the emphasis on the body) are
evident in this poem. A.W. Gransden refers to this when he writes—

- “The passion and certainty of The Extaise make it one of Donne’s greatest poems. At
the same time, the realistic ‘earthing’ of the poem’s metaphysic which takes place at the
end makes it one of the most metaphysical (in the literary sense) of all his poems™.

Actually in The Extaslic, Donne achieved for once the perfect reconciliation of the
physical and the spiritual which he was seeking in so much of his poetic thought.

1.12.1 The Extaise : Commentary

Extasic refers strictly to the supreme mystical experience in which the soul, transcending
the body, attains the vision of God. This idea, defined by the neo-platonists and taken over by
Christian philosophers, in common 17th century use, simply meant the mind’s transcendence
over the body. The poem opens with the two lovers, “one another’s best”, sitting on a river
bank their hands joined by a balme” which suggests an anointment of religious, magical
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properties, and looking into one another’s eyes. ‘Entergraft’; used to describe their
intertwined hands, is a word of Donne’s invention to emphasize the reciprocal force of the
- gesture. Their souls, however, have gone out of their bodies, and are compared to lwo
armies, going forth to meet upon a battlefield, while their physical bodies, made pure by
love, lie still upon the bank. This ‘extasie’ shows them the true source of their love as
making one soul out of the mixure of the disparate elements in both of them. Love brings
them together and as a transplanted violet, causes the one new soul, composed of both their
former ones, to overcome loneliness. Yet the polet continues, this one new soul knows ol
what it is made, that is, that it must descend to the body for afTections. Their bodies, while
not the sum total of the lovers, are nonetheless their ‘spheres’ as they themselves identify
with the intelligences or souls, They owe their bodies thanks, for that is how they were first
drawn to each other and consider them alloy rather than *drosse’ - Heaven’s influence on
man operates in such a way that body must first encounter body before their souls can
merge. Spirit, he says, holds together both man’s body and his soul, and pure lovers’ souls
must descend to the sensc and their faculties, “Elsé a great prince in prison lies™-i.e. the
undiscovered bodily, provience. so they must turn to their bodies for further instruction.
Although ‘love’s mysteries’ are nurtured in the soul, the body is love’s *Booke’, that is the
source from which all mysteries of love are revealed. And the poet concludes, if anyone
should have overheard or seen them, he will observe small change when the lovers do go
about occupying their bodies - the same spiritual quality of their love will be in operation. -
This is a reversal of the first part of the poem, in which the lovers’ spirits had left their
bodies to negotiate on some purer ground. However, the logical argument has progressed
to the point where soul needs body as the instrument of its revelation, and so the ending is
the logical result of the initial argument. Donne’s images are drawn from the realm of
mystical expericnce, Christian philosophy, the neo-Platonic and scholastic psychology;
they serve to progress the argument of his love poem.

The poem has a pastoral setting in keeping with the usual practice of the poets in the age.
More specifically, Donne, in this respect, might have been influenced by Fulke Greville and
Sidney. But Donne is unique in his setting of the poem. In The Extasie, the outdoor and the
pastoral are mixed up with the indoor and the human. There is a fertile bank, but it is raised
high like a pillow. The raised bank is the resting place of the violet, but the lovers are also
resting close-by, in each other’s arms, Thus through the use of suitable imagery, the indoor
and the outdoor worlds are intertwined and human interest is imparted to the pastonal setting.

The Extasie is a clear expression of Donne’s philosophy of love. Donne agrees with
Plato that true love is spiritual - it is a union of the souls. But unlike Plato, Donne does not
neglect the demand of the body. It is the body which brings the lovers together, Love beings
in sensuous apprehension and spiritual love follows upon the sensuous. So the claims of body
must not be ignored. Union of bodies is as essential as the union of souls. Thus Donne goes *
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against the teachings both of Plato and the Christian Divines in his stresses on the sensuous

and physical basis even of spiritual love. In this respect he comes close to the Renaissance

and modern point of view.

Again the philosophical background to the poem is provided by a number of medieval
beliefs and philosophies and we have to understand thosc philosophies for a better
appreciation of the poem.

Firstly, the idea of the soul, coming out of the body is derived from Plotinus who
believed that in a blessed moment, the soul comes out of the body and converses with the
Divine or the Over-Mind and ultimately the process resolves the mystery of life. In The
Extasie the souls of the lovers come out of the body and the body remains inert, motionless.
However, in the poem, the souls of the two lovers do not hold converse with the Over-
Mind. They converse with each other and the mystery of love is thus resolved.

Secondly, the medieval theologians believed that the soul of man was lormed of three
different elements i.e. - (i) the animal or sensual soul, closely bound to the body; (ii) the
logical or reasoning human soul; (jii) the intellectual soul. All these ideas arc in background
ol Donne’s poem. For example -

“Rut as all severale soules contain
Mixture of things they know not what,
Love, these mixt soules doth mix again
And makes both one, each this and that”.

Thirdly, there was a belief in medieval Physiology that the blood contains certain power
and spirits which together make up the soul. These ‘spirits” or powers were thus regarded
as intermediaries between the soul and the body. This faith is reflected in the following

~ lines of Donne -

“As our blood labours to beget

Spirits, as like soules as it can,

Because such fingers need to knit

The subtile knot, which makes us - man”.

Lastly, the conception of the older Ptolemic system of astronomy is also incorporated
into the poem.

“But O alas, so long, so faree
Oul bodies why doe wee forlocare?
They are ours, though they are not wee :-
- Wee are,
Th’ intelligences, they the sphere”.
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The Intelligen ey Were the ¢its Which jnhabited the different heave gy,
imparted motion 1o them. Thyg I'SGUI:; are the Intelligences which inhab & ¢
impart to it life gy moVemep; a

ly bodies and
the body and

In conelusion e Agree wigbe OPinign of Georpe wilf famson about the mature of
love in Donne’s s Extagjo» fhane like perbert i interested less in the ™0ral casuistry
of love than in the philosopy, “cg]'fug:SliDﬂ provoked by it. Hence the debate lm1 The Extasi

e
may involve body and SQul, ratler More thyp two loyepg.

The Extasie is one of Domyeg best metaphysical poems jn the liter. Y =ense because
conceits are drawn, fidm, €Veml branches of learning as well as in the philos ophical sense
because it is concerpea with sueh Metaphysical problemg as the union of souls and the
relationship bﬂt_‘r*v’een'sc—'ﬂ’ and body. Mﬁl‘ﬂﬂ"m} it tries to fashion a language adequate for
souls. The music of tpe Velse - jts thythms and cadences - might be saj ¢, be so refined

that it sounds like the elevatey language a soul mj ght be imagined ip use,

1.13 Q Questijons : T
Essay type questions - . :

. How does Donne combine thought and leelings in *The Ecstasy® 9

2. Consider The Ecstasy’ as metaphysical poem.

3. Do you agree with the view that ‘in many respects “The Ecstasy® reSeMbies some of
the love and the religions poems,

4. How is the dichotomy between physical and spiritual love resolved?

a; {;‘Dm.mém on the use of conceits in the poem.

6. Would you call The Ecstasy’ a poem of seduction? Give ruasﬁns for youy atiswer.
Shart and objective lype questions : '

. What is mcaﬁt by the term “ecstasy’ 7

2. What is the function ac.cording to a contemporary medical; idea of “balm” iy, the human
body? 4

3. What is actually meant by the ‘intelligences™?

4.  Explain the meaning embodicd in ‘Else 5 great prince in prison lies?
3. What is referred to as ‘subile knot*?
6

Why do the souls of the lovers réturn to their bodies?
(Hints for the answer: The respective souls retumn to their bodies so that the loyeys ‘may
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find in physical union the mystery of love revealed, just as the mystery of reli‘giuﬁ is
revealed in the Bi[}le.‘}

7. What does the ecstasy at last ‘unperplex’ ? (/. 29)
8. -Why do the lovers owe their bodies ‘thanks’? (/. 53)
9.  What do you mean by the term ‘subile knot*? (/. 64)

10. Is there any significance in the comparison of the body to *book’?

1.14 O Suggested Readings
1. John Carey, John Donne: Life, Mind and Art. (1981)

2. Gardner, Helen, ed. John Donne: A Collection of Critical Essays. (1962)
3. Leishman, I.B., The Monarch of Wit. (1962) '
4

The complete English Poems of John Donne; ed. Patrides, C.A.

112




Unit -2 O The Garden: Andrew Marvell

Structure
2.1 Andrew Marvell (1621-78): Life & Works

2.2 The Garden: Commentary
2.3 .llnerprel'atiﬂns
2.4 Questions

2.5 Suggesi‘ed Readings

2.1 Q Andrew Marvell (1621-78): Life & Works

Marvell was born at Winstead in Holderness, Yorks. In 1624 the family (Andrew, his
parents, and three older sisters) moved to Hull on his father’s appointment as lecturer at
Holy Trinity Church. Marvell attended Hull Grammar School. He matriculated at Trinity
College, Cambridge, as a sizar in December, 1633, being elected to scholarship in April
1638 and graduating B.A. in 1639. In 1637 he had contributed Greek and Latin Verses to a
Cambridge volume congratulating Charles I on the bitth of a daughter. His mother died in
April 1638, his father remarried in Novemebr, In January, 1641 his father drowned while
crossing the Humber, Between 1643-47 he travelled for four years in Holland, France,
Italy, and Spain, learning languages and fencing, and perhaps deliberately avoiding the
Civil War. -

From 1650 to 1652 Marvell tutored young Marg Fairfax, daughter of the parlimentarian
general, at Nun Appleton in Yorkshire, [n this period he wrote 1 pon Appleton House’ and
lyrics such as ‘The Garden’ and the mower poems. In 1653 he might have written
“Bermudas’. In 1654 with *The First Anniversary’ he began his career as an unofficial
laureate to Cromwell and was appointed Latin Secretary to the Council of State.

From June 1662 to April 1663 Marvel] was in Hbland on an unknown political business,
possibly espionage and in July 1663 he travelled with the Earl of Carlisle as private Secretary
on his embassy to Russia, Sweden, and Denmark. His satires against Clarendon were
publushed in 1667, Later that year he composed his finest satire ‘Last Instructions to a
Painter’, attacking financial and sexual corruptions at Court and in parliament and took
pattin the impeachment of Clarendon. The Rehearsal Transpos’d which set new standards
of irony and urbanity, appeared in 1672.

The history of Marvell’s reputation is extra-ordinary. Famed in his day as patriot, satirist
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and foe to tyranny, he was virtually unknown as a lyric poct. Even when his poems were
published in 1681, they were greeted by two centuries of neglect. Charles Lamb started a
gradual revival. It was not until after the First World War, with Grierson’s Metaphysical
Lyrics and T.S. Eliot’s Andrew Marvell, that the modern high estimation of his poetry
began to prevail.

2.2 @ The.Garden: Commentary

Of MarvelFs longer lyrics The Garden® is probably the best-known and most enjoyed.

It has wit and beauty, varicty and depth. It is very original and adventurous. It is also very
difficult. '

A keen analyst will see that the nine stanzas divide into (wo sets Of four, with a final
signleton by way of a coda: It is no .accident that only 1, V and IX start with exclamations,
or that TV and VIII alone delve into the past.

Tn stanza | the poet deprecates ambition, which driven men to distraction as they vie for
hollow honours, crowns of leaves (rom this tree or that plant, The slight shade cast by an
isolated tree or plant hints at a prudently possive life-style. The thick shades of congregated
trees and flowers in the garden weave the only garlands worth having, ‘garlands of repose’.

In 1T, TIL, 1V he goes on to say that, far [rom being ambitious himself, he has long sought
* Innocence and Quiet, those inseparable sisters. He has looked for them for years in great citics.
Now he has stumbled on them in the garden, where he ought always to have expected them
to be. No society is half as civilised as this solitade: no women are as loving as these trees.
Foolish lovers do not understand this, but the God of Love does; it is to the garden that Cupid
comes to relax when not employed in affairs of the heart. Garden trees and plants were
what the ancient gods loved on earth all along. The myths have misrepresented their aims.

Stanza | is a single sentence, despite they heavy punctuation employed to slow the pace
down. Thus the antecedent of “Whose” in line 5 is ‘Llerb or Tree’, more especially “Tree’;
The limited shadow cast by the isolated tree reproaches, from the standpoint of prudence,
the professionals who overtax themselves in the sun. “‘Narrow verged’ is a compound adject!
ve despite the lack of hyphen. It covers many square yards. In line 7 ‘Close’ mcans
‘Combine’. '

A crown of palm leaves traditionally reworded the warrior, a crown of oak leaves the
citizen or athlete, a crown of laurel (bays) the poet. Marvell seeks on Laurel here for
himsell. Crowns were also woven in classical times from grass or parsley, wild olive or
pine, ivy or myrtle: ‘Some single Herb or Tree’ could be any one of these.

The word ‘heat’ provides the first pun in the poem. In Marvell's day gentlemen ‘ran a
heat’ when they raced their horses against each other for practice; for purses they “ran a
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course’. There was also the ‘heat” engendered by the ‘Passion’ of love, the ‘Flame’ of [ine
19. Love too was hotly competitive. *‘When we have run our passions heat’ plays on the
two senses,

There is a second pun on ‘race’ in line 28, or so it would seem, There was the obvious
‘race’ on foot between the fleeing Daphne and the ardent pursuing god. But, as such races
always ended in the metamorphosis of the maiden, which happened here, Daphne’s
barrenness was the end of their *race’ or fam ily. “Itis your duty to give me grandchildren’ —
Perseus, the father of Daphne, had told her in Ovid.

There is no pun or ambiguity, however, in ‘retreat’ in line 26, where the keyword is
“hither’. Freed for a time from active service. Cupid *makes his best retreat’ to this garden.

He travels to it as unerringly and expeditiously as he can. The Garden is not being called a
retreat.

In V the poet is the innocent lord of creation as he wonders through the garden-alone:
innocent, because he is free, and the place is free, from all carnal desires— there are not
even any animals about; lord, because he is so much superior to the trees and the plants.
But he can stjll be the target of innocent love. Mature fruits play the feminine role. They
welcome his approach and, within their physical limits, ply him with their individual charms;
his senses are innocently gratified.

