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1.0

OBJECTIVES

The prime objective of the following Block is to brief the students and enhance their
knowledge on 17th and 18th Century Literature. A lot of Political, Historical, Social
and Economic changes have taken place during these two major centuries. It wonřt be
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wrong if we say that these two centuries were responsible in offering a myriad of
Literary Gems to the world, be it Edmund Spenser or Ben Jonson or William
Shakespeare. A lot of renounced literary movements have also taken in between these
two centuries. The Learners are also going to get an insight on the Art and Literature,
Styles and Evolvement of each of the centuries. There is always a backdrop that acts
as a catalyst to the plays, poems and narrations written by the then writers of the 17 th
and 18th centuries.
1.1

INTRODUCTION

Naturalizing the Italian Romantic Epic with the utmost ease and effortlessness was
Spenser’s forte that was difficult to match with. Spenser breathed in the honest temper
of Reformation and turned to be a delight during the early Renaissance. His ideas
were softened by Italian Platonism or Neo-Platonismas well as the spirit of
intense patriotism which animated Englishmen in the year of the Spanish Armada. To
harmonise such diverse elements was a difficult task, and, even before
Spenser's death, had been rendered impossible by the course of English religious and
political history as impossible as it was after the American war to preserve the early
Whig identification of the cause of Britain with the cause of political liberty.
Religious persecution made it difficult for the Puritan to identify his zeal for England
with his zeal for Protestantism. At the same time, the essentially pagan spirit of the
Italian Renaissance was not easily exorcised even by Spenser, and the emancipated
artistic-enthusiasm which created the Elizabethan drama, poems such as Hero and
Leander and Venus and Adonis, and the sonnets of Shakespeare, was to the stern
spirit of Puritanism simply anathema. Before the sixteenth century ended poets were
beginning to form different schools, or else the two strains, the secular and the
religious, run side by side in a single poet's work without his endeavouring to
reconcile them in any way.
This tendency was accentuated in the early seventeenth century. This chapter deals
with distinct groups or schools of poets. The patriotic note of Spenser and
Shakespeare is heard only from belated Elizabethans as Drayton and Chapman. The
Protestant religious poets form a group by themselves; the Catholic Anglicans
another. The courtly poets, whether religious or secular, are out of touch with the
nation at large, their poetry a delicate exotic. One poet, indeed, emerges with the
power that genius gives to harmonise diverse elements. Milton, like Spenser, unites
the spirit of the Renaissance with that of the Reformation, and both with patriotism.
But he does so only by narrowing though intensifying each, by sacrificing some of
the finest elements in the noblest Elizabethan conceptions of beauty, goodness, and
country. Milton's ideal of art becomes strictly, even pedantically, classical; his
Protestantism is less ethical than Spenser's, and more theological; his patriotism tends
to include only those Englishmen who form the chosen people of God.
Of the Elizabethan poets who continued to produce fresh and interesting poetry in the
reign of James, Chapman. If we set aside Donne and Jonson as the fountain-heads of
Jacobean and Caroline poetry, the two most important, Daniel and Drayton, have
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been included in the volume on The Later Renaissance. One veteran and rugged
Elizabethan, however, deserves a word as poet as well as dramatist. Chapman's
earliest volume of poems, The Shadow of Night, containing the pedantic and
obscure Hymnus in Noctem and Hymnus in Cynthiam, appeared in 1594; his Ovid's
Banquet of Senseŕa characteristic contribution to the Venus and Adonis class of
poemŕwith The Amorous Zodiacŕa translation from the Frenchŕin 1595; and his
completion of Marlowe's Hero and Leander in 1598. His great work, the translation
of Homer, was begun some time before 1598, when Seaven Bookes of the Iliad’s of
Homer, Prince of Poets, appeared with a dedication to the Earl of Essex. The
complete Iliad appeared in 1611; the complete Odyssey in 1614; The Whole Works of
Homer in 1616. The Battle of the Frogs was added later, as well as the Hymns.
Chapman comes at the head of a chapter on seventeenth-century poetry as a useful
reminder that "fantastic" is not a very distinctive title to apply to the poetry of Donne
and his followers,ŕthat if conceit and far-fetched similitudes are a sign of decadence,
then Elizabethan poetry was born decadent, for from first to last it is, in Arnold's
phrase, "steeped in humours and fantasticality up to its very lips." Whether we
consider Chapman's original poems or his translations, his obscure, pedantic, harsh,
yet always ardent and fitfully splendid hymns and complimentary verses, or
the Homer which Keats has immortalised, it would be difficult to conceive a poet
who, despite his classics, his eulogies of learning, and his friendship for Jonson, is
more essentially "Gothic" as Addison and Thomson used the word. It is a tribute to
the genius of Homer that there was so much in the Iliad and Odyssey which Chapman
could translate well, or even greatly. He is at his best, it seems to me, when describing
the rush of fighting, and for this, as well as other reasons, his Iliad is better than
his Odyssey; but when full justice has been done to the animation of his style, its
entire freedom from otiose filling-out, itřs not infrequent felicity and splendour of
phrase, the last word on the inadequacy of Chapman's colloquialisms and conceits to
reproduce the dignity and simplicity of Homer has been spoken by Matthew
Arnold.[2]
It is difficult, in the absence of such contemporary evidence as is afforded to-day by
critical reviews, to date exactly the changes in poetical taste. It seems The
Spenserians. Clear, however, that in the closing years of the sixteenth century there
was a reaction against the diffuse, flamboyant, Italianate poetry which Spenser,
Sidney, and Lodge had made fashionable,ŕa reaction which showed itself in the
satires of Hall and Marston, but found its fullest expression in the poetryŕmuch of
which is satiricalŕof Donne and of Jonson, who took the place in courtly circles
which had been held earlier by Spenser and Sidney. The Spenserians of the early
seventeenth centuryŕbetween whom and Spenser in pastoral poetry Drayton forms
an important linkŕwere not courtly poets. Though they look towards the court on
occasions, they stand outside its circle. They belong to the Protestant wing of the
Anglican Church; and in the somewhat bourgeois and didactic tone of their poetry,
their taste for emblems, and the natural, artless tone in which they speak of
themselves, resemble the Dutch poets of the same class.
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The most thorough-going disciples of Spenser among these serious young poets of the
reign of James I. were the Cambridge divines and poets Phineas (1582-1648) and
Giles (1583-1623) Fletcher, the sons of Giles Fletcher, author of Licia, and cousins of
the dramatist. They were both FellowsŕPhineas of King's, Giles of Trinity Collegeŕ
and both took orders. Giles, after being reader in Greek at Cambridge, became rector
of Alderton in Suffolk, and Phineas, after some vicissitudes of fortune, was appointed
rector of Hilgay in Norfolk.
In Phineas Fletcher's poetry there were apparently the two distinct strains of which we
have spoken above. Phineas Fletcher. His Sicelides, a comedy performed before
James in 1614, mingles pastoral love-story with comic scenes not devoid of
coarseness; and Grosart conjectured that he was the author of Britain's Ida (1627), a
frank and voluptuous Ovidian idyll. On the other hand, the Spenserian pastorals and
allegories which he published in 1627 and 1633ŕdescribing them as "these raw
essays of my very unripe years and almost childhood"ŕare without exception
religious, and so was all his subsequent work in verse and prose. The Locustævel
Pietas Jesuitica: The Locusts or Appolyonists is a strange poemŕthe first part in
Latin, the second in Englishŕdescribing allegorically the rise of the Jesuits and the
Gunpowder Plot. Milton borrowed from it for his allegory of Sin and Death.
The Piscatorie Eclogues is a fluent imitation of Spenser's pastorals with borrowings
from Sannazaro, full of the poet's views and woes. His most ambitious poem, The
Purple Island, elaborates the suggestion given by Spenser's description of the Castle
of Alma (Faerie Queene, ii. 8), portraying in a minutely detailed allegory the
constitution of man, physical and mental, and enlarging in characteristically
theological manner the strife between Temperance and her foes into the Christian
warfare between Voletta (the will) and Satan.
This is the way in which his seventeenth-century followers dealt with Spenser's great
poem. They cared nothing for his romanceŕwhose influence was not to be felt till
much laterŕeverything for the didactic allegory. Fletcher's pastoral openings to each
canto are delightful; his style is lucid, nervous, and flowing; the personifications are
clever and occasionally effective; but the soul of the reader faints under the strain of
such sustained and relentless allegory. There is no escape, as in the Faerie Queene, to
realms of pure romance, and it is with a sense of profound relief that one hears King
James blow his trumpet and summon Christ to the rescue of the hard-pressed Will.
Giles Fletcher was happier in his choice of subject than his brother, and his
temperament was more Giles Fletcher. Lyrical and mystical. His Christ's Victorie
and Triumph, in Heaven and Earth, over and after Death (1610), an allegoric,
narrative, lyrical rhapsody on the Atonement, Temptation, Crucifixion, and
Resurrection, is an interesting link between Spenser's and Milton's religious poetry.
The form and language are Spenserianŕallegorical, diffuse, and flamboyant,ŕbut
the subject is, like Milton's, theological. The more ethical aspect of Protestantism,
presented in Spenser's House of Holiness, yields to the seventeenth-century
preoccupation with theology, the divine scheme of salvation wrought out in eternity.
Man, with his puny efforts after righteousness, falls into the background.
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Poetically, the resemblance of Fletcher's poem to Spenser's is deliberate, and
superficial rather than temperamental. There is a vast difference between the flow and
shimmer of the older poet's romantic stanzas and the strenuous, antithetic declamation
of the younger. Fletcher is always ardent; his personifications are far more poetic and
impressive than his brother's; the descriptive passages have some of the colour and
music of his model's; and his lyrical rendering with variations of Tasso's song of the
rose is as fine in its different way as Spenser's. But Fletcher's excessive use of
antithesis, the bad taste and extravagance of many of the descriptions (for example, of
Christ in the canto on the Temptation, where
"His cheeks as snowie apples sop't in wine, Had their red roses quencht with
lillies white, And like to garden strawberries did shine Wash't in a boul of
milk")ŕ these and other features remind a student, more than anything in
Donne or his school, of the faults of Italian "secentismo," of the Adone and
the Stragedegli Innocenti.
If the younger Spenserians showed no taste for romance, they were enthusiastic and
unwearied Pastorals. Cultivators of the pastoral. Whatever wider circles may have
thought,ŕand Colonel Prideaux believes the pastoral was not generally popular in
England, which is perhaps equally true of that other over-cultivated form, the
sonnet,ŕthe poets themselves were never weary of listening to each other while they
sang of the joys of country life and the pains of love, or moralised their strain and
descanted on virtue and pure religion. Their guides were Spenser and Sidney, and
more immediately Michael Drayton. Not only is some of the best of Drayton's
seventeenth-century work pastoral, but his Polyolbion (begun in 1598, and probably
well known to his friends before its publication in 1612 and 1622) had excited
enthusiasm for English scenery and rivers. If Jacobean pastoral poetry is often tedious
and long-winded, if its cultivators produced no such delicate, courtly exotic as
the Amintaŕto which, after all, the later Comus is a very satisfactory counterweight,ŕyet under Drayton's influence it became more truly natural in sentiment, a
more faithful mirror of English scenery, and some of the sweetest versification of this
period, when Donne's and Jonson's bold experiments were unsettling English
prosody, is to be found in pastorals written north and south of the Tweed.
All these features are discoverable in the poems of William Browne (1590-1645?) of
Tavistock in Devonshireŕ
"Blessed spot, whose equal all the world affordeth not."
Educated at Oxford, he became a member of the Inner Temple, where he was the
friend of Drayton, Browne. Chapman, Jonson, Selden, Wither, and Brooke. The first
part of Britannia's Pastorals appeared in 1613. In the following year he published
some more regular eclogues, The Shepherd's Pipe, to which Wither and others
contributed. The second part of the longer poem appeared in 1616, the whole in 1625.
Browne was also the author of a masque, and of sonnets, jocular verses, epigrams,
and epitaphs, the last of which include the beautiful
"Underneath this sable hearse,"
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Which, however, was till recently attributed to Jonson.
Britannia's Pastorals blends all the diverse strains of Elizabethan pastoralism.
Descriptions inspired by Sidney's Arcadia, Spenser's Faerie Queene, and
Drayton's Polyolbion are combined with moral allegory and satire, in which the
influence of Langland as well as contemporaries is traceable, and all these with
Ovidian metamorphoses. A story of wooing and adventure, and the changing of
nymphs into streams and flowers, runs through the poem; but there are endless
digressions to satirise James's neglect of the fleet, to bewail the death of Prince
Henry, or to sing the praise of virtue and of poets dead and living. The whole is borne
along on a stream of flowing decasyllabics which suggest the music of the pipe, and
whose echo is audible in the varied cadences of Keats's Endymion, which irritated the
ear of Quarterly reviewers.
The same high enthusiasm for moral goodness, for nature, and for song, with a more
ardent love-strain, Wither. Uttered in a sweet but shriller music, are the characteristics
of all that is best in the poetry of the much too voluble George Wither (1588-1667). A
native of Bent worth in Hampshire, for a short time at Magdalene College, Oxford,
and subsequently a member of Lincoln's Inn, Wither's first-published work was a
contribution to the satire, popular at the end of the sixteenth and beginning of the
seventeenth century. His Abuses Stript and Whipt are not as formidable as their title,
but the 1611 edition was suppressed, and their reissue in 1613 brought him to the
Marshalsea prison. Meantime he had published a lament for Prince Henry, and an
epithalamium for Princess Elizabeth, full of the naïve conceits with which the minor
complimentary poetry of the period abounds, and of the "plain moral speaking" which
Lamb admired. In prison he composed The Shepherd's Hunting, a series of very
personal eclogues published in 1615. These, with Fidelia (1617), an "heroic epistle"
of over twelve hundred lines, and Fair Virtue, the Mistress of Philarete (1617), a
sustained and detailed lyrical eulogy of an ideal woman, contain the bulk of his best
poetry, though there are some flowers of poetry in his Emblems, and the best of his
religious verse is contained in the Hallelujah, or Britain's Second Remembrance of
1641.
Wither's pastoral poetry is lyrical in spirit and form, a vehicle for the communication
of his personal experiences and enthusiasms. He has a complete mastery of the sevensyllabled trochaic couplet. His style is easy, homely, and diffuse, comparatively little
tormented with conceits, and when touched with enthusiasm for love and friendship,
nature and song and virtue, is capable of a soaring flight. Of the charms of nature and
consolations of song he writes with the gusto of Burns in the verse-epistles. The lines
in which he describes how poetry
"Donřt tell me where to borrow Comfort in the midst of sorrow, Makes
the desolatest place To her presence be a grace By the murmur of a spring, Or a least
bough's rustling, She could more infuse in me Than all nature's beauties can In some
other wiser man, are quite in the spirit of Burns's "The Muse! nae poet ever fand
her Till by himself he learned to wande Adown some trotting burn's meander, And no'
think lang,"
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and many another passage where the Scotch poet's joie de vivre is most pure and
delightful. Wither's Fair Virtue is an extraordinary rhapsody, but the strangest thing
about it is the skill with which the clear high note is sustained without wearying or
growing wearied. The Fidelia belongs to an artificial kind, and is far too long, but
even in it there are balanced, pointed lines, which were certainly known to Pope when
he wrote Eloisa to Abelardŕ
"Banish those thoughts and turn thee to my heart! Come once again and be what
once thou wert! Revive me by those wonted joys repairing. That am nigh dead with
sorrow and despairing! So shall the memory of this annoy? But add more sweetness
to my future joy!"
Of Wither's later didactic and satirical verse, "pious exercises and political diatribes,"
which gained him Basse and Brathwaith. From Milton's schoolmaster, Alexander
Gill, the title of "our English Juvenal," it is unnecessary to speak here. Nor can we
dwell in detail on the pastorals of other members of the group to which Browne and
Wither belonged, or trace the stream of Spenserian allegory as it lost itself in the sand
of didactic babble and mysticism. The pastorals of William Basse (1583-1653?),
which show the influence of Browne, were published for the first time quite recently;
and attention has just been called to the Shepherd's Tales (published first in Nature's
Embassie, 1621, and completed in 1623 and 1626) of the voluminous Richard
Brathwait (1588-1673). The hitherto unknown poem which Colonel Prideaux
reprints[3] adds to many reminders how smoothly the decasyllabic couplet was written
at the close of the sixteenth and opening seventeenth century, how much its
increasing irregularity was due to the deliberate innovations of Donne and Jonson.
Of religious and moralising poets whose writing is in the Protestant and homely tone
of the Quarles. Spenserians, though with more of conceit, the most popular was
Francis Quarles (1592-1644), a native of Essex, educated at Cambridge and Lincoln's
Inn, who visited Germany as cup-bearer to the unfortunate Princess Elizabeth. He
began in 1620 the publication of an endless succession of paraphrases from
ScriptureŕA Feast of Worms set forth in a Poeme of the History of Jonah, Sions
Elegies wept by Jeremie the Prophet, Sions Sonnets sung by Solomon the King, &c.ŕ
and later wrote prose pious manuals, and defended King Charles. His best known
work was the pious and "conceited" Emblems (1635), verses composed to woodcuts,
all of which except those in the first book are taken from the Pia Desideria (Antwerp,
1624) of the Jesuit, Herman Hugo.
Both Dr Henry More (1614-1687)ŕthe Cambridge Platonistŕand Joseph Beaumont,
the mystical friend More and Beaumont of Crashaw, employed Spenserian allegory as
late as 1648 to set forth their theosophy. Beaumont's Psyche, or Love's Mystery is an
allegory of the soul's temptations and deliverances, with an interpolated sketch of
Bible history. More even essayed the Spenserian stanza, but it is poetically a very far
cry from the Faerie Queene to the Antipsychopannychia.
Although the Scottish poet, William Drummond of Hawthornden (1585-1649),
cannot be classed with the Jacobean Spenserians, nevertheless his Drummond.
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Indebtedness to both Spenser and Sidney, as well as to the Italian masters of these
poets, connects him more closely with them than with Donne and Jonson.
Drummond's poetry is Italianate, florid, and fluent, not condensed, abrupt, or
metaphysical.
After completing his studies at Edinburgh University, Drummond spent three years
(1606-9) in France studying law and poetry, and it was doubtless in these years, and
those which he spent subsequently in leisure at Hawthornden, that he acquired the
wide knowledge of literatureŕclassical, French, Italian, and Spanishŕwhich colours
all his work. His elegy on Prince Henry, Tears on the Death of Mœliades, the most
poetical elegy in imagery and verse written between the death of Spenser
and Lycidas, was published in 1613, and his Poems followed three years later. They
were divided, after the model of Petrarch and his imitators, into those written before
and those after the death of his Laura, Miss Cunningham of Barns, and arranged, in
still closer accordance with Marino's Lira (1602-14), into Amorous, Funeral, Divine,
Pastoral, in Sonnets, Songs, Sextains, Madrigals. Forth Feastingŕthe title of which
is taken from Marino's Tebro Festante, but which in its elevated strain recalls
the Pollio of Virgilŕwas composed for King James's visit to Edinburgh in 1617. The
religious sonnets of his earlier volume were embellished and added to in Flowers of
Sion (1625), to a second edition of which in 1630 he affixed his eloquent prose
meditation, A Cypress Grove. Drummond's literary activity was, in his last years,
absorbed by political controversy, in which he espoused the royalist cause.
Drummond's poetry is the product of a scholar of refined nature, opulent fancy, and
musical ear. His indebtedness to Spenser, Sidney, and Shakespeare for imaginative
phrases is palpable, and many of his most charming sonnets and madrigals are no
more than translations from Petrarch, Sannazaro, Ronsard, and Marino. To the last he
is especially indebted, not only for love-sonnets as "Sleep, silence child, sweet father
of soft rest" and "Alexis here she stayed," but for many grave moral and religious
sonnets as "Of this fair volume which we world do name," "Run, shepherds, run
where Bethlem blest appears," and "Thrice happy he who by some shady grove."
Even where he does not translate he imitates Marino in his choice of subject; and the
evolution and movement of his sonnets recall the Italian, especially in the effective
close, the powerful reflux of the closing triad. Thus the last lines of what is perhaps
Drummond's finest sonnet, "The Baptist,"ŕ
"Who listened to his voice, obeyed his cry? Only the echoes which he made
relent, Rung from their flinty caves, 'Repent! Repent!'"ŕAre very similar to the close
of Marino's pastoral sonnet on Polyphemus' despairŕ
"Piu non diss' egli: e'lmontearsiccio e scabro Rimbombòd'urli, e'l lido e la
campagna Tremonne, e l'altroDelTartareofabro."
But though Drummond, like other sonneteers, translated and imitated, he had, like the
best of the Elizabethans, a personality and genius of his own. His sonnets, though
deficient in the passion of Sidney's and Shakespeare's, have few rivals in sweetness
and musical evolution, and not less harmonious are the songs or canzone in irregular
lines. That beginning "Phœbus arise!" in ardour, colour, and music will bear
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comparison with Spenser. Of the genuineness of the religious and moral feeling
which animates the noblest of his sonnets and poems there can be no doubt. Their
philosophic profundity has perhaps been exaggerated. It was not a very difficult task
for a scholar like Drummond to fill Platonic or neo-Platonic conceptions with
orthodox sentiment.
Scholarship, thoughtfulness, and careful workmanship form the link which, in Mr
Courthope's view, Sir John Beaumont. Connect Drummond and Sir John Beaumont
(1582-1627), elder brother of the dramatist, and author of the Metamorphosis of
Tobacco, a humorous didactic and eulogistic poem, Bosworth Field, a short narrative
poem, and a number of complimentary and sacred verses. Beaumont seems to me
much less of a poet than Drummond. His vein is reflective, and often both his
sentiment and style would, as Drayton said of Daniel's, fit prose better than verse. His
best verses are the sacred. If he writes couplets with some of the regularity and
balance of Dryden, he gets as a rule much less into them, and this was the real crux,
for it was the endeavour to give a denser intellectual texture to poetry which gave
both harshness and obscurity to the verse of the two poets who began the movement
that ended with Dryden.
These two poets, the chief shaping influences of Jacobean and Caroline poetryŕJohn
Donne (1573-1631) Donne and Ben Jonson (1573?-1637)ŕwere not only almost
exactly contemporary, but were knit together by many common sympathies. They
were both impatient of the diffuse and flamboyant style of the Spenserian and
Italianate poets, and willing for the sake of pregnancy and vigour to overlook
harshness and obscurity. Both were certainly admirers and imitators of Latin poetry,
especially satirical and elegiac, and both cultivated a vein of frank, even cynical and
brutal, satire. They were courtly poets, and wrote abundance of high-flown eulogies
and occasional verses, very often addressed to the same patrons. Donne's wit was not
less courtly than Jonson's, if we remember that the court for which both wrote was
James's.
Despite these resemblances, however, Donne and Jonson represent with startling
distinctness the two discordant streams of tendency in the first half of the seventeenth
centuryŕthe medieval or scholastic reaction on the one hand, the movement towards
the rationalism and classicism of the closing century on the other. Jonson is, as the
study of his drama has shown, the first of our classical poets. In his poetry we see the
elegancies and extravagances of Petrarchanŕwhat Mr Courthope calls Euphuistŕwit
meeting with and yielding to the simpler and more appropriate sentiments of classical
poetry, the dignified and vigorous common-sense which was to be Dryden's ideal of
wit. In Donne's poetry revives all that was most subtle and metaphysical in the
thought and fancy of the middle Ages.
The son of rigidly Catholic parents, who on his mother's side connected him with
John Heywood of the Merry Interludes and Sir Thomas More, Donne[4] was educated
at Oxford, but without Donne's Life. Graduating in order to escape the oaths. His
early manhood blended the experiences of an Elizabethan gallant and sailor-soldier
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with those of a theological student and controversialist. His position as a Catholic,
excluded thereby from public life, and at the same time a man of as ambitious a
temperament as Swift's, combined with what he calls "an immoderate, hydroptic thirst
of learning," involved him early in the thorny subtleties of Roman-Anglican
controversy; while another side of his nature drew him to Donne. Court adventure in
love and war. His strange, virile, powerful, often repellent, Elegies may record details
of actual intrigues, as Mr Gosse supposes. I am more inclined to believe that, while
Donne's stormy career doubtless supplied experiences enough from which to draw
generally, the Elegies are his very characteristic contribution to the frankly pagan and
sensuous poetry of the Nineties, represented otherwise by Hero and
Leander and Venus and Adonis. A soldier as well as a lover, Donne was with Raleigh
and Essex at their attack on the Spanish fleet in Cadiz, and it was during the abortive
Islands' voyage of 1597 that he wrote his vividly etched studies. The Storm and the
Calm. During some of these years he visited Italy and Spain, and in Spanish literature
he was deeply read. His appointment as secretary to Sir Thomas Egerton seemed at
last to have opened the door to Donne's ambition, but his elopement with Anne More
in 1601 closed it again abruptly, and years of disappointment and suffering,
dependence on patrons and free-lance work in controversy, led him inevitably, after
some delays, to holy orders in 1615, and a life as severely ascetic and pious as his
earlier had been adventurous. But the fame of the eloquent preacher never quite
eclipsed that of the poet.
Donne's poemsŕwith the exception of his elegies on Mistress Elizabeth Drury, The
Anatomy of the Works. Worldŕwere not printed until after his death, and it is
accordingly difficult to determine their order with accuracy. His Satiresŕthe most
interesting and, metrically, the most irregular of the late sixteenth-century work of
this kindŕmay date from 1593, but the earliest unmistakable reference is to 1597. To
his first years in town belong probably the more frankly sensuous and cynical of
the Elegies and Songs and Sonnets. Those which strike a higher and more Platonic
note may have been written after his engagement to Anne More. The
satirical Progress of the Soul dates from 1601. The courtly and
adulatory Epithalamia, Verse-Letters, Epicedes and Obsequies, as well as the Divine
Poems, were the product of his later and more regular years.
Amorous and satirical, courtly, pious, these are the successive phases of Donne's life
and poetry,ŕpoetry in which the imaginative, emancipated spirit of the Renaissance
came into abrupt contact, and blended in the strangest way with the scholastic
pedantry and subtlety of the controversial court of James. The temper of Donne's
poetry is that of Marlowe's and Shakespeare's. It has the same emancipated ardour
and exaltation. Whatever his themeŕlove, eulogy, or devotionŕhis imagination, like
theirs, takes wing, as soon as it is thrown off, to the highest pitch of hyperbole. What
distinguishes him from the great Elizabethans is the prevailing character of his
conceits, his "metaphysical wit." To the imaginative temper of Marlowe Donne
superadded the subtlety and erudition of a school-man, and brought to the expression
of his intense, audacious passions imagery drawn from an intimate knowledge of
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medieval theology and of the science medieval, but beginning to grow modern, of the
seventeenth century.
1.2