Stanza VI takes a step up the seale of valves. ‘From pleasure less’, meaning (as Leishman
rightly says) ‘from the lesser pleasure of the senses’; the mind withdraws “to the greater
pleasure of its own inner happiness’. The withdrawal began in line 39 (hence the
‘Meanwhile® of line 41). Significantly ‘the Mind® is not called *my mind’. The pleased
body, now mindless, remains on the grass. “Withdraws® is not a military metaphor, but a
social one. It is as though the lord leaves the high table on the dais in the thronged hall for
the privacy of .the quiet withdrawing room,

The new paramountey of ‘the Mind’ is asserted and hammered home by the repetition
of the word in the triplerhyming ‘Mind-kind-find’ of lines 43-4. Thus detached, it becomes
the reader’s mind as much as the poet’s; the mind of man.

The ‘ocean’ metaphor is born of the belief, old as pliny, that each *kind’ of land creature
has its counterpart or close ‘resemblance’ living in the sea. Similarly in the mind. Marvell
argues, the image or idea matches the real ity; they recognise each other straight-away
(*straight’ is an adverb).

Since stanzas V and VI form one episode. It is likely that Marvell intended *a green
thought in a green shade’ to epitomise the active mind of the abstracied thinker, physically
passive in shadow on the grass, where line 40 Left him. As M. C. Bradbrook and M.G.
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Lloyd Thomas wrote, ‘There must be a green shade, otherwise no green thought: that is, he
only achieves the power of complete detachment through the instrumentality of that
particular time and place’.

Between V1 and V1I there is an interval of time and a change of scene. And though in
VII the poet resumes in the same present tense, he is in fact recalling separate ecstasies in
different parts of the garden on various occasions in the recent part:

Here at the Fountains sliding foot,
or at some Fruil - trees mossy roof...

; In V111 the tone changes completely and Marvell goes back to the part with his tongue
in his check, as he had done in TV, There it was the mythical part of Ovid’s Metamorphoses.
Here it is the Biblical part of Genesis, the story of Adam and Eve.

A thorough re-reading of stanzas V to Vn will show that, in selecting the material,
Marvell was quietly devising a solo paradise of his own which in duc course would stand
comparison with the solo paradise of Adam in V111 Thus, in V to VII the trees are all fruil-
trees and an apple-tree is specifically named; in legend, though not in the Bible, the fruits
of the tree of knowledge were apples, of course.

And now the last part, the final stanza, arrives; but only after another interval of time
and another change of scene. Paradise is forgotten. Adam was the only gardener there.
Here in the sunshine, away from the canopy of trees, a professional artist has laid out the
latest seventeenth century garden novelty, a floral sun-dial.

2.3 O Interpretations

The Garden’ is MarvelFs evocation of the green world, of the world, of the attraction of
the retreat into solitude in nature, not only “because of the sheer delight in nature ... but
because of the way in which the poem problematizes the very pleasures that it celebrates,
raising questions about the moral validity of retreat at the same time as it portrays ils attractions.
Nor is ‘the Garden’, Marvell’s last or only word on the pleasures of gardens. The garden
served as a potent and variously significant symbol in seventeenth century literature and art
and Marvell’s garden poems reflect the variety of meanings and associations of gardens at
that time. Garden could represent a sinful presumption of human culture and the garden itself
could be seen as a place of sin. Examples of such negative gardens include the so-called
power of Bliss in Spenser’s Faerie Queene and the kind of garden as in Marvell’s own
poems. “The Mower against gardens’ where the mower ‘argues that not content with falling
from God's grace himself, man next conspired to make all nature fall alongside him; and that
the art of gardening represents man’s reduction of the innocent plants and flowers of the field,
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meadows into sinfulness. “Luxurious man...sold”. The moral disapproval of garden and
gardening is clear from mower’s diction - words such as luxurious, vice, seduce, dead, double
(in the sense of duplicitous or false), all reveal a view of garden and gardening a sinful
presumption. Marvell actually satir lzcs the excess of seventeenth century garden-mania.

However, Marvell’s The Garden’ gives us a vision of a perfected world, The perfect
world here is such a place which offers intense pleasure, insight and enlightenment and
which also allows the harmonious exercise or fulfilment of all faculties - sensual, intellectual,
and spiritual. It is a would where perfection has been achieved by means of certain exclusions,
This world of the garden contains no society, no business, no politics, no sex (and that

“means certainly no woman), and also altempts to exclude time and history. The poem thus
challenges the reader to consider the moral validity of experience attained at the expense
of all social commerce and responsibility.

The celebration of the garden takes place at stanza live, the first four stanzas of the
poem jibe at the activities of the mundane world beyond this garden. The garden lays bare
its riches, resources and reveals the poverty and deficiencies of all pursuits in comparison
with the rich rewards of the garden life. Marvell satirises the wordly awarding of laurels
for achievements in various fields—military (palm), civic(oak), and literary (bay). On the
other hand the rewards offered by the garden are superior to those offered by endeavour in
the world beyond, Activity in the world is cast in an unfavourable light by means of words
such as ‘vainly’, suggesting either vanity or feutility, and ‘amaze’, suggesting a state of
perplexity, even madness.

Stanza two further upholds the argument that the pleasures which one obtains in the
garden surpass those of the world beyond the garden. ‘Quiet’ and innocence which men
frantically and phrenetically look for are found in the garden. The poet rejects the society
in favour of the *delicious solitude’ of the garden. He calls society rude in wmparlson to
the pleasure of the gardeén.

Rejecting the claims of military, civic and literary endeavour and the world of society
and business Marvell boldly proceeds to compare the relative attractions of amorous and
sexual pleasures with the pleasures offercd by the garden. In stanza three of the poem the
poet compares the innocent pleasures of the garden with those of amorous pursuits, sexual
activity, and women. The ‘White’ and ‘red’ of line 17 stand for the physical attributes,
specifically those of sexual allure of women. Against the appeal of the white and the red,
Marvell pits the *Green’ of the garden, arguing that green far surpasses the other colours in
its beauty and appeal. Marvell vehemently is against the practice of the lovers who carve
the names of their mistresses on the bark of the trees and argues that these lovers little
realise that how far the beauty of the trees itself exceeds the beauty of any woman.

To reinforce the argument that plant beauty surpasses that of women the speaker has
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recourse to classical mythology. Mafvell maintains that Apollo and Pan described Daphne
and Syrinx, the two mortal women., not as women, bul desired them expressly because
they were to become plants - Daphne was transformed into the {lower that now bears her
name and Syrinx was transformed into a reed.

Stanza five introduces the reader to the parden via the great, but innocent, sensual
pleasures it provides. The description of the pleasures moves from the oral pleasure offered
by the grapes, to the tactile pleasure of the suggestively rounded nectarines and peaches, to
the total abandonment of the poet ensnared, stumbling and falling on the grass. Unlike the
original garden, Eden experience which was lost through the transgression and fall of man
into sin, thc ‘fall’ described here is harmless, meiely a “fall on grass™.

In addition to the sensual pleasures provided b}r' the abundant fruits and flowers of the
garden, the speaker’s mind *Withdraws into its happiness”. The garden provides the ideal
setting for contemplation, for meditation, for those ercative or re-creative functions out of
poetry itself is produced, indicating the links or affinities between poets and pardens:

Meanwhile the mind, from pleasure less.
Withdraws into its hdppiness:

The mind, that ocean where each kind
Does straight its own resemblance find,
Yet it creates, transcending these,

Far other worlds, and other seas,
Annihilating all that's made

To a green thought in a green shade.

MarvelPs >mage of the mind as an ocean is based on the common belief that the creatures
found on the land had their counterparts under the sea, a belief which led to names, such as
sea-horse, sea-cow, sea-lion being given to marine species. The mind, the poet believes,
has its enormous creative powers; not only it can re-create all kinds of life found in the
external world, but transcending these, it is also capable of creating ‘Far other world’s and
other seas’ hitherto unknown. The intellect/mind moves beyond the known world to uncover
or create a transcendent reality which, importantly, has its roots in nature. The reality
created by the mind and the act of writing poetry) has the capacity to supersede, even
replace, external reality annihilating it.

The garden, as we have already mentioned, offers a visionot a perfect world. Apart from
its divers wonders, the garden does provide an occasion and a setting for spiritual reverie:
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Here at the fountain’s sliding foot,

Or at some fruil-tree’s mossy root,
Casting the body’s vest aside,

My soul into the boughs does glide:
There like a bird it sits, and sings,

Then whets, and combs its silver wings;
And, till prepared for longer flight,
Waves in its plumes the various light.

The experience here in these lines quoted above is the experience of the soul leaving
the body. The speaker’s soul leaves his body and, ‘like a bird’, glides into the boughs of a
tree, preening its wings. This separation of the soul from the body is a rehearsal for the
“Longer flight that it will take on the death of the body and has been achicved through
nature.

The ninth and final stanza poses something of a'puzzle for readers of the poem. For
many readers, ‘the final stanza serves to complete the celebration of the garden as a
true retreat from the world outside, complete with its own sense of time (with a pun
on herbal thyme), innocent and wholesome, in the form of the floral sundial. For others,
however, the sense of time complicates or compromises the celebration of the garden
experience, possibly suggesting its own temporality or conditional nature’. But the
final perhaps provides a frame in which to view the garden experience presented in and
by the poem. Denish Cuthbert points out The attractions of the garden are great, |t offers
the opportunity for true re-creation—both in the sense of a pleasant way of passing
the time and in the sense of an imaginative re-ordering or re-creation of humarn experience.
The garden serves the needs of the body with an innocent sensuality, of the mind as a
place for contemplation, and of the soul by offering communion with God’s creation
through which the speaker experiences a transcendent moment of spirituality, to be
surpassed only by the final Might of the soul from the body at death: till prepared for
longer flight.” As this allusion to the future event of final transcendence suggests, the
garden, while coming very close to that experience, does not offer finakranscendence itself.
It offers a rehearsal, a metaphor, an analogy, an approximation of that longed - for event. It
offers also various reminders that as rich and rewarding as its expericnee may be. there
is a world beyond the garden with ebligations, and responsibilities that cannot be overlooked
—a world of time, of history, a world of society and politics, a world of human commeree.
As the speaker himsell reluctantly acknowledges, true solitude is ‘beyond a mortal’s
share’. The garden may be entered and enjoyed, but must also be relinquished again. Its
experience provides a temporary respite from the rigours of the world, but not a permanent
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escape. The garden itself highlights bdth its wonderful difference from the world outside
and also the necessity of returning to that world.

But the poem is not as simple as it looks. There is a major antithesis in the poem and
this antithesis depends upon the distinction between the active and contemplative life, The
garden of the title is primarily a garden of solitude and contemplation, to which the poet
retires from society (and women) to muse. One will find in the poem a depiction of different
kinds of gardens. For example, in stanza three, the garden is presented/depicted as a superior
substitute for sexual love, in stanza five, we have a picture of a sensual, natural garden.

The first and second stanzas introduce this antithesis. Whereas ambitious men enter
into the garden to win a garland as an emblem of their success in the world, the poet retires
to nature/garden for solitude and for contemplation. Peace is wrongfully sought in ‘the
busy companies of the man’. Society is “rude/to (compared to) this delicious solitude, the
poet says in staniza two, “thereby reversing the conventional association of civility with
society. :

This garden of solitude and contemplation excludes not only society in general but
women in particular. Eden, the poet says, would be greater without the distracting presence
of Eve. But on the other hand, the images of sensual ripeness in stanza five “luscious
clusters of the vine”, “melons”, “ripe apples”, and soon, suggest that “the garden may after
all be suffused with a kind of feminine presence... perhaps sexual pleasure is not so casily
renounced as the poem’s explicit argument asserts. Can one finally imagine a garden of

Eden without an Eve?

2.4 O Questions

Long answer type questions :
What values or qualities are evoked by the image of the garden in Marvell’s poem?
Attempt a critical estimate of Marvell’s’The Garden’.
Comment upon Marvell’s treatment of nature in The Garden’,

Examine The Garden’ as a typical metaphysical poem.

e Tt

What is the meaning of the lines “Mean-while the Mind, from pleasure less/Withdraws
into its happiness?

Short and objective answer type questions :

Explain the meaning contained in the line “Society is all I:r.ulrude”'?’
2.  What is meant by the phrase “delicious solitude™?
3. Who are Apollo. Daphne, Pan and Syrinx?
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4. How was Daphne changed into a laurel and why? (Hints for the answer: the legend
has it that when pursued by Apollo, Daphne called upon her goddess mother to save
her, She was changed into a laurel.)

5. How was syrinx transformed into a reed? (Hints: Pursued by pan, the nymph Syrinx
fled into the river Ladow. where she was changed into a reed.)

6. What is the significance of the bird in stanza VII?

7. Are there any images in the poem which suggest that ‘the garden may after all be
suffused (with a kind of feminine presence?” Hints: the images of sensual ripeness in
stanza five.

2.5 O Suggested Readings
I.  Ann E. Berthotf: The Resolved Soul: A Study of Marvell’s Major Poems. (1970)

2. Kenneth Friendenreich. ed, Tercentenary Essays in Honour of Andrew Marvell,
(1977)

3. Arthur Pollard, ed. Andrew Marvell Poems: A Casebook. (Includes major essays on
The Garden’ and “To Ilis Coy Mistress’. (1980)

4.  Christine Rees, The .ludgement of Marvell. (1989)

5. Michael Wilding, ed. Marvell: Modern Judgements (1969) {]nuludea essays on The
Garden’, To is Coy Mistress ete.
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Unit -3 0 The Pulley: George Herbert

Structure
3.1 George Herbert (1593-1633)—Life & Works

3.2 Herbert : Religion & Poetry

3.3 The Pulley : Introduction
3.3.1 Thought of the Poem
3.3.2 Commentary

3.4 Questions

3.5 Shggested Readings ’

3.1 Q George Herbert (1593-1633): Life & Works

Herbert was born in Montogomery into an old and prominent family. He was educated
al Westminster School and was elected a scholar in Trinity College, Cambridge, when he
was named King’s Scholar in 1609, George published his first poems (Two sets of memorial
verses in Latin) in a volume mourning Prince Henry's death in 1612, George was ordered
deacon, probably before the end of 1624, and installed in 1626 as a canon of Lincoln
Cathedral and prebendary of Leighton Bromsworld in Huntingdonshire.

[n his short priesthood he gained a reputation for humulity, energy, and chanty, 1le was
also a keen musician and would go twice a week to hear the singing in salibury cathedral
which was, he said, "Heaven upon Earth’. He died of consumption. When he realized that
he was dying he sent his English poems to his friend Ferrar with instructions to publish
them, if he thought *they might turn to the advantage of any dejected soul, and otherwise to
burn them. The Temple, containing nearly all his surviving poems, was published in 1633.