JACOBEAN PERIOD

The Jacobean era refers to the time period from 1603 to 1625 when King James I
ruled both England and Scotland. The name James derives from the Hebrew Jacob;
hence, Jacobean: a descriptive term applied to the literature, decorative arts and
architecture produced during that first quarter of the 17th century. Most notably, it
was the age of Shakespeare.
The Jacobean era is a period of English history that coincides with the reign of James
I. It is commonly understood that this era goes from 1603 to 1625. It is the era
following the Elizabethan era, that of the reign of Queen Elizabeth I, the predecessor
of James I.
During the Jacobean era, there was a great development in the decorative arts,
science, and in architecture. It should not be forgotten that at this time William
Shakespeare wrote some of his most important works, such as 'King Lear', 'Macbeth'
and 'The Tempest'.
Let's see how society was in these years, such as what objects and behaviours were
fashionable and how people dressed.
1.2.1 Jacobean Society
The society of the Jacobean era was very hierarchical. It was a society organized as a
pyramid: at the top sat the King and the Royal family. A little lower, the aristocrats.
Then the ministers. Finally, the popular classes. During the reign of James I, the basic
structure of this pyramid did not change, but little by little, a middle class, coming
from the nascent industry and merchant class, was able to gain more and save money,
subsequently raising their social capital.
Men and women had very different roles. The men worked outside the home. The
women looked after the house and the children and were subordinate to the men.
Most of the children's education was done in homes, especially if families were
accommodated. But more and more people were able to start sending their children to
schools. Also here the difference between boys and girls was seen. Once elementary
education had been completed, the boys continued to study but the girls were taught
to govern a house, cook, sew and other household tasks.
Religion had an important role in society at this time. In England, most of the
population was of Anglican religion and was intolerant against the Catholics, as they
were in the time of Elizabeth I. On the other hand, besides practicing the official
religion, the majority of the population had numerous superstitions. Almost everyone
believed in witchcraft. It was believed that witches signed pacts with the Devil and, in
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return for their loyalty, the Devil gave them powers. They could inflict misfortune on
people if they so chose. Along with witchcraft came the witch-hunt. The 17th century
was a time when there were many persecutions against witches and witchcraft.
The Jacobean era refers to the period in English and Scottish history that coincides
with the reign of James VI of Scotland (1567Ŕ1625), who also inherited the crown of
England in 1603 as James I.[1] The Jacobean era succeeds the Elizabethan era and
precedes the Caroline era. The term "Jacobean" is often used for the distinctive styles
of Jacobean architecture, visual arts, decorative arts, and literature which
characterized that period.
1.2.2 King James as the King of England
The practical if not formal unification of England and Scotland under one ruler was
an important shift of order for both nations, and would shape their existence to the
present day. Another development of crucial significance was the foundation of the
first British colonies on the North American continent, at Jamestown, Virginia in
1607, in Newfoundland in 1610, and at Plymouth Colony in Massachusetts in 1620,
which laid the foundation for future British settlement and the eventual formation of
both Canada and the United States of America. In 1609 the Parliament of Scotland
began the Plantation of Ulster.
A notable event of James' reign occurred on 5 November 1605. On that date, a group
of English Catholics (including Guy Fawkes) attempted to assassinate the King and
destroy Parliament in the Palace of Westminster. However, the Gunpowder Plot was
exposed and prevented, and the convicted plotters were hanged, drawn, and
quartered.
Historians have long debated the curious characteristics of the king's ruling style.
Croft says:
The pragmatism of 'little by little' was coming to characterise his style of governance.
At the same time, the curious combination of ability and complacency, idleness and
shrewd judgement, warm emotions and lack of discretion so well described by
Fontenay remained typical of James throughout his life.[2]
The Jacobean era ended with a severe economic depression in 1620Ŕ1626,
complicated by a serious outbreak of bubonic plague in London in 1625.
King James I was sincerely devoted to peace, not just for his three kingdoms but for
Europe as a whole. He called himself "Rex Pacificus" ("King of peace.")[5] He
disliked Puritans and Jesuits alike because of their eagerness for warfare.[citation
needed] Europe was deeply polarized, and on the verge of the massive Thirty Years'
War (1618-1648), with the smaller established Protestant states facing the aggression
of the larger Catholic empires. On assuming the throne, James made peace with
Catholic Spain, and made it his policy to marry his daughter to the Spanish prince.
The marriage of James' daughter Princess Elizabeth to Frederick V, Elector Palatine
on 14 February 1613 was more than the social event of the era; the couple's union had
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important political and military implications. Across Europe, the German princes
were banding together in the Union of German Protestant Princes, headquartered in
Heidelberg, the capital of the Palatine. King James calculated that his daughter's
marriage would give him diplomatic leverage among the Protestants.[6] He thus
would have a foot in both camps and be able to broker peaceful settlements. In his
naïveté, he did not realize that both sides were playing him as a tool for their own
goal of achieving destruction of the other side. The Catholics in Spain, as well as the
Emperor Ferdinand II, the Vienna-based leader of the Habsburgs who controlled the
Holy Roman Empire were both heavily influenced by the Catholic counterReformation. They had the goal of expelling Protestantism from their domains. Lord
Buckingham, who increasingly was the actual ruler of Britain, wanted an alliance
with Spain. Buckingham took Charles with him to Spain to woo the Princess.
However, Spain's terms were that James must drop Britainřs anti-Catholic intolerance
or no marriage. Buckingham and Charles were humiliated and Buckingham became
the leader of the widespread British demand for a war against Spain. Meanwhile, the
Protestant princes looked to Britain, since it was the strongest of all the Protestant
countries, to give military support for their cause. His son-in-law and daughter
became king and queen of Bohemia, which outraged Vienna. The Thirty Years' War
began, as the Habsburg Emperor ousted the new king and queen of Bohemia, and
massacred their followers. Catholic Bavaria then invaded the Palatine, and Jamesřs
son-in-law begged for Jamesřs military intervention. James finally realized his
policies had backfired and refused these pleas. He successfully kept Britain out of the
European-wide war that proved so heavily devastating for three decades. James's
backup plan was to marry his son Charles to a French Catholic princess, who would
bring a handsome dowry. Parliament and the British people were strongly opposed to
any Catholic marriage, were demanding immediate war with Spain, and strongly
favored with the Protestant cause in Europe. James had alienated both elite and
popular opinion in Britain, and Parliament was cutting back its financing. Historians
credit James for pulling back from a major war at the last minute, and keeping Britain
in peace.[7][8]
Frederick and Elizabeth's election as King and Queen of Bohemia in 1619, and the
conflict that resulted, marked the beginning of the disastrous Thirty Years' War. King
James' determination to avoid involvement in the continental conflict, even during the
"war fever" of 1623, appears in retrospect as one of the most significant movements
in the Jacobean Era.
In literature, some of Shakespeare's most prominent plays, including King Lear
(1605), Macbeth (1606), and The Tempest (1610), were written during the reign of
James I. Patronage came not just from James, but from James' wife Anne of
Denmark. Also during this period were powerful works by John Webster, Thomas
Middleton, John Ford and Ben Jonson. Ben Jonson also contributed to some of the
era's best poetry, together with the Cavalier poets and John Donne. In prose, the most
representative works are found in those of Francis Bacon and the King James Bible.
In 1617 George Chapman completed his monumental translation of Homer's Iliad and
Odyssey into English verse, which were the first ever complete translations of either
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poem, both central to the Western Canon, into the English language. The wildly
popular tale of the Trojan War had until then been available to readers of English
only in Medieval epic retellings such as Caxton's Recuyell of the Historyes of Troy.
Jonson was also an important innovator in the specialised literary subgenre of the
masque, which went through an intense development in the Jacobean era. His name is
linked with that of Inigo Jones as co-developers of the literary and visual/technical
aspects of this hybrid art. (For Jonson's masques, see: The Masque of Blackness, The
Masque of Queens etc.) The high costs of these spectacles, however, positioned the
Stuarts far from the relative frugality of Elizabeth's reign, and alienated the middle
classes and the Puritans with a prospect of waste and self-indulgent excess.
Francis Bacon had a strong influence in the evolution of modern science, which was
entering a key phase in this era, as the work of Johannes Kepler in Germany and
Galileo Galileiin Italy brought the Copernican revolution to a new level of
development. Bacon laid a foundation, and was a powerful and persuasive advocate,
for objective inquiry about the natural world in place of the Medieval scholastic
authoritarianism that still influenced the culture of British society in his lifetime. On
practical rather than general levels, much work was being done in the areas of
navigation, cartography, and surveyingŕJohn Widdowes' A Description of the World
(1621) being one significant volume in this areaŕas well as in continuing William
Gilbert's work on magnetism from the previous reign. Scholarship and the sciences,
or "natural philosophy", had important royal patrons in this eraŕnot so much in the
King but in his son, Henry Frederick, Prince of Wales, and even his wife, Anne of
Denmark (the Danish Court, from which she derived, had a strong patronage tradition
in intellectual matters).
1.2.3 Arts and architecture during the Jacobean Era
The fine arts were dominated by foreign talent in the Jacobean era, as was true of the
Tudor and Stuart periods in general. Daniel Mytens was the most prominent portrait
painter during the reign of James, as Anthony van Dyck would be under the coming
reign of his son. Yet the slow development of a native school of painting, which had
made progress in the previous reign, continued under James, producing figures like
Robert Peake the Elder (died 1619), William Larkin (fl. 1609Ŕ19), and Sir Nathaniel
Bacon (1585Ŕ1627). Some would also claim, as part of this trend, Cornelius Johnson,
or Cornelis Janssens van Ceulen, (1593Ŕ1661), born and trained in London and active
through the first two Stuart reigns.[10]
The decorative arts ŕ furniture, for example ŕ became increasingly rich in color,
detail, and design. Materials from other parts of the world, like mother-of-pearl, were
now available by worldwide trade and were used as decoration.[11] Even familiar
materials, such as wood and silver, were worked more deeply in intricate and
intensely three-dimensional designs.[11]

14

Architecture in the Jacobean era was a continuation of the Elizabethan style with
increasing emphasis on classical elements like columns. European influences include
France, Flanders, and Italy.[12] Inigo Jones may be the most famous English architect
of this period, with lasting contributions to classical public building style; some of his
works include the Banqueting House in the Palace of Whitehall. St Paulřs Cathedral
designed by Sir Christopher Wren in London. See also: Jacobean architecture.
The Jacobean era refers to a period in English and Scottish history that coincides with
the reign of King James I (1603-1625). The Jacobean era succeeds the Elizabethan
era and precedes the Caroline era, and specifically denotes a style of architecture,
visual arts, decorative arts, and literature that is predominant of that period.
James I ruled at a time when the fallout from the Reformation was still impacting on
society, with rulers changing from one Church to another, and insisting on religious
conformity. James I was caught up in this situation of flux. He was, however, a
committed Protestant and the Bible translation that he commissioned, known as the
King James' or the Authorized Version, has subsequently given millions of Englishspeakers direct access to the Bible instead of having to rely on a priest explaining the
text to them in Latin. The impact on Western culture has been inestimable.
The word "Jacobean" is derived from the Hebrew name Jacob, which is the original
form of the English name James.
Highlights of the Jacobean Era
The practical, if not formal, unification of England and Scotland under one ruler was
a development of the first order of importance for both nations, and would shape their
existence to the present day. Another development of crucial significance was the
foundation of the first British colonies on the North American continent, at
Jamestown, Virginia in 1607, in Newfoundland in 1610, and at Plymouth Colony in
Massachusetts in 1620, which laid the foundation for future British settlement and the
eventual formation of both Canada and the United States of America.
1.2.4 Gunpowder Plot
The most notorious event of James's reign occurred on November 5, 1605. On that
date, a group of English Catholics (including the infamous Guy Fawkes) attempted to
blow up the King and Parliament in the Palace of Westminster. The Gunpowder Plot
of 1605 was a failed attempt to kill the Protestant King James I of England, his
family, and most of the Protestant aristocracy in one fell swoop by blowing up the
Houses of Parliament during the State Opening. The conspirators had further planned
to abduct any of the royal children not present in Parliament and to incite a revolt in
the Midlands.
The Gunpowder Plot was one of a series of unsuccessful assassination attempts
against James I, and followed the Main Plot and Bye Plot of 1603. Many believe the
Gunpowder Plot to have been part of the Counter-Reformation.
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The aims of the conspirators were to perpetrate a heinous crime that would invoke a
total revolution in the government of England leading to the installation of a Catholic
monarch. Instead, the failure of this intended treasonous act of regicide, that is, the
murder of royalty, put many loyal Catholics in position to receive even greater
religious persecution. Before this period, Catholicism had been associated with Spain
and the evils of the Inquisition, but after the plot, Catholic became synonymous with
treasonous.
Thirty Years' War
The marriage of James' daughter, Princess Elizabeth, to Frederick V, Elector Palatine
on February 14, 1613, was more than the social event of the era; the couple's union
had important political and military implications. Frederick and Elizabeth's election
as King and Queen of Bohemia in 1619, and the conflict that resulted, marked the
beginning of the disastrous Thirty Years' War.
The major impact of the Thirty Years' War, in which mercenary armies were
extensively used, was the devastation of entire regions scavenged bare by the
foraging armies. Episodes of widespread famine and disease devastated the
population of the German states and, to a lesser extent, the Low Countries and Italy,
while bankrupting many of the powers involved. Some of the conflicts that triggered
the war continued unresolved for a much longer time. The war ended with the Treaty
of Münster, a part of the wider Peace of Westphalia.
King James' determination to avoid involvement in the continental conflict, even
during the "war fever" of 1623, appears in retrospect as one of the most significant,
and most positive, aspects of his reign.
Before their Bohemian adventure, Elizabeth and Frederick were the focus of an
outburst of romantic idealism. Even after the negative turn in their fortunes, the
couple were the centre of an intellectual circle that involved significant figures like
Comenius and Samuel Hartlib, who would in time have positive impacts on English
society.[3]
Political events and developments of the Jacobean era cannot be understood apart
from the economic and financial situation. James had inherited a debt of £350,000
from Queen
1.2.5 Royal finances in the Jacobean Era
Political events and developments of the Jacobean era cannot be understood
separately from the economic and financial situation. James was deeply in debt in
Scotland, [3] and after 1603 he inherited an English debt of £350,000 from Elizabeth.
By 1608 the English debt had risen to £1,400,000 and was increasing by £140,000
annually. Through a crash program of selling off Royal demesnes, Lord Treasurer
Robert Cecil reduced the debt to £300,000 and the annual deficit to £46,000 by
1610ŕbut could not follow the same method of relief much farther. The result was a
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series of tense and often failed negotiations with Parliament for financial supports, a
situation that deteriorated over the reigns of James and his son and heir Charles I until
the crisis of the English Civil War.
Elizabeth; by 1608, the debt had risen to £1,400,000 and was increasing by £140,000
annually. Through a crash program of selling off Royal demesnes, Lord Treasurer
Robert Cecil reduced the debt to £300,000 and the annual deficit to £46,000 by
1610ŕbut could not follow the same method of relief much farther. The result was a
series of tense and often failed negotiations with Parliament for financial supports, a
situation that deteriorated over the reigns of James and his son and heir Charles until
the crisis of the English Civil War.[4]
The Jacobean era ended with a severe economic depression in 1620Ŕ1626,
complicated by a serious outbreak of bubonic plague in London in 1625.
Jacobean drama is, simply, the drama that was written and performed during the reign
of Elizabethřs successor, James I. But, as with Elizabethan drama, it is more than just
the plays written during the reign of a particular monarch: like Elizabethan drama,
Jacobean drama has its particular characteristics.
James inherited a whole English drama culture. The English theatre was thriving as
well as any industry of the time, complete with about twenty London theatres and
scores of playwrights feeding them with new material every week.
By the time James came to the throne the theatre had become a favourite leisure
activity in London, but the appetites of the theatre-going public were changing.
Audiences loved the humour and the many human situations Ŕ the tragic and comic
dramas Ŕ that were unfolding before them on the stage. But as time went on the
playwrights, reading the audienceřs changing appetite, felt the need to give them even
more realistic representations of the society of which they were a part.
Towards the end of Elizabethřs reign the plays were becoming more edgy and human
situations were becoming more exaggerated. Extreme violence was being portrayed
on the stage. The playwrights were focusing on the human beingřs capacity for
selfishness, and exaggerating such Renaissance forces as human ambition, and its
effects. They were exploring the nature of evil, pushing things to the extremes of
human behaviour. Audiences flocked in to see those representations of the society in
which they lived, dramatised in exciting titillating stories, full of sex and violence.
And so we have such plays as John Websterřs The White Devil and The Duchess of
Malfi, with their highly intelligent characters perpetrating crimes and acts of violence
in the pursuit of their ambitions. We have Thomas Middleton and William Rowley
collaborating on a play that is still regarded as a model of Jacobean drama, The
Changeling, in which we see a murderer cutting off the finger of his victim because
the ring he wants to steal wonřt come off. That is mild, though, compared with
Shakespeareřs King Lear, where Learřs daughter, Regan, tearing the old Gloucesterřs
eyes out, with the cry ŘOut, vile jelly!ř
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Shakespeare, the most gentle and sensitive of Elizabethan playwrights, with his
moving human dramas and his comedies, but always with the lurking threat of
violence, threw himself into the spirit of the Jacobean theatre, applying his talent for
characterisation and plot to the new tastes. Iago, for example, the villain of Othello, a
psychopath who limits his own violent acts but manipulates those around him to
commit extreme violence, culminating in Othello strangling Desdemona, is the arch
Jacobean protagonist Ŕ ambitious, intelligent, clever and manipulative. And, of
course, Iago survives as one of the most notorious villains of both the Elizabethan and
Jacobean periods Ŕ and of the whole of dramatic literature too.
To sum up: The comic dramas of the Elizabethan theatre give way to harsh satire, led
by Ben Jonson: the Elizabethan tragic dramas give way to an obsession with moral
corruption and violent stories of revenge. In both forms the dramas of the time show a
cynical and pessimistic outlook on life.
A final, almost separate feature of Jacobean theatre sprang from a passion of the king
and queen Ŕ the musical drama, and so the Jacobean theatre is full of masques Ŕ
dramas with music and elaborate sets. And here again, the finest example of a
Jacobean masque is Shakespeareřs The Tempest.
Some of the most prominent of the Jacobean playwrights, apart from Shakespeare, are
Jonson, Webster, Tourneur, Beaumont, Fletcher, Middleton, Rowley, Marston,
Heyward, Ford and Dekker.
1.2.6 A Few Famous Writers Of the Jacobean Era.
THOMAS RYMER (English Critic)
Thomas Rymer, (born 1641, near Northallerton, Yorkshire, Eng.ŕdied Dec. 14,
1713, London), English literary critic who introduced into England the principles of
French formalist Neoclassical criticism. As historiographer royal, he also compiled a
collection of treaties of considerable value to the medievalist.
Rymer left Sidney Sussex College, Cambridge, without taking a degree and began to
study law at Grayřs Inn, London. Although called to the bar in 1673, he almost
immediately turned his attention to literary criticism. He translated René Rapinřs
Réflexionssur la poétiquedř Aristoteas Reflections on Aristotleřs treatise of Poesie, in
1674. He required that dramatic action be probable and reasonable, that it instruct by
moral precept and example (it was Rymer who coined the expression Ŗpoetic
justiceŗ), and that characters behave either as idealized types or as average
representatives of their class. In 1678 he wrote The Tragedies of the Last Age, in
which he criticized plays by the Jacobean dramatists Francis Beaumont and John
Fletcher for not adhering to the principles of classical tragedy. He himself published
in the same year a play in rhyming verse, Edgar; or, The English Monarch. In 1693 he
published A Short View of Tragedy, in which his Neoclassicism was at its narrowest
(and in which he criticized Shakespeareřs Othello as Ŗa . . . Bloody farce, without salt
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or savourŗ). In A Short View, Rymer rejected all modern drama and advocated a
return to the Greek tragedy of Aeschylus. Rymerřs influence was considerable during
the 18th century, but he was ridiculed in the 19th century; Thomas Babington
Macaulay called him Ŗthe worst critic that ever lived.ŗ
In 1692 Rymer was appointed historiographer royal, and, when William IIIřs
government decided to publish for the first time copies of all past treaties entered into
by England, Rymer was appointed editor of the project. The first volume, which
covered the years 1101Ŕ1273, was published in 1704. The 15th volume, covering
1543Ŕ86, appeared in 1713, the year of Rymerřs death. His successor brought out a
further five volumes. Despite its deficiencies, the work, whose short title is Foedera
(ŖTreatiesŗ), is a considerable and valuable achievement.
JOHN WEBSTER (English Dramatist)
John Webster, (born c. 1580, London, Eng.ŕdied c. 1632), English dramatist whose
The White Devil (c. 1609Ŕc. 1612) and The Duchess of Malfi (c. 1612/13, published
1623) are generally regarded as the paramount 17th-century English tragedies apart
from those of Shakespeare.
Little is known of Websterřs life. His preface to Monuments of Honor, his Lord
Mayorřs Show for 1624, says he was born a freeman of the Merchant Taylorsř
Company. He was probably a coach-maker, and possibly he was an actor. Apart from
his two major plays and The Devils Law-Case (c. 1620; published 1623), his dramatic
work consists of collaborations (not all extant) with leading writers. With Thomas
Dekker, his main collaborator, he wrote Westward Ho (1604) and Northward Ho
(1605), both of which were published in 1607. He is also believed to have worked to
varying degrees with William Rowley, Thomas Middleton, John Fletcher, John Ford,
and perhaps Philip Massinger. Eight extant plays and some nondramatic verse and
prose are wholly or partly his; the most standard edition is The Complete Works of
John Webster, ed. by F.L. Lucas, 4 vol. (1927).
The White Devil, like Macbeth, is a tragedy of action; and The Duchess of Malfi, like
King Lear, is a tragedy of suffering.
1.3

METAPHYSICAL POETRY

The term metaphysical poets was coined by the critic Samuel Johnson to describe a
loose group of 17th-century English poets whose work was characterized by the
inventive use of conceits, and by a greater emphasis on the spoken rather than lyrical
quality of their verse. These poets were not formally affiliated and few were highly
regarded until 20th century attention established their importance.
Given the lack of coherence as a movement, and the diversity of style between poets,
it has been suggested that calling them Baroque poets after their era might be more
useful. Once the Metaphysical style was established, however, it was occasionally
adopted by other and especially younger poets to fit appropriate circumstances.
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1.3.1 Origin of the name
In the chapter on Abraham Cowley in his Lives of the Most Eminent English Poets
(1779Ŕ81), Samuel Johnson refers to the beginning of the seventeenth century in
which there "appeared a race of writers that may be termed the metaphysical poets".
This does not necessarily imply that he intended metaphysical to be used in its true
sense, in that he was probably referring to a witticism of John Dryden, who said of
John Donne:
He affects the metaphysics, not only in his satires, but in his amorous verses, where
nature only should reign; and perplexes the minds of the fair sex with nice
speculations of philosophy, when he should engage their hearts, and entertain them
with the softnesses of love. In this...Mr.Cowley has copied him to a fault.[1]
Probably the only writer before Dryden to speak of the new style of poetry was
Drummond of Hawthornden, who in an undated letter from the 1630s made the
charge that "some men of late, transformers of everything, consulted upon her
reformation, and endeavoured to abstract her to metaphysical ideas and scholastical
quiddities, denuding her of her own habits, and those ornaments with which she hath
amused the world some thousand years".
Johnson's assessment of 'metaphysical poetry' was not at all flattering:
The metaphysical poets were men of learning, and, to show their learning was their
whole endeavour; but, unluckily resolving to show it in rhyme, instead of writing
poetry, they only wrote verses, and, very often, such verses as stood the trial of the
finger better than of the ear; for the modulation was so imperfect, that they were only
found to be verses by counting the syllables... The most heterogeneous ideas are
yoked by violence together; nature and art are ransacked for illustrations,
comparisons, and allusions; their learning instructs, and their subtilty surprises; but
the reader commonly thinks his improvement dearly bought, and, though he
sometimes admires, is seldom pleased.
Johnson was repeating the disapproval of earlier critics who upheld the rival canons
of Augustan poetry, for though Johnson may have given the Metaphysical 'school' the
name by which it is now known, he was far from being the first to condemn 17th
century poetic usage of conceit and word-play. John Dryden had already satirised the
Baroque taste for them in his Mac Flecknoe and Joseph Addison, in quoting him,
singled out the poetry of George Herbert as providing a flagrant example.
1.3.2 20th-century recognition
During the course of the 1920s, T. S. Eliot did much to establish the importance of
the Metaphysical school, both through his critical writing and by applying their
method in his own work. By 1961 A. Alvarez was commenting that "it may perhaps
be a little late in the day to be writing about the Metaphysicals. The great vogue for
20

Donne passed with the passing of the Anglo-American experimental movement in
modern poetry."
A further two decades later, a hostile view was expressed that emphasis on their
importance had been an attempt by Eliot and his followers to impose a "high
Anglican and royalist literary history" on 17th-century English poetry.[6] But Colin
Burrow's dissenting opinion, in the Oxford Dictionary of National Biography, is that
the term 'Metaphysical poets' still retains some value. For one thing, Donne's poetry
had considerable influence on subsequent poets, who emulated his style. And there
are several instances in which 17th-century poets used the word 'metaphysical' in
their work, meaning that Samuel Johnson's description has some foundation in the
usage of the previous century.[6] However, the term does isolate the English poets
from those who shared similar stylistic traits in Europe and America. Since the 1960s,
therefore, it has been argued that gathering all of these under the heading of Baroque
poets would be more helpfully inclusive.
1.3.3 Defining the canon
There is no scholarly consensus regarding which English poets or poems fit within
the Metaphysical genre. In his initial use of the term, Johnson quoted just three poets:
Abraham Cowley, John Donne, and John Cleveland. Colin Burrow later singled out
John Donne, George Herbert, Henry Vaughan, Andrew Marvell, and Richard
Crashaw as 'central figures', while naming many more, all or part of whose work has
been identified as sharing its characteristics.
Two key anthologists in particular were responsible for identifying common stylistic
traits among 17th-century poets. Herbert Griersonřs Metaphysical Lyrics and Poems
of the Seventeenth Century (1921)[8] was important in defining the Metaphysical
canon. In addition, Helen Gardner's Metaphysical Poets (1957) included 'protometaphysical' writers such as William Shakespeare and Sir Walter Raleigh and,
extending into the Restoration, brought in Edmund Waller and Rochester. While
comprehensive, her selection, as Burrow remarks, so dilutes the style as to make it
"virtually coextensive with seventeenth-century poetry".
Late additions to the Metaphysical canon have included sacred poets of both England
and America who had been virtually unknown for centuries.[9] John Norris was
better known as a Platonist philosopher. Thomas Traherne's poetry remained
unpublished until the start of the 20th century. The work of Edward Taylor, who is
now counted as the outstanding English-language poet of North America, was only
discovered in 1937.
1.3.4 A Sense of Community
Johnson's definition of the Metaphysical poets was that of a hostile critic looking
back at the style of the previous century. In 1958 Alvarez proposed an alternative
approach in a series of lectures eventually published as The School of Donne. This
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was to look at the practice and self-definition of the circle of friends about Donne,
who were the recipients of many of his verse letters. They were a group of some
fifteen young professionals with an interest in poetry, many of them poets themselves
although, like Donne for much of his life, few of them published their work.[10]
Instead, copies were circulated in manuscript among them. Uncertain ascriptions
resulted in some poems from their fraternity being ascribed to Donne by later editors.
A younger second generation was a close-knit group of courtiers, some of them with
family or professional ties to Donne's circle, who initially borrowed Donne's manner
to cultivate wit. Among them were Lord Herbert of Cherbury and his brother George,
whose mother Magdalen was another recipient of verse letters by Donne. Eventually
George Herbert, Henry Vaughan and Richard Crashaw, all of whom knew each other,
took up the religious life and extended their formerly secular approach into this new
area. A later generation of Metaphysical poets, writing during the Commonwealth,
became increasingly more formulaic and lacking in vitality.[11] These included
Cleveland and his imitators as well as such transitional figures as Cowley and
Marvell.
What all had in common, according to Alvarez, was esteem, not for metaphysics but
for intelligence. Johnson's remark that "To write on their plan it was at least necessary
to read and think" only echoed its recognition a century and a half before in the many
tributes paid to Donne on his death. For example, Jasper Mayne's comment that for
the fellow readers of his work, "Wee are thought wits, when 'tis
understood".[12]Coupled with it went a vigorous sense of the speaking voice. It
begins with the rough versification of the satires written by Donne and others in his
circle such as Everard Gilpin and John Roe. Later it modulates into the thoughtful
religious poems of the next generation with their exclamatory or conversational
openings and their sense of the mind playing over the subject and examining it from
all sides. Helen Gardner too had noted the dramatic quality of this poetry as a
personal address of argument and persuasion, whether talking to a physical lover, to
God, to Christ's mother Mary, or to a congregation of believers.[13]
1.3.5 Elegists
A different approach to defining the community of readers is to survey who speaks of
whom, and in what manner, in their poetry. On the death of Donne, it is natural that
his friend Edward Herbert should write him an elegy full of high-flown and
exaggerated Metaphysical logic.[14] In a similar way, Abraham Cowley marks the
deaths of Crashaw[15] and of another member of Donne's literary circle, Henry
Wotton.[16] Here, however, though Cowley acknowledges Crashaw briefly as a
writer ("Poet and saint"), his governing focus is on how Crashaw's goodness
transcended his change of religion. The elegy is as much an exercise in a special
application of logic as was Edward Herbert's on Donne. Henry Wotton, on the other
hand, is not remembered as a writer at all, but instead for his public career. The
conjunction of his learning and role as ambassador becomes the extended metaphor
on which the poem's tribute turns.
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Twelve ŖElegies upon the Authorŗ accompanied the posthumous first collected
edition of Donne's work, Poems by J.D. with elegies of the authorřs death (1633),[17]
and were reprinted in subsequent editions over the course of the next two centuries.
Though the poems were often cast in a suitably Metaphysical style, half were written
by fellow clergymen, few of whom are remembered for their poetry. Among those
who are were Henry King and Jasper Mayne, who was soon to quit authorship for
clerical orders. Bishop Richard Corbet's poetry writing was also nearly over by now
and he contributed only a humorous squib. Other churchmen included Henry
Valentine (fl 1600-50), Edward Hyde (1607-59) and Richard Busby. Two poets,
Lucius Cary, 2nd Viscount Falkland and Thomas Carew, who were joined in the 1635
edition by Sidney Godolphin, had links with the heterodox Great Tew Circle. They
also served as courtiers, as did another contributor, Endymion Porter. In addition,
Carew had been in the service of Edward Herbert.
Isaac Waltonřs link with Donneřs circle was more tangential. He had friends within
the Great Tew Circle but at the time of his elegy was working as a researcher for
Henry Wotton, who intended writing a life of the poet.[18] This project Walton
inherited after his death, publishing it under his own name in 1640; it was followed
by a life of Wotton himself that prefaced the collection of Wotton's works in 1651. A
life of George Herbert followed them in 1670. The links between Donneřs elegists
were thus of a different order from those between Donne and his circle of friends,
often no more than professional acquaintanceship. And once the poetic style had been
launched, its tone and approach remained available as a model for later writers who
might not necessarily commit themselves so wholly to it.
1.3.6 Free from former artificial styles
Grierson attempted to characterise the main traits of Metaphysical poetry in the
introduction to his anthology. For him it begins with a break with the formerly
artificial style of their antecedents to one free from poetic diction or conventions.
Johnson acknowledged as much in pointing out that their style was not to be achieved
Ŗby descriptions copied from descriptions, by imitations borrowed from imitations, by
traditional imagery and hereditary similesŗ.
1.3.7 European Baroque influences, including use of conceits
Another characteristic singled out by Grierson is the Baroque European dimension of
the poetry, its Ŗfantastic conceits and hyperboles which was the fashion throughout
Europeŗ.[20]Again Johnson had been partly before him in describing the style as
Ŗborrowed from Marino and his followersŗ. It was from the use of conceits
particularly that the writing of these European counterparts was known, Concettismo
in Italian, Conceptismo in Spanish.[21] In fact Crashaw had made several translations
from Marino. Grierson noted in addition that the slightly older poet, Robert Southwell
(who is included in Gardner's anthology as a precursor), had learned from the
antithetical, conceited style of Italian poetry and knew Spanish as well.
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The European dimension of the Catholic poets Crashaw and Southwell has been
commented on by others. In the opinion of one critic of the 1960s, defining the extent
of the Baroque style in 17th-century English poetry Ŗmay even be said to have taken
the place of the earlier discussion of the metaphysicalŗ.[22] Southwell counts as a
notable pioneer of the style, in part because his formative years were spent outside
England. And the circumstance that Crashaw's later life was also spent outside
England contributed to making him, in the eyes of Mario Praz, Ŗthe greatest exponent
of the Baroque style in any languageŗ.[23]
Crashaw is frequently cited by Harold Segel when typifying the characteristics of The
Baroque Poem,[24] but he goes on to compare the work of several other Metaphysical
poets to their counterparts in both Western and Eastern Europe. The use of conceits
was common not only across the Continent, but also elsewhere in England among the
Cavalier poets, including such elegists of Donne as Carew and Godolphin. As an
example of the rhetorical way in which various forms of repetition accumulate in
creating a tension, only relieved by their resolution at the end of the poem, Segel
instances the English work of Henry King as well as Ernst Christophe Homburg's in
German and Jan Andrzej Morsztynřs in Polish. In addition, Marvellřs ŖTo His Coy
Mistressŗ is given as a famous example of the use of hyperbole common to many
other Metaphysical poets and typical of the Baroque style too.
1.3.8 Wordplay and wit
“Europe supported by Africa and America”, William Blake, 1796
The way George Herbert and other English poets Ŗtorture one poor word ten thousand
waysŗ, in Dryden's phrase, finds its counterpart in a poem like ŖConstantijn Huygensř
Sondagh (Sunday) with its verbal variations on the word Řsunř.[25] Wordplay on this
scale was not confined to Metaphysical poets, moreover, but can be found in the
multiple meanings of Řwillř that occur in Shakespeare's ŖSonnet 135ŗ.[26] and of
Řsenseř in John Daviesř ŖThat the Soul is more than a Perfection or Reflection of the
Senseŗ.[27] Such rhetorical devices are common in Baroque writing and frequently
used by poets not generally identified with the Metaphysical style.
Another striking example occurs in Baroque poems celebrating "black beauty", built
on the opposition between the norm of feminine beauty and instances that challenge
that commonplace. There are examples in sonnets by Philip Sidney, where the key
contrast is between Řblackř and Řbrightř;[28] by Shakespeare, contrasting Řblackř and
various meanings of Řfairř;[29] and by Edward Herbert, where black, dark and night
contrast with light, bright and spark.[30] Black hair and eyes are the subject in the
English examples, while generally it is the colour of the skin with which Romance
poets deal in much the same paradoxical style. Examples include Edward Herbert's
ŖLa Gialletta Gallante or The sun-burn'd exotic Beautyŗ and Marino's ŖLa Bella
Schiaveŗ (The Beautiful Slave).[31] Still more dramatically, Luis de Góngorařs En la
fiesta del Santísimo Sacramento (At the Feast of the Blessed Sacrament)[32]
introduces a creole dialogue between two black women concerning the nature of their
beauty.
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Much of this display of wit hinges upon enduring literary conventions and is only
distinguished as belonging to this or that school by the mode of treatment. But
English writing goes further by employing ideas and images derived from
contemporary scientific or geographical discoveries to examine religious and moral
questions, often with an element of casuistry.[34] Bringing greater depth and a more
thoughtful quality to their poetry, such features distinguish the work of the
Metaphysical poets from the more playful and decorative use of the Baroque style
among their contemporaries.
1.3.9 Platonic influence
Ideas of Platonic love had earlier played their part in the love poetry of others, often
to be ridiculed there, although Edward Herbert and Abraham Crowley took the theme
of ŖPlatonic Loveŗ more seriously in their poems with that title.
In the poetry of Henry Vaughan, as in that of another of the late discoveries, Thomas
Traherne, Neo-Platonic concepts played an important part and contributed to some
striking poems dealing with the soulřs remembrance of perfect beauty in the eternal
realm and its spiritual influence.
1.3.10 Stylistic echoes
Long before it was so-named, the Metaphysical poetic approach was an available
model for others outside the interlinking networks of 17th century writers, especially
young men who had yet to settle for a particular voice. The poems written by John
Milton while still at university are a case in point and include some that were among
his earliest published work, well before their inclusion in his Poems of 1645. His On
the Morning of Christ's Nativity (1629) and "On Shakespeare" (1630) appear in
Grierson's anthology; the latter poem and ŖOn the University Carrierŗ (1631) appear
in Gardner's too. It may be remembered also that at the time Milton composed these,
the slightly younger John Cleveland was a fellow student at Christ's College,
Cambridge, on whom the influence of the Metaphysical style was more lasting.
In Milton's case, there is an understandable difference in the way he matched his style
to his subjects. For the ŘNativity Odeř and commendatory poem on Shakespeare he
deployed Baroque conceits, while his two poems on the carrier Thomas Hobson were
a succession of high-spirited paradoxes. What was then titled ŖAn Epitaph on the
Admirable Dramaticke Poet, W. Shakespeareŗ was included anonymously among the
poems prefacing the second folio publication of Shakespeare's plays in 1632.[36] The
poems on Thomas Hobson were anthologised in collections titled A Banquet of Jests
(1640, reprinted 1657) and Wit Restorřd (1685), bracketing both the 1645 and 1673
poetry collections published during Milton's lifetime.[37]
The start of John Drydenřs writing career coincided with the period when Cleveland,
Cowley and Marvell were first breaking into publication. He had yet to enter
university when he contributed a poem on the death of Henry Lord Hastings to the
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many other tributes published in Lachrymae Musarum (1649). It is typified by
astronomical imagery, paradox, Baroque hyperbole, play with learned vocabulary
(Ŗan universal metampsychosisŗ), and irregular versification which includes frequent
enjambment.[38] The poem has been cited as manifesting Ŗthe extremes of the
metaphysical styleŗ,[39] but in this it sits well with others there that are like it: John
Denhamřs ŖElegy on the death of Henry Lord Hastingsŗ, for example,[40] or
Marvell's rather smoother ŖUpon the death of the Lord Hastingsŗ.[41] The several
correspondences among the poems there are sometimes explained as the result of the
book's making a covert Royalist statement.[42] In the political circumstances
following the recent beheading of the king, it was wise to dissemble grief for him
while mourning another under the obscure and closely wrought arguments typical of
the Metaphysical style.
The choice of style by the young Milton and the young Dryden can therefore be
explained in part as contextual. Both went on to develop radically different ways of
writing; neither could be counted as potentially Metaphysical poets. Nor could
Alexander Pope, yet his early poetry evidences an interest in his Metaphysical
forebears. Among his juvenilia appear imitations of Cowley.[43] As a young man he
began work on adapting Donne's second satire, to which he had added the fourth
satire too by 1735.[44] Pope also wrote his ŖElegy to the Memory of an Unfortunate
Ladyŗ (1717) while still young, introducing into it a string of Metaphysical conceits
in the lines beginning ŖMost souls, Řtis true, but peep out once an ageŗ which in part
echo a passage from Donne's ŖSecond Anniversaryŗ.[45] By the time Pope wrote this,
the vogue for the Metaphysical style was over and a new orthodoxy had taken its
place, of which the rewriting of Donne's satires was one expression. Nevertheless,
Johnson's dismissal of the Řschoolř was still in the future and at the start of the 18th
century allusions to their work struck an answering chord in readers.
Johnson's term "metaphysical"ŕwhich he derived from Dryden, and by which it is
clear from what he Metaphysical poetry. Says of Waller's "wit" as well as Cowley's
he meant simply learned or technical conceits, drawn not from "the superficies of
nature" but from the recondite stores of learningŕis both more distinctive than any
other name which has been suggestedŕ"fantastic" is very far from distinctiveŕand
is historically interesting and accurate. "Concettimetafisiciedideali" are, according to
FulvioTesti, the distinctive feature of Italian as opposed to classical poetry. The
ultimate source of the conceits and artificialities of Renaissance love-poetry is to be
found, as Mr Courthope has indicated, in the poetry of the Middle Ages, from the
Troubadours onwards. But it was in Italy, in the "dolce stilnuovo" of Guido Guinicelli
and Dante that the "metaphysical" element first appeared in love-poetry. "Learning,"
says Adolf Gaspary.[5] "Is the distinctive feature of the new school?" Writing first in
the Troubadour fashion of the Sicilians, it was with the famous canzone "Al
corgentilriparasempre amore" that Guinicelli began to write in the metaphysical
manner. "The change in his poetry took place under the influence of science.
Philosophy, which in that age when Thomas Aquinas and Bonaventura were teaching
had again come to be regarded with favour, penetrated even into poetry, which drew
from it its subject-matter, and even the manner of its exposition." The high-priest of
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this ideal, metaphysical, abstract love-poetry was Dante. Petrarch brought love-poetry
back to closer touch with ordinary human nature. His finer psychology made Petrarch
"the first of the moderns"; on the other hand, his subtle and refined compliments
contained the germ, and more than the germ, of what in subsequent sonneteers took
the place of Dante's philosophy and Petrarch's psychologyŕa kind of pseudometaphysics which elaborated in abstract and hyperbolical fashion every metaphor,
natural or traditional to the theme of love. But the sonnet never lost the cast which it
acquired from its origin in this combination of high passion and scholastic
philosophyŕa strain of subtle thought, a readiness to admit erudite and technical
imageryŕeven though it be only occasionally that one finds again passionate and
profound reflection upon the nature and mystery of love. A sonnet like "Let me not to
the marriage of true minds Admit impediment," is not less intense or philosophic in
its own way than a canzone of the Vita Nuova.[6]
It is this metaphysical, erudite, scholastic strain which Donne, under conditions
similar to that in which it first appeared, renewed and heightened. He is hardly less
concerned than Dante with the abstract
nature of love. The
"concettimetafisiciedideali" of the Anatomy of the World are not more metaphysical
and hyperbolicalŕblasphemous, as Jonson bluntly put itŕthan those of the canzone
in the Vita Nuova, which tells how the saints in heaven beseech God for the presence
of Beatriceŕ
"My lady is desired in the high heaven."
The central idea of the Anatomy of the World, the all-pervading influence of the loved
one, is an expansion of one of the conventions of the school of Dante.
But after all there is a vast difference between Donne and Dante. Donne has no
consistent metaphysic of love and its place in the upward movement of the soul to
God. He elaborates in many of the Songs and Sonnets two radically inconsistent
ideas, one the inherent fickleness of woman, the other the mystical identity of the
souls of lovers. But often he simply ransacks his multifarious knowledge to discover
new and startling conceits in which to express his bizarre and subtle moods. For it is a
mistakeŕtowards which I venture to think Mr Courthope tendsŕto let the
intellectual and abstract element in Donne's poetry blind one to the passionate feeling
it expresses. No love-poetry of the closing sixteenth century has more of the sting of
real feeling in it except Shakespeare's. There is nothing quite like Donne's love-poems
in the language, except, perhaps, some of Browning's. Passion seems to affect both
poets in the same way, not evoking the usual images, voluptuous and tender, but
quickening the intellect to intense and rapid trains of thought, and finding utterance in
images, bizarre sometimes and even repellent, often of penetrating vividness and
power. The opening of one of Donne's songs affects us like an electric shock, jarring
and arrestingŕ
"For God's sake hold your tongue and let me love,"
or ŕ
"I long to talk with some old lover's ghost. Who died before the God of love
was born,"
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orŕ
"Twice or thrice had I loved thee. Before I knew thy face or name, So in a
voice, so in a shapeless flame, Angels affect us oft and worshipped be";
and many of the best, as "The Anniversary," the wonderful "Ecstasy," "The Funeral,"
"The Relic," "The Prohibition," preserve throughout this potent and unique
impressiveness. Donne's Songs and Sonnets cannot take a place beside the great lovepoetry of Dante, Petrarch, and Shakespeare. There is too large an element in them of
mere intellectual subtlety, even freakishness. But his poetry is not to be dismissed as
the result of conflicting conceptions of nature clashing in a subtle and bizarre
intellect. It has a real imaginative as well as historical value, because it is the unique
expression of a unique temperament.
The difference between Donne and Jonson comes out very distinctly if we compare
their eulogistic Jonson. Verses. The non-dramatic poetry of Jonson is contained in
the Epigrams and Forest,
which
he
published
in
1616,
and
the
posthumous Underwoods (1640). A large proportion of it, including the best of the
epigrams, consists of eulogistic addresses to patrons and friends. Donne's VerseLetters are of the same kind, and there is abundance of eulogy in
his Epithalamia and Epicedes. It is when he is paying compliments that Donne's mind
works most abstractly, and that his subtleties are most purely intellectual. In the
verses To the Countess of Salisbury, August 1614, beginning "Fair, great and good,"
he elaborates with the utmost ingenuity the statement that the Countess is superexcellent in a world which has grown utterly corrupt, but he gives no indication of the
qualities in which her excellence is shown. He tells the Lady Carey that while others
are virtuous in this or that humourŕphlegm, blood, melancholy, or cholerŕshe has
virtue so entire that it has made even her beauty virtuous, exciting not to passion but
to goodness. Jonson's eulogies are in a different strain. He can be fancifully
complimentary, but it is in a more Humanist and elegant, a less pedantic style,ŕ
witness the beautiful lines to the Countess of Bedford or those to Susan, Countess of
Montgomery, or those to Mary Lady Wrothŕ
"He that but saw you wear the wheaten hat. Would call you more than Ceres if
not that. And drest in shepherd's tire who would not say. You were the bright Œnone,
Flora, or May?"
Delicacy and pathos are blended in his epitaphs. If "Underneath this sable hearse" is
not Jonson's, it is quite Jonsonian. But Jonson's most characteristic and classical
eulogies are relevant and appropriate appreciations, compliments a man might be
proud to receive, because they tell something about him to posterity, couched in a
style and verse often obscure and harsh, but often vigorous and felicitous. The very
ruggedness of the lines to Chief-Justice Egerton and those to Sir Henry Savile give
them an air of burly veracity which is very taking. His eulogy of Shakespeare in the
lines prefixed to the First Folio contains juster criticism of Shakespeare's genius and
Shakespeare's art than anything he said or wrote in prose. The ease and urbanity of
Horace Jonson never attained, but his best eulogies have classical relevancy and
restraint.
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Jonson's songs, which are scattered through the plays and masques as well as the
above-named collections, have not the passion or subtlety of Donne's, nor the careless
note of the very finest Elizabethan songs. They are more consciously elaborated even
when most simple, but at their best they have a concentrated sweetness, a unique
combination of strength and charm which make Jonson's lyrics unmistakable in any
anthology. And their range is very remarkable, from the swing and abandon of "Drink
to me only with thine eyes," and the elaborate, Comus-like "Slow, slow fresh fount,"
to the patter verses of the Gipsies Metamorphosed and delightful snatches likeŕ
"Buz, quoth the blue fly, Hum, quoth the bee Buz and hum they cry, And so do we."
The "metaphysical" turn which Donne gave to "wit" is distinctive of English poetry at
this period, Influence of Donne and Jonson. And it did not tend to the general
improvement of poetic style. The earlier Euphuists, Petrarchists, Arcadians, Lyly and
Sidney, Marlowe and Shakespeare, had been mainly concerned with style in their
quest of conceits and golden phrases. "The uncontented care to write better than one
might" had been the chief source of their beauties and their aberrations. The same
care, become a craze for novelty, for new and startling conceits, is the characteristic
of Italian Marinism, "the craving to improve upon what is incapable
of improvement." French "préciosité" has its source in the same concernment with
style; but French preciosity is a malady of growth, not of decay, a phase in the
movement towards a greater refinement of manners and speech.[7] The "précieux"
were concerned with what might not be said as well as with what should be said. Still
both Marinism and Precocity were phases in the Renaissance cult of style.
"Metaphysical wit" marked the passing of interest in English poetry to some extent
from style to content. Donne in his Verse-Epistles and Epicedes is more intent upon
the subtle thought or thoughts he wishes to develop than on their lucid and
harmonious expression, though ever and again he flashes into a magnificent phrase;
and Donne's followers convey ingenious fancies, often not worth the carriage, in an
obscure uncouth style, and in verse grating as "a brazen canstick turned." Nor did
Jonson's influence counteract this tendency. Though his thought is more natural than
Donne's, he, too, is concerned with what he says quite as much as with how he says it,
more intent on vigour and compression than beauty of phrase and musical numbers.
The first half of the seventeenth century produced more than one poet of singular
interest, poets whose work has a deeper personal note than that of most of the
Elizabethans, and in Milton and Herrick two, in different ways, consummate artists,
but the general level of poetical expression and verse, as judged, say, from the
eulogistic poetry produced in such abundance, is lower than that which had been
reached at the close of the sixteenth century.
What was best done was in lyrical poetry, in which the influence of Donne and
Jonson appears both blended and distinct. Donne's closest followers are the devout
Anglican poets. They strike the same deep personal note; and the wide range of
metaphysical imagery gratified their taste for quaint analogies, for symbols, and for
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points rhetorically effective rather than purely poetic. The courtiers, too, could turn
metaphysical images to their service in compliment and badinageŕ
"Ask me no more whither do stray. The golden atoms of the day, For in pure
love heaven did prepare. Those powders to enrich your hair."
But Jonson is their leader in courtly eulogy; a great deal of their imagery is, like his, a
blend of Petrarchan and classical; their sentiment, though touched occasionally with
the Platonism which the Queen brought over from the Hôtel de Rambouillet, is in
general pagan and sensuous rather than Petrarchan or ideal.
This lyrical poetry, grave or gay, pagan or devout, was the product of the halcyon
years which preceded Caroline Court Poetry. The storm that broke when the Long
Parliament met, and it reflects the spirit, not of the nation at large, but of the court of
Charles, its gaiety and love-making on the one hand, its concern for Catholic doctrine
and decent services on the other, its self-centred indifference to what was happening
on the Continent, or what was moving in the heart of the nation. The conflict abroad
found no echo in English poetry. Vondel's imagination was agitated by every incident
in the Thirty Years' War. Carew, when invited, declines to sing of the death of
Gustavusŕ
"What though the German drum. Bellow for freedom and revenge,
the noise. Concerns not us, nor should divert our joys."
Of the disaster that was to overwhelm those joys the poets express no foreboding.
Only in Lycidas does the trumpet sound a warning note.[8]
Of the religious poets who followed Donneŕthe preacher as well as the poetŕand
voice the spirit of Herbert. Laud's reformation, the most influential and the most
sustained artist was George Herbert (1593-1632), whose volume, The Temple, Sacred
Poems and Private Ejaculations (1633), was published in the same year as the poems
of his master and friend were issued posthumously by his son. Like Donne, Herbert,
for reasons that were perhaps mingled, had turned from worldly ambition to religion,
and found an outlet for his temperament in asceticism and exalted piety. The crisis
through which he passed is traceable in his poetry, and lends it a personal note of
struggle, disappointment, and consolation which prevent it from degenerating into
frigid Anglican didactic. For the general tone is didactic. There is something of the
accomplished university orator and the winning parish preacher in Herbert's quaint,
carefully elaborated, effective treatment of the various phases of a single theme, the
spiritual lessons and experiences of one who found both discipline and consolation in
the theology, sacraments, and symbols of the Anglican Church. Like Donne, Herbert
rejects the pastoral and allegorical conventions of the Spenserians.
"Who says that fictions only and false hair become a verse? Is there no truth in
beauty? Is all good structure in a winding stair? May no lines pass except they do
their dutie. Not to a true but painted chair? Is it no verse except enchanted groves And
sudden arbours shadow coarse-spun lines? Must purling streams refresh a lover's
love? Must all be vail'd while he that reads divines, catching the sense at two
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removes? Shepherds are honest people: let them sing; Riddle who list for me and pull
for prime: I envy no man's nightingale or spring: Nor let them punish me with loss of
rhyme, Who plainly say, My God! My King!"
Not so subtle and daring as Donne's imagery, Herbert's quaint figures are managed
with great rhetorical effectiveness, worked out with an almost Tennysonian lucidity
and relevancy, and are often not less beautiful poetically than rhetorically effective, as
in, perhaps, the best known of his poems, the lines on Virtue, beginningŕ
"Sweet day so cool, so calm, so bright!"
or in the Church Floor, with its characteristically quaint and imaginative
symbolismŕ
"Mark you the floor? That square and speckled stone Is Patience: And the other
black and grave wherewith each one Is cheker'd all along Humilitie. The gentle
rising which on either hand Leads to the Quire above Is Confidence: But the
sweet cement which in one sure band Ties the whole frame is Love and Charitie.
Hither sometimes sinne steals and stains the marble's neat and curious veins: But
all is cleansed when the marble weeps. Sometimes Death puffing at the door
blows all the dust about the floor but while he thinks to spoil the room he sweeps.
Blest be the Architect whose art. Could build so strong in a weak heart."
Herbert's love of symbolism extends to the form of his verses. He has poems in the
shape of wings and crosses, and, more happily, writes of The Trinity in a verse of
three lines, of Sunday in one of seven, and describes Aaron's dress in stanzas that
swell out and die away like bells.
The influence of Herbert's fine spirit and prevailing though quaint rhetoric is
witnessed for by Baxter, and is clear from the work of his two chief followers, greater
poets at their best than himself, Vaughan. But less careful workmenŕHenry Vaughan
(1621-2-1695) and Richard Crashaw (1613-1649). Vaughan was a Welshman of
whose life we know very little beyond the facts that he was at Jesus College, Oxford,
and in his later life became a physician. He was not at first religious, but was
apparently converted by reading Herbert's poems. The verses contained in his Secular
Poems (1646) and Olor Iscanus (1651) do not rise much above the level of the
amatory and complimentary verses which the young gentlemen of the universities and
court produced in too great abundance. Several are merely translations. The lines to
the Usk, which give their name to the second collection, have little descriptive or
moralising force. His best poetry is his religious, contained in the Silex
Scintillans (1650-56). He follows Herbert, often closely in choice of theme and
imagery, but he is less concerned about Church seasons and services, and he lacks
Herbert's sustained pointedness, his effective elaboration of his conceits. Vaughan's
fame rests upon poems and passages in which he reveals qualities quite distinct from
Herbert'sŕa delicate, intense feeling for the spiritual affinities of nature unique in the
century, an occasional sublimity of imaginative vision to which Herbert never
attained. In this last respect some of Vaughan's lines reach the level of the greatest
poetry the century produced, asŕ
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"I saw Eternity the other night Like a great ring of pure and endless light All
calm as it was bright: And round beneath it Time in hours, days, years, Driv'n by the
spheres Like a vast shadow moved; in which the world and all its train were hurled";
But it is only on occasions that he approaches this level. Vaughan was a mystic, not
as Donne from too intense and subtle reflection, but from visiting of "that blessed
mood which the burthen of the mystery Is lightened";
And under the influence of that mood he apprehended the divine in simpler and more
enduring symbols than the correctly Anglican Herbert or the ecstatically Catholic
Crashawŕ
"On some gilded cloud or flower My gazing soul would dwell an
hour, And in those weaker glories spy some shadows of eternity."
A more ardent temperament than either Herbert's or Vaughan's, a more soaring and
glowing Crashaw. Lyrical genius, belonged to Richard Crashaw (1613-1649). The
son of a Puritan preacher who denounced the Pope as Antichrist, Crashaw at
Cambridge came under the influence of that powerful wave of reaction of which the
Laudian movement was only a symptom. His artistic temperament felt the charm of
church music and architecture, and his ardent disposition responded, like the Dutch
Vondel's, to the Catholic glorification of love as well as faith, the devotion to Christ
and the Virgin of the martyr and the saint. He read Italian and Spanish, and was
infected by the taste for what one might call the religious confectionery of which
Marino's poems are full. His Epigrammata Sacra (1634) elaborate with great
cleverness and point tender and pious conceits. Of his English poems, the
secular Delights of the Muses (1648) include experiments in conceit and metrical
effect such as Love's Duel and Wishes, and eulogies in the highly abstract style of
Donne's, with less of thought and more of sentiment. But his most characteristic and
individual work is the religious poetry contained in the Steps to the Temple (1646)
written before, and the Carmen Deo Nostro (1652) published in Paris after his ardent
nature and the failure of Laud's endeavour had driven him to seek shelter in the
bosom of the Roman Church, poems on all the favourite subjects of Catholic
devotionŕthe Name of Christ, the Virgin, Mary Magdalene weeping, martyrs, saints,
and festivals.
Crashaw's style may have been influenced by Marino as well as Donne. His conceits
are frequently of the physical and luscious character, to which the Italian tended
always, the English poet never. He translated the first canto of the Stragedegli
Innocenti, frequently intensifying the imaginative effect, at other times making the
conceit more pointed and witty, occasionally going further in the direction of
confectionery even than Marino. The latter does not describe hell as a "shop of woes,"
nor say that the Wise Men wentŕ
"Westward to find the world's true Orient";
nor would Marino, I think, speak of the Magdaleneřs tears as flowing upward to
become the cream upon the Milky Way. Marino's early and purer style in religious
poetry is better represented by Drummond's sacred sonnets.
32