3.2 Q Herbert: Religion Poetry

Herbert was born and brought up in an age of religions controversies. In the early 17th
century, Christianity under the impact of the Renaissance and new scientific knowledge, was
no longer a matter of unquestionable faith, The new religious leaders were humanists who had
a rational approach to religion. Hence various religious views emerged and competed with
each other for popular acceptance. Thus in Christianity, there were at least threc branches
existing simultancously - the Roman Catholics (they were Orthodox and dema ﬁd_ed adherence
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to the medieval church, the puritans (they were progressive and pleaded for liberty of the
individual in matters of faith) and the Anglicans (they were moderatists: they chose the
middle course, avoiding the excesses of the other two). In fact, the Anglican church was
the most popular institution both in the reign of Queen Elizabeth and James I. The Anglican
church represented the spirit of the age. It was product of the English mind at a seminal
stage of its social and religions history. Its aim was to preserve all that was worthwhile in
the past. In short, it was a model for the *British® church which, as Herbert said, “Neither
oo mean nor yet too gay’. i

Herbert’s religions [aith had grown and developed in the Anglican church. He was
influenced by it right from his childhood, under the benign guidance of his pious mother.
When he came of age, he felt a natural and congenial attraction towards it. His subject
matler was Anglicanism which appealed to him because of its moderation and d ignificd
humility. Tt will be therefore, apt to say that all the time he wanted to be an Anglican poet.
He says—

“Give me the pliant mind, whose - gentle measure
Complies and suits with all estates:
Which can let loose to a crowne -
and yet with pleasure
Take up within a cloisert’s gates”,

Herberl’s poetry may be called a long Christian song with all the possible me lody and
sweetness, He writes of the perennial conflict between the spirit and the flesh, virtue and
vice, life and death, the mortal and the immortal, e Sirigs of the infinite behind finite, of
the light behind darkness, He talks of eternal truths and his anthology, The Temple is like
Tagore’s Gitanjali; his cry is the same as Tagore’s—

“That I want thee, only thee — let my heart repeat without end. All desires that distract
me, day and night, are false and empty to the core”. (Gitanjali - xxxviii). But what is most
interesting is that in some poems, his theme is the humanist aspect of Christianity. e sees
Christ’s sacrifices not only as a doctrine of substitution and imputed righteousness, but as
a history of human goodness and suffering, of how a man who was also Giod, gave his life
tor the erring, ungrateful humanity.

3.3 O The Pulley: Introduction

It is said that Herbert's poetry is “the expression of an ardent temperament with a single
emotional outlet”. Herbert was a priest of the church of England and alone among Donne’s
lollowers, Herbert composed religions verse exclusively. The Pulley deals with God’s device
to lift man up to him. When God created man. He gave him all his choicest blessings except
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only one - rest. God withheld next because he thought that when man would feel restless,
he would surely turn to God and so the bond between the creation and the created would
never be snapped.

3.3.1 The Pulley : Thought of the Poem

When God first created man, He thought of best owing on him all his choicest blessings.
Thus he gave man s’lrcngl_h, beauty, wisdom, honour, pleasure and all other gifts till on ly
rest was left to be endowed on him. At this stage, God pondered for a little. He thought that
il'man would enjoy rest, he would be so contended that he would forget his creator, and.
hence both God and man would be losers. Therefore, God decided to keep back rest from
man. He wanted that when man would be weary, he would feel restless and this restlessness
would make him remember God and pray to him for peace of mind.

3.3.2 Commentary

The Pulley is a fine example of Herbert’s preoccupation with religious themes and his
devotion to God. The poet deales with the relationship between man and God and it clearly
shows how both man and God would be losers if the link between them is severed. The
theme of the poem has not been taken from the story about the creation’of man as we find
it in the Bible; but Herbert seizes upon the theme by virtue of his ewn spiritual experiences
and treats it in a highly imaginative manner.

Actually, The Pulley rcereates in Christian terms, the classical story of Pandora, the
first mortal woman. Jupiter gave her the box, now proverbially known as Pandora’s box,
packed with all the blessings of the Gods. The Jewel of the blessings was ‘hope’ which lay
at the bottom. When the box was opened, all the blessings, except *hope’ slipped out and
were lost, In Herbert’s poem also, God gives man a box, full of all gifts—strength, beauty
wisdom, honour and pleasure. But “out of his” glass of blessings standing by. “He does not
pour out the Chief blessing ‘rest’, for the thinks that if man was given that benediction, he
would have no incentive to seek Him. In this way, God uses ‘restlessnesses’ as the pulley

to toss man towards Himself. The deeper implication is that man’s profaneness, his defects, -

darkness and harsh passions cause him repining ‘restlessnesse’ which can be transformed
into mental peace and serenity by God’s grace and adoration.

The poem has a fantastic title like some of Herbert’s other poems, The Quip for example.
Actually, a pulley is a wheel, used for raising weights. The word “pulley’ is not used in the
poem directly. However, Herbert makes the pulley signify the device; God used to lift man
to Himself. The title is thus an examp.lt: of metaphysical coneeil.

The image of the “glass of blessings” reminds the reader of metaphysical wit. but of
. course, the image is unlike the far-fetched images of Donne. :
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| Grierson remarks that the poem” is inspired by a philosophical conception of the universe

and the role assigned to the human spirit in the great drama of existence”. Herbert does not

| directly say that God withholds peace of soul from man until he turns to him for it - he, - the
poet does not openly preach a sermon about the salvation of the soul, but he presents this
familiar religions doctrine in a novel manner. The concept of the ‘glass of blessings’ the
punning of the word ‘rest’ and the portrait of God as a kind, wise benefactor serve to
translate Herbert’s idea into something vividly dramatic. As one reads the poem, one

* becomes increasingly aware of that fusion between thought and feeling which constitutes
Herbert's belief.

3.4 O Questions

Essay type questions
I.  Comment upon the appropriateness of the title of the poem ‘The Pulley’.
Consider The Pulley® as a religious poem.

Assess the greatness of Herbert as a poet with special reference to his *The Pulley’.

2
3
4.  Comment on the use of the various images in “The Pulley’.
5. Is “The Pulley’ related to the myth of Pandora and her box?
Short ani obfective type questions
1. What is’pulley™?
What does the ‘glass of blessings’ contain?
Why did not God bestow ‘rest’ on man?
Explain the meaning contained in the line * And rest in Nature, not the God of Nature’.

Sum up the theme of the .pﬂum.

350 Suggested Readings

1. Charles, Amy The Life of Gvorge Herbert (1977)
Fish, Stanley, Self-consuming artifacts (1972)

Stein, Arnold, George Herbert's Lyries (1968)

2

3. Harman, Barbara, Costly Monuments (1982) .

4

5. Vendler, Helen, The Poetry of George Herbert (1974)
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Unit -4 01 John Dryden : Absalom and Achitophel

Structure
4.1 Objectives

4.2 TIntroduction
4.3 John Dryden : Life & Works
4.4 Background to Absalom and Achitophel
4.4.1 The Opening of Absalom and Achitophel
4.4.2 Political Theme
4.4.3 Art of Characterization
444 As a Heroic Poem
4.5 Textual Annotatia
4.6 Conclusion/Summing-up
4.7 Questions with Suggested Answers

4.8 Suggested Reading

4.1 O Objectives

This unit has several objectives:

(a) It aims to provide detailed background information about the age and outline of life
of Dryden.

(b) It will relate the text Absalom and Achitophel to its social background.
(c) It will discuss the literary qualities of the text.

(d) It will eritically comment on the various themes present in the text

4.2 O Introduction

The death of Elizabeth-1 led to the accession of Stuart monarchs of Scotland on the
throne. James-I believed in the Divine Right of Kings and he passed on this belief to his
son and successor Charles 1. However, by the seventeenth century conditions had changed
in England and absolute monarchy as exercised by the Tudors was no longer possible.
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There were frequent clashes between Parliament and the king, Matters were worsened by
religious conflicts. The Puritan groups wished to have no truck with Catholicism while the
Stuart dynasty was uneasy with their power and was inclined to be more tolerant, particu-
larly since Charle’s Queen was a Catholic. In addition many of the more radical elements
(like Milton) wished to have a Republic rather than a monarchy, as being more in accor-
dance with God’s will. Finally, Charles T did not have the charisma or genius of Clizabeth.
Soon the Civil War broke out between the Royalists and Republicans, known as Cavaliers
and Roundheads respectively. The Civil War ended with the beheading of Charles I and
installation of Oliver Cromwell, the general of the Parliamentarian army as the Lord Pro-
tector. The royal family fled to France; Charles Fs eldest son Charles 11 became the king-
in-exile, After Cromwell’s death, his son became the Protector but he did not possess his
father’s ability. People were growing increasingly restive under the restrictive rule of the
Puritans. Finally, by popular acclaim Charles 11 was brought back as the king. Since mon-
archy was restored, this age is called the Restoration. This period extends from 1660, the
year Charles 11 was restored to the throne, until 1700,

However, restoration of the king did not mean an end to political troubles. The old
conllict between Protestant and Catholics still went on, with the Protestant majority always
suspicious that the Catholics had nefarious plans. The fact that James, Duke of York, next
in line to the throne, was a Catholic did not help matters. The period saw many conflicts
and intrigues in the royal court, including the Popish plot and Exclusion Bill crisis. The
power of the king was also reduced with proportionate growth of the power of Parliament.
The age saw the rise of the two parties. Tories (supporters of the king and conservative
policies) and Whigs (supporters of Parliament and Protestant supremacy). Even today the
two principal British parties are referred to by that name. But by his charm and cleverness,
Charles 1T managed to keep control.

In literature the tone is markedly different from that of the Renaissance. The Renaissance
was marked by imagination and originality, as Marlowe, Shakespeare, Donne, Spenser
testify. The Restoration writers preferred classical models. Their writings were characterized
by reason, moderation, good taste, control and simplicity. Wit was highly prized, as the
Mmark of the truly sophisticated cultured man. The ideals of scientifi¢ experimentation
promulgated by the Royal Society of London (established in 1662) influenced the
development of clear and simple prose. The great philosophical and political treatises of
the time also emphasize rationalism. Essay Concerning Human Understanding (1690),
by John Locke, insists on strict rationalism and empiricism as the basis of all knowledge.
In Two Treatises on Government (1690), Locke establishes the theory of Social Contract,
which states that the authority of the governor is derived from the governed and is always
revocable if the people are dissatisfied with their rulers. These trends influenced eighteenth
century as well, so that sometimes the period extending from 1660-1780 is taken as one
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cultural unit, divided into three ages only by the names of the three most conspicuous
writers of the periods.

Almost inevitably the age saw the organized development of satirical poetry on politi-
cal topics. Various political parties have become sharply polarized; but they were afraid of
another civil war and so contented themselves with literary assaults on each other. London-
had become more sophisticated and the aristocracy and educated townsmen could enjoy
the cut and thrust of satire better. Lastly the development of the strongly knit heroic cou-
plet, which could show off wit and was well adapted for sharp, hard practicalities also
stimulated satirical composition.

In literary history, the forty years between the Restoration and the beginning of the
eighteenth century is sometimes called “The Age of Dryden”. Dryden, of all great English
poets, was the least original; he produced hardly anything new, whether in the realm of
ideas or in the realm of new artistic forms. But he assumed leadership of every literary
movement and his genius gave new vigour to the currents and passions of his time. The
literary world of his time cannot be complete without an estimate of his dominant contri-
bution to it, hence this labelling of an age-by a single writer.

4,3 O John Dryden : Life & works

John Dryden was born on 9 August, 1631, in the parsonage house of Aldwinkle. All
Saints, near Oundle in Northamptonshire, where his maternal grandfather, Henry Picket-
ing, was rector. His family was connected to the Parliamentarian side. Though his family
belonged to the gentleman class they were not rich. After early grammar school education,
he was admitted as a king’s scholar at Westminister. He went on to Trinity College and got
his B.A. His poems gained him both admirers and enemies. In 1668 he was appointed poet
laureate and as historiographer royal. When James Il became the king, Dryden became a
Catholic. After the Protestant Revolution he was deprived of his post. However, after death _
he was buried in Westminister Abbey.

Dryden began to write poems from his schooldays, His earliest clegy Upon the Death
of Lord Hastings is clumsy. His next important poem is Heroic Stanzas on the Death of
Oliver Cromwell, where he expresses admiration and grief for. the dead dictator. But when
the king returned he wrote Asfrea Redux in celebration; since the title means. The Return
of Justice® he was obviously hoping for better times. He continued in this vein in Annas
Mirabilis (The Year of Miracles): here he describes the events of the year 1666 which
included a naval bettle with the Dutch and the Great Fire of London. All three pieces were
writlen in heroic couplets. They show his mastery over the verseform and are vigorous at
places. In his late life he also wrote two long religious poems - Religio Laid and The
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Hind and the Panther: But Dryden’s true genius lay in satirical poetry. In The Medal he
made a stinging attack on the Whigs. In MucFlecknoe he makes a satirical and personal
attack on a rival poet, Thomas Shadwell. Shadwell is represented as the heir of Flecknoe,
a very bad poct, and the new ruler of the kingdom of dullness and nonsense in prose and
verse. A combination of geniality and witty contempt gives the poem its special Aavour.
His greatest achievement of course is Absalom and Achitophel. Dryden was a popular
dramatist as well. His most successful play written in the style of Restoration Comedy of
Manners is Marriage a la Mode. e also popularized the Heroic Tragedy through plays
like The Conquest of Granada, Tyrannic love, The Indian Emperor, Aureng-zebe, and All
Jor Love, an adaptation of Shakespeare’s Antony and Cleopatra, written in blank verse.
However, all his tragedies are artificial and cannot satisfy us. Dryden’s prose marks the
beginning of modern English prose and the birth of proper English literary criticism, His
most famous critical work is Essay of Dramatic Poesy, It is in the form of a dialogue and
discusses the merits of various English dramatists, 11is prose is conversational, lucid but
elegant. It is marked by intimacy and vigour, -

Dyden excelled in nearly every variety of verse-forms: lyrical, didactic, satirical,
narrative. Above all, he produced the [irst successful mock-cpic. Absalom and Achitophel
is also a model for all times for political satirists. He established the heroic couplet, making
verse more mellifluous and regular. His prose is clear and direct, In both he set Lup certain
trends that endured till the Romantic movement. It is not therefore surprising that the
Restoration Age is known as the Age of Dryden. His achievements is summed up as, “the
genius of our countrymen...rather to improve an invention than to invent themselves.”

4.4 O Background to Absalom and Achitophel

Dryden’s best known poem Absalom and Achitophel is political in its origin and scope.
The occasion of its writing is this :

In 1678 there was great uproar over the so-called Popish Plot. One Titus Gates, warned
the government that the Roman Catholics were plotting to murder the King and establish
their religion with the help of foreign invasion, The magistrate Godfrey before whom he
had given testimony was murdered shortly after. This was taken to be proof of Gate’s

accusations. The men accused by Gates were arrested and many were executed. Later the

accusations and the conspiracy were found to be lies but at that time the majority believed
in the danger of a Catholic takeover of England,

The Earl of Shaflesbury, the leader of the Whig party, became Gates® patron. Charles 11
had no legitimate son. Therefore his brother, James, Duke of York, a Catholic, was the
legal successor. Shaftesbury decided to force the King to exclude him from succession to
the throne. He wanted to make the King’s illegitimate son, James, Duke of Monmouth, a
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Protestant; the heir instead. In 1680 he introduced the Exclusion Bill for this purpose.
Though the House of Commons passed it, it was defeated in the House of Lords. Though
the king loved his son he was opposed to overturning the settled order of succession. So he
dissolved the Parliament in January 1681. He also sighed a secret agreement with Louis
XTV by which he obtained a subsidy in return for acquiescing in French forcign policy.
This meant that he did not have to ask Parliament to vote him money. A new Parliament
met at Oxford, but the king dissolved it. Shaftesbury was arrested on charge of high treason,
Dryden wrote this poem then to prejudice the people against Shaftesbury. But Shaftesbury
was acquitted by a London jury the same year. However, the king’s party ultimately won
the day as he had to flee as a fugitive to Holland.

Maturally Shaftesbury’s allies felt that such criticism cannot go unanswered and there
were many pieces abusing Dryden. This led to the production of Absalom and Achitophel,
Part II. However, this poem was mostly written by Nahunn Tate, with Dryden lending a
hand only occasionally. Consequently this is not as brilliant as the first part. When we
speak of Dryden’s Absalom and Achitophel, we mean Absalom and Achitophel, Part 1.

The poem is frankly political. However, Dryden’s brilliance lies in not explicilly attacking
those who opposed the king. Instead the pretended to write about-the biblical story of
David and Absalom (11 Samuel 13-18). David was a shepherd who as a young man killed
the giant Goliath and rose high in the service of King Saul of Isracl. Saul’grew jealous of

~ him and David had to flee and hide. &fter Saul’s death, the people of Israel elected him
king. Under David who was favoured by God Isracl grew to be a great kingdom. David had
a number of wives and children. In his old age, his favourite son Absalom, led astray by
Achithophel and others rebelled against him. For a time he was successful but ultimately
was defeated and killed. The parallels between the careers of the two rnonarchs led Dryden
to select this story as his vehicle of satire. In the poem the various biblical characters
represent actual figures of English politics. Various biblical places mentioned also stand
for contemporary countries. The concordance is exact and done most artistically.

4.4.1 The Opening of Absalom and Achitophel

The opening of the poem is brilliant, simultancously censuring the king and deflecting
criticism. Charles was a notorious womanizer. The way of the biblical David in this respect
was “displeasing to God”. So in the opening the two kings merge together to form the
single figure of Charles/David. But it cannot be denied that such adultery is wrong. It is the
original illegitimate act by the king that ultimately led to this crisis Dryden solved the
problem in an audacious manner. He implied that such an abundance of animal spirits is
natural and the overflow of a genetous nature, The law and priesteraft is seen as a form of
denial. Charle’s vigorous warmth is seen as a gauge for his vital personality, even though it

‘is not controlled by law. The idea of liberality is sustained by judicious use of words like
variously, wide, ungrateful, Tt is even hinted that such prolixity may have divine approval.
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If God created man in his own image and ordered them to multiply, then David is only
going about His business and scattering God’s image on the land. The naturalness of his
conduct is further supported by metaphors of agriculture. He is scen as the tiller and the
women as the soil which bore harvests. The king’s promiscuity is further legitimized by his
role as the father of the nation. There is witty juxtaposition of divine creativity and human
fertility— God’s abundant creation is reflected in Charles/David’s prodigality. Just as God
is father to mankind, so oo Charles is father (o his subjects, and in some cases literally. It
further emphasizes David as the indulgent father than the head of the state, Dryden confuses °
three chronologies: the prelapsarian age when men were innocently libertine, the Old
Testament age which allowed some frecdom but was strict about adultery, and contemporary
England which frowned on any kind of sexual immorality. We are presented with a topsy
turvy world and good humouredly cajoled into accepting the king’s behaviour,

The opening picture is thus mock-heroic, giving cosmic dimensions to a human failing.
Bul it also deals with the overarching theme of law. From the very beginning the poem
stresses Monmouth’s illegitimacy. The law denied that Monmouth/Absalom was legitimate
or that Charles/David could legitimize him. The fact that the queen was barren did not
mean thal he could.attain ‘true succession’, because his mother being a concubine was like
a slave. The king is criticized for allowing such a state of affairs to pass: since the king is
sick, the nation is sick. Yet, Charles/David as the legitimate king docs stand for the law and
divine authority, He has only to speak in his proper role and all disorder would cease. Thus
the beginning of the poem implies its end.

The opening of the poem has most of the characteristics that mark Absalon and
Achitophel: :

(a) Emphasis on law and unlawful nature of rebellion. .

(b) Generalization of human nature.

(c) The use of biblical and Miltonic allusions and the use of lofty language.
.(d) Refusal to be limited to the time and circumstances of his composition.

4.4.2 Political Theme

The poem had its genesis in the hysteria of the Popish plot, The country was split
between two camps Whigs and Tories—those who wanted the Catholic Duke of York
removed from succession and those who supported the king respectively. In between were
great many uncommitted people towards whom the poem is directed. Dryden composed
the poem to summarize the king’s position, show the opposition as dangerous, ludicrous
and vindicate the king, But the problem was that he must shed his overt partisanship if he
is to persuade the people of the justice of his cause. Therefore, he uses biblical allegory
which projects the rebellion onto a neutral set of circumstances, Again this political scenario
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would soon be forgotten, if he is to” create an enduring work of art he must identify the
archetypal pattern underlying the present troubles. Dryden takes up the stance that he is a
spokesman for stability protesting against anarchy—a topical satire becomes universal.
Thus there are two political themes underlying the poem—at the surface it is about
Restoratien politics; but at a deeper level it deals with the Divine right of Kings, the relation
between a king and his subjects and the role of the state.

The poem moves between two poles: Biblical narration and contemporary England.
Charles, Monmouth, Shaftesbury can never be seen as themselves—they are always Charles/
David, Monmouth/Absalom, Shaftesbury/Achitophel. A three dimensional effect is created:
it has happened before, is happening now and will happen again. Also the scriptural
commentaries had always read the struggle between David and Absalom as a type of the
continuous struggle between Christ and Anti-Christ. Therefore, by using this particular
story Dryden exalts the satire to the cosmic level.

Dryden relied heavily on Hobbes’ theory of Social contract. In Leviathan Hobbes says
that the life of man in “state of nature” was brutish, cruel and nasty; to preserve themselves
the people banded together; a sovereign contract was signed between the two with the king
promising to govern and protest and the people vowing to obey him and his successors.
This contract is reaffirmed every time a king takes his’coronation oath; it is also unbreakable.
In Dryden’s eyes the rebels were trying to destroy this contract, shaftesbury argued that
power is only lent to the king by peaple, at need they could revoke it. But the Royalists
insisted that even if kingship is based on a social contract the covenant is continuous and
cannot be cantracted’ out by altering the succession: “They that are subjects to a Monarch
cannot without his leave cast off Monarchy”, nor can they choose the heir disrupting
“Artificial Eternity of life...which men call the right of Succession”. By law Monmouth/
Absalom is not the successor; since law is the fabric of society, ignoring it would only
bring anarchy. Hence from the very beginning Dryden stresses that as the king's illegitimate
son Monmouth’s very existence is unlawful. The theory of contract is debated throughout
and Dryden points out the penalty for revoking it—"For who can be secure of private right/
If sovereign sway may be dissolved by might?” :

Dryden universalizes topical theme by depicting various clashes of interest that are
universally present in any inflammatory political situation. Three groups are present here
that are found in all political scenarious everywhere at all ages. They are:

I, King and Royalists/State/Establishment n. Rebels/Revolutionaries/Anti-
establishments

11I. Mob/Masses/Populi/Electorate who oscillate between the status quo and the
revolutionaries.

Both groups try to seduce the masses with their rhetoric and win them over, Intergroup
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rivaltics and relations between the three are fundamental constituents in every political
crisis. Here the king, the rebels and the public are the parts that make up the universal
scenario. But Dryden is not content by merely using an archetypal pattern; individual figures
are turned into easily identifiable archetypal figures. Charles is the typical generous, zestful,
kindhearted ruler whase authority derives from law, custom, inheritance and.ultimately
frony God. Monmouth is the attractive charismatic leader of the rebels with mass appeal
but no legal right to rule. Shaftesbury is the scheming politician who sets up a ligurchead
and rules from behind the scenes. In Dryden’s hand he also becomes a type of Satan. The
theme becomes the age old one of temptation, of Satan tempting man with visions of
godlike power, and man succufnbing. Politically speaking, the State is like a Noah’s ark,
which if overturned will drown everyone ina deluge of violence and chaos. The conspiracy
is imaged as a weapon of war whereas the State is a bulwark of peace and security. The war
machine rumbles forward until it breaks in vain against the solid sustaining body of the
State, Yet there is real danger that the authority of the State would collapse. Dryden is not
against the desire to renew the ‘Prime’. But the question is whether the insurrection heralds
restored health and creativity or is the signal for inexorable decline towards dissipation.
For him the acid test is the imaginative remembrance of the Lawful Lord who stands
behind all images of authority. Without this image the imagination becomes gross and
disorted. Hence Dryden “is the spokesman for civilization who wishes (o save society from
destabilization.

The king is equated with God. His promiscuity is excused wittily. However, there is
also a hint of rebuke—the king’s frailty has sown the seeds of rebellion since Monmouth is
the product of his immorality, The law bars Monmouth’s succession because the king has
behaved unlawfully; the king himself is the source of disorder, Neverthéless the king we
sec is the indulgent father; it is only in the last lines that he is revealed in his true light.
Perhaps that is why there is no formal portrait of David save what can be gleaned from
Absalom’s and Achitophel’s conversation—tie is a loving father and a mild merciful king
whose gentleness is interpreted as weakness. In the royal speech, focus shifts from Charles :
to David the ideal monarch who is blessed by God. He is brought out at the end because
once God’s Viceroy has spoken, sealed with the traditional peal of thunder, there is nothing
more to add. The tone of the speech—more of sorrow than of anger—has an air of calim
fulfilment more appropriate to the restoration of law and order. About the conclusion. Dr.
Johnson complains, “who can forbear to think of an enchanted castle which vanishes at
once into the air when the destined knight blows his horn before it”, But that is exactly how
Dryden wishes to present the king. The poem ends not only with remembrance of the
king’s power but with the reinstatement of the Divine Presence that makes the power
meaningful. Dryden uses the myth behind all myths.

As a result, the action is carried forward from the mere political wrangling in the
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_direction of an universal vision. Dryden blended the heroic with the witty thus raising a

political satire to the level of high att. Politics become blended with religion and metaphysics.
The political theme that Dryden harps On is that the king can do no wrong. As the lawful
lord he only has to speak to restore order and rule of law. Dryden presents Absalom and
Achitophel not as a monarchist poem supporting an immortal king, but a heroi-comical
meditation expressing need for discipline and established authority to save civilization
from chaos.

4.4.3 Art of Characterization

It is in Absalom and Achitophel that Dryden’s skill in characterization is expressed in
full. The poem is made up of a string of portraits held together by a slender narrative. Each
individual is transformed inttxsomething approaching a composite ‘character’ of a person.
The tradition of such portraiture goes back to Theophrastus who in his characters satirically
commented on certain social and domestic types like Ambitious Man, Hypocrite, Sycophant
etc. During the Renaissance and after, this tradition was developed in the works of Hall
and Overbury from whom Dryden may have received inspiration. Perhaps Dryden also
learned something from Chaucer who created a unique picture-gallery in his Prologue fo
the Canterbury Tales. Dryden too creates “a gallery of portraits”. His characters fall into
two groups—the malcontents and ‘vorthies, The rebels are ruled by restless, uncontrolled
misdirected energy while loyalists are marked by their devotion to Law and Order.
Nevertheless like Milton’s Satan, it is the portraiture of the rebels that is most memorable.

Achitophel is the most powerful figure occupying one-fourth of the poem. He stands
for the Earl of Shaftesbury who was atlempting to make thq Duke of Monmouth the
legitimate heir hoping to be the power behind the throne. A politician of great craftiness and
energy he was popular with the public. In the poem he is inevitably associated with
Achitophel who had led Absalom astray. Dryden makes him even more formidable by
associating him with Satan. At no point does satire degenerate into lampoon and readers
are obliged to take him seriously. He has great talents and intelligence, high cloquence and
ambition all warring within a pygmy body. He had been an excellent judge “unbribed,
unsought the wretched to redress”. By allowing the villain good qualitics Dryden could
present himself as unbiased and make the reader realize that this is not a simple melodramatic
villain to be easily dismissed. Dryden points out that Achitophel’s ambitions do not allow him
to rest; he flatters the young prince countering every objection with the typical politician’s
argument that he is motivated solely by patriotism. He is clearly a Machiavellian statesman,
his political appetite unrestrained by virtue or morality. Dryden gives us a marvellous picture
of both his powers and defects™ “a daring pilot in extremity”, “turbulent of wit™, “In
friendship [alse, implacable in hate™. The adjectives accumulate to suggest a volcanic energy
which must erupt regardless of ensuring disaster. He would “shake the pillars of public
safety” because he could not bear to live in peace. The very verse structure suggests the
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hopelessness of one whose nature can find no ease either in personal relationships or public
life. All his great energies arc directed not towards creation or preservation but destruction,
“to ruin or rule the state”. His nature is summed up in one line—" great Wits are sure to

madness near allied” and gradually from being a crooked statesman he is transformed into
the personification of Anarchy.

Another villain presented with cqual vigour but in a more vituperative manner is Zimi,
Achitophel’s second-in-command. Zimri represents the Duke of Buckingham another
minister of the king. One of the richest and foremost peers of the land he was also the most
profligate and wasteful, about whom it had been said “He was true to nothing for he was
not true to himsell...he had no steadiness nor conduct...he could never fix his thoughts nor
govern his eslates”, Dryden bring out sharply this fickleness.