But if Crashaw's taste in conceits is at times worse than Marino's, his lyrical
inspiration is stronger, his spiritual ecstasies more ardent. There is more of Vondel
than Marino in the atmosphere of his religious poetry. The northern temperament
vibrates with a fuller music. His hymn, On the Glorious Assumption, is written in the
same exalted strain as Vondel's dedication of the Brieven der Heilige Maeghden, but
Vondel's style is simpler and more masculine. Crashaw's fire is too often colouredŕ
"happy fireworks" is the epithet he applies to his beloved Saint Theresa's writingsŕ
but its glow is unmistakable, and occasionally, as in the closing lines of The Flaming
Heart, it is purified by its own ardour.
A devoted Anglican like Herbert and Vaughan, but a bolder quester after the divine as
revealed not in Church creeds and symbols but in nature and in the heart of man, was
Thomas Traherne (1636-1674), rector of Credinhill in Herefordshire, and chaplain to
Sir Orlando Bridgman. In his lifetime Traherne published nothing beyond a
contribution, entitled Roman Forgeries, to Anglican controversy, and a Christian
Ethics, which was in the press at the time of his death. It was left to Mr Bertram
Dobell in the present century to make public the ardent and mystical poems, which
had been preserved in manuscript for more than two centuries, and were on the eve of
perishing.
Traherne's poetry glows with an ecstasy as ardent as Crashaw's, but more intellectual
and mystical than the Catholic poet's sensuous and coloured strains. Like most
mystics, he has but one themeŕthe history and message of his own enlightenment,
and the same is the theme of his prose Centuries of Meditations. That enlightenment
had its source in the experience which Vaughan recalls with a sigh in The Retreat,
namely, the ecstatic joys of innocent childhood. But Traherne's joys were intenser
than Vaughan's, more akin to the mood of Wordsworth when
"The earth and every common sight. To me did seem Apparelled in celestial
light, The glory and the freshness of a dream."
And from these experiences Traherne drew a bolder and profounder philosophy than
either Vaughan or Wordsworth, which recalls rather the mystical audacity of Blake.
"My knowledge," he says, "was divine. I knew by intuition those things which, since
my apostacy, I collected again by the highest reason." For Vaughan there is no return
to life's early ecstasy in this world; Wordsworth can but be thankful that it has been.
But Traherne recovered it through the highest reason, and learned that, as in infancy,
earth might be already heaven. What the highest reason taught him was, that the
intense joy which the beauty of the created world had given him in youth, and which
the world's false hierarchy of values for a time obscured, is the very end and purpose
for which the world was created. It is only when God beholds the world reflected in
the souls of men, evoking their gratitude and love, that His desire in creating is
fulfilledŕ
"Our blessedness to see. Is even to the Deity? A Beatific vision! He attains
His ends while we enjoy. In us He reigns." And again
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"In them [i.e., human souls] He sees, And feels, and smells, and lives To
them He all conveys; Nay even Himself: He is the End To whom in them
Himself and all things tend."
The soul whose value is thus final is for Traherne the one great reality; and the
mystery of its existence limited to a small body, yet in thoughtŕand what is more
real than thought?ŕembracing the universe, is one on which he dwells in rapt strains.
All of Traherne's poetry is the record of these experiences and reasoning. He was an
orthodox Anglican, but we hear comparatively little in his poetry of sin and of the
death of Christ. Sorrow and the macerating sense of sin are swallowed up in the
ecstasy of a soul made one with God by mutual need and love, and tasting already the
joys of Paradise.
"Did my Ambition ever dream Of such a Lord, of such a Love! Did I Expect so sweet
a stream As this at any time? Could any eye Believe it? Why all Power Is used here,
Joys down from Heaven on my head do shower, And Jove beyond the fiction doth
appear Once more in golden rain to come To Danaë's pleasing fruitful womb His
Ganymede! His Life! His Joy! Or He comes down to me, or takes me up That I might
be his boy, And fill, and taste, and give and drink the cup; But those tho' great are all
Too short and small, Too weak and feeble pictures to express The true mysterious
depths of Blessedness. I am His Image and His friend. His Son, Bride, Glory, Temple,
End."
Such audacious ecstasies transcend the limits of average humanity, which is more at
home with the fearful joys of Herbert and Vaughan, or the more sensuous and remote
ecstasies of Crashaw, but they are not in Traherne less profoundly religious. As an
artist Traherne is not studious of phrase, or conceit, or cadence. He has absolutely
none of the merely rhetorical metaphysics of Cowley, from whose Pindarics he may
have derived the structure of his more elaborate strains. His poetry is metaphysical
because the thought is so; but the expression is perfectly simple and natural, at times
too expository and direct, and marred by a frequent use of the expletive "do," but
often kindled into felicity by the ecstasy of the poet. Individual poems of striking
interest are "Silence," "The Choice," "The Anticipation," "The Circulation," "On
News"; but Traherne's excellences are scattered through all his work.
Herbert and the religious lyrists of the school of Donne voiced the serious spirit of the
court party, the Anglicanism of Andrewes and Laud. Herbert, indeed, was hardly less
influential than her great preachers and divines in giving to the English Church of the
seventeenth century that character which, when she had disappeared from sight, kept
her alive in the hearts of many as an ideal of sweet reasonableness and decent orderŕ
"Beauty in thee takes up her place, And dates her letters from thy face."
The more worldly, not to say dissolute, temper of the cavaliers colours, as well as the
drama of Fletcher and Shirley, the light lyrics and adulatory eulogies of quite a
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number of poets about the court or in the universities, imitators in various ways and
degrees of Jonson's classical and Donne's scholastic wit.
Of them all, Thomas Carew (1578-1639?), sewer-in-ordinary to Charles, whose
favour he seems to have gained more by wit than worth, was, with the exception of
Herrick, the most finished artist. His masque, the Cœlum Britannicum, an elaborate
compliment to the mutual fidelity of Charles and Henrietta Maria, based on
Bruno's Spacciodella Bestia, was produced in 1633, and his verses were collected and
issued posthumously in 1640. He wrote an elegy on Donneŕ
"A king that ruled as he thought fit The universal monarchy of wit"ŕ
in which he commends the emancipation from convention and imitation which Donne
brought to English poetry. There is, however, a good deal that is conventional in
Carew's own imagery. He does not altogether, like Donne, eschew the help of Cupid
and the gods. Jonson is more directly his master than Donne. Superficial feeling,
elegant, occasionally outrageous, conceit, correct expressionŕnatural both in diction
and order,ŕmusical verse, these are the characteristics of Carew's work. In songs like
"Ask me no more" and "He that loves a coral lip," classical finish and polish of style
are given to the high-flown fantastic conceit of the Renaissance.
In the employment of wit for the purpose of gallant, high-flown flattery, no one went
further without Lovelace. Becoming, like Cleveland, absolutely nauseous than
Richard Lovelace (1618-1658), a brilliant courtier, and in the years of trouble and
disaster a loyal cavalier. No one makes more frequent or extravagant use of the
consuming fire of love, tears that drown, beauty which outshines the sun and outperfumes the east; nor is this extravagance of conceit redeemed by perfection of
workmanship. Nevertheless two of Lovelace's lyrics, quite characteristic in conceit
and style, are the brightest gems of cavalier poetry. In "Tell me not, Sweet, I am
unkind" and "When Love with unconfined wings," conceit is glorified by becoming
the expression of noble and passionate sentiment.
There is more of spontaneity and of wit, in the modern sense of the term, in the
poems of Sir John Suckling. Suckling (1608-1641) than in either Lovelace or Carew.
If the last is the voluptuous and the second the gallant, Suckling is the gay and
reckless courtier. His passion for gaming, his lavish equipment of one hundred horse
for the abortive Scottish war, are quite in keeping with the tone of his sparkling lovesongs. He reproduces some of Donne's more reckless defiance of the conventions in
love with less intensity but greater ease and humour. In delightful gaiety no poem
could surpassŕ
"Out upon it I have loved three whole days together";
and in the incomparable Ballad upon a Wedding there is not only gaiety but exquisite
description. The poet with whom he suggests comparison is his contemporary
Vincent Voiture, neater perhaps and more pointed at his best, but with far less of
feeling and imagination.
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But of all the poets who may be classed somewhat loosely as court lyrists, the greatest
in virtue both of Herrick. Vigour of fancy and perfection of technique is Robert
Herrick (1591-1674), one of the "sons of Ben" at Cambridge and London for a few
years, who wrote his best poems in what he considered banishment at Deanbourne in
Devonshire, where he was rector from 1629 to his death, though ejected during the
years of the Commonwealth. Herrick was not of the school of Herbert or Crashaw.
His saints were "Saint Ben" and the classic poets to whom he dedicated an
enthusiastic strain in the verse entitled "To Live Merrily and to Trust to Good
Verses." These are the literary source of his inspiration. Guided by them he found
another, when he went to Devonshire, in the superstitions, rites, and customs which
still lingered in English country-life. He was the poet of all pretty things, and it is
their prettiness which he accentuates and heightens,ŕflowers, fairies, young girls,
rites pagan and Christian, good wine, and good verses. He enumerates them in the
opening lines of Hesperides (1647), in which he gathered together most of his secular
epigrams, songs, and other verses. The spirit of the "pious pieces" which
compose Noble Numbers is not very different. Herrick does not approach God with
the earnest pleading of Herbert, the rapt love of Crashaw, or the mystic awe of
Vaughan, but with the artless frankness of a child confessing his naughtiness and
asking to escape too severe a penalty.
The technical perfection of Herrick's work within its limited range places him as an
artist second to Milton only. Of English poets none seem to inherit so closely, though
in very different ways, from the French poets who composed the Pleiad, Milton
fulfilling as none of them had been able to do the bolder programme of epic and
tragedy and ode, Herrick catching all the pagan grace and fancy of their lighter
Anacreontic strains to which he gave certainly no less of classical perfection of style.
Had such ease and finish been attained by writers of eulogistic, satiric, and reflective
verse in decasyllabic couplets, there would have been little for Dryden and Pope to do
in the way of "correctingŗ English poetry.
A poet whořs early and best work, written under the Commonwealth, has the motives
and temper of courtly poetryŕqualified by a graver Puritan spirit Marvell.ŕis
Andrew Marvell (1621-1678), the son of the clerical headmaster of Hull Grammar
School. Educated at Cambridgeŕwhere he passed through some religious
vicissitudesŕhe travelled abroad, and on his return became tutor to Lord Fairfax's
daughter (1650-52), at Nunappleton House in Yorkshire. It was here that he wrote,
though they were not published till much later, lyrical verses which have links with
the courtly poems of Waller, the religious poetry of Vaughan, and Jonson's Horatian
eulogies of great men and praises of a country life. His political satires were written
later, and are discussed in the next volume.
Marvell's poetry is unequal, but at its best it bears the mark of a singularly potent and
poetic individuality. No verses are more familiar from anthologies than his noble
Horatian ode on Cromwell, the imaginatively phrased To His Coy Mistress, especially
the lines beginning
"But at my back I always hear Time's winged chariot hurrying near";
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and the richly descriptive Upon Appleton House, The Fawn, and the Bermudas.
Marvell's treatment of nature has been compared to Vaughan's. It seems to me much
more entirely descriptive and decorative. He speaks once of "Nature's mystic book,"
but it is in introducing an elaborate compliment to his pupil as the source of Nature's
beauty. That is not Vaughan's manner. It was in the year following the publication of
Donne's Poems and Herbert's Temple, the year of Crashaw's Milton. Epigrammata
and Carew's Cœlum Britannicum, that Comus was presented before the Earl of
Bridgewater; and its publication with Lawe's music followed in 1637. It was the first
indication that, among those who regarded with an ever-increasing hatred the
ecclesiastical policy of Laud, and to whom the courtly lyrical and dramatic poetry
was as the dissonant music of Comus and his rout, there had been growing up, in the
person of the delicate, studious, and carefully educated son of a Puritan
scrivener,[9] who had just after seven years' study quitted Cambridge, "church-outed
by the prelate," unable to take orders in an Anglican Church reformed by Laud, and
was living in bookish seclusion at Horton, a poet after the order of the few greatest
the world has produced, a poet who, combining the high seriousness of the
Spenserians with the classical culture and regard for form of Jonson, was destined to
add to Elizabethan achievement in drama and song equally high achievement in epic,
while imparting a new grandeur of diction and evolution to the ode or sustained and
elaborate lyric, and making in the drama experiments of singular interest and beauty.
The strength of individuality which marks Milton's work from the very first makes
the traces in it of Influences. Contemporary influence appear superficial, interesting
as they are to the literary student. His youthful versions of the Psalms contain
reminiscences of his reading in Sylvester, Spenser, Drummond, and other poets who
enjoyed Puritan approval, but the rich embroidery of "Let us with a gladsome mind"
is already characteristic. The verses On the Death of a Fair Infant are a charmingly
executed, elegant conceit of the kind Jonson elaborates in some of his eulogies, as the
second epigram to Mary Lady Wroth or the immediately preceding one to Susan,
Countess of Montgomery; while the verse, the "Troilus" stanza with a closing
Alexandrine, is Spenserian. Milton's early work is not untouched with the frost of
conceit, but it is never scholastic and metaphysical conceitŕ "That trimming slight
Which takes our late fantastic with delight.ŗWhat is worst and what is best in Donne
alike repelled Milton. His occasional conceits are rather of the Marinistic or
Petrarchan type.
The earth which "woos the gentle air
To hide her guilty front with innocent snow,"
Is akin to Théophile's dagger which blushed for its crime. The conceit in the lines On
Shakespeare is suggested by a sonnet (cxxxi.) of Petrarch.
But conceit is a subordinate element even in Milton's earliest poetry. The sign-manual
of his Early Poems. Work are the "poetic diction" and the artistic evolution, and both
are in evidence in the noble ode with which, in 1629, he enlarged the compass of
English lyrical poetry. The hymn On the Morning of Christ's Nativity (which is
indebted for suggestions to Tasso's Canzone Sopra la Cappella delPresepio), is the
most finely evolved ode which English poetry had produced up to that date. It is not
more poetic in feeling than the Epithalamium, but its thought-scheme is more
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complete, its crescendo and diminuendo elaborated with more conscious art.
Beginning in a tone of hushed awe, the hymn rises steadily, one bell-like stanza
pealing out above another, till the climax is reached in the angels' song, when it
slowly subsides through the yet sonorous stanzas on the passing of the idols to the
quiet close beloved of Milton. The two lyrical studies in "humours," composed at
Horton, L'Allegro and II Penseroso, have the same skilful evolution, the same
wholeness, and a mature beauty of style. With Comus, composed at the same period,
they are the most purely delightful of Milton's poems. Love of natureŕnone the less
genuine because a student's loveŕreminiscences of Spenser and Shakespeare,
Chaucer and Ariosto, pastoral and masque, Greek tragedy and Greek philosophy,
mingle in these exquisite poems, written before classical pedantry had a little
hardened his conception of style and form, and while he was still happy, embittered
by controversy, or by disappointment public and domestic.
Comus blends in a result that is altogether individualŕa new dramatic kind, as
distinct and delightful Comus. As the Amintaŕsuggestions derived from many
sources, classical drama, Italian pastoral and Johnsonian masque, Fletcher and
Shakespeare. But its largest debt is to A Midsummer Night's Dream. In that play
and The Tempest Milton recognised work of Shakespeare's which was sui generis,
provoking no comparison with "correct" classical tragedy and comedy; and if one
work more than another floated in the back of his brain while he wrote Comus, it was
Shakespeare's play "in the fairy manner."Comus also is a tale of a single night's
adventure in a wood where there is magic in the air, though by Milton all is given a
high and grave moral purpose. Even the style, though rich in classical imagery and
literary association, is redolent of Shakespeare and the dramatists as Milton's style
never was again.
For with Lycidas (1638) emerged the Milton of Paradise Lost, classical in his
conception of poetic Lycidas. Style and form, combatively Puritan in spirit. Johnson's
criticism of Lycidas as an elegy does not altogether miss the mark. Lycidas is no more
a moving lament than Paradise Lost is a profoundly satisfying religious poem. So far
as King is concerned, the poem is a conventional compliment, touched with pathos
perhaps only once, in the linesŕ
"Ay me! while thee the shores and sounding seas Wash far away wherever thy bones
are hurled,"
and with pure and high feeling in the heavenly vision of the close. Otherwise the
sentiments which interest us are those which the poet utters regarding his own
ambitions as a poet or the shortcomings of the Laudian clergy, in the passages where,
breaking through the pastoral convention, he speaks in the trumpet-tones of the
sonnets, and in the personal accents of a later lyric poetry. Apart from these passages,
it is as a work of art that the poem commands admirationŕby its marvellous
evolution, the beauty of the ever-varying cadences (which were inaudible to
Johnson), and the completeness with which the poet has assimilated and reproduced
the artificial classical pastoral, as he was later to reproduce the artificial classical epic.
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There are none of Spenser's naïve, would-be realistic touchesŕhis "cakes and
cracknels," "curds and clotted cream"ŕand the poem gains thereby in harmony of
impression.
Milton's visit to Italy, and the encouragement he received from Italian literati and
from the aged patron Italy. Of Tasso and Marino, encouraged him in the plan formed
at Horton of writing some great poem that the world should not willingly let die. Italy
was the home of the "Heroic Poem" in theory and achievement, and Milton's first
dream was apparently to "out-go" Tasso and compose an heroic poem on the subject
of King Arthur and his knights. He began, but found the task too difficult; and indeed
it is difficult to conceive a satisfactory treatment even by Milton of the Arthurian
legend with the machinery and in the style of the classical epic. The mythical
character of the story may have repelled the Puritan; and it made the subject
unsuitable for the epic according to Tasso's theory. His failure with Arthur, or some
other reason, inclined him for a time to the drama, and in 1640-42 he was busy noting
possible themes, mainly scriptural but not excluding history, and outlining plays on
the subject of the Fall, which contain already all the principal moments of Paradise
Lost, when he was diverted by what he deemed the more pressing duty of moulding
England to a chosen people of God, and emptying the phials of his wrath on those
who retarded this consummation. During these years his only poems were the
occasional sonnets. Johnson's neo-classical prejudices saw in Sonnets. The sonnet
merely an elegant trifle, but Milton was following the greatest of his Italian masters in
using the sonnet to utter trumpet-notes on political themes; and the grand style to
which he had finally attained in Lycidas is as evident as in Paradise Lost in these
splendid, and in the history of English poetry so inspiring, poems.
The years of Milton's silence as a poet were years of rapid poetic decadence and
transition. How Mid-century Poets. Remote Milton's poetry in style and conception
was from the fashionable verse of the day it needs only a glance at the volume which
contained Lycidas to realise. That great poem had to keep company with verses in
which Joseph Beaumont inquiredŕ
"Why did perfection seek for parts? Why did his nature grace the arts?
Why strove he both the worlds to know, Yet always scorned the world below? Why
would his brain the centre be To learning's circularitie, Which, though the vastest arts
did fill, Would like a point seem little still? and Cleveland, the Cavalier satirist,
declared that "I am no poet here; my pen's the spout Where the rain-water of my eyes
runs out In pity of that name whose fate we see Thus copied out in grief's
hydrographie."
And this was the general style of eulogistic addresses, satires, and religious verse like
that of Bellows. From such contorted thought, and the uncouth expression and
versification which went with it, there were two modes of escape. That which Milton
took, the way of genius, was not open to all; the other was to attain, even at the cost
of imaginative loss, to a poetry of common-sense and clear, balanced, oratorical
expression. In this movement towards a poetry of common-sense, satire of current
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affairs, and pointed, well-balanced eloquence, all good things, but none of them quite
compensating for the finer spirit of poetry which they expelled, the writers whom
Dryden singled out as his predecessors were Edmund Waller (1606-1687), Sir John
Denham (1615-1669), Sir William Davenant (1605-1668), and Abraham Cowley
(1618-1667).
The services of Waller and Denham were in the main metrical. In their poems the
decasyllabic Waller. Couplet regained some of the regularity and balance it had lost
in the rugged lines and abrupt enjambments which Donne and Jonson encouraged.
This is true at any rate of Waller. Educated at Eton and Cambridge, Waller was
elected to Parliament at the age of sixteen; carried off a wealthy city wife in 1631;
became after her death an intimate of the circle to which Falkland and Edward Hyde
belonged, and the suitor of Lady Dorothy Sidney, the Sacharissa to whom his
polished love-verses are addressed. He took an active part in the Long Parliament,
following the moderate constitutional line of Hyde, but in the famous plot of 1643
lost his nerve, and behaved in a way which Clarendon has branded. Like others, he
later made his peace with Cromwell, and wrote on him the noblest of his poems. Like
others, he followed it up with eulogy of Charles restored.
"Smooth" is the epithet with which Waller's name is linked, and it is the most obvious
feature of all his eulogistic verses and elegant songs, which were written at different
times from about 1623 to the end of his long life. He was not the first poet to write
smooth and balanced couplets, but he cultivated the art more consciously and
conscientiously than any of his predecessors and contemporaries, stimulated, he
says,ŕand there is no reason to doubt his word,ŕby admiration of the closing
couplet in the ottavarima of Fairfax's Tasso. Waller's smoothness, like Balzac's
polished periods, was due in great measure to the comparative emptiness of his
poetry. He was eminently well qualified "to carve heads on cherry-stones," and with
the exception of a few delightful songsŕnotably On a Girdle and "Go, lovely
rose"ŕand some noble stanzas in the address to Cromwell, it would be difficult to
find a thought in his poems fitted to startle or arrest. Dryden's achievement was to
give balance and regularity to verse which had the pregnancy and vigour of Jonson's
and Donne's.
Denham's "strength" is more dubious than Waller's "sweetness" or "smoothness," and
is certainly not of a herculean character. The son of a Lord Chief-Justice of the King's
Bench in Ireland, and educated at Oxford, Denham was in close attendance on the
King and Queen during the years of trouble; but though made Surveyor of Works
after the Restoration, he, like many others, reaped little happiness from his attachment
to the House of Stuart. He wrote one worthless play, The Sophy. Of his poems the
majority are occasional pieces, of which the most celebrated is the descriptive,
moralising Cooper's Hill. The thoughts are prosaic and commonplace, but they are
natural and relevant; and the style has some of the easy, pointed eloquence which was
to be cultivated in the next age. Four lines added later have become classicŕ
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"O could I flow like thee and make thy stream My great example as it is my
theme! Tho' deep yet clear, tho' gentle yet not dull, Strong without rage, without
overflowing full."
They are echoed in one of Wordsworth's earliest characteristic poems, Remembrance
of Collinsŕ
"O glide, fair stream! Forever so Thy quiet soul on all bestowing, Till all
our minds for ever flow As thy deep waters now are flowing."
There is far more vigour both of thought and expression, in the once popular poetry of
Abraham Cowley. Cowley (1618-1667), whom Clarendon accounted Jonson's
greatest successor. Drawn to poetry, like many another subsequently, by the Faerie
Queen, Cowley wrote his Pyramus and Thisbe at ten years old, and his Poetical
Blossoms were published when he was fourteen. At Cambridge he wrote a pastoral
drama and a Latin comedy as well as his Elegy on William Harvey. Driven from
Cambridge, he followed his friend Crashaw to Oxford, where he secured the
friendship of Falkland, and was attached to the service of Lord St Albans. He
attended on the Queen at Paris, and conducted her correspondence with the King. In
1647 his Mistress was published, and in 1656, after his return to England, his Poems,
which included the Pindarique Odes and the fragmentary epic the Davideis. He
studied medicine, and after the Restoration his chief interests were scientific; he was
an original member of the Royal Society. He continued to write versesŕincluding
an Ode to Hobbesŕbut his most interesting product were the delightful Essays, in
which he combined verse and easy, natural prose.
In Cowley's poetry, which enjoyed extraordinary popularity, one can note very clearly
the meeting of stream and sea. His wit is as "metaphysical," as pedantic and fantastic,
as Donne's; but he has neither the emancipated imaginative ardour of the
Renaissance, nor the devotional and ecstatic tone of the Catholic reaction, but the
alert, inquisitive, rational temper of Dryden and the epoch of the Royal Society.
When not merely light badinage, his love-verses are frigid and execrable conceits.
His Pindariques are often bright and vigorous, but are as like Pindar's odes as one of
his essays is like the prophecies of Isaiah. His Davideis, in which he expands the
incidents of David's adventures during Saul's reign by means of dreams and
descriptionsŕjust as Saint-Amant was doing in his Moyse Sauvéŕis written in the
pointed and tasteless style of Marino's Stragedegli Innocenti, and in a less poetic tone.
In the pursuit of a point the pious Cowley will deviate into blasphemy, as when he
makes the Deity foretell Saul's suicideŕ
"That hand which now on David's life would prey. Shall then turn just and its own
master slay."
What is best in Cowley are poemsŕlike the lines on a retired life, the Elegy on
Harvey, or the verses on Crashaw's deathŕin which he is a link between Jonson and
Dryden, with less of fancy than the former but greater ease of expression, less
sonorous and effective than the latter.
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Cowley was not the only poet who essayed the heroic poem under French and Italian
influence. Sir William Davenant (1606-1668), the son of a vintner at Oxford, made
Poet-Laureate in 1638, and like Cowley Heroic Poems. And Denham in the service of
the exiled Stuarts, was a prolific dramatist, and wrote one or two delightful songs; but
his most ambitious work was a fragment of a romantic epic, Gondibert, published in
1650 with an elaborate letter to Hobbes and a reply from that not very romantic
philosopher. William Chamberlayne (1619-1689), of whom we know very little
beyond the fact that he was a physician at Shaftesbury, began about 1642 a long
romantic epic, Pharonnida, anHeroick Poem, published in 1659. In both of these we
see the influence not so much of the Italian romantic epic as of the French heroic
romance in prose. The central feature is a love-story, and the supernatural machinery
which had been such a feature of the epic has disappeared. Davenant reveals his
model when he declares his intention of dividing his poem into books and cantos
corresponding to the acts and scenes of a play, for this had been, Baro says, D'Urfé's
design in the Astrée. Chamberlayne's poem has all the features of the kindŕthe
unknown hero loved at first sight by the princess, whose passion is combated by her
sense of what befits her rank, the endless whirl of incidents, and the final
"recognition" and marriage. There is little or no dramatic interest in
the Pharonnida; the style is tortured; and the verse overflows the line and couplet
pause till it is hardly verse at all. But there was far more poetry in Chamberlayne than
in most of his contemporaries; picturesqueness, pathos, and passion gild his obscure
and affected style. But the greatest of heroic poets found his model, not in French
epic or long-winded romance, not even in the more justly admired work of Tasso, but
went back to the greater epics of Greece and Rome.
When Milton resumed the task which he had laid aside in 1641, the subject of the fall
was his final Paradise Lost. Choice. The subject was to the serious thought of the
seventeenth century of central importance in the history of the race, and round it had
gathered the most agitating controversies in Protestant and Roman Christendom. In
the Doctrine and Discipline of Divorce (1642) Milton defined his attitude towards
"the Jesuits and that sect among us which is named of Arminius": "Yet considering
the perfection wherein man was created and might have stood, no decree
necessitating his freewill, but subsequent, though not in time yet in order, to causes
which were in his own power: they might perhaps be persuaded to absolve both God
and us." Whether this be the strictest Calvinist doctrine or not, it is the justification of
"the ways of God to man" which Milton elaborated in Paradise Lost.
That his final preference of epic to dramatic form was due to the study of Andreini
and Vondel is not proved and not provable. Milton's indebtedness to Vondel (which
has been asserted solely on the ground of the resemblance between incidents and
expressions) has not been urged or supported by those Dutch critics who have given
the matter closest attention.[10] They have recognised that, when allowance has been
made for the common indebtedness of both to Scripture, to patristic tradition, to the
classical and Italian poets, as well as to that early favourite of both, Du Bartas, to say
nothing of Grotius, there is not sufficient ground to establish the thesis that one poet
actually influenced the other. The fact is that by 1641 Milton had outlined very fully
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in his schemes for a drama the contents of Paradise Lost. All the principal moments
are present in the sketches which he drew upŕthe fall of the angels, the creation of
the world, the Temptation, and the consequences of the Fall in history. But none of
them could be presented on the stage. All were necessarily relegated to choral ode,
descriptive speech, or the symbolism of the Morality. Grotius had dramatized the
scene of the Temptation, but Milton's sense of dramatic propriety evidently shrank
from a scene in which one of the actors was to be a serpent. Consideration of these
limitations, as well as of the necessary exclusion of God from all direct participation
in the action, is sufficient to explain Milton's preference for the epic form. There is
nothing, as Dr Nicholas Beets has pointed out, from which Vondel's Lucifer suffers
more than from the fact that the action is left entirely to secondary agents. One of the
finest "strokes" in Milton's description of the war in heaven is that the ultimate
victory over Lucifer belongs to the Son of God alone.
For the artistic ideal which he thus set before him, the harmonious reproduction of the
different elements The epic of the Virgilian epic, Milton could have chosen no more
appropriate theme, and none better suited to the sublime cast of his own mind. Only
with a Scriptural theme, and with none so harmoniously as this central and
transcendent one,ŕin which the human element is so small and of so unique a
character,ŕwas it possible, at any rate for a Protestant audience, to introduce the
supernatural machinery without incongruity and absurdity. When in Tasso's poem
God commissions Gabriel to incite Godfrey to renew the war, it is not the human
which is elevated, but the divine which is depressed. Paradise Lost is the exception
which proves Boileau's rule that the supernatural beings of the Christian religion are
not available as epic machinery, for, in Paradise Lost, the requisite harmony is
secured by raising everything to the level of the superhumanŕa level from which it is
only "in rare moments of rest and reprieve" that the poet descends.
Yet that even Milton suffered from the seventeenth century's entanglement in the
tradition of a conventional epic is hardly to be denied. The greatest fault of Paradise
Lost, regarded simply as a work of art, is that the interest steadily subsides as the
poem proceeds. The first plunge in medias res is overwhelming in its grandeur. Than
the first book no sublime poem in its special kind was ever written. We feel that we
have travelled a long way from its originality and splendour of invention, when we
find ourselves in the middle of Michael's pedantic résumé of Old Testament history.
The substance of these books was an afterthought. Milton's intention, when he
sketched his drama, was to follow Du Bartas and Grotius and adumbrate the
consequences of the fall allegorically. He might have done well to abide by his
original intention and make Adam's visions more general and suggestive, less detailed
and didactic.
The most serious fault, however, that modern criticism has found with Paradise Lost
concerns it the religious poem. Notas much as a poem but as a professedly religious
poem. The interest in Milton's dramatis person is in the inverse ratio of their religious
rank. Nothing in his poem is greater than his treatment of the fallen angels. One need
only turn to Tasso's and Marino's grotesque infernal conferences to appreciate with
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gratitude the dignified presentation of Satan and his peers debating of war, or solacing
themselves with song and converse high
"Of fate, free-will, foreknowledge absolute."
Elizabethan tragedy has no more dramatic figure than Satan in these opening scenes,
or a situation of sublimer pathos than when he faces his fallen host, and
"Thrice he essayed, and thrice, in spite of scorn, Tears such as angels weep
burst forth."
Satan may be, as Mr Courthope has said, the last great representative of the
Machiavellian politician whom Marlowe and Kyd and Shakespeare brought upon the
stage, but there is a pathos in his ruined virtue which none of his prototypes possess.