A man so various, that he seemed to be

Not one, but all Mankind’s Epitome.

Stiff in opinions, always in the wrong;

Was cverything by starts, and nothing long:
But in the course of one revolving maoon,
Was chemist, fiddler, statesman, and buffoon.

He had no steady opinions of his own, nor a constant interest in any one subject or
principle. He is further described as a debauchee, a wild spender, a vicious and intriguing
politician. Yet he is not a formidable figure. He is easily fooled and easily parted from his
fortune. He is an old hand at forming parties but too irresponsible to be a leader. He is a
madman (but not like Achitophel) who is constantly searching for new novelties and whose
Jjudgement is so poor and extreme “That every man with him was god or devil”, He is thus
reduced to a figure of fun, a harmless man meddling in affairs beyond his skill, In this way
Dryden appears to make the rebels of no consequence. But what he shares with Achi’tophel
is lack of self-control. The only portrait that in neoclassic satiric literature can be compared
with Zimri is that of Sporus by Pope.

There is no formal portrait of Absalom, who represents the Duke of Monmouth
Contemporaries spoke of his exterior graces, his popularity with women and Charles® love
for him. In this casc Dryden was in a quandary. Charles had refused to legitimize his son;
nevertheless. Momnouth was still his favourite and a reconciliation was possible. Hence
Dryden had to avoid blaming the young man too much, Moreover, by mixing praise and

blame Dryden appears to be a credible and objective writer. The poet acknowledges
Absalom’s charm:

Of all this numerous progeny was none
5o beautiful, so brave, as Absalom:
Whether, inspir’ed by some diviner lust.
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His father got him with a greater gust;

For that his conscious destiny made way,

By manly beauty to imperial sway. -
Early in foreign fields he won renown.

With kings and states allied to Israel’s crown:
In peace the thoughts ol war he could remove,
And seemed as he were only born for love.
Whate'er he did, was done with so much ecase,
In him alone, 'twas natural to please:

His motions all accompanicd with grace;

And Paradise was opened in his face.

He is handsome, brave, a successful warrior, graceful in his manner. It is the picture of
a son any father would be proud to have and explains why David is so indulgent to him.
- YeL. in spite of his charismatic leadership he also has faults and also “Ambition ungoverned
by reason”. This means he is easily manipulated and led astray. The poet constantly excuses
his conduct by arguing that ambition is a spark of divine fire, but also makes clear that he
is unable to penetrate the lies. Achitophel weaves only because he is unwilling to do so.
His folly is great because he cannol see that in giving away David’s royal prerogative to
rule and choose his successor by law, he is giving away .his own as well. He is never
condemned directly as Zimti or Achitophel is, but he is allowed to condemn himself. At
first he speaks like a dutiful son but soon starts to deceive himself that his rebellion would
benefit the state and ultimately David as well. [le conveniently ignores whatever disorder
and civic turmoil would ensue. Dryden constantly emphasizes that his excesses were due
to the same high spirits and generosity that mark his father. 11e was guilty only because in
him the celestial metal was present in too great amount, and it is more the fault of Destiny
that he was great but not great enough. Praise and blame are blended so well that a double
effect is produced: the impetuous but basically loving youth deceived by wicked counsellors
and the specious ambitious deceitful politician.

The character of Charles/David is handled very tactfully. Charles both in his rolc as
king and identification with David occupies the position of God. Yet the poet must also
exeuse the very real faults of this all too human monarch. Again identilication with David,
a noted sexual transgressor whose adultery was punished by God, had its own liabilities
when Charles also shared the same failings. Dryden solved the problem by audaciously
arguing that such abundance of animal spirits is only the overflow of a generous personality.
His promiscuity may be condemned but it is the work of a vital personality and besides by
having many children Charles is fulfilling God’s command to “befruitful and multiply™
and spreading his Maker’s image through the land. Dryden also tries lo excuse this failing
by identifying Charles with David who in spite of his “use of concubine and bride™ still
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remained God’s favourite. Morcover, in the opening lines Dryden stresses Charles the
father and not the king. Charles is seen as the indulgent father of both the nation and
Absalom, forgiving the Taults of both and treating them mildly. Just as God rejoiced in
creation of man and gave him a helpmate, so (oo the king rejoiced in his son and gave him
a bride. It is only at the end thal he assumes his role as God on carth. Absalom has already
given a picture of his godlike nature, his mercy, humility and generosity, But Achitophel
also presents us with an old weak man, tottering on the brink of senility, casily manipulated
by his lust. Both are from their perspectives correct. However at the end, David the king/
God appears in the full splendour of his office, I1e would no more allow people to clamour
and rule the state. So far he had shown only mercy; but now he would show the face of
Law. Ie now reasserts his Jehovic qualities of wrath and “the Almighty nodding gives
consent”, Llis figure does carry with it the giant-killer dimensions as accused by Dr. Johnson,
because hs is not a mere human being but a Divine Presence.

The secondary characters consist of remaining rebels and king’s supporfers. The rchels
are mostly commoners and lesser nobles who yearn to see themselves exalted by upsetting
the status quo, without understanding its danger, Only a few are singled out for special
notice. One is Shimei who is portrayed as a miser and hypocrite. On the outside he led an
ausetre lifestyle, but Dryden imputes it to his parsimony and illiberality. He pretended-to
be pious but was ready to transgress if there was profit to be gained. As judge he misused
his powers: he allowed criminals to go free, he would “pack™ the jury with chosen men to
acquit his friends charged with any crime, and spent his free time plotting treason. Lis
friends were as wicked as himself. Dryden caps it by saying that he loved his wicked
neighbour as himself, parodying Christ’s injunction to “love one’s neighbour as onesell.
This portrait differs from that of Achitophel’s which is more balanced. Still another rebel
described is Corah. Dryden attacks him brutally, implying he is a fraud and liar, who is
sheltering his ambitions and love of evil under the cloak ol religious zeal. The other rebels
are of no great account: they are conspiring because cither they love to riot or because of
coin. The king’s friends are few in number and consist of worthies. Barzillai is the leader
- “erowned with honour and years”. He had sulTered exile with his prince and served him
loyally. Warrior and a poet, he is generous to all. His now dead son is eloquently praiscd
and the poet expresses the hope that he would actas a guardian angel to the king. A roll of
names follow all of whom share the characteristics of honesty, soberness, frugality and
loyalty. The Protestant Churchmen who stood with Charles are also praised [or their integrity.
Interestingly Dryden stresses that many of these noble supporters of the king were also
supporters of the Muses and wams that rebellion and anarchy cannot support the arts.
- Since Art is held to be a cornerstone of civilized cultured society, once again Dryden

demonstrates that Law and Order is the only guarantee of civil socicly. Such friends are.

also evidence of the king’s moral superiority. These secondary characters do not fit as well
into their biblical namesakes as their leaders do, nor are they as exquisitely crafted.
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At the background is the mob. The English people are identified with Israelites. Though
they are God’s chosen people they also have a propensity for moral and political deviation.
From a generalized characterization “The Jews a headstrong, moody murmuring race”,
Dryden moves to specific examples of Jewish political instability—their rejection ol Ishobeth
and the polden calf. The phrase *Adamwits’ connect their rebellion with the Fall and political
disobedience is linked to Satan’s temptation and the first disobedience. 1t is expanded in
several places—'giddy Jews’, ‘stubborn’ and reference to regicide which is connected to
the crucifixion of Christ Irony is directed towards religious hypocrisy and political
opportunism. They have no positive system to advocate, no sense of responsibility for their
conduct, lacks discrimination and is casily gulled: they are tools manipulated by lcaders.
The liberty they wish was really license and through rebellion they search for novelty. The
mob assume’s the status of a character: fickle, ruled by ‘humour’, restless and always
dissatisfied. It culminates in the narrator’s apostrophe. “Oh foolish lsrael! Never warned
by illI” A firm believer in divine Right of kings, Dryden pictures the mob as a composite
portrait of all elements of instability and self-interest in society.

Dryden’s characterization like Chaucer’s is twofold. The various characters have certain
specific features—name, title, career, special temperament, physical characteristics and
personal idiosyncrasies that mark them out as individuals. But they are also archetypal
figures who have always appeared in history to foment crises. Tt is the villains who are the
greatest attraction in this poem on politics and ambition. Absalom is the popular self-
secking leader inspired by bolder spriits yet not totally evil; Zimri is the second-in-command
who supports the more able and popular frontrunners of the party; Achitophel is, of course,
the talented Machiavellian minister, the Tempter whose talents ave allied to a fundamentally
unstable disposition. On the other side are good and loyal men, sober, patient and dedicated
to Order and safety of the country. Every character is presented in exclusively moral terms.
The result is a master-piece of ‘history painting’. With Dryden, every hit is calculated, and
cvery stroke goes home; in each character brought on the scene, those features only are
selected for exposure or praise which are of direct significance for the purpose in hand.

4.4.4 As a Heroic Poem

For all Europeans since the Renaissance, epic or heroic poetry has always been
esteemed as the greatest work of human nature. 1t was a great artistic challenge making
immense demands on the poet’s knowledge, skill and invention to sustain the scope,
grandeur and variety of a poem that tends to encompass the world of its day and a large
portion of its learning. Moreover it was the form in which the ancients excelled and hence
it fired the moderns to rival them. Generations of poets, from Milton to romantics sought
to create an epic but hardly anyone succeeded, with the exception of Paradise Lost. For
Dryden too, the epic was the “most noble, most pleasant way of writing in verse and withal
the highest pattern of human life”, But what he succeeded in creating was not a true epic
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but a mock-epic. Before him Boileau in Le Lutrin had mixed the majesty of the heroic,
with the venom of satire. Dryden takes up this form in Absalom and Achitophel, His main
purpose was to lampoon the king’s adversaries in the succession quarrel but he also wanted
to attain the dignity of the heroic. Hence he applies the biblical story of David and Abslaom
to his own times giving universal dimension lo a topical salire.

The story Dryden chose was particularly appropriate [see 1.3]. The advantages of such
identification are many:

(a) Dryden has the freedom to manipulate the story as he chooses and to adapt features
of the archetypal figures. '

(b) He is able to give the appearance of projecting the theme of rebellion onto a neutral
set ol circumstances. This note of objectivily, ol moral detachment is necessary if lhe
readers are to be persuaded of the justice of the king’s cause.

(c) A three dimensional effeel is created—it has happened before, is happening now,
will happen again.
(d) We are given a bifocal vision: the actual people and the universals. The story of

David was a familiar one and the effect of the mock-heroic depends on elements of
familiarity.

Typology was a popular scholarly activity in medieval ages. This involved identifying

. acharacter of the Bible with another, or with a figure from the real world. Events described

in the Bible were seen as types of events that occurs again and again. Dryden uses similar
tactics is using the Biblical theme. Contemporary characters, events and places find their
echo in the Old Testament slory, [see the key in 1.8; point out a few.].

The narration is on an epic scale. One-third of the poem consists of narration, the rest
of speeches. It follows the epic style in that it consists of a mixture of styles—we have the
serious grand style, the dramatic style, the elegiac style, and the narrative style. Dryden
uses the heroic couplets extensively to'create sonorous verse, choosing words as much for
their music as their meaning in the manner of Virgil. Dryden never allows it to descend to
the level of mere abuse or satire—throughout it is always dignified which riscs to *long
majestic march and encrgy divine®. The poem is not mock-heroic in the sense Macflecknoe
or the Rape of the Lock is. Though the conspirators are ridiculed Achitophel is taken very
seriously; he is presented as a kind of Satan the arch-tempter who can destroy the state.
Though Charles is gently ridiculed because of his promiscuity yet he appears as the
representative of God and in the end as restorer of Order. The theme itsell is serious: the
struggle between the State and rebels, father and son, which in their turn reflects the conflict
between Jehovah and Lucifer, Saturn and Jupiter. Thus it co-opts myths that go back to the
very roots of ‘European culture. At its deeper level Dryden makes this into the cternal
conflict between good and evil rendered more dramatic by the fact that with the fulure
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unknown in the real world, there was every chance of evil succeeding in ruining the State
and civil society.

Characterization of Charles, Monmouth, Shaftesbury [1.6]. Dryden had no desire to
label Absalom and Achitophel as mere party propaganda. Rather he presents it as a heroi-
comical meditation on political conflict expressing.the need for order, discipline and belicf
in authority, The Biblical story broadens the canvas of the poem—it includes the whole
past and future history of mankind, instead of being merely confined to its own time: this
gives the poem the majesty of the heroic.

In a heroic open what matters is its scope and the human importance of its subject. The
scope of Absalom and Achitophel is vast for contemporary characters and events became
identificd with archetypal ones. Dryden deliberately mingles three chronologies— the
prelapsarian age when man was ignorant of sexual guilt; the Old Testament age when man
strictly adhered to the Law; and Restoration England which broke laws and was shamelessly
libertine. The subject is the same as that of Paradise Losi—the rise of evil and its eventual
defeat by God. In fact Dryden closely copies Paradise Lost. Like Milton’s epic, the poem
opens in confusion; is followed by a list of all those who conspire against David. Charles-
David acts out the role of God'—like God he takes’joy in his son who is his own image and
his rule is a reflection of God's rule in Eden. Absalom is the false Messiah while Achitophel
is Satan. But Absalom is also Adam/Eve misled into rebelling™ against God. The theme is
the cternal one of temptation. Again in Christian theological history, David had always
been associated with God and Absalom’s rebellion against him had always been intcrpreted
as a type of Lucifer’s revolt; by associating Charles with David, Dryden manages to make
the rebellion into an analogical re-enactment of the Fall. The poem was written to save
civilization from chaos and attains the dignity of an cpic.

4.5 O Textual Annotations

(a) The following is a key for understanding who is who in the poem and other references:

Aaron’s Race: The Clergy (in the Bible, God appointed the descendants of Aaron to be
the preists of Jews; here it refers to Christian clerics)

Abbethdin: Lord Chancellor,

Absalom: James Scott, Duke of Monmouth and Buccleugh (1 649-1685}, the natural
son ol Charles IT and Lucy Walters.

Achitophel: Anthony Ashley Cooper, Earl of Shaftesbury (1621-1683).
Adriel: John Shefleld, Earl of Mulgrave (1648-1721).
Agag: Sir Edmund Berry Godfrey (1621-1678).
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Amiel: Edward Seymour (1633-1708).