Almost accidentally, moreover, he has acquired some of the heroic resolution of the
Calvinistic Hollander who refused to bow before the tyranny of Spain, the pride of
those who brought Charles to the scaffold and vindicated that deed to a startled
Europe. Vondel saw a resemblance between Lucifer and Cromwell which Milton
would not have allowed. But Vondel's sympathies were with kings and magistrates,
and what he emphasises is Lucifer's hypocrisy rather than his pride. He is pushed to
the front by the discontent of others; he fights for God against God; at the last
moment he wavers and almost relents. Milton's Satan is the sole author of the
rebellion in heaven and all that follows from it.
Of the other actors, Adam and Eve are certainly not wanting in humanity. They are
intensely human; but they hardly attain to the dignity of humanity in its first
innocence and independence sufficiently to make them the adequate heroes of this
"treurspelallertreurspelen," tragedy of tragedies, as Vondel calls it. It is evident that
Milton's whole treatment of Adam and Eve was too deeply coloured by his own
sublime egotism, his memory of his own experiences. He was too anxious to
inculcate a lesson, and the moral of the story, that it is a man's duty to keep his wife in
due subjection, hardly rises to the tragic level, though Eve repentant is one of the
gems of the poem.
But it is in the celestial portions of the poem that criticism has found Milton most
wanting as a religious poet. This is not the place to discuss Milton's theology. The
important thing is not the theology but the impression produced on the imagination.
Milton's heaven is not wanting in majesty and splendour. The poet was too deeply
read in the Hebrew prophets not to have at his command magnificent images and
sublime effects. Still, when we close the poem, we feel acutely that the poet has never
caught a glimpse of the Beatific Vision, in which alone could be found the meaning
of the great tragedy, and which lesser men than MiltonŕGiles Fletcher, Crashaw,
Vaughan, Vondelŕdescried at moments. To that vision there is no access "nisi per
charitatem," and some want of love was Milton's misfortune. Vondel is a less sublime
poet, a far less wonderful artist, than Milton, but there is more of Christian feeling in
his description of the cloud of sorrow which veiled the throne of the Godhead when
Lucifer rebels than in the fierce derision with which Satan's first movements are noted
in Milton's heaven.
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But when Milton's limitations have been most fully enumerated. Paradise
Lost remains one of the world's greatest poems, in invention, imagination,
construction, language, and harmony. The sublimity and beauty of the styleŕa style
as individual, as bold in its rejection of precedent, even of English idiom, as in a
different way was Carlyle's later prose,ŕthe sustained and majestic rhythm of the
verse, never flag from the opening invocation to the quiet and solemn close. If a poet
is to be judged, not alone by individual beauties, but by the greatness and
completeness of his achievement, Milton's place as the second of English poets is
unassailable.
Milton's last works showed no failure of the originality, the power of creating and
perfecting new Paradise Regained. Forms, which had signalised his work from the
outset. Paradise Regained (1671) is not the only short epic on a New Testament
subject which the seventeenth century produced, but it is by far the finest. It is not
likely that Milton knew Vondel's Johannes de Boetgezant. The resemblances which
Mr Edmundson pointed out have their common source in Tasso. It is more probable
that he knew the Stragedegli Innocenti of Marino, and the severity of Milton's style is
due possibly both to his sense of what was appropriate to his sacred theme, and to his
disgust at the extravagance and "wit" of Marino and Cowley. But already, in The
Reasons of Church Government, he had contemplated an epic "on the brief model of
the Book of Job," and that was undoubtedly the work chiefly in his mind, as he
composed his story of the Temptation mainly in dialogue; and if not so elaborate a
work as the greater poem, the art of Paradise Regained is not less subtle, while its
ethical tone is nobler. If Satan in Paradise Lost has some of the strength of Puritanism
in resistance, it is to Paradise Regained one must go to study the source of Puritan
strengthŕthe disregard of wealth and glory, the submission of the will to God, and
God only.
In Samson Agonistes (1671) Milton realised another long-cherished ambition, and
reproduced classical Samson Agonistes. Tragedy as he had done classical elegy and
epic; and, as in these, he assimilated and reproduced the form of Greek tragedy,
including the chorus, with a completeness and harmony which no poet of the
Renaissance attained, and that, while breathing into it a spirit which is Hebraic rather
than Hellenic, and making it the vehicle for the expression of his intense personal
sentiments. In Samson Milton saw himself and the cause for which he fought. The
wheel had come full circle, and the combat to which he sounded the first note of onset
in Lycidas closed with this fierce cry of anger, and passionate prayer for vengeance. It
was not the Stuarts alone who had failed to read aright the lesson of defeat.
Puritanism needed, as Mr Trevelyan has said, to go to school with rationalism to
reacquire some of the elements of Christianity.
Milton's poetry was the last great expression of two enthusiasms, which had passed
away even while Conclusion. He wroteŕthe artistic enthusiasm of the Renaissance
and the spiritual enthusiasm of the Reformation. No poet realised so completely the
Renaissance ideal of poetry cast in classical moulds,ŕcarried out so entirely and
majestically the programme of the Pleiad. Tasso's poem had been a compromise
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between classical epic and mediæval romance. Jonson's attempts to reproduce
classical forms in the drama appear pedantic and boyish beside Milton's. In general,
Renaissance epic and tragedy are lifeless failures. French tragedy, as it finally took
form, is a very different thing from Greek tragedy. Milton, and Milton only,
succeeded in producing living and beautiful poems in correct classical forms. And
into these classic forms he poured the intense spirit of the Protestant movement. No
one carried to bolder logical conclusions the first principle of Protestantism, the
interpretation of Scripture by the unfettered individual reason and conscience. The
completeness with which he accepted the right of individual interpretation separated
him from the religious bodies around him, while the rigour with which he still clung
to the Bible kept him out of touch with the larger rationalism of the age. There was no
room in Milton's later poems for the Platonism of Spenser which lingers in Comus.
Hellenic thought and Hebraic revelation come into harsh conflict in Paradise
Regained, when Christ arraigns what Satan has so eloquently and sympathetically
described.
Even while Milton wrote, the spiritual atmosphere, religious, political, and artistic,
had changed around him. To realise the change, one has only to turn fromŕ
"Of Man's first disobedience and the fruit," &c.,
or ŕ
"Hail Holy Light, Offspring of Heaven," &c.,
toŕ
"In thriving arts long since had Holland grown, Crouching at home and cruel
when abroad; Scarce leaving us the means to claim our own; Our King they
courted, and our merchants awed."
The spirit of the age that was past, with its passionate pursuit of high if somewhat
narrow ideals, religious, political, and artistic, is not reflected more clearly in Milton's
elevated diction, and the imaginative structure of his poems, small and great, than that
of the age of reason, toleration, and constitutional discussion is in Dryden's vigorous
conversational style, and his alert and acute ratiocination in verse.
THE review of English prose[1] in the preceding volume of this series closed with the
great name of Hooker. In the Ecclesiastical Polity, English prose, though not yet
without faults of cumbrousness and diffuseness, for the first time grappled
successfully with the task of setting forth in lucid, weighty, and harmonious periods a
sustained philosophic argument, and, so doing, established its right to take the place
of Latin even for learned purposes, useful as it might be to retain the latter for works
addressed solely to the world of scholars.
The note which Hooker struck, the note of gravity and dignity, remained the
dominant one throughout Learning. At any rate that portion of the seventeenth
century with which this volume deals. Prose, like poetry, felt the strain of the growing
seriousness and combativeness of the age, the increasing intellectuality of temper.
Pure poetry is somewhat of an exotic in the seventeenth century; even Milton's purest
poetry is his earliest. Both poetry and prose are enlisted in the service of religious
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controversy or the growing interest in science and philosophy. The earlier seventeenth
century cannot be called an age of prose, in the sense that its temper is prosaic. It was
not, like the next age, suspicious of enthusiasm: enthusiasm was too much the air it
breathed. But that enthusiasm was not, as in the years which produced the Faerie
Queene or Shakespeare's historical plays, the joyous enthusiasm of a nation awakened
to a sense of its own greatness and the charm of letters, and not yet profoundly
divided against itself. It is inquiring and combative, fanatical sometimes, often
satirical and scornful, melancholy, occasionally mystical, hardly, even arrogantly,
intellectual. Learning is its idol, "an immoderate hydroptic thirst of learning." The old
learning, scholastic and traditional, subtle and argumentative, revives with vigour in
the work of the ecclesiastical and theological controversialists at the very time that in
the writings of Bacon and Hobbes the new spirit of inquiry, distrustful of enthusiasm
and distrustful of tradition, is growing active. Such an age naturally begot a rich and
strong but varied prose. To a uniform and perfect medium, like that which Balzac,
Descartes, and Pascal evolved in France, it did not attain. Yet the prose of the early
seventeenth century has great qualities. It has the freshness of forms which have not
yet become stereotyped and conventional. Its writers know how to mingle colloquial
vigour with dignified and serious eloquence, racy Saxon with musical Latin
polysyllables. In splendour of poetic imagery and harmony, the best prose of Donne
and Taylor and Milton and Browne has been only occasionally equalled since. Bacon
has hardly a rival in condensed felicity of phrase and wealth of illustration, and
Hobbes's prose is as clear, forcible, and formed a style as has ever been used in
philosophic exposition. The prose of the seventeenth century is not to be dismissed as
unformed by Arnold's comparison of extracts from Chapman and Milton with
Dryden's prefaces. Neither Chapman nor Milton is quite a characteristic writer. The
seventeenth century is the first great period of modern English prose, while it was
forming under classical, but independent of French, influence. The advance which it
made after the Restoration in uniformity, elegance, and ease was not made without a
corresponding loss in freshness, harmony, dignity, and poetic richness of
phraseology.
No better proof of what has been said regarding the subordination of the purely
literary to other interests could be found than the work of the great Bacon. Thinker
and author who meets us on the threshold of the century. Francis Bacon [2] (15611626), whose life and public career need hardly be detailed here, was as careful a
student of the art of clear, dignified, and persuasive utterance as of any other of the
many fields of inquiry his restless mind surveyed. The Colours of Good and
Evil (1597)ŕwhich, with the first draft of the Essays, was his earliest literary
publication,ŕand the Promus of Formalities and Elegancies, show, what is equally
clear from everything he wrote, how consciously he studied to speak and to write
effectively. But it was not for the sake of style that Bacon studied style. He
recognised how frequently "the greatest orators, by observing their well-graced forms
of speech, lose the volubility of application." He condemned the Ciceronians of the
Renaissance, who "began to hunt more after words than matter, and more after the
choiceness of the phrase, and the round and clear composition of the sentence, and the
sweet falling of the clauses, and the varying and illustration of their works with tropes
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and figures, than after the weight of matter, worth of subject, soundness of argument,
life of invention, and depth of judgment." Style to Bacon is an instrument of powerŕ
a means by which to commend his policy to statesmen and sovereigns, his new
instrument for unlocking the secrets of nature to scholars at home and abroad.
The earliest of Bacon's papers which have been preservedŕAn Advertisement
touching the Controversies Controversies. Of the Church (1589)ŕhas all the
characteristics of his later work,ŕbreadth and subtlety of thought, gravity,
heightened by the tinge of archaism in the diction, the well-built sentences, now long,
now short, as occasion demands, never getting out of hand, the perfectly chosen
phrase, the felicitous illustrations and quotations. There is not an "empty" or "idle"
word. "His hearers," Jonson tells us, "could not laugh or look aside from him without
loss." His readers cannot afford to overlook a word if they would appreciate his
argument or do justice to his art as a writer; though they will recognise in it an art that
is always conscious of its end and in methods a little over-elaborate. Neither in
rhetoric nor diplomacy did Bacon ever recognise, with Pascal, that there is an "esprit
de finesse" which can achieve more than studied method, that "la vraieéloquence se
moque de l'éloquence." Bacon excites our admiration: he never carries us away.
The Advancement of Learning (1605) is in the same closely reasoned persuasive style,
but more elaborate Advancement of Learning in its rhetoric. The first book is a
brilliant popular Apologia for learning. After a eulogy of the king, characteristic of
the age, but which Bacon alone could have penned, he proceeds to meet the detractors
of learning, whether divines or politicians, on their own ground, with arguments
consciously adapted to "popular estimation and conceit," expounding texts and
meeting text with text, example with example, developing in approved rhetorical style
the most telling "topics" his well-stored mind had at command. The analysis that
follows, of the errors which have misled learning, is more pregnant with valuable
suggestions. But the whole book is confessedly a brilliant and ingenious "concio ad
populum." In the second book he addresses himself more seriously to his main task, a
review of the existing state of knowledge and its more patent defects, than which,
perhaps, nothing he wrote is a more vivid reflection of Bacon's mindŕhis wideranging view (more ample than exact in detail); his fertility of suggestions, often
fruitful anticipations, if not seldom fantastic; his exact and discriminating
phraseology, and his wealth of felicitous illustration, surprising and illuminating
analogies. In science and philosophy Bacon was, indeed, nothing so much as a
thrower-out of brilliant and fertile suggestions, and the stater and restater in startling
and far-shining phrases of one or two central ideas. Of these almost all are
foreshadowed in The Advancement of Learning. For the actual formulation of a logic
of science he did less than Kepler and Galileo, because he knew less of the actual
methods of science. The methods which he describes in the Sylva Sylvarum (1627), a
collection of notes in natural history published posthumously, and in the New
Atlantis (1627), a brief sketch of an imaginary republic, and the results which he
anticipates transubstantiations of all kinds, including the making of gold), show what
a remote glimpse he had caught of the promised land into which Kepler and Gilbert
and Galileo were already entered. His notes interest only by their phrasing, as when
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he concludes that the celestial bodies are made of true fire or flame, which "with them
is durable and consistent and in his natural place; but with us is a stranger and
momentary and impure: like Vulcan that halted with his fall."
In the Essays (1597-1612-1625) Bacon had the advantage of dealing with a subject
which he had studied more closely and experimentally than he did physical science.
To understand human nature and how to manage it was his constant endeavour,
though the motive for which he studied it and sought advancement was leisure, and
opportunity for scientific research. The Essays are the fullest and finest expression of
the practical wisdom he had acquired from study, experience, and meditation.
Profound wisdom, and practical shrewdness amounting almost to cunning, are
mingled in them with satire and rich meditative eloquence. His master in political
philosophy is Machiavelli, the first "to throw aside the fetters of medievalism and
treat politics inductively." The effect is seen in such essays as that on "Of Greatness
of Kingdoms and Estates," "Of Simulation and Dissimulation," "Of Great Places,"
"Of Cunning," "Of Suspicion," and "Of Negotiating." With scientific detachment he
notes every means, important or trifling, worthy or ignoble, by which human nature is
worked on, power acquired and maintained. There was, undoubtedly, in Bacon a
certain degree of moral obliquity as well as weakness. But he was humane, and by no
means without ideals. Behind all his worldly ambition and crooked policies lay an
ideal enthusiasm for knowledge; and he was acutely sensitive to both moral and
religious motives. The tone of the Essays is not throughout that of cold scientific
analysis. Only one side of his nature is represented by such essays as those named.
Those "Of Truth," "Of Death," "Of Unity in Religion," "Of Revenge," "Of
Friendship," bear witness to another; while others, such as those "Of Regiment of
Health," "Of Plantations," "Of Masks and Triumphs,["] "Of Gardens," are delightful
results of that wide range of interest, of curious inquiry, which is the chief
characteristic of Bacon's thought, as felicitous illustration is of his style.
The spirit of the Essays, the analytic, unsentimental, though not undignified,
somewhat Henry VII. Machiavellian temper, is that in which he composed his History
of Henry VII. (1622). It is a careful, sympathetic study of a king who played the game
of ruling a state with both wisdom and subtlety. Bacon's style is, as befits the form of
the work, plainer than in the essays; as pregnant as ever, but less rich in illustration.
Yet here, too, he does not disdain a happy figure. "He did make that war rather with
an olive-branch than a laurel-branch in his hand." "For his wars were always to
him as a mine of treasure of a strange kind of ore: iron at the top and gold and silver
at the bottom."
Bacon's Essays are not the only literature of the kind which has come down to us
from the seventeenth Jonson. Century Ben Jonson's Discoveries,[3] like Bacon's, are
collections of notes and aphorisms on various subjects, cohering at times into regular
short essays. In the earlier editions of the Essays, it must be remembered, the note or
aphorism character was more obvious than in the later ones. Jonson's never received
the final shaping and polishing which Bacon's passed through.
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The essays of each are what might be expected from the character, tastes, and life of
the two men. Bacon is the statesman, and inductive student of nature and human
nature,ŕone who has mingled in great affairs, and moved in high circles.
His Essays are a manual for princes and statesmen. Jonson is the poet and student,
poor and a little embittered, looking out on life with a clear and manly gaze, but
chiefly interested in letters, and the place assigned to the man of letters. Jonson's
morality is robuster than Bacon's, but then he writes from the study, not from the
court. His tendency is not towards compliancy, but rather to petulant arrogance. He
inveighs against envy and calumny, and pours contempt on courtiers, critics, and bad
poets. But it is on literature that he writes most at length, and what he has to say is
altogether excellentŕthe first really valuable notes on style and composition which
we have. Beginning with De Stylo, he has a complete essay on what he calls
"Eloquentia," which covers prose composition as a whole, especially as supplemented
by some notes on epistolary style. Laborious practice and judicious reading are the
means of acquiring a good style, which consists, in Swift's phrase, of "proper words
in proper places." "Ready writing makes not good writing, but good writing brings on
ready writing." Such maxims are an index to Jonson's own practice. We recognise in
them the author of the carefully ordered, closely knit, consciously elaborated
comedies. He admires in Bacon what it was his own endeavour to attain to; and
condemns in Shakespeare a facility he never himself enjoyed.
In many of his critical dogmata, it must be remembered, Jonson is simply reproducing
classical and Italian precepts. In his ideal estimate of the poet, the importance he
attaches to training (Exercitatio, Imitatio, Lectio) as well as "natural wit," his
exaltation of Aristotle ("what other men did by chance or custom, he doth by
reason"), his conception of the proper end of comedy, Jonson is the scholar and critic
of the Renaissance. But, indeed, the Jonson of the Discoveries is throughout the
Jonson of the plays and poems. There is the same high and courageous idealism,
passing too readily into arrogant self-assertion, the same learning and industry, the
same strength and fullness without charm of style. Jonson has not Bacon's fine
rhetoric, his abundant illustrations and images. But his prose is well phrased, and, by
its happy mingling of short and long sentences, acquires an easy and dignified
movement. The work which Hooker began, the statement and defence of the Anglican
position against Rome Divines— Andrewes. On the one hand and Geneva on the
other, with a superabundance of learning, and in grave, elaborate, and sonorous style,
was continued in the seventeenth century by a series of controversialists and
preachers. To Lancelot Andrewes[4] (1555-1626), indeed, the Laudian school looked
back with hardly less reverence than to Hooker. A scholar who had mastered fifteen
languages, and was familiar with the whole range of patristic theology, he was not
only a controversialist able to enter the lists with Bellarmine, but, during the last years
of Elizabeth and the first of James, the greatest preacher of his day,
"stellapredicantium." His method is characteristic both of his age and of the position
which he claimed for the Church whose representative he was. In all the preaching of
the day the sermon took the form of a minute analysis of the text, word by word, with
a view to eliciting its full significance, doctrinal and practical. But to this exposition
Andrewes brought, not the narrow, rigid interpretation of orthodox Calvinism, but all
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the resources of patristic learning, his aim being to elicit what he considers the
primitive and catholic significance. Tracking every word to its last lair, it is not
strange that in the fashion of the time he often quibbles and plays on it. "If it be not
Immanuel, it will be Immanuŕhell; . . . if we have Him, and God by Him, we need
no more: Immanuel and Immanuŕall." A modern reader misses a well-marshalled,
lucidly-developed argument. He feels, as in reading the controversial literature of the
day that he cannot get enough away from the parts to survey the whole. Yet
Andrewes' sermons have a charm of their own, if one is not too entirely out of
sympathy with the thought to care for reading sermons at all. His style is colloquial,
even careless, but saturated with biblical and patristic phraseology; and the unction
which these phrases had for himself he communicates to his reader, and doubtless did
so in a still higher degree to his audience.
John Donne[5] (1573-1631), satirist, amorist, soldier, courtier, and finally (1615)
priest and ascetic, the eloquent Donne. Dean of St Paul's, was a scholar hardly
inferior, in profundity and variety of learning, to Andrews. "An immoderate hydroptic
thirst of learning" had been, he complained, a barrier to his worldly advancement in
early life. His transition from the Romanism which he inherited from a distinguished
ancestry, to Anglicanism, was dictated perhaps by ambitious motives, but was not
effected without a thorough study of the points at issue. He assisted Morton in his
controversies with Rome, and his first published work was a learned and acute
defence of the royal supremacy, the Pseudo-Martyr (1609), a closely reasoned
treatise, unadorned with anything of his later eloquence. Accordingly, his method as a
preacher does not differ essentially from that of Andrews. He divides and subdivides
his text, and where the question is a refined one of doctrine or conduct, he follows the
orthodox scent through a not always lucid labyrinth of fathers and doctors. But his
eloquence has a broader sweep than Andrews. It is less colloquial, less dependent on
the function of scriptural and pious phrases. When he disentangles himself from
definitions and controversy to bring home to his hearers a doctrine or an admonition,
his style becomes irradiated with the glow of a bizarre and powerful imagination. He
has dramatic touches that remind one of Webster, and passages of glowing, sonorous,
periodic eloquence not surpassed by Burke. But such passages of pure eloquence are
perhaps rare. The scholastic subtlety and learning with which the most impressive
passages are generally interwoven, effective in their own day, militate against any
wide enjoyment of Donne's intense and imaginative eloquence to-day.
Donne died in 1632, before he had received the bishopric to which he was designated
by Laud and Charles. In 1633, the attention of the former, ever on the outlook for
talent when conjoined with a conforming spirit, was attracted to a young Cambridge
Fellow, who had taken the place of a friend in the pulpit of St Paul's and amazed his
hearers by the luxuriant beauty of his eloquence. Jeremy Taylor [6] Jeremy
Taylor.(1613-1667), as a pure orator, a master of clear, flowing, picturesque, and
poetic language, has perhaps no rival except Ruskin. He was only twenty-one when,
as Perse Fellow of Gonville and Caius College, he was taken up by Laud and sent to
Oxford to study divinity and casuistry. He was made a Fellow of All Souls (1636) and
rector of Uppingham (1638), and took part in the controversies of the day, attacking
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the Roman Catholics in the Sermon on Gunpowder Treason (1638), and replying to
the Puritans in Of the Sacred Order of Episcopacy (1642). In sermons preached at
Uppingham, and apparently in conversations with Spencer Compton, Earl of
Northampton, he had formed the conception and laid the foundation of his first work
of edification. The Great Exemplarŕa life of Christ arranged and commented onŕ
which was not published till 1649. During the Civil Wars and the first years of the
Commonwealth Taylor found a haven in Wales, where he taught in a school, and
acted as chaplain to Lord and Lady Carbery, residing in their house, Golden Grove.
Here he wrote and published his Liberty of Prophesying (1647). Here he delivered the
golden and famous sermons which ultimately made up the Eniautos (1655), and here
he wrote the works by which he is probably best known to-day, his Holy
Living (1650) and Holy Dying (1651), as well as other more controversial treatises. A
Discourse of Friendship (1657) was addressed to "the most ingenious and excellent
Mrs Katherine Philips," better known as the matchless Orinda. The Ductor
Dubitation, on which he spent so much labour, his magnum opus in the rather barren
field of casuistry, was published in 1660. The last years of the Commonwealth were
years of trouble and bereavement, and although the Restoration brought greater
temporal prosperity, the hard fate which sent him to struggle with Presbyterians in the
north of Ireland prevented that prosperity from spelling happiness and leisure for
congenial work. He died in 1667.
It was not an altogether unkind fate which cut short the career that Laud had mapped
out for Taylor. His strength did not really lie in the kind of argumentative, doctrinal,
controversial preaching of Andrews and Donne, which he would have had to cultivate
as a champion of the Anglican Church. His controversial works are the least
interesting of his writings. The Liberty of Prophesying is the most valuable because it
handles the largest question, and is an expression of temperament, not merely a
product of learning. Even so it can easily be overrated. It is a symptom rather than a
cause of the growth of liberality in thoughtful minds, which the bitter and endless
religious controversies were accelerating. Chillingworth and Hales are more
thoroughgoing representatives of the movement, and indeed Jeremy Taylor's thought
probably owes a good deal to the former. Neither controversy nor casuistry was the
latter's forte, but edification, the exposition in eloquence of unsurpassed poetic
richness of the beauty of holiness, the folly and misery of sin, the vanity of life, as
these appeared to a nature of greater delicacy and purity of feeling than strength and
originality of intellect, and endowed with an almost Shakespearean wealth of
language. Liberated from the thorns of scholastic theology and patristic quotations,
with which the sermons of Andrews and Donne are beset, Jeremy Taylor is able to
develop his own ardent and refined thought in sentences comparatively simple and
direct in structure and balance, but matchlessly full in flow, and in imagery shot with
all the colours of a poetic imagination. If he quotes, it is not to fix a definition or
indicate and refute an error so much as to enrich the setting of his own thought, and
the quotation is as often from the poets of Greece and Rome as from the Fathers. No
preacher of the day is more golden-mouthed than Jeremy Taylor. If he is not,
nevertheless, widely read, it is because of the limitation of his thought and the
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somewhat Sunday-school character of his ethical teaching. He hardly comes into
close enough contact with the realities and conditions of everyday life.
There was no lack of either sermons or treatises on the Puritan side of the controversy
which agitated the century. Not many, however, belong to literature. Whoever has
turned over the pages of the endless sermons preached by Scottish and other
divines before the House of Commons will not find much to reward his search,
though he must admire the ingenuity with which the duty of reforming the Church on
Presbyterian lines is extracted from the most unlikely texts. A man of very real
literary power, however, and a good representative of the strength of Puritanism when
directed to moral and not purely ecclesiastical questions, was Thomas Adams [7](16121653) Puritans—Adams., a member of the Calvinist and Puritan wing of the Anglican
Church. On matters of Church order his tone is quite moderate. He speaks of "the
comely ceremonies" of the Church, and defends public prayer against the overexaltation of preaching. Indeed he would seem to have been dispossessed by the
Commonwealth. To attribute the poverty of his later days to Laud, as the Dictionary
of National Biography does, hardly fits the dates. We know, indeed, comparatively
little of his life. His sphere as a preacher included Bedfordshire, Bucks, and London.
Adams' strength lies in his vigorous and colloquial yet by no means unlearned
denunciation of sin. He comes to much closer quarters with wrong-doing in its
concrete manifestations, especially of injustice and oppression, than the refined and
ideal Taylor. His style is the best example, till we come to Bunyan, of what could be
done in handling effectively and artistically the colloquialism of the pamphlet writers.
It is direct, pithy, racy, and full of felicitous, homely metaphors, but without any of
the refined beauty of colour or rhythm which shines in Jeremy Taylor's. Yet an
analysis of one of his quaintly titled sermons, as The White Devil or The Hypocrite
Uncased, will yield perhaps more practical suggestion and trenchant exposure of vice
than a similar treatment of a discourse preached at Golden Grove.
The Broad Churchmen of the day are most adequately represented by Chillingworth
and Hales. In Broad Church— Chillingworth. Them the growing spirit of moderation
and toleration speaks in plain and straight-forward language. Their common
endeavour is to find a basis of agreement for Christians in such points as are "few and
clear." William Chillingworth[8] (1602-1644) was converted to Romanism, and
reconverted by his own studies and the arguments of Laud. He summed up his
position in The Religion of the Protestants a Safe Way to Salvation (1637). In a plain,
weighty, nervous style, rising at times to rugged eloquence, he defends the Bible as
the sole source of religious knowledge, and the Apostles' Creed as containing all that
is necessary to salvation.
If Chillingworth was driven into moderation by Romanism, John Hales [9] (15841656) was sent in the same direction by Calvinism. He attended the famous Synod of
Dort to report the proceedings to the English ambassador. The result of what he saw
there of theological intolerance was that he "bid John Calvin good-night," and
expressed in the plainest language his contempt for the infallibility of councils and
universal belief as a test of truth,ŕ"human authority at the strongest is but weak, but
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the multitude is the weakest part of human authority"; while in his tract on Schism
and Schismatics, which was not to the taste of Laud (though Hales's explanations or
qualifications were accepted as satisfactory), he was equally blunt as to the authority
of the Church, "which is none."
These friends of Lord Falkland were the heralds of later toleration and the appeal to
reason and reason only, and their plain clear style was the reflection of their thought.
The controversy between Anglicanism and Romanism, appealing not only
to Controversy— Milton. Scripture but to history and the Fathers, overshadowed
during the whole of James's and the first part of Charles's reign the conflict with
Puritanism. That conflict was carried on with other weapons than the pen; and it was
not till the Long Parliament met that the Marprelate controversy was renewed in
fiercer tones than under Elizabeth, and that the Anglican Church awoke to the fact
that her most serious antagonist was not Rome. From the mass of pamphlets which
began to pour from the press after 1640, Hall's Humble Remonstrance in Favour of
Episcopacy (1640) and Jeremy Taylor's Episcopacy Asserted (1643) are still known,
at any rate, by name; but the most famous are those on which Milton [10] set
the impress of his unique, intense, and exalted personality. The "dread voice," which
had spoken already in Lycidas, thundered in sublime and truculent periods against
Episcopacy in Of Reformation in England Church Government.(1641), Of Prelatical
Episcopacy (1641), Animadversions on the Remonstrants' Defence against
Smectymnuus (a scurrilous onslaught upon Hall), the Reason of Church Government
urged against Prelaty (1644), and an Apology for Smectymnuns (1642). The Reason
of Church Government is brightened by an eloquent apologia for entering on
controversy, and a discussion of the forms appropriate for a great poem, and of the
high function of poetry. The Apology for Smectymnuus contains a similar parenthetic
defence of his own character, his college career, and his life of studious retirement at
Hortonŕpassages in which prose of an exalted beauty that has no parallel outside the
prophetic books in the English Bible is found side by side with abuse unmeasured,
pedantic, and even petty.
Milton did not long keep in line with his Presbyterian friends. In the Areopagitica, A
Speech for the Liberty of Unlicensed Printing (1644), the noblest, purest, most
restrained and ordered of his prose writings, it is already for him almost "out of
controversy that bishops and presbyters are the same to us, both name and thing."
And it was not a purely abstract zeal for liberty of thought which evoked his eloquent
appeal and aroused his impatience of presbyters, but the desire to speak his mind
freely on a subject that touched him closely; for in the same year he issued without
licence an enlarged version of his Doctrine and Discipline of Divorce, which had
appeared in 1642, Divorce. And he followed it up with two expository and one
controversial pamphlet on the same subject. The boldness which the Divorce
pamphlets revealed did not forsake Milton as the Rebellion advanced. He identified
himself with the extreme wing of the Independents, placed his faith in the strong man
Cromwell, and became the champion of regicide in pamphlets, Latin and English. Of
the former the most famous was the Defensio pro Populo Anglicano (1651) against
Claude Somaise or Salmasius, of the latter the Eikonoklastes (1649) and Tenure of
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Kings and Magistrates (1649).Regicide. At the very moment of the Restoration he
published his Ready and Easy Way to Establish a Free Commonwealth (1660),
denouncing servitude to kings and planning government by a perpetual parliament
presiding over almost independent county councils.
Through Milton's prose pamphlets runs the same double strainŕthe classical and the
biblicalŕwhich blend and conflict in his poetry. On matters of religion and church
government he is for the Bible as the sole guide, without respect for tradition or
councils, interpreted by the individual reason subject to no authority that has any
power beyond instruction, admonition, and reproof. In matters political he can appeal
to the Bible also. Kings are unlawful because Christ forbade his followers to exercise
lordship; but his ground principle is that of the Levellers, who, Edwards declared in
his Gangrene (1646), "go from the laws and constitution of kingdoms, and will be
governed by rules according to nature and right reason." To Milton, in like manner,
"the law of nature is the only law of laws truly and properly to all mankind
fundamental: the beginning and the end of all government: to which no parliament or
people that will thoroughly reform but must have recourse." And to the defence of
this position, and the denunciation of kings, he brought the temper and the "topics" of
classical antiquity, the sentiment which made Hobbes declare, "I think I may truly
say, there was never anything so dearly bought as these Western parts have bought
the learning of the Greek and Latin tongues."
But Milton was not one of the great thinkers of the century. He had not the
philosophic breadth of Hooker, or the penetrating if limited vision of Hobbes. His
pamphlets are read not for their political wisdom, or because they represent the
feeling of the great mass of Englishmen on either side, but because of the high and
confident temper of their faith in freedom and reason, the deep interest of the
"autobiographical oases," and the strength and beauty of their prose. Milton's prose is
pedantic in structure and frequently scurrilous in phraseology, but it rises to heights
English prose has not often attained. His command of word, phrase, and figure,
learned and poetical, homely and sublime, is unlimited; and if the rhythm of his
sentences is not as regular as Hooker's and Browne's, or so flowing as Taylor's, it has
at its best a larger compass, and in none is the poet's fine ear for musical
combinations of consonants and vowels so obvious. Rich in prose poetry as English
literature is, it has nothing that in sustained elevation of thought and splendour of
phrase surpasses Areopagitica.
A form of prose literature which touches the sermon literature of the seventeenth
century on the one hand and its comedy on the other is the character sketches
suggested Characters. By the Characters of Theophrastus. Bishop Hall,[11] the
trenchant Anglican preacher and controversialist, who, like Donne, had begun his
career as a satirist, was one of the earliest in the field with his Characters of Virtues
and Vices (1608),ŕthe "penurious book of characters" to which Milton refers
contemptuously,ŕavowedly modelled on the Greek. They are written with the vigour
and point, if also with the want of any high distinction, which belong to Hall's Hall.
Work in general. The virtues especially suffer from the abstract handling, which is the
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weakness of the Characters generally. It is only occasionally that they are enlivened
by concrete detail or happy image, as when he says of the Good Magistrate, in a
figure that recalls Bacon, "Displeasure, Revenge, Recompense stand on both sides the
bench, but he scorns to turn his eye towards them, looking only right forward at
Equity, which stands full before him." In treating of the Vices, Hall is the trenchant
satirist who wrote Virgidemiarium, somewhat subdued. He gets his blows home in a
style which is vigorous and effective.
In Sir Thomas Overbury's[12] Characters (1614), the type of this particular kind of
literature was more Overbury. Definitely fixed than by Hall. Overbury's
original Characters were added to by various hands, and they became the model of
succeeding attempts. To get a witticism into every sentence was the ambition of the
writers, and the result is often very strained. But seventeenth-century wit, if it is often
fantastical to and beyond the verge of absurdity, passes readily into poetry.
Overbury's Fair and Happy Milkmaid is quite a little pastoral; and in
the Microcosmographie (1628) of John Earle[13] (1601?-1665), the friend of Falkland
and Clarendon, and Bishop, after the Restoration, of Worcester and of Salisbury,
observation, true wit, sense, and feeling are all blended. The tone is infinitely
pleasanter than the hard and arrogant satire of Overbury. Their closest parallel in the
combination of wit, feeling, and philosophy are the poetic characters,
the Zedeprinten (1625) of the Dutch poet Huygens, who strikes at times, however, a
higher note. But Earle's characters are sympathetically studied and artistically
drawn. A Child, A Grave Divine, A Young Raw Preacher. Earle. A Discontented
Man, A Downright Scholar, are good examples of his rangeŕpoetic, dignified,
satiric, and humorous. His Antiquary, compared with Scott's Jonathan Oldbuck,
shows the limitations of the author's sympathies, and also of the kind. The abstract
character at its best will not bear comparison with the concreter creations of the later
essay and novel.
Analysis of character and criticism of life connect the Characters with the pamphlet
literature of the later sixteenth century, and with the comedy of Jonson and
Middleton. They connect them also with such works as the Anatomy of
Melancholy (1621) of Robert Burton [14] (1577-1639), whose life was spent in
omnivorous reading at Christ Church, Oxford. The novel had not yet appeared to
absorb all this critical tendency, which has a much more legitimate outlet in Burton
prose than poetry. Accordingly we find it abounding in works that are, or profess to
be, scientific, and which show distinctly the influence of the great essayist and
informal critic of life Montaigne. A more extraordinary book than the Anatomy of
Melancholy is hardly to be found. It has a plan, although Sterne learned from it, as
well as from Rabelais, the art of digression which he used to such remarkable effect
in Tristram Shandy. Burton's object is to analyse, describe in its effects, and
prescribe for human melancholy. By melancholy he practically means, or comes to
mean, unhappiness, discontent. His book is thus a survey, enormously erudite,
occasionally eloquent, always shrewd, and quietly humorous, of "the ills that flesh is
heir to." Democritus Junior the author calls himself, after the philosopher who,
according to tradition, always laughed at the follies and vanities of mankind. In a long
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ironical and humorous preface, which contains the quintessence of the whole work,
he gives some account of himself, and a broad survey of human misery. Thereafter he
plunges into a systematic discussion of the causes, symptoms, and cure of
melancholy. This is followed by a more particular description of Love
Melancholy and Religious Melancholy. There is a certain parade of anatomy and
medicine, but the author takes a wider range than the merely medical. Everything is a
cause of melancholyŕGod, the devil and other evil spirits, magicians and witches,
nurses, education, study, &c.; and on each and every one of these sources he dilates
with an infinite display of learningŕthere is not a sentence without a quotationŕ
occasionally passages of real eloquence, and a never-failing undercurrent of irony. In
the division entitled Love of Learning or Overmuch Study, with a Digression of the
Misery of Scholars and why the Muses are Melancholy, he discusses with a gusto,
fully appreciated by Dr Johnson, who strikes the same note in The Vanity of Human
Wishes, the sorrows of scholars, and closes with a vigorous, partly English, partly
Latin, denunciation of Simony. He opens the discussion of Love Melancholy, again,
with a serious and eloquent eulogy of Charity. Thereafter he proceeds to a discussion
of "heroical love," elaborated especially from Latin poets and Italian writers, in a way
that is not always edifying, but closesŕironically or seriously, who can say?ŕwith
the prescription of a happy marriage as the only cure for the woes of lovers. Burton's
style, apart from its excess of quotation, has nothing particularly notable about it. It is
simple, straightforward, and can be vigorous, but is not especially distinguished in
phrase or rhythm.
Beauty of phrase and musical cadence are the charms which have given enduring life
to the musings Browne of an author not more learned than Burton, nor with more
claim to be classed among the original thinkers of the century, but possessing in a
higher degree the impassioned imagination of the poet. This was Sir Thomas Browne
[15]
(1605-1682) the antiquarian and philosophic doctor at Norwich. The son of a
London merchant, Browne was educated at Oxford, but pursued his medical studies at
Montpellier, Padua, and Leyden. He returned to England in 1633, and practised for
some time at Halifax in Yorkshire, where, in all probability, he composed the Religio
Medici, a meditative and eloquent survey of his beliefs and sympathies. The work,
circulating in manuscript was published without authority in 1642, when it elicited a
small volume of Observations upon Religio Medici (1643) by Sir Kenelm Digby
(1603-1665), another enthusiastŕas Browne was himselfŕfor strange phenomena
and the mysteries of science. The first authorised edition of the Religio
Medici appeared the same year, when it excited great interest, was translated into
Latin, and circulated on the Continent. Meantime Browne had settled at Norwich,
where the rest of his life was spent in practice as a physician, and in study scientific
and antiquarian. Of his private and family life details are preserved in
the Correspondence. His most elaborate contribution to science was the Pseudodoxia
Epidemica (1646), an examination of many accepted beliefs in the sphere of natural
science. More occasional productions were the famous Hydriotaphia: Urn Burial, or
A Discourse of the Sepulchral Urns lately found at Norfolk (1658), The Garden of
Cyrus (1658), the posthumous Christian Morals, and other short tracts.
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There is, it seems to me, more truth in Mr Pater's contrast between Browne and Pascal
than in Mr Gosse's parallel. Nothing is further from the mind of the author of
the Religio Medici than any absolute separation of theology from science or
philosophy. Theology rests on tradition, philosophy on free inquiry; but Browne is far
from making the distinction logical and complete. To his religious beliefs he had
obtained by grace certainly, but also by "the law of mine own reason." The "wingy
mysteries in divinity and airy subtleties in religion" transcend but do not contradict
reason ("they have not only been illustrated but maintained by syllogism and the rule
of reason"), and so far from being willing to resign them to theologians while he turns
to science, they are his favourite subject of meditation. ŖTis my solitary recreation to
pose my apprehension with these involved enigmas and riddles of the Trinity, with
Incarnation and Resurrection." And when Browne turns from divinity to philosophy it
is not to find, with Descartes and Kepler and Galileo, nature a mechanism, whose
laws are to be deduced mathematically, a homeless world from which Pascal fled to
the God of Abraham, Isaac, and Jacob, not of the philosophers and men of science. In
nature Browne finds a second book wherein the hand of God may be traced. "'Beware
of Philosophy' is a precept not to be received in too large a sense, for in the mass of
nature there is a set of things that carry in their front, though not in capital letters yet
in stenography and short characters, something of divinity, which to wiser reasons
serve as luminaries in the abyss of knowledge, and to judicious beliefs as scales and
roundels to mount the pinnacles and highest pieces of divinity." Browne's science is
theological, his deepest interest in final causes. The miracles of religion do not
surprise one who knows the marvels of nature and the miracles of his own life. If
Browne's Religio Medici startled the readers of his day, it was not in virtue of any
divorce of reason from faith, but rather of the confident, rationalist though devout
tone in which he approached questions religious and philosophical,ŕthat, and the
tolerant character of his sympathies. It is not of the sombre Jansenist Pascal that he
reminds the reader, butŕdespite his orthodoxy, his belief in witches, and the
imaginative vein in his reflectionsŕof the later optimistic rationalists and their
superficial natural religion, of Addison and his planetsŕ
"singing as they shine 'The hand that made us is divine.'
In the Pseudodoxia Epidemica Browne discusses at considerable length the sources of
error, and includes among them not only Satan but, like Hobbes and Pascal, respect
for antiquity, and undue subservience to authority. He is, however, very far from
attaining to any clear distinction between the legitimate spheres of tradition and
experiment (the borrowings of poets are arraigned alongside the transmission of
untested tenets in science), or to any right understanding of the conditions of valid
experimental proof. In none of his works is his style more obscured by Latin
neologisms.
The crowning example of Browne's meditative, sonorous, imaginative eloquence is
the Hydriotaphia. Here his antiquarian rather than scientific turn of mind, his
imaginative piety, his musical polysyllables and periods, combined to produce a
harmonious and impressive whole. He had read of and reflected on the burial customs
of different times and nations, their origin and their significance (burying and
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burning, urns and funeral lamps, rites and beliefs), and each detail had its charm for
his, not sombre but meditative, poetical imagination. Vessels, he tells us, containing
wines have been found in ancient tombs which if any have tasted they have far
exceeded the palates of antiquity, liquors not to be computed by years of annual
magistrates, but by great conjunctions and the fatal periods of kingdoms. The
draughts of consular date were but crude unto these, and Opimian wine but in the
must unto them." So he muses, most eloquent when the topic is most fanciful. The
last chapter of the five is a not always equal but, for him, wonderfully sustained
peroration on the vanity of human "inquietude for the diuturnity of our memories,"
not leading to any Hamlet-like disparagement of life, but to the exaltation of the
Christian hope of immortality, "ready to be anything in the ecstasy of being ever, and
as content with six foot as the Moles of Adrianus."
The Garden of Cyrus, which accompanied the Hydriotaphia, is a fantastic trifle, an
excursus on the quincunx, a favourite arrangement for plants and trees in old gardens,
which Browne, with an extraordinary parade of learning and the mystical ardour of an
ancient philosopher dealing with number, finds everywhere, in the macrocosm
without and the microcosm within. Of his posthumous works the most characteristic
is the Letter to a Friend, composed about 1672,ŕa strange description of the death of
a common friend, in which he analyses and comments on every symptom of his last
days, with the same parade of erudition and the same studied eloquence as he had
bestowed in the Hydriotaphia on burial rites and their significance. Nothing is more
characteristic of Browne, antiquarian and rhetorician, saved, and at times just saved,
from being merely these by being also a humane and Christian moralist. Sense and
absurdity, fancy and wisdom, are inextricably blended in all he wrote. The wisdom
does not venture outside the beaten track: the fancy is ready at any moment for the
most unexpected flights. Browne's eloquence is not, like Pascal's, a wisdom which is
eloquence, an eloquence which is wisdom. It is only at times that the thought of one
of Browne's paragraphs is as suggestive and illuminating as the phrasing is
imaginative, and the cadence musical. Often the thought is purely fanciful, almost
freakish, for one must not overlook the vein of humour in Browne. In general, when
he is most serious, his subjects are the familiar topics of Christian morality arrayed in
new and splendid, if occasionally quaint and overwrought, garb. Browne's prose and
Milton's verse are the finest fruits of seventeenth century Latinism. It is difficult to
conceive of a purely Teutonic language achieving such at once sonorous and
melodious effects as Browne and Milton produced, in different ways, by the
admixture of racy English with Latin polysyllables rich in labials and open vowels. In
impassioned and sustained eloquence Browne is not the compeer of Hooker, or
Donne, or Milton, or Taylor. He is too prone in the midst of a noble flight to check at
some passing sparrow of antiquarian fancy. But of prose as an artistic medium no
writer of the century had so easy and conscious a mastery, could produce at will such
varied and wonderful effects.
Montaigne is doubtless principally responsible for the egotistic, rambling reflections
of Burton and Browne. In Urquhart, The still more egotistical and much more
eccentric Scotchman, Sir Thomas Urquhart [16] (1611-1660?), was found a felicitous
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translator of the other great French prose author of the sixteenth century. Indeed
Urquhart translated Rabelais rather too literally into his own conduct and serious, or
professedly serious, writings. Educated at Aberdeen, he spent some years abroad,
when apparently he studied the histories of Gargantua and Pantagruel with the same
perfervid enthusiasm as Drummond earlier had felt for Petrarch and Marino and
Ronsard. On his return, he devoted such time as he could spare from struggles with
creditors and the support of the royalist cause (for which he appeared in arms at the
Trot of Turriff and the Battle of Worcester) to writings on very miscellaneous
subjects, including epigrams and a treatise on trigonometry, but mainly concerned
with himself, his pedigree, his learned projects, his persecutions at the hands of his
creditors, and the famous exploits of the Scot abroad. His translation of the first two
books of Rabelais' work appeared in 1653. The third by Pierre Antoine Motteux was
not issued till 1693.
There was certainly a streak of madness in Urquhart, but there was also a strain of
genius. His command of language is extraordinary, and shows to advantage not only
in his Rabelais but when he describes his own adventures or the life and death of the
Admirable Crichton. This, and his own exuberant imagination, made him a
wonderfully sympathetic and felicitous translator of Rabelais, though his own
extravagance was not humorous. He writes as an enthusiastic interpreter of his
original, interpolating an explanatory paragraph when he thinks it is required, adding
synonyms, racy colloquialisms or coinages of his own, and giving his sentences a full
and harmonious flow. For his synonyms he was often indebted to Cotgrave's rich
storehouse of French and English colloquialisms, A Dictionarie of the French and
English Tougues (1611), and at times he sows them with a somewhat lavish hand.
Still his version is, as Mr Whibley says, "a translation unique in its kind which has no
rival in profane letters." Nothing can equal the "race" of his Elizabethan English. Mr
Smith's scholarly and accurate version is invaluable for the student, but, read closely
along with Urquhart, it seems to stand to it a little as the revised to the authorised
English Bible.
Thomas Fuller [17] (1608-1662) merits a place among the erudite humourists and wits
of the century rather than among the more serious and heavy divines. His History of
the Holy Warre (1639) shows, a critic has said, "Much reading but more wit"; and
his Holy and Profane State (1642), a series of characters illustrated by historic
examples, is one of the happiest and most amusing collections of the kind. Whatever
Fuller wrote,ŕhistory, as the Church History of Britain (1655-56); sermons and
reflections, as Good Thoughts in Bad Times (1645) or Mixed Reflections in Better
Times (1660); or local description and history, as in the England's Worthies (1662),ŕ
his genial humour, nimble wit, clear arrangement, and short pithy sentences make his
work eminently readable, if never profound. He had the wit's quick eye for superficial
resemblances, without either the poet's or the man of science's deeper sense of
identity in difference.
In philosophy, history, and biography, three namesŕHobbes, Clarendon, and
Waltonŕstand with Bacon's pre-eminent in the century, and a word or two on each
must close this sketch of a period filled with writers not easy to classify.
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Thomas Hobbes[18] (1588-1679) was one of the acutest and most independent minds
that the agitations Hobbes of the century turned to political speculation. At Oxford he
distasted the schoolmen, but formed no distinct design of pursuing any new line in
speculation and inquiry. His first visit to the Continent with his pupil and patron, Lord
William Cavendish, sent him back to his neglected classical studies, to acquire a
useful Latin style, and translate Thucydides into clear, strong English. It was the
reading of Euclid, and a second tour in 1634 with the son of his former pupil, that
brought him into contact with the scientific thought of the Continent, opened his eyes
to the charm of the deductive method of mathematics, and gave him the conception of
a work on body, human nature, and the body politic. The first sketch was contained in
the originally entitled Elements of Law, consisting of two parts, Human
Nature and De Corpore Politico, which circulated in manuscript. The latter was
further elaborated in the De Cive, published at Paris in 1642 and 1647. Finally, the
sketch of human nature, and the more fully elaborated political doctrine, were
combined in the English Leviathan, or the Matter, Form, and Power of a
Commonwealth, Ecclesiastical and Civil, which appeared in London in 1651. Hobbes'
later Latin treatises, and his unfortunate excursions into mathematics, need not be
enumerated. He composed verse translations of the Iliad and Odyssey, and in the
dialogue Behemoth (1679) described the origin and progress of the Civil War from
his own absolutist and Erastian point of view.
Hobbes was the friend and occasional secretary of Bacon; but the method he pursued
in his treatises was not the inductive one, but the deductive method of Descartes,
extolled by Pascal in the De l'EspritGéométrique. His theory of the Commonwealth,
its origin, and the absolute character of the sovereign, are presented as a deduction
from the description or definition of human nature which he gives in the first book, as
that itself is from the materialistic principle that sense and appetite are ultimately
movement. The strength and clearness of Hobbes' reasoning follow from his method;
while its weaknesses illustrate the difficulties which beset the method when applied to
subjects whose definitions are not so simple and arbitrary as those of geometry.
Hobbes' conclusions follow from his principles; but these are incomplete, or fictions,
or ambiguous terms. The materialistic account of human nature which he gives in the
first book is acute and suggestive, but necessarily superficial and inadequate. The
state of nature and the contract from which civil society originates are fictions; and
the effectiveness of the contract depends upon an ambiguity in his use of the word
"right." Equivalent to "might" in the state of nature, when all men are equal and life
"nasty, brutish, and short," it becomes in the sovereign, the Leviathan whom men,
guided by the law of nature, establish by covenant among themselves, a "right" that
Hobbes would have to be independent both of the sovereign's power to enforce it and
the subject's contented acquiescence. It is clear that no covenant could establish such
a right unless those who formed it had already in a state of nature a conception of
right different from might,ŕa conception of right which implies already the mutual
recognition of each other's claims. But overlook Hobbes' fallacy, and all that he says
of sovereignty in the second book, and in the third (where he disputes the Church's
claim to an "imperium in imperio," and gives to the sovereign the sole right of
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determining men's opinions, at least as shown in outward action) follows by a clear
and invincible logic. He saw, with the clear vision of an acute rather than
comprehensive mind, a vision sharpened by the anxiety of a timid temperament living
in troubled times, certain aspects of human nature and civil society. He saw how
deeply the competitive instinct enters into man's intellectual and moral constitution;
how much positive right depends on might; and he saw these truths so clearly that he
ignored others which modify and complicate them. And Hobbes' style is the image of
his thought, lucid, precise, ordered,ŕno prose of the century is more so,ŕbut
wanting in nuances and harmonies; not so complex ever as Descartes', but a little
hard, and wearing after a time; never irradiated with poetry like Bacon's, though he
has some of his command of felicitous figure and aphorism; with none of the
delicacy, swiftness, and eloquence of Pascal's.
A century so erudite as the seventeenth was not neglectful of history, and the number
of works coming under this head is large. Bacon and Raleigh, Daniel and Speed,
Drummond and Lord Herbert of Cherbury (poet also and philosopher), Knollys (first
historian of the Turks) and Heylin (History of the Reformation, 1640), Fuller (whose
work has been mentioned) and Thomas May, who wrote from the opposite point of
view from Clarendon his History of the Parliament of England which began
November 1640, are all writers whose work would demand consideration in a fuller
history of the thought and learning of the period than this volume pretends to be. One
work, however, stands pre-eminent in virtue of its literary and personal interest.
Edward Hyde, Lord Clarendon [19] (1608-1674), was a principal actor in the great
events which he History—Clarendon. Chronicled, and intimate with the characters
whose portraits he limned "with such natural and lively touches." Such conversance
with men and affairs he pronounced, in reviewing D'Avila and other predecessors,
essential to the historian. Whether for strictly scientific history it is such an advantage
may be questioned, but it certainly lends to an historian's work a personal note and an
interest in individual men which heightens the human and literary value. A poignant
personal note runs through all Clarendon's great work, begun in Jersey (1646-48) with
the treble purpose of providing an historical narrative, guidance for the future, and a
vindication of the king, and completed twenty years later with the additional purpose
of defending his own career and conduct. Though it did not seem so to Sir Edmund
Verney, Clarendon's position was a harder one than that of those whose judgment was
on one side while their loyalty and gratitude forced them to espouse the other, for the
issue was to Clarendon, as to Falkland, more complex. A constitutionalist and a loyal
Churchman, he had to choose between a king whose unconstitutional conduct he had
condemned and resisted, and a parliament whose love for the constitution was never
so strong as their hatred of bishops. He chose his part: he gave the king, when his
violence had left him isolated, a policy and party; and he wrote an account of the war,
its causes and leading actors, which remained the accepted one until modified and
corrected by the researches of the historians of the later nineteenth century.
Clarendon's reverence for law, "that great and admirable mystery," was inspired not a
little by the study of Hooker, and his style perhaps owed something to the same
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influence. His sentences are cast in the same long and complex mould, tending at
times to unwieldiness and even confusion. But the short, clipped style of later
historians is not in the long-run less wearisome, and Clarendon's prose has the virtues
as well as the faults of its ageŕdignity, feeling, pregnancy, felicitous phrase and
figure. His portraits, whether of friend or foe, if not, as Evelyn said to Pepys, "without
the least ingredient of passion or tincture of revenge," are works of art,ŕfull,
significant, and suggestive of more than is always said. Charles's weaknesses
disengage themselves unmistakably from the eulogy in which they are conveyed, and
the picture of the "brave bad man" Cromwell, read fully and dispassionately, is still
one of the finest tributes to that great but confessedly complex character.
In an age that was so addicted to the study and portrayal of character, in drama,
history, essay, or Biography—Walton. Epigram, it would have been strange if
biography had not been cultivated, even though the time had not yet come for
ponderous reminiscences and collections of letters. Jonson and Clarendon etched their
own portraits; Milton found it difficult to keep himself out of anything he wrote; and
Lord Herbert of Cherbury[20] and Hobbes[21] indulged themselves in more detailed
autobiography. The puritan Mrs Hutcheson[22] and the cavalier Duchess of
Newcastle[22] heralded, in very different ways, that form of biography from which a
later age has perhaps suffered too much; but it was of divines especially that
biographies were written. Christopher Wordsworth's collection[23] runs to four
volumes, and of them allŕand few are destitute of interestŕthe most delightful are
those of Isaac Walton[24] (1593-1683), who wrote short biographies of Donne,
Wotton, Hooker, Herbert, and Sanderson. A peculiar and ineffable charm breathes
from the works of Walton, their gentle and pious spirit, their natural and felicitous
style, careless in structure but never obscure. The Complete Angler (1653-76) is itself
a character-sketch as well as a treatise on the mysteries of an art; and in his five lives
he is less concerned about accurate details than about all that illustrates the goodness,
learning, and devotion of his subjects. Complexity he does not care for. Donne's early
life is hastened over, and there was more in Herbert than Walton saw; but the side he
chooses to elaborate is presented with extraordinary distinctness and charm.
Essay of Dramatic Poesie is a work by John Dryden, England's first Poet Laureate, in
which Dryden attempts to justify drama as a legitimate form of "poetry" comparable
to the epic, as well as defend English drama against that of the ancients and the
French. The Essay was probably written during the plague year of 1666, and first
published in 1668. In presenting his argument, Dryden takes up the subject that Philip
Sidney had set forth in his Defence of Poesie in 1580.
The treatise is a dialogue between four speakers: Eugenius, Crites, Lisideius, and
Neander. The four speakers represented, respectively, Charles , Lord Buckhurst (later
sixth Earl of Dorset), Sir Robert Howard (playwright and Dryden's brother-inlaw), Sir Charles Sedley (Edward Malone identified him as Lisideius), and Dryden
himself (neander means "new man" and implies that Dryden, as a respected member
of the gentry class, is entitled to join in this dialogue on an equal footing with the
three older men who are his social superiors).
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On the day that the English fleet encounters the Dutch at sea near the mouth of the
Thames, the four friends take a barge downriver towards the noise from the battle.
Rightly concluding, as the noise subsides, that the English have triumphed, they order
the bargeman to row them back upriver as they begin a dialogue on the advances
made by modern civilization. They agree to measure progress by comparing ancient
arts with modern, focusing specifically on the art of drama (or "dramatic poesy").
The four men debate a series of three topics: (1) the relative merit of classical drama
(upheld by Crites) vs. modern drama (championed by Eugenius); (2) whether French
drama, as Lisideius maintains, is better than English drama (supported by Neander,
who famously calls Shakespeare "the greatest soul, ancient or modern"); and (3)
whether plays in rhyme are an improvement upon blank verse dramaŕa proposition
that Neander, despite having defended the Elizabethans, now advances against the
sceptical Crites (who also switches from his original position and defends the blank
verse tradition of Elizabethan drama). Invoking the so-called unities
from Aristotle's Poetics (as interpreted by Italian and refined by French scholars over
the last century), the four speakers discuss what makes a play "a just and lively
imitation" of human nature in action. This definition of a play, supplied by
Lisideius/Sedley (whose rhymed plays had dazzled the court and were a model for the
new drama), gives the debaters a versatile and richly ambiguous touchstone. To
Crites' argument that the plots of classical drama are more "just," Eugenius can retort
that modern plots are more "lively" thanks to their variety. Lisideius shows that the
French plots carefully preserve Aristotle's unities of action, place, and time; Neander
replies that English dramatists like Ben Jonson also kept the unities when they wanted
to, but that they preferred to develop character and motive. Even Neander's final
argument with Crites over whether rhyme is suitable in drama depends on
Aristotle's Poetics: Neander says that Aristotle demands a verbally artful ("lively")
imitation of nature, while Crites thinks that dramatic imitation ceases to be "just"
when it departs from ordinary speechŕi.e. prose or blank verse.
A year later, the two brothers-in-law quarrelled publicly over this third topic. See
Dryden's "Defense of An Essay of Dramatic Poesy" (1669), where Dryden tries to
persuade the rather literal-minded Howard that audiences expect a play to be
an imitation of nature, not a surrogate for nature itself.
1.3.11 The Augustans
Johnson's assessment of 'metaphysical poetry' was not at all flattering:
The metaphysical poets were men of learning, and, to show their learning was their
whole endeavour; but, unluckily resolving to show it in rhyme, instead of writing
poetry, they only wrote verses, and, very often, such verses as stood the trial of the
finger better than of the ear; for the modulation was so imperfect, that they were only
found to be verses by counting the syllables... The most heterogeneous ideas are
yoked by violence together; nature and art are ransacked for illustrations,
comparisons, and allusions; their learning instructs, and their subtlety surprises; but
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the reader commonly thinks his improvement dearly bought, and, though he
sometimes admires, is seldom pleased. [3]
Johnson was repeating the disapproval of earlier critics who upheld the rival canons
of Augustan poetry, for though Johnson may have given the Metaphysical 'school' the
name by which it is now known, he was far from being the first to condemn 17th
century poetic usage of conceit and word-play. John Dryden had already satirised the
Baroque taste for them in his Mac Flecknoe and Joseph Addison, in quoting him,
singled out the poetry of George Herbert as providing a flagrant example.[4]
1.4