Annabel: Anne Scott, Countess of Buccleugh. Charles IT married her to his son James/
Absalom. '

Balaam: Theophilus Hastings, Earl of Huntingdon (1650-1701). Barzillai: James Butler,
Earl of Crmonde (1610-1688).

Bathsheba: Louise Renee de Keroualle, Duchess of Portsmouth and Aubigny (1649-
1734}, Charles 1's mistress. (In Bible, Bathsheba was David’s mistress and later his wife)

Caleb: Forde, Lold Grey of Werke (Dryden. 1701).

Corah: Titus Dates ( |649_-I 705).

David: Charles 11.

Egypt: France. (In Bible, the Jews had been enslaved by Egyptians)
Ethnic Plot: Popish Plot.

(Gath: Brussels.

Hebrew Priests: Church of England clergy.

Hebron: Scotland.

Hushai: Laurence Hyde, Earl of Rochester (1641-1711).

Ishbosheth: Richard Cromwell (1626-1712).

Israel: England.

Issachar: Thomas Thynne of Longleat (1648-1682), famous for his wealth.
Jebusites: Roman Catholics. |

Jerusalem: London.

Jews: English people. (In the Bible the Jews are described as being chosen by God.
Here Dryden cleverly flatters Englishmen by comparing them with the Jews. Since the
Jews were notorious for forsaking Jehovah and worshipping gods of other cultures, the
comparison with Englishmen who had deposed their lawful king Charles | to have a
commonwealth, and even now was agitating against their rightful king to have another heir
besides the legal one, is particularly apt).

Jewish Rabbins: Doctors of the Church of England.
Jonas: Sir William Jones (1631-1682).

Jordan: In Bible a river in Israel, here the English seas or the Irish Channel.

141



Jotham: George Savile, Marquis of Hal ifax_ (1633-1695). Levites: Presbyterian ministers
displaced by the Act of Uniformity.

Michal: Catherine of Braganza'(1638-1705), the childless Queen of Charles 11, (The
original Michal was the childless Queen of David)

Nadab: William, Lord Howard of Escrick (16267-1694).
.!"lmranh: Louis XIV of France.

Sagan of Jerusalem: Bishop of London,

Sanhedrin: Originally a council of lewish elders. Here it refers to the English Parliament.

Saul: Oliver Cromwell, (]ﬂ.]jiblﬂ, Saul was David’s predecessor and his enemy. David
had to hide from him until after his death the Jews made David king, Since Cromwell was
the Lord Protector of England while Charles 11 was in exile and monarchy was restored
only after his death, the comparison is particularly apt).

Shimei: Slingsby Bethel (1617-1697).

Sion: .London,

Solymean rout: London maob.

Tyre: Holland. \

Zadoc: William Sancroft (1617-1693), Archbishop of Canterbury.
Zimri: George Villiers, the second Duke of Buckingham (1628-1687).
(b)

39. Ammon’s murder. This may refer to an attack made on Sir John Coventry at
Monmouth’s instigation after he had criticized the king’s affairs.

58. Ishboseth: Oliver Cromwell’s son who became Protector for a few months after his
death..

66, Golden calf: When Prophet Moses went up the mountain to talk to God, the Jews
grew tired of waiting and built a golden calf to worship. Hence the phrase implies turning
away from the true God to worship of material things.

231-235. The whole passage is filled with biblical symbols and imagery. In Ishiah, a
pillar of cloud and fire are prophesized as signs of God’s renewed presence among the
Israelities. Absalom is compared with Moses who led the Jews to the Promised Land.

273, Prince Erfnngels: Satan or Lucifer. le was the chief among angels until he re!:rei led

“against God and was thrown into Hell. From then on he became Satan, the symbol of evil.

302. Noah's Ark: when the earth was flooded, Noah at the command of God built
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an ark where he loaded a pair of every kind of animal to repopulate the world.
334. Dog-5tar: Sirius

418. Larly Israclites had no king, being supposedly governed by God's law alone. But
alter some time they clamoured for a ruler. An angry God sent them Saul as their king.

600. Here Dryden witlily turns the biblical injunction of loving one’s neighbour as
oneself upside down.

624. Towns once burnt refers to London which had burnt down once.

697. Hybla: drops of Hybla honey. Mt Hybla in Sicily was famous for its bees and
honey.

955. Samson: Samson the champion of Jews were imprisoned by his enemies the
Philistines. They blinded him and cut off his hair which was the source of his magic strength.
But in captivity his hair grew. When he was brought out to entertain the Philistines, he
pulled down the temple and killed everyone himself included,

1016. Belial and Beelzebub: two prominent devils.

4.6 Q Conclusion/Summing-up

In this poem Dryden took a contemporary political event whose appeal is limited and
which would soon be forgotten in the wider historical canvas, and disguising it as Biblical
allegory made it universal. His verse portraits are brilliantly done. By giving the characters
Biblical names, Dryden was emphasizing that rebellion against the king and the settled law
ol succession is as evil as the Biblical revolts against God and Istacl. Dryden’s main problems
were to excuse Charles’ faulls and respect his love for his son. He did so by constantly
presenting Charles/David as God'’s anointed and deflecting our attention from his faults.
The skilful way he does so (for example, by arguing that Charles sexual intrigues are an
indication of his generous nature, equating him with sun and making him thus the source
of fertility) is a stunning tour deforce. However, Dryden was not concerned with writing a
mere lampoon. Instead we have scrious discussions of the relations between subjects and
kings, the social contract, the law of succession, the clash between Catholics and Protestants
and the poem concludes by upholding absolute monarchy. Charles is presented as a Godlike
figure who restores Law and Order. Dryden wrote the poem in heroic couplets. The verse
is admirably controlled, variously cadenced, richly rhetorical and vigorous, abounding
with epic similes. What Dryden achieved in his satirical poem is to create the mock-heroic
style: it mimics the epic style to perfection, maintaining a truly lofty tone throughout. But
the judicious use of irony and the conscious lowering of style also produce laughter. Though
it is an attack on individuals, yet he always manages to keep control over his passions and
never indulged in open invectives. It is this controlled contempt that makes his mockery so
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incisive. Above all he could elevate’ his targets so that he never appears mean-minded. As
Lliot once remarked, “Much of Dryden’s unique art consists in his ability to make the
small into the great, the prosaic into the poetic, the trivial into the magnificent”. Even as he
satirizes, he endows his targets with heroic, dimensions. Achitophel is really dangerous, he
is the type of intriguers present in every government. Charles/David is truly a heroic, almost
divine ligure and the conclusion touches epic sublimity. Thus the appeal of the poem becomes
universal. Johnson complained that the ending is forced, but in reality the king is a divine
figure who-only has to command to make his people obey. The-poem therefore should be
more properly called a comic epic than a mock-epic, with emphasis on the word “epic’, [n
this way Dryden raised the status of satire into an elevated literary form and fixed the
direction of English satire for several generations.

“It is in this poem that the satirical possibilities of the heroie conflect are fully revealed
for the first ime. When Dryden exposes the stinginess of shingsby Bethel by telling us that,

His Cooks, with long disuse, their Trade forgot;
Cool was his kitchin, though his Brains were hat...

He writes more grimly ﬂfShu[‘lesbﬁry that he is
For close Designs and Crooked Counsels [it.
Sagacious, Bold, and Turbulent of wit..

The cadence, the allitration, the antithesis, and the polysyllatic emphasis of Sagacious,
turbulent and implacable, all unite to give the words an air of authority and even of
finality. The cumulative effect of a sequence of such couplets is still more devastating...

Finally, Dryden greatly deepened the significance of his poem by finding a biblical
parallel for the contemporary situation, When we [eel that it has all happened before the
present event assumes an increased importance...’Pacsy’, we are told by Bacon ‘is nothing
else but feigned history™. By basing his Absalom and Achitophel on true history, Dryden
served his purpose far more effectively than he could have done if he had invented a fiction
ol his own. A story, too, that was. taken [rom the Bible had a special sort of prestige,
specially for a generation that knew its Bible [or better than most of us know our today, and
for whom the old Testament was still sacred a book... The biblical parallel gave still greater
audacity to the daring wit of the poet who could compare Charles II with King David on
the ground that both of them had fathered so many bastards...The contemporary reader had
the satisfaction of following Dryden’s ingenious application of ancient history to current
events and characters, a satisfaction similar to that which the reader of Pofe’s imitations ol
Horace of Johnson’s imitations of Juvenal obtained from their substitution of modern names
for those of ancient Rome.” (James Sutherland, English Satire)
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4.7 Q Questions with Suggested Answers

l.
2

6.

Discuss Absalom and Achitophel as a satirical masterpiece, [see 1.3, 1.4, 1,7]

Comment on'the portraits of characters in the poem that you found specially appealing,
[sce 1.6]

How does Dryden transform contemporary politics into a universal topic? [see 1.4,
L5, 1.7]

What according to you is the secret of success of the poem? Do you think the poem
deserves the praise that has been heaped on it? [sec 1.5, 1.6. 1.7, 1.9]

How does Dryden apply the Bible story to English national affairs in Absalom and
Achitophel?

Absalom and Achitophel is a masterpiece-of argument in verse, Discuss.
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Biography :
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Earl Miner. Dryden s Poetry, 1967',

Earl Miner, ed....John Dryden, 1972,
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James A. Winn, ed., Critical Essays on John Dryden, 1997,
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Unit -5 O Epistle to Dr. Arbuthnot: Alexander Pope

Structure

5.1 Objectives
5.2 General Background
5.3 Alexander Pope : Life & Works
5.4 FEpistle to Dr. Arbuthnot : Introduction
5.4.1 Art of Characterization
5.4.2 Poetic Biography
54.3 Imagery
5.4.4 Satire
54.5 Style
5.5 Annotations
56 Summary
5.7 .Questiﬂns with Suggested Answers

5.8 Sugpgested Readings

5.1 I Objectives :

This unit has several objectives:

(a) It aims to provide detailed background information about the age and outline of life
of Pope.

(b) 1t will relate the text Epistle fo Dr. Arbuthnot 1o the poet’s life and discuss it as an
autobiographical poem. ' '

(¢) It will critically comment on the various themes present in the text.

(d) It will.discuss the literary qualities of the text and its genre.

5.2 O General Background

The age of Dryden is followed by the age of Pope. It is generally considered to extend
from 1700-1744. However one must remember that the Age of Pope comprises only first
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half of what is loosely called the Eighteenth century; the second half is termed the Age of
Johnson, after Samuel Johnson.

The Restoration of monarchy did not lead to stability as Catholics and Protestants still
clashed. The Exclusion Bill crisis was proof that England was neither willing to accept
Catholic monarchs nor obey a king blindly. Charles 1T was followed by his brother James T1
who was a Catholic. He too believed in the Divine Right of kings and tried to rule arbitrarily,
However, he had two popular daughters who were Protestants and were his heirs. The
breaking point came when his second wife gave birth to a son who was to be raised as a
Catholic. This led Lo yet another Revolution; but this time: it, was bloodless. The king fled
with his son; Parliament officially invited his eldest daughter Mary, married to William of
Orange to be the new sovereign. Thus Mary 11T and William 111 came to the throne; as price
for their support, Parliament promulgated and passed the Bill of Rights which restricted
royal power and made the ruling system more demoeratic. It also ensured that no Catholic
can become the monarch—a law that is still in force today. Since this revolution was
accomplished without blood and demonstrated the power of the people, it is known as the
Glorious Revolution, They had no children and after their death, James’ youngest daughter
Anne became the Queen. After Anne died issueless, the throne passed on to the House .of
Hanover, a Protestant German dynasty. Under the rule of its first three kings, George 1,
George 11 and George 111, England continued to grow more prosperous in spite of
unsuceessful insurrections by Jacobins, the supporters of the displaced Stuart dynasty. The
power of parliament kept on growing and a centralised bureaucratic government as we see
in the modern age developed.

However the Eighteenth Century was more stable and prosperous than the Restoration
age. It is generally known as the Augustan age, because of its similarities to the Augustan
period of rome. It is also called the Age of Enlightenment, because of the various intellectual
currents of the time that laid the foundations of modern society. A number of scientific
discoveries were made which made people visualize the world as an orderly place.
Rationalism and decorum came to be valued highly. Two great works during this period is
The History of the Decline and Fall of the Roman Empire (6 volumes, 1776-1788), by
Edward Gibbon, which is permeated with district ol all religious emotions, and An Enquiry
Concerning Human Understanding (1748) by David Hume. Philosophers like
Bolingbroke, Shaftesbury, Mandeville. Hume gave varying definitions of virtue and vice,
self love and social love. About man more or less the humanists decided that:

1. Human nature is unchanged by time and place and is uniform everywhere.

2, Man is irrational, his nature being fundamentally corrupt and Mawed, yet he has a
certain dignity.

3. Mind and Imagination are quintessential human attributes.

147



4. The primary duty of man is moral questioning.

MNow that the world was more or less stable and prosperous, the well-to-do did not want
any radical changes. Since the enthusiasm of the previous age had led to war and disrup-
tion of familial bonds, pecople now preferred control over passion, harmony and decorum
over romantic extravagance. In the religious sphere people preferred a sober view than
zeal and we have the rise of Deism which advocated that the natural world is all that is
required to know God, Even the language of periodical literature—calm, elegant, urbane
Aestifies to the new taste. Yet another symptorm of this is that most literature of this period
is utterly serious and devoted to moral discourse. In the emerging genre of the novel, we
see writers trying to preach sober middle-class virtues to the readers. The novelists like
Defoe, Richardson, Fielding thought that men are virtuous by nature, They did not deny
the existence of physical and moral evils, but they felt that improvement and reform of
both the individual and society is possible leading to the re-establishment of the Golden
Age. Therefore, the greater part of the Eighteenth Century fiction draws a positive image
of man. However, Eighteenth Century poetry has a more dualised vision of man: intellec-
tual yet also an animal; rational yet emotional; fallible yet virtuous and so redeemable.