CAVALIER POETS

As cavalier poets in English literary history a number of poets are referred to, whose
works were created in the reign of King Charles I during the English Civil War and
the ensuing interregnum , ie about 1640-1660.The English poets of this time are
usually divided into two different "schools". The term cavalier poets is thus usually
used in distinction to the metaphysical poets (the metaphysical poets). While the
poems of the metaphysicals are characterized by religious inwardness and an
increasingly puzzling expression, the cavaliers dealt with secular themes in an easily
accessible, pleasing-dignified diction, especially classical courtly subjects such as
love transfiguration and feudal loyalty. Politically, the cavalier poets united in the
domestic turmoil of the time a loyal stance.
The most significant influence on the Cavaliers practiced Ben Jonson , continue to
the cavalier poets mostly Sir John Suckling , Sir Richard Fanshawe , William
Habington , Robert Herrick , Richard Lovelace , Aurelian Townshend , William
Cartwright , Thomas Randolph , James Shirley and Edmund Waller counted , A
middle position between metaphysicalsand cavaliers is taken by Thomas Carew.
1.5

COMEDY OF HUMOURS

The term Comedy in a general way means: Professional Entertainment, consisting of
jokes and sketches, intended to make and audience laugh.When we talk about
Comedy in Literature, it means: A Play characterised by its humour or satirical tone
and its depictions of amusing people or incidents in which the characters ultimately
triumph over sdversity. (https://www.google.com/)
The term Humour means: The quality of being amusing or comic, especially as
expressed in Literature or in Speech. (https://www.google.com/)
The comedy of humours is a genre of dramatic comedy that focuses on
a character or range of characters, each of whom exhibits two or more overriding
traits or 'humours' that dominates their personality, desires and conduct. This comic
technique may be found in Aristophanes, but the English playwrights Ben
Jonson and George Chapman popularized the genre in the closing years of the
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sixteenth century. In the latter half of the seventeenth century, it was combined with
the comedy of manners in Restoration comedy.
The
four
'humours'
or
temperaments
right; choleric; melancholic; sanguine; phlegmatic).