Another characteristic that marks out the Eighteenth century is how the relation be-
tween writers and readers changed. Previously, the arts flourished under private patrons.
But by the Eighteenth century a new situation developed. In the first place the readership
enlarged with the spread of education. The middle class who insisted on sober virtues and
conventional morality now formed the main reading public and it is to them that the writ-
crs catered. Politics also played a role. Since politicians were elected, they appointed writ-
crs to publicise their views. People of various classes also mingled in the coffee houses
leading to increased fraternisation between the two. This in its turn led to patronage of
writers and poets by political leaders, but such patronage was due to parly politics and
personal friendships, rather than literary merit. It also led to the growth of the subclass
known as hack-writers or Grub-street writers, who wrote for pay a situation denounced by
Pope and his circle as detrimental to culture. However, by the time of George [11, the party
system had developed in which.rewards went to politicians rather than to scholars, so that
state patronage disappeared. The coffee houses also broke up, so that opportunities of
fraternisation lessened. However, there were already booksellers through whom the author
could make money. It is symptomaltic of both the changing social system and the decay of
the patronage system that Pope became the first writer to successfully make his living by
the pen,

5.3 O Alexander Pope : Life & Works

Alexander Pope was born in London on Ma;,; 21., 1688,to a linen merchant, He
laboured under serious disadvantages from the start. He family was Roman Catholic: at that
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time the English government had placed serious financial and legal disabilities on Catho-
lics which forced Pope’s father to move out of London to the countryside. As a Catholic he
could not attend an English university; though he received some schooling from Catholic
institutions, he was largely self-taught. He was also unfortunate in contacting tuberculosis
of spine from his wet nurse. Throughout his life he remained short, physically weak and
rather ugly; a normal family life was impossible for hirm. People, particularly his enemies
made cruel fun of him on account of this,

His literary career bepan with the translation of classical writers. e soon attracted
attention from influential men of letters and poems followed in quick succession. His earliest
published works is the clegant Pastorals. In An Essay on Criticism he discusses the functions
of a true critic and how poetry should be written. Windsor Forest is a landscape poermn
combining nature description with politics and a moral vision of Utopian England.
Discussions about morality continues in his Moral E ssays and Satires. But his most didactic
and mature philosophical poem is An Essay on Man. However his two maock-cpic poems
are the most well known. One is The Rape of the Lock a delightfully crafted satire on the
theft of a lady’s lock of hair treated in the epic style. The other is The Dunciad, where he
powerfully attacks the bad poets of his day and predicts how the loss of education and
- culture would lead to the return of chaos. On the other hand he was also capable of composing
alove poem in the gothic style as in Eloisa to Abelard. He also did a number of tr anslations
ofelassical works. Indeed with translation of Homer, Pope gained financial independence—
the first author in English literature to be a commercial success, Today his translation is not
read, but to his readers it summed up the very essence of the Augustan age—Pope’s lliad
and Odyssey focus not on glory, but ori milder virtues and the characters speak in the tones
of Cighteenth C entury intellectuals interested in philosophy, politics and ethics. T hough
Pope did not receive any official honours because he opposed the corrupt government of
his day, in the later portion of his carcer he was considered to be the unofficial laureate of
England.

5.4 O Epistle to Dr. Arbuthnot: Introduction

Epistle to Dr. Arbuthnot is addressed apparently to his good friend Arbuthnot. But it is
largely an account of his poetic career and his reasons for choosing satire as a medium to
correct the evils of society, The great Roman satirists Horace and Juvenal had each defended
their actions in verse formally, and this is what Pope docs. Arbuthnot while d:-,fmg made it

a last request that “you continue in that noble disdain and abhorrence of vice, which you
seem naturally endued with, but still with a due regard to your own safety”. Pope replied
back that it would be as he had said. But he defended himself by saying that in times of
general vice itds of no use to write general satire. Only if some individuals are pilloried
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might others be deterred. He hastily published the poem, in 1735 before Arbuthnot died. It
is a compilation of various verses he had written before in the heat of the moment, but now
produced as an integrated harmonious whole. In the Advertisement to the first edition of
the poem he explains, ‘This paper is a sort of bill of complaint, begun many years since,
and drawn up by snatches, as the several occasions offered. | had no thoughts of publishing
it, till it pleased some persons of rank and fortune (the authors of Verses to the Imitator of
Horace, and of an Epistle to a Doctor of Divinity from a Nobleman at Hampton Court) to
attack, in a very extraordinary manner, not only my writings (of which, being public, the
Public is judge) but my Person, Morals, and Family, whereof, to those who know me naot,
a truer information may be requisite. Being divided between the necessity lo say some
thing of myself, and my own laziness to undertake so awkward a task, I thought it the
shortest way to put the last hand to this Epistle. I it have anything pleasing, it will be that
by which T am most desirous to please, the Truth and the Sentiment; and if anything offensive,
it will be only to those 1 am least sorry to offend, the vicious or the ungenerous. Many will
know th.eir own pictures in it, there being not a circumstance but what is true; but | have,
for the most part, spared their Names, and they may escape being laughed at, if they please.
1 would have some of them know, it was owing to the request of the learned and candid
Friend to whom it is inscribed that ‘1 make not as free use of theirs as they have done of
mine. However, [ shall have this advantage, and honour, on my side, that whereas, by their .
proceeding, any abuse may be directed at any man, no injury can possibly be done by mine,
since a nameless character can never be found out, but by its Truth and Likeness”. The
attack on him was orchestrated by Lord Hervey and Lady Mary Montague, once his [riends
but now his bitter enemies.

John Arbuthnot (1667-1735): Scottish author and scientist, court physician (1705-14)
to Queen Anne. He is best remembered for his five “John Bull pamphlets™ (1712), political
satires on the Whig war policy, which introduced the character John Bull, the typical
Englishman. He was .deeply admired for both his professional skill and his kindness and
loyalty. With his friends, Swift, Pope, and Gay, Arbuthnot was a member of the Scriblerus
Club, which was devoted to satirizing pretensions to literary greatness and false tastes. He
contributed a great deal to Memoirs of....Martinus Seriblerus, first published in the
quarto edition of Pope’s works (1741). He was also be author of several progressive
medical works. Johnson said of him. “I think Dr. Arbuthnot the first man among them. He
was the most universal genius, being an excellent physician, a man of deep learning and a
man of much humour. “Thackeray called him “one of the wisest, wittiest, mosl
accomplished” of men.

5.4.1 Art of Characteriiation:

Pope was a master of characterization, of both good and bad characters. However,
he was careful to insist that his characters are not real individuals but only types. The
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Augustan age was a believer in uui'versal quality of man and stressed essential human
nature over individual eccentricities. Pope therefore followed a well-trod path in his
characterization. Added to this is the fact that he regarded himself as a satirist whose
business was to correct the world. When he chose individual targets of his satire, he naturally
chose his personal enemies. However, these portraits need not be always true to life. This
is not due to any chicanery on Pope’s part, but due to the fact that the exigencies of satire
demanded that the individuals be transformed into something more. The portraits are not
untrue, but they are also public icons—this is what must be remembered when we analyze

‘his characters,

Epistle to Dr. Arbuthnot contains three detailed portraits—that of Atticus, Bufo and
Sporus. Atticus represents the type of literary dictator and coterie leader. In real life he is
Joseph Addison. Pope’s relationship with him was a complex one. When Pope first appeared
on the London literary scene he was warmly welcomed by Addison and the two becarme
friends. However Addison praised Ambrose Philip’s Pastorals preferring it to Pope’s, though
Pope’s was artistically superior. Moreover, Addison in 1715 had managed to welcome
both Pope’s Iliad and Tickell's rival translation, a hypocrisy that enraged Pope, also Addison
had prodded Tickell to do bring out a *“Whig’ translation and thus his literary judgment is
perverted by political sentiments. It is on these grounds Pope attacks him. Maynard Mack
in his biography points out that both were vain, sensitive to criticism, and devious in
publicizing themselves. However, they were also opposites in many ways. In the literary
portrait itself however it would be more useful to regard Atticus as Dustin Griffins does—
that Atticus is a kind of anti-self to Pope: a real or imagined other against whom he could
thrust and assert himself,

Pope actually begins with praise of Atticus. He has true genius, is charming to all, and
is easy and polished in his writing and conversation. Yet all these graces are marred by
vanity and concomitant insecurity. He could not brook any rival to his fame. Nevertheless
he did not have the courage to attack a rival openly, So he would pretend to be a friend and
stab others behind their back. He would “Damn with faint praise, assent with civil leer,
And without sneering, teach the rest to sneer”. His praise of a rival’s work was so faint that
people would realize he is being courteous and though he never traduced anyone, he
influenced others by his behaviour to mock. He neither blamed nor commended—the former
for fear of anyone censuriivj him, the latter for fear of raising up a rival. Irideed he was so
insecure that he feared even fools and constantly surrounded himself with flatterers, Though
he pretended to please all, he never actually obliged anyone. Atticus with his coterie is

~* compared with Cato: “Like Cato, give his little senate laws, And sit attentive to his own

applause™. It was a double hit—it paints Atticus as a politician who gets laws passed by a
pliant/senate; it also pointedly refers to Addison’s play Caro. He pronounces literary

Jjudgements without considering their artistic or moral merit and is applauded by his hand-
 picked sycophants. Thus Atticus/Addison becomes the archetype of civilized treachery,

the man of culture who lacks moral courage. He betrays his obligations as a critic. The
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perversion is made even worse by the fact that he does possess true genius. This is what
makes honest men watching his antics laugh and weep at the same time: Atticus’ cowardice
and attempts to ‘do in’ rivals is comic; but his squandering of his god-given gifts is tragic.

Bufo in real life is the earl of Halifax, a statesman who was known as a patron of poets.
Though he had offered Pope a pension Pope had refused it. In the poem he is the symbol of
the undiscerning patron and a bad poet. The mass of the world cannot tell the true poet
from those pretending to be one. Bufo is one of them, but being rich and having literary
pretensions, he wishes to partonize poets and so spreads his largesse without discrimination.
Since his liberality is dictated not by critical judgement but his personal preferences, it is
inevitable that talented poets would be neglected by him. Bufo is described as being as
proud as Apollo, the god of poetry. As ancient poets dedicated poems to Apollo, so too
modern scribblers dedicated poems to him hoping for his patronage. But of course this
human Apollo has nothing to be proud of, He filled his library with books and statues of
dead poets, but since he appreciated only undistinguished wits, it is doubtful whether he
actually read any of the books. The point is further stressed in his having a ‘headless’ bust
of Pindar. As Pope is besieged by favour seekers, so too Bufo is surrounded by hacks who
praised him and his possessions; but unlike Pope who is conscious of the importance of
good literature, Bufo patronized them ail. But he could be frugal as well, thus adding the .
sin of niggardliness to his other flaws. That his judgement cannot be trusted is proved by
the fact that he ignored Dryden. Yet though he would not help Dryden in his poverty he
donated generously for a magnificent funeral to demonstrate he appreciated poets, This is
because people like Bufo are more interested in poels who could cater to their whims—
defend a politician, attack someone, flatter him. Thus Bufo is the typical patron who is
devoid of critical taste, miserly yet foolishly extravagant, encouraging flattery and bad
poetry. Pope makes it a point that seeing patrons like these he has decided not to accept
patronage. '

The most venomous picture is that of Sporus. He is based on Lord Hervey, a powerful
politician who had once been Pope’s aHy but now was a personal encmy. Sporus was the
name of one of Nero’s eunuchs, whom he later married. In calling Hervey by this name
Pope is pointing out his bisexuality and his position in the court as the Queen’s favourite.
Arbuthnot tries to restrain him from attacking Sporus because he is not worth the effort.—
it would be like torturing a butterfly on a wheel: just as the butterfly would not be able to
feel pain, so too Sporus is so destitute of sensibility that he could not even feel the sting
of satire. But this only provokes Pope the mote.. The insect imagery conneets Sporus with
the swarm of scribblers v/ho plagued’ Pope. This insect may appear to be prettier than
athers, but it is only gilded, not golden. Its paint cannot conceal the dirt underneath. Like
a gadfly he can irritate better people than him but lacks ability to appreciate either beauty
or wit. He is like a cringing spaniel who does what he had trained to do. A pet spaniel
does not dare to bite game, so too though Sporus drools he does not dare to do anything.
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He is compared with a shallow river that ripples gently but has no depth. Throughout the
*emphasis is on Sporus’ impotence contrasted with pope’s ‘manly ways’—an attack on
Sporus’ sexuality. Now Pope attacks his speech. Hervey was Walpole’s spokesman in the
House of Commons. He is painted as a ventriloguist’s dummy and then as a toad in the ear
of Queen Caroline. The latter picture is drawn directly from the image of Milton’s Satan as
a toad tempting Eve into evil. He is ready always with lies and blasphemies and poetry—
whatever profits him the most. His intelligence is unsteady and he himself is “one vile
antithesis”. Satan had been painted with an angel’s face and a reptile’s body—that is how
Sporus must be regarded. He has a beauty of its own, but is untrustworthy. He has neither
wit nor pride, but is vicious and deceitful.

The portrait of Sporus is savage in ils denunciation, comparable only with Dryden’s
attacks on Zimri and Corah, Whereas the portrait of Atticus is civil, and Bufo’s is expressed
~ in comparatively polite language, here Pope lets go of all discretion to indulge in personal
feelings. Bul precisely because the feeling is so intense here that the portrait is so vivid.
Sporus is both deceived and a deceiver, a fool and a betrayer, and as such deserves no
mercy. He acts different parts like Zimri—only he is not mad, but calculating. He is false in
every breath. His bisexuality is indicated as an inability to commit himself to any cause:
even Nature had made him rootless, Throughout animal imagery is used: from butterfly to
bug. to dog, lo load, to serpent—it is comparable with Milton's degradation of Satan was
plain: as Satan took the shape of a toad to tempt Eve so too Hervey misguides the Queen.
He is the antithesis of everything that is good and decent: his heart is corrupted; his creeping
wit and “pride that licks the dust” is plainly a reference to Satan who took the shape of a
serpent. Thus Sporus becomes the archetype of fawning courtier and sycophantic hanger-
on. He is directly contrasted with the satirist who is nobody’s tool and has no vanity. The

salirist consciously serves a cause greater than himself, whereas Sporus’ connection is
with filth.

However, it must be understood that though personal animus dictated the portraits,
they are not confined to the topical. All three are antitypes of Pope. Atticus is a talented
writer like Pope. But he is desperate for praise and envious of rivals unlike Pope. So he had
given up his identity, too concerned with what others think of him. Bufo is an empty headed
vain patron who has no identity left. Sporus is more dangerous than the others, While they
are passive, he is mobile; Bufo feeds on others; Sporus is a satirist turned scandal monger:
Pope is none of them. Instead he is the self-dependent poet and moral teacher.

At the background is the vast mob of nameless faceless scribblers. The poem begins
with their description. They pursue the poet eagerly hoping to have him help them. The poet
regards them as madmen who rave and roam the land. No matter where the poet tries to
hide, they seek him out: land, water, road, church, walls, nothing can hinder them. The poet
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regards them as a plague, as a swarm of insects. Pope gives a brief sketch of various types
of would-be poets, some wish the poet to edit their works, some for a loan, some offer a
bride, even previous encnies apologize and shamelessly ask for favours. Pope compares a
scribbler with a spider spinning his cobweb, Pope’s disdain for grub street hucksters come
out plainly here. However there is a long description of how lesser poets fawn on him
embarrassing him. by comparing him with great classical geniuses.

What is amazing in Pope’s characterization is how compressed his pictures are. He
brilliantly uses allusions, epithets and similes to make his point. In the process we are
given pictures of enduring types. Though based on real people, they have wider implications.
Pape manages to make them individuals as well. However he is not primarily a poet of
characterization as Browning is. His aim in satire is to create characters that are recognizable
in all times and all places.

5.4.2 Poetic Biography/Idealized Portrait of Hlmsclf

Epistle to Dr. Arbuthnot is a brilliant piece of satire. But it is also someth ing more. It
is an autobiography of himself in verse. Just as in a later age. Wordsworth wrote The
Prelude or Growth of a Poet’s Mind, so too this poem’s subtitle can easily be Growth of
a Satirist. It is poetic biography in a special sense, imitating Horace and Dryden’s style.
However, like all autobiographers. Pope is perhaps anxious to leave behind a favourable
account of himself. So what we have here is an idealized portrait of himself as the virtuous
satirist,

The Epistle falls into three sections. From line 1-124 he expresses his disgust at the
scribblers and fawners who make his life miserable. The poem begins highly dramatically
with Pope calling on his servant to shut the door in an effort to gain privacy. He is angry;
the repeated caesuras used in the lines expresses his indignation. Even the boundaries of
his property fail to protect him from the madmen. The would-be poets relentlessly pursue
him. Nothing can shame them or deter them. In desperation he asks Arbuthnot for medicine

- t0 make them disappear but it is in vain. The verses are packed with interjection, thrust and

counterthrust. We recognize in the scribblers the modern equivalent of celebrity hunters
and tabloid journalists! However thf:lr very presence is significant: they consolidate his
own pre-eminent position,

The poet regards himself as an injured innocent; he had not hurt anyone by his poetry
and starts naming people in higher reaches of society who are so thick-skinned that they
are unaffected by his jibes. Arbuthnot attempts (o restrain him as he had done in his letter
but such restraints only fan his ire higher. Flaitery of fools is like the saliva of a mad dog
which is venomous. Such attacks forces Pope to publicly defend himself. This is the crux
of the poem: he is not giving an account of his carger out of vain-glorious motive, but to
clear himself of malicious accusations and protect his friends and family a noble mative is

154



thus attributed to the poem.

From line 125 we have an autobiographical account clearly idealized. He begins by
wondering why he became a poet. It was something instinctive, for even as a child he
“lisped in numbers’. He defends himself, :

I left no calling for this idle trade,

No duty broke, no father disobeyed.

The .Muse but served to ease some friend, not wife,
To help me through this long discase, my life,

He had not quarreled with his family in order to become a poet or even written poetry
to courl a beloved. At most it brought some consolation in his wretched life. Again and
again he stresses that his writing of poetry is motivated not by love of exterior gain, but by
an inner compulsion. Similarly he published his poenmis not for self-aggrandizement but
because men of letters praised them.

He protests that his first poems attacked no one, yet he was attacked by less gilted and
more malicious critics and poets. Pope’s view of his career as Leslie Stephen pdints out
suggests a problem—why is so inoffensive a man the butt of such hatred? Pope answers it
himself: this is because dull people hate men of genius. He insists that he does nol attack
someone for personal reasons but because the target is the representative of vice. From line
147-192, he vigorously defends himself against charges brought against him and strives to
show he loves a quiet modest life, and is a foe only to liars. Critics like Denis and Gildon
attacked him without reason but he kept his patience, He excused them on the grounds that
they needed to earn a living or were not in their right minds. When a sober critic correctly
pointed out his faults, Pope accepted his criticism. Yet this becomes Pope’s launching pad
for attacking all those he regarded as bad critics and poets. A bad critic is one who is more
converned with textual details and emendation than with the spirit of the works. He
specifically names Bentley and Theobald as guilty of this, because both had criticized his
work. Such critics may append their names to the edition of great writers like Shakespeare
and Milton, but that is akin to finding impurities like hair or insects embedded in amber.
The other poets who had abused him is dismissed on the grounds that they have no objective
standards to judge literature: they either strain themselves to produce barren verse, or produce
nonsense or wriles poetry that reads like prose.

Having deposed of lesser mortals Pope now moves in to altack three persons who had
injured him and the public the most—Atticus, Bufo, Sporus. [see the ;malyam of-characters
of the three in 1.4].

As a contrast to them Pope paints a picture of himsell’ as virtuous and sober. His only
desire is to be his own man, “Oh let me live my own, and dic se too!”. He is independent

.doing only what pleases him. Unlike Atticus he does not strive to please anyone else. In
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a hit at Bufo he declares that he has no need for any patrons. He is not a man for intrigues
either. He believed in leading a simple life, paying all his debts, reciting his prayers like a
devout man and sleeping peacefully without worrying about his critics or his next.

composition. For him life has other joys and he is scronful of detractors and admirers alike

who pigeonhole him. Now he moves on to explain the nature of sative and distinguish it
from slander. A poet who tells lies about others, or insults good people without cause, who
defends no friend is a liar. By implication Pope stresses that he is not such a poct. His lash
is meant only to correct and will not be dreaded by an honest man. This ties him to what he
has written carlier about his attitude to critics—if the critic is correct then he accepted
criticism without demur. Thus again he emphasizes that he is a man-without vanity or
malice—twao things of which satirists, and himself, personally have been accused of,

From line 134, the tone changes, as Pope launches on to another magnificent description
of himself, who is also the ideal virtuous man. He never worshipped fortune nor hungered
for money, he never tlattered anyone. The purpose of writing poetry was to preach morality.
It was not fame that he wanted, but to be virtue’s champion. He endured all calumnies, all
threats, all libels against his name, all abuses on people he loved—yet he has no regrets
because his life is dedicated to virtue. This portion is the most moral and moving, because
Pope was desperately trying not only to project his idealized image, but perhaps also trying
to persuade himself that this is what he is. In the final portion of the poem Pope sets up his
father as the virtuous ideal as against the corrupt scribblers and mercenary peers. His father
was not arrogant, he was not a fanatic whether in politics or religion, never lied, knew no
sophistry, was always honest and sober, wise, healthy and he died a tranquil painless death,
It is such a life that Pope wishes to lead, for it will be a happier life than that of kings. The
poem ends on an exquisitely tender note as Pope wishes to take care of his mother and
begeing heaven to spare Arbuthnot.

One characteristic that distinguishes this poem [rom other autobiographical poems is
that this is public poetry. Unlike Romantics thisis not confessional. Instead Pope deliberately
sets out to project a particular vision of himself. He is the first poet perhaps who set up his
own Public Relation department and deliberately managed his own image through literary
media. There seems to be two overriding reasons Tor this. One is the caricature his enemies
produced of him. they lampooned him as an asp, an ape, a spider, a hunchbacked monster.
The second is money—he was marketing not only his goods but also his image to persuade
customers to buy his books. This image by necessity would extend to posterity also, a mark
left on the world by a man who is unable to leave any other physical evidence.

In his previous poems, Pope had given a certain vision of man as a generous creature.
He conslanily rails against the wealthy who squander their money or spend it selfishly.
Timon is the picture of profligacy. Burlington on the other hand builds not for his own glory
but to strengthen the nation. Pope is pragmatic enough to understand through his own
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circumstances that money alone allowed one to be independent of social ties leading to
cifective disinterested public works. That is the mould in which Pope cast himself—the
independent enlightened philanthropist. Avarice of all kinds are rejected in a series of
denials, from lines 334-59. Coming immediately after the picture of the vile fawning Sporus,
it creates a noble dignified Pope. This Pope has worked hard, kept his integrity, did not
aspire to greatness—yet he had become prosperous, built up sufficient social status, and is
highly moral throughout his life. Above all he emphasizes his moral and financial
independence—to him they two are necessarily linked. His [undamental loyalty was to
virtue alone and so he denies any party loyalty in the age of bitter partisanship. He is aloof
from all this, le is th’e embodiment of propriety, had been generous and censorious
according to context, and constantly loyal to his principles—he has nothing to reproach
himself with. :

We must however contrast this picture with the reality. As a Roman Catholic the Pope
family was subject to greater taxation, denied any government post and more financially
deprived, In his letters Pope is always anxious about investments and often asks his friends
to help buy him an annuity. Far from regarding money-matters as something distasteful, he
played the stock market. He also used the subscription method cleverly and grew wealthy.
During his translation of Odyssey, he had not told anyone that two others had collaborated
in it-; this cast doubts about his integrity. Pope is actually money conscious, but he felt he
ought not to be—this creates a tension between reality and the public image. This tension
is manifested in his insistence simultancously on the filthy nature of money and its necessity.
Nor were his interactions with literary critics as innocent as he claimed. He had first criticized
Dennis—though justifiably—which had led to a lasting quarrel between them. Bentley
and Theoblad were good scholars who do not deserve such attacks merely because they
criticized certain aspects of Pope’s works. Pope was sensitive to criticism in spite of his
pretence and he was capable of—as his pen-portraits of people who had offended him
show—of venomous enmity. However in the poem he projects himself as the calm,
temperate, reasonable, man—the ideal Augustan genileman. He did the same with his
private letters: before publishing them he re-edited them to present himself as a man of

dignity.

Critics have called this poem Pope’s apologia, But the reader must take some pains if
he is to comprehend it. In the first place, some knowledge of the important events and
people in the poet’s life must be known. Sccondly, it tells us not what Pope actually was
but how he wanted others to think of him, Nevertheless, the discrepancy does not take
away the poem’s greatness—either as a satire, or as the portrait of what a virtuous man
should be like. The poem ends where it begins in home, but this time not in {light but with
assurance that it is in the home alone where true virtues exist. The Epistle is both personal
and universal, turning ephemeral events into enduring monuments.
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5.4.3 Imagery

One of the chief devices used by Pope to make the Epistle vigorous and united is his
imagery. Various kinds of imagery run throughout the poem; each one is a unit by itself, yet
together they create an organic whole.

The most memorable imagery is that of animals. The first striking imagery is-that of
the scribbler as a spider. A spider spins a cobweb which is thin and dirty; if it is broken he
spins it a new. Similarly the hack writers produce thejr works that are equally flimsy and
dirty, in the sense of being devoid of all artistic merit. IT their work is condemned, they
happily produce yet more works consisting of lies and sophistry. Thus the favour-seekers
who through around Pope are nothing more than a swarm of irritating insects; probably the
implied comparison was partly suggested by the fact that most of these hack writers lived
and worked in the place named Grubstreet. A flatterer is compared with a mad dog; just as
the saliva of a rabid dog is dangerous, so too the flattery of fools is more dangerous to the
poet’s peace o mind than outright condemnation,

‘The most brilliant use of imagery occurs in the description of Sporus. Arbuthnot calls
him a colourless thing made from ass milk—his whiteness indicates he is .of no consequence,
Then Arbuthnot compares him with a butterfly. This image has a double purpose. A butterfly
looks very beautiful and painied on the outside, but is very frail. Similarly, Lord Hervey is
very pretty, almost feminine in his looks, but has no sensibility. Pope does not even call
him a butterfly; instead he sneers at him as a bug with (ilded wings, as a painted child of
dirt. Both “gilded’ and ‘painted’ refer to the Hervey/Sporus’ use of cosmetics. Just as in
spite of its beauty the insect is still born of filth and feeds on dirt, so too Sporus in spite of
all his looks and graceful manners remains a corrupt creature at heart. The insect imagery
connects Sporus with the swarm of scribblers who plagued Pope. This insect may appear
to be prettier than others, but it is only gilded, not golden. Its paint cannot conceal the dirt
underneath. Like a gadfly he can irritale better people than him but lacks ability to appreciate
either beauty of wit. He is like a cringing spanicl who does what he had trained to do, but
has not the courage for anything else. A pet spaniel does not dare to bite game, so too
though Sporus drools he does not dare to do anything. He is compared with a shallow river
that ripples gently but has no depth. Throughout the emphasis is on Sporus’ impotence
contrasted with pope’s ‘manly ways'—an attack on Sporus’ sexuality. Finally he is compared
with a toad whispering blandishments at Queen Caroline’s ears. The latter picture is drawn
directly from the image of Milton’s Satan as a toad tempting Eve into evil. Satan had been
painted with an angel’s face and a reptile’s body—that is how Sporus must be regarded.
From butterfly to bug, to dog, to toad, to serpent, to Satan—thus Sporus is degraded and
his viciousness immortalized. .

Represantati;:sn of Atticus and Bufo. [sec 1.4]
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There is also a brief passage where Pope mocks his flatterers who try to compare him
with other literary greats. They eagerly tell him that his cough is like Horace’s, that his
deformed body resembles Alexander’s, his nose is like Ovid’s. Such comparisons are
meant to flatter him, but all it does is to make him conscious about his defects. So he
sarcastically says that wnen he would be ill they should tell him that this was how Virgil
suffered, after his death they would say that Homer also died in the same manner. Here
the comparisons are taken to their extremes to show how ridiculous they are. The images
are concrete and vivid.

But Pope is also capable of producing equally forcelul portraits of people he loves. His
parents’ portraits are examples. They had been born in gentle Families but not so noble as
to be meaninglessly proud of their lineage or quarrelling with other families over material
wealth and status. His father did not marry a noble wile to enhance his status and thereby
bring discord into the family. He was not a fanatic about any Cause though it was an age of
bitter partisanship. He never sued anyone, always kept his promise, never lied, knew no
sophistry, was honest by nature and died peacefully. Pope speaks more movingly of his
mother as being sick. He prays that he would be allowed ‘To rock the cradle of reposing
age”; the image inverts the common picture of a mother rocking the cradle of her child and
s0 is unexpectedly poignant. He would cheer his mother and pray that she would not die.
Both portraits by their very nature lack the sharp sting of attacks on Pope’s enemies, yel we
can visualize both clearly.

Though concrete images convey maximum intensity, Pope can soar alofi with his abstract
images as well. From line 334-359, we have a splendid description of what the virtuous
poet should be like, as embodied in himsell. It begins with a series of negations:

Mot fortune’s worshipper, nor fashion’s fool,
Mot lu