(Clockwise

from

top

In Jonsonřs Every Man in His Humour (acted 1598), which made this type
of play popular, all the words and acts of Kitely are controlled by an overpowering
suspicion that his wife is unfaithful; George Downright, a country squire, must be
"frank" above all things; the country gull in town determines his every decision by his
desire to "catch on" to the manners of the city gallant.
In his Induction to Every Man out of His Humour (1599) Jonson explains his
character-formula thus:
Someone peculiar quality Doth so possess a man, that it doth draw All his affects, his
spirits, and his powers, In their conflictions, all to run one way.
The comedy of humours owes something to earlier vernacular comedy but more to a
desire to imitate the classical comedy of Plautus and Terence and to combat the vogue
of romantic comedy, as developed by William Shakespeare. The satiric purpose of the
comedy of humours and its realistic method lead to more serious character studies
with Jonsonřs The Alchemist. The humours each had been associated with physical
and mental characteristics; the result was a system that was quite subtle in its capacity
for describing types of personality. It was introduced by Ben Jonson in the English
Drama. The term ŘHumourř, as used by Jonson is based on an ancient physiological
theory of four fluids found in the human body. According to this theory, there are
four fluids in the human body which determines a manřs temperament and mental
state.
a- Blood
b- Phlegm
c- Choler
d- Melancholy
1.6

MASQUES AND BEAST FABLES

ŖFablesŗ refers to a short story, with animals as the prime protagonists, conveying a
moral and ŖMasquesŗ is a form of amateur dramatic entertainment, popular amongst
the nobility in the16th and 17th centuries England, which consisted of dancing and
acting performed by masked actors.
The masque was a form of festive courtly entertainment that flourished in 16th- and
early 17th-century Europe, though it was developed earlier in Italy, in forms
including the intermedio (a public version of the masque was the pageant). A masque
involved music and dancing, singing and acting, within an elaborate stage design, in
which the architectural framing and costumes might be designed by a renowned
architect, to present a deferential allegory flattering to the patron. Professional actors
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and musicians were hired for the speaking and singing parts. Often the masquers, who
did not speak or sing, were courtiers: the English queen Anne of Denmark frequently
danced with her ladies in masques between 1603 and 1611, and Henry
VIII and Charles I of England performed in the masques at their courts. In the
tradition of masque, Louis XIV of France danced in ballets at Versailles with music
by Jean-Baptiste Lully.[1]
The masque tradition developed from the elaborate pageants and courtly shows
of ducal Burgundy in the late Middle Ages. Masques were typically a complimentary
offering to the prince among his guests and might combine pastoral settings,
mythological fable, and the n England, Tudor court masques developed from
earlier guisings, where a masked allegorical figure would appear and address the
assembled companyŕproviding a theme for the occasionŕwith musical
accompaniment; masques at Elizabeth's court emphasized the concord and unity
between Queen and Kingdom. A descriptive narrative of a processional masque is the
masque of the Seven Deadly Sins in Edmund Spenser's The Faerie Queene (Book i,
Canto IV). A particularly elaborate masque, performed over the course of two weeks
for Queen Elizabeth, is described in the 1821 novel Kenilworth, by Sir Walter Scott.
Later, in the court of James I, narrative elements of the masque became more
significant. Plots were often on classical or allegorical themes, glorifying the royal or
noble sponsor. At the end, the audience would join with the actors in a final
dance. Ben Jonson wrote a number of masques with stage design by Inigo Jones.
Their works are usually thought of as the most significant in the form. Sir Philip
Sidney also wrote masques.
William Shakespeare wrote a masque-like interlude in The Tempest, understood by
modern scholars to have been heavily influenced by the masque texts of Ben Jonson
and the stagecraft of Inigo Jones. There is also a masque sequence in his Romeo and
Juliet and Henry VIII. John Milton's Comus (with music by Henry Lawes) is
described as a masque, though it is generally reckoned a pastoral play.
Reconstructions of Stuart masques have been few and far between. Part of the
problem is that only texts survive complete; there is no complete music, only
fragments, so no authoritative performance can be made without interpretive
invention.
There is a detailed, humorous and malicious account by Sir John Harington of a 1606
masque of Solomon and Sheba: however he was not so much concerned with the
masque itself as with the notoriously heavy drinking at the Court of King James I; "
the entertainment went forward, and most of the presenters went backward, or fell
down, wine did so occupy their upper chambers". As far as we can ascertain the
details of the masque, the Queen of Sheba was to bring gifts to the King, representing
Solomon, and was to be followed by the spirits of Faith, Hope, Charity, Victory and
Peace. Unfortunately, as Harington gleefully reported, the actress playing the Queen
tripped over the steps of the throne, sending her gifts flying; Hope and Faith were too
drunk to speak a word, while Peace, annoyed at finding her way to the throne
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blocked, made good use of her symbolic olive branches to slap anyone who was in
her way.
By the time of the English Restoration (1660), the masque was passé, but the
English semi-opera which developed in the latter part of the 17th century, a form in
which Dryden and Henry Purcell collaborated, borrows some elements from the
masque and further elements from the contemporary courtly French opera of JeanBaptiste Lully.
In the 18th-century, masques were even less frequently staged. "Rule, Britannia!"
started out as part of Alfred, a masque about Alfred the Great co-written by James
Thomson and David Mallet with music by Thomas Arne which was first performed
at Clive den, country house of Frederick, Prince of Wales. Performed to celebrate the
third birthday of Frederick's daughter Augusta, it remains among the best-known
British patriotic songs up to the present, while the masque of which it was originally
part is only remembered by specialist historians.
The most outstanding humanists, poets and artists of the day, in the full intensity of
their creative powers, devoted themselves to producing masques; and until the
Puritans closed the English theatres in 1642, the masque was the highest art form in
England. But because of its ephemeral nature, not a lot of documentation related to
masques remains, and much of what is said about the production and enjoyment of
masques is still part speculation.
While the masque was no longer as popular as it was at its height in the 17th Century,
there are many later examples of the masque. During the late 17th century, English
semi-operas by composers such as Henry Purcell had masque scenes inset between
the acts of the play proper. In the 18th century, William Boyce and Thomas Arne,
among other composers, continued to utilize the masque genre mostly as an
occasional piece, and the genre became increasingly associated with patriotic topics.
There are isolated examples throughout the first half of the 19th century.
With the renaissance of English musical composition during the late 19th and early
20th century (the so-called English Musical Renaissance), English composers turned
to the masque as a way of connecting to a genuinely English musical-dramatic form
in their attempts to build a historically-informed national musical style for England.
Examples include those by Arthur Sullivan, George Macfarren, and even Edward
Elgar, whose imperialistic Crown of India was the central feature at the London
Coliseum in 1912. Masques also became common as scenes in operettas and musical
theatre works set during the Elizabethan period.
In the 20th century, Ralph Vaughan Williams wrote several masques, including his
masterpiece in the genre, Job, a masque for dancing which premiered in 1930,
although the work is closer to a ballet than a masque as it was originally understood.
His designating it a masque was to indicate that the modern choreography typical
when he wrote the piece would not be suitable.
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Constant Lambert also wrote a piece he called a masque, Summer's Last Will and
Testament, for orchestra, chorus and baritone. His title he took from Thomas Nash,
whose masque [3] was probably first presented before the Archbishop of Canterbury,
perhaps at his London seat, Lambeth Palace, in 1592.
Dramatic elements of ethical debate. There would invariably be some political and
social application of the allegory. Such pageants often celebrated a birth, marriage,
change of ruler or a Royal Entry and invariably ended with a tableau of bliss and
concord.
Masque imagery tended to be drawn from Classical rather than Christian sources, and
the artifice was part of the Grand dance. Masque thus lent itself
to Mannerist treatment in the hands of master designers like Giulio Romano or Inigo
Jones.
The New Historians, in works like the essays of Bevington and Holbrook's The
Politics of the Stuart Court Masque (1998),[2] have pointed out the political subtext of
masques. At times, the political subtext was not far to seek: The Triumph of Peace,
put on with a large amount of parliament-raised money by Charles I, caused great
offence to the Puritans. Catherine de' Medici's court festivals, often even more overtly
political, were among the most spectacular entertainments of her day, although the
"intermezzi" of the Medici court in Florence could rival them.
Fable is a literary genre: a succinct fictional story, in prose or verse, that features
animals, legendary creatures, plants, inanimate objects, or forces of nature that are
anthropomorphized (given human qualities, such as the ability to speak human
language) and that illustrates or leads to a particular moral lesson ...
It is a type of story which shows something in life or has a meaning to a word. A
fable teaches a lesson or suggests a moral from it. A fable starts in the middle of the
story that means, jumps into the main event without detailed introduction of
characters. The characters of a fable may be people, animals, and legendary creatures.
When animals are used in fables, they think and talk like people, even though they act
like animals. For example, in a fable a clay pot might say that it is frightened of being
broken.
The stories told by fables are usually very simple. To understand a fable, the reader or
listener does not need to know all about the characters, only one important thing. For
this reason animals are often used in fables in a way that is easily understood because
it is always the same. They keep the same characteristics from story to story.
1.7


GLOSSARY OF DIFFICULT TERMS
HYMNUS IN NOCTEM AND HYMNUS IN CYNTHIAM- A poem written by
George Chapman that compares Queen Elizabeth I to the Moon Goddess Cynthia.
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1.8

POLYOLBION- It is a topographical poem describing England and Wales.
Written by Michael Drayton.
PHARONNIDA- A poem written by the forgotten poet William Chamberlayne.
RELIGIO MEDICI- Religio Medici (The Religion of a Doctor) was written by Sir
Thomas Browne, it is a spiritual testament and early psychological self-portrait.
POLYPHEMUS- He is the one-eyed giant and the son of Poseidon and Thoosa in
the Greek Mythology.
FAERIE QUEENE- It is an epic written by Edmund Spenser that he dedicated to
Queen Elizabeth I.
HESPERIDES- Hesperides are believed to be the nymphs of evening and the
golden lights of sunset who were the daughters of the evening.
STRAGE DEGLI INNOCENTI- Massacre of the Innocents.
HYDRIOTAPHIA- A burial in an Urn.
PSEUDODOXIA EPIDEMICA- is a work by Thomas Browne challenging and
refuting the "vulgar" or common errors and superstitions of his age.
PINDARIQUE-A term for a class of loose and irregular odes greatly in fashion
in England during the close of the 17th and the beginning of the 18th century.
VIRGIDEMIARIUM- A set of six books written by Joseph Hall that dealt with
satire.
REX PACIFICUS- It is the treaty of Peace with Spain written by Robert Cecil.
POESIE- A poem or body of poems.
DE L'ESPRIT GÉOMÉTRIQUE- A pamphlet composed by Blaise Pascal.
AREOPAGITICA- It is a 1644 prose polemic by the English poet, scholar, and
polemical author John Milton opposing licensing and censorship.
EXERCISES

Answer the following questions:
 Who was capable of naturalizing the Italian Romantic Epic? Elaborate with a few
suitable examples.
 After which king is the Jacobean Era named after and why?
 Explain what do you understand about Miltonřs Samson Agonists from this unit?
 Who is an elegist? Explain with suitable examples and references from the unit.
 Write an elaborated note on the Royal Finances of the Jacobean Era.
 Who wrote the Essay on Dramatic Poesie? Explain the essay with suitable
references.
 Who wrote the Epic Faerie Queene? To which queen was it dedicated to?
 Write a short not on Comedy of Manners. Who were the writers famous for this
genre?
 Write a short not on the Augustans.
 List out few famous writers of the Jacobean Era and elaborate few of their famous
works.
 What is a fable? Elaborate it with a few examples.
 What was the role of Cavalier poets in the 17th Century Literature?
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1.9

Write a few points about Metaphysical poets and their poems.
Write a short note on Fables. Explain it with a few examples you know.
Write a short note on the styles of Metaphysical Poetry.
List out and elaborate a few famous writings of Milton
LET US SUM UP

In this Unit, we have tried to analyse and highlight the major features of 17 th century
Literature. We have nearly tried to cover all the important aspects of that era and have
provided quite a clear image of a few literary incidents that stand out to be important
in the world of Literature. This unit have been divided into many sub topics in
accordance with the time when they took place for better understanding of the
Learners. As mentioned already, this unit shall give a clear insight to the students
about a vulnerable time in the English literary History that happens to be the 17 th
Century. Many war treaties, friendship treaties and other prominent documents were
made and signed during this age. We also get enlightened about a lot of works written
by great literary figures that existed then. Some are even published posthumously and
have become famous after their death. There has been a lot of ambiguities regarding
these ages that this unit has tried to answer. The ŖExerciseŗ shall help the students to
brush up with whatever they have read in the unit and answer the questions in their
own words. There is also a ŘGlossary of difficult termsř that will help the students to
understand the meaning of the new words that the text consists of. Attempts have
been made to make this unit an interesting reading experience.
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2.0

OBJECTIVES

The prime objective of the following Block is to brief the students and enhance their
knowledge on 17th and 18th Century Literature. A lot of Political, Historical, Social
and Economic changes have taken place during these two major centuries. It wonřt be
wrong if we say that these two centuries were responsible in offering a myriad of
Literary Gems to the world, be it Edmund Spenser or Ben Jonson or William
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Shakespeare. A lot of renounced literary movements have also taken in between these
two centuries. The Learners are also going to get an insight on the Art and Literature,
Styles and Evolvement of each of the centuries. There is always a backdrop that acts
as a catalyst to the plays, poems and narrations written by the then writers of the 17th
and 18th centuries.
2.1

INTRODUCTION

The Restoration refers to the restoration of the monarchy when Charles II was
restored to the throne of England following an eleven-year Commonwealth period
during which the country was governed by Parliament under the direction of the
Puritan General Oliver Cromwell. This political event coincides with (and to some
extent is responsible for) changes in the literary, scientific, and cultural life of Britain.
During this time, a premium was placed on the importance of human reason and on
an empirical philosophy that held that knowledge about the world was through the
senses and by applying reason to what we take in through our senses. Reason was an
unchanging, uniquely human characteristic that served as a guide for man. Thus this
time is often also called the Age of Reason or Enlightenment. Characteristics of this
period included observing human nature and nature itself which were considered
unchanging and constant.
The age is also known as the Neoclassical period. Writers of the time placed great
emphasis on the original writings produced by classical Greek and Roman literature.
The literature of this period imitated that of the age of Caesar Augustus, writers such
as Horace and Virgil, with classical influences appearing prevalent in poetry with the
use of rhyming, and in prose with its satirical form. The Augustans deemed classical
literature as natural, that these works were the idealized models for writing. The
Neoclassical Ŗideals of order, logic, restraint, accuracy, Řcorrectness,ř decorum,. . .
would enable the practitioners of various arts to imitate or reproduce the structures or
themes of Greek or Roman originalsŗ (Victorian Web). Alexander Pope furthers this
idea as he says ŖLearn hence for ancient rules a just esteem; To copy Nature is to
copy themŗ (Essay on Criticism). The way to study nature is to study the ancients; the
styles and rules of classical literature. Closely allied with the emphasis placed on the
classics and the unchanging rules of nature was the belief that reason was an
unchanging and unique human quality that served as a guide for man.
2.1.1 An Age of Satire
Literature during this period was often considered a tool for the advancement of
knowledge. Writers were often found observing nature in their attempts to express
their beliefs. Human nature was considered a constant that observation and reason
could be applied to for the advancement of knowledge. Within these circumstances,
the Age of Satire was born. Satire was the most popular literary tool that was utilized
by writers of the time. With the help of satire, writers were better able to educate the
public through literature. Its function was to acknowledge a problem in society and
attempt to reform the problem in a comical manner while still educating the public.
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Its effectiveness can be seen in literary pieces by Jonathan Swift such as A Modest
Proposal where he addresses and criticizes the problem of a growing famine in
Ireland. Playwrights of the time were also known to incorporate satire in their plays.
Through the use of satire, they were able to expose and critique social injustices.
ŖOver the thirty years of its triumphs, Restoration comedy, in an astounding fugue of
excesses and depravities, laid bare the turbulence and toxins of this cultureŗ
(Longman). Satire was a highly successful literary tool that worked to promote social
awareness through literature, the theatre and periodicals of the time.
2.1.2 The Enlightenment
The 18th century was the age of the Enlightenment or the Age of Reason. In part a
reaction against the chaos that had characterized the preceding centuries,
Enlightenment thought emphasized reason, rational thinking, and order. One facet of
the Enlightenment, the scientific revolution, began at the close of the Middle Ages
and marked a profound change in thinking of natural phenomena as events with
rational explanations rather than supernatural causes. Empirical observation and the
concept of an orderly world, set up by God and run according to His laws of nature,
governed philosophical thought as well as the technological development that led to
the Industrial Revolution. The British Museum provides an online tour of London in
1753, the year the museum opened, an indication of the interest in science and
learning. The online tour includes pictures of early manufacturing in the Industrial
Revolution.
The orderly nature of the world was no longer the medieval Great Chain of Being.
Instead philosophers began to postulate that all men were created equal and with
innate human rights, ideas which led to both the American and French Revolutions in
the 18th century. This idea is evident in the English Parliamentřs insistence that
William and Mary grant more authority to Parliament, the representatives of the
English people.
In literature, the Enlightenment appears as neoclassicism, which literally means new
classicism and emphasizes order, symmetry, elegance, and structure in the arts,
including literature. As apparent in the term neoclassicism, neoclassical writers,
artists, and architects looked back to ancient Greece and Rome for classical forms
featuring symmetry and geometrical precision in everything from poems to buildings.
After the death of Oliver Cromwell, his son Richard Cromwell attempted to assume
his fatherřs leadership position but soon proved unequal to the task. Negotiations
began between the English Parliament and the son of the executed King Charles I. In
1660 the monarchy was restored, and Charles II became king. Having escaped to
France following his fatherřs execution, Charles II had found refuge in the court of
France, and when he returned to England brought with him a love of an extravagant,
frivolous lifestyle that many, accustomed to the Puritan era, found offensive. Others
delighted in the less repressive behaviours the new king encouraged.
(https://courses.lumenlearning.com › britlit1 › chapter › the-restoration-and...)
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2.2

PURITANISM

The Puritans were a group of English-speaking Protestants in the 16th and 17th
centuries. Puritans thought that the English Reformation had not gone far enough.
They also did not agree with some of the things the Church of England did. King
Henry VIII separated from the Roman Catholic Church in 1534 and established the
Protestant Church of England. This Church remained until 1553. Queen Mary
returned the Church to be Roman Catholic until 1558 when Elizabeth I of England
became Queen. Since she was a Protestant many people were happy but thought that
the Church had not changed enough and was still too much like Catholicism. A
Puritan was any person who tried to become purer through worship and doctrine. The
Puritans' way of life and set of beliefs were called Puritanism. The most important
parts of Puritanism were piety (obeying religious rules), dressing simply, and living a
modest life. The Puritans believed some of the same things as Calvinists and Scottish
Presbyterians. All of these groups were devoted to the Bible and to being morally
pure. One of the Puritans' most important beliefs was that every person needed to
understand the Bible in his own way. (This belief is shared among most Protestants.)
Puritans tried to live by the Bible's teachings in every way. They tried to be morally
pure in even the smallest ways. They also tried to be spiritually pure in every way.
They thought that man existed for the glory of God. They believed that man's most
important job in life was to do God's will (what God wanted). By doing God's will,
man would be rewarded with happiness in the future. Because they did not agree with
the way the Church of England did things, the Puritans made reforms, or changes, in
their own churches and societies. Some of the Reformed churches in Europe made
similar changes. The Puritans made preaching very important. They used as little
ritual and decoration as possible. Very often, sermons talked about Hell. One famous
sermon is "Sinners in the hands of an angry god", by Jonathan Edwards, an important
Puritan preacher. The sermon talks about God being angry with people for sinful
behaviour, and throwing them into the fires of Hell as a punishment. Many Puritan
groups emigrated to New England so that they could start their own societies there
and practice Puritanism the way they wanted. Puritan beliefs and writings became
very important in New England. One important work was Puritan John Bunyan's "The
Pilgrim's Progress".
The Puritans were certainly not the first inhabitants, not even the first settlers from
Europe in the American continent. As you are aware, many a voyage of exploration
and discovery starting with that of the Italian sailor Cristoforo Colombo (better
known as Christopher Columbus) in 1491 found its way, by accident or intention, to
the shores of what was later to be called America. These voyages extended for over a
century, but till the 1580s none of them, or so records suggest, were manned by
Englishmen. Englishmen were resolutely engrossed in their internecine conflicts
through these decades, and it was as late as 1584 that Sir Walter Raleigh despatched
an English ship to investigate if it was possible to colonise other lands: Another
attempt took off in 1606, and in this instance the energetic intruders decided to
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establish a settlement in Jamestown, Virginia, named after their Virgin Queen. The
settlement however, suffered from many disasters.
Homesickness, epidemics, deaths--the list of troubles encountered by the earliest
English settlers in America were many. The Chesapeakes, the "Red Indians" of the
region, instigated by their illustrious leader, Powhatan, resented the coming of the
outsiders. They thought that the English, in not organising any agricultural activities
on English lands, needlessly exploited their resources and exertions. Skirmishes
ensued soon. The English were especially savage in their assaults, especially because
they were extremely dependent upon these people whom they despised and therefore
Englishmen had a tendency to wander off to stay with the relatively affluent Indians,
with their organised and abundant food supplies, or to trade with them. The
Jamestown authorities burned, flayed and killed their own people. Meanwhile,
thousands of settlers died from starvation and illnesses.
To save the declining Virginia settlement, the Virginia Company, which had
sponsored the settlement in the first place, soon realised that the colonists had to be
given a personal interest in what they were doing. They would not work hard to raise
food for the company itself the power of individual enterprise had to be put to work.
In return for a small annual quit rent, settlers were allowed to take up sizeable tracts
of land to farm for themselves. The time of hardships was soon at an end. Then, in 16
19 a legislative body allowed the Virginia settlers, to own and cultivate the land
which transformed them from unimportant employees of an old company to
significant citizens of i new country. The tobacco crop planted experimentally in 16
12 yielded such high profits from London that by 1620 an amazing "gold rush" was
under way for tobacco land. At last, Virginia appeared to be evolving into a
prosperous settlement.
Up north, towards the eastern edge of the American continent in the meanwhile, the
first Puritan fleet, transporting its four hundred devout souls, sailed around the tip of
Cape Cod and stationed itself finally at the Plymouth harbour off Massachusetts Bay.
The first settlers who came to Massachusetts thus in 1620 to found a dedicated
community were the Pilgrims. Fleeing from the hardened depravities of the Old
World to the New World, they established their homesteads in an obscure stretch
close to Plymouth. Ten years later came the Great Puritan Migration from England,
followed by an astonishingly numerous rabble bringing thousands of settlers, the
largest single expedition of English people in the seventeenth century. Puritan
settlements sprang up at Dorchester, Boston, Watertown, Roxbwy, Mystic and Lynn.
The Massachusetts Bay Colony was now fully launched.
By 1640, religious sectarianism surfaced, forcing renegades or rebels to abandon
Massachusetts to develop Rhode Island, which was chartered in 1644. Others, enticed
by fantasies of fabled affluence left for richer haunts southward to the west of The
Puritan Context the Connecticut River. In 1639 certain towns had already adopted the
Fundamental Orders of Connecticut as the colony's constitution. By 1662 a royal
charter had been issued that authenticated Connecticut's independent status. The
76

earliest settlements emerged in New Hampshire in 1623. After endless debate
between ambitious English agents and Massachusetts authorities, it became (by 1680)
an autonomous territory of the Crown. The status of Maine, which had been settled in
the 1630s, was troubled likewise until 1691, when it was made part of Massachusetts.
At the end of the century, New England, as the entire region was named, was a
flourishing new enclave within the English empire.
The New England way of life was sharply polarised against the way of life of the
Virginians as well as similar materialistically inspired immigrants. Virginians aspired
to ownership of property, either as tobacco farm or as cotton plantation, and needed to
employ indentured servants and chattel slaves, to acquire the trappings of aristocracy.
New Englanders, on the contrary, aimed at the actualisation of an ideal. For them,
there had been no option but to flee their Old England which was being taken over by
Satan. They considered themselves to be God's special emissaries on a "mission into
the wilderness" seeking to establish "a Jerusalem renewed." This, in essence, was the
Puritan project in America.
I am sure you know from your study of Indian history that many sects like Buddhism
and Jainism sprang up as a protest against the abuses of Brahminical rituals and
ceremonies which they found were devoid of true spiritual change. Similarly
Puritanism, as Perry Miller has remarked in his classic study on the subject, began as
an agitation within the Church of England in the latter half of the sixteenth century. It
was a movement for reform of that institution, and as such hardly an alternative
denomination to Anglicanism, which was the dominant theology. In the 1530's the
Church of England had broken with the Roman Catholic Church. By the inception of
Elizabeth 1's reign in 1558, it had proceeded a certain distance in this revolt, had
become Protestant, had disestablished the monasteries and rectified many Papist
abuses. Puritanism was the belief that the reform should be continued, that more
abuses remained to be corrected, that practices still survived from the days of Papacy
which should be renounced, that the Church of England should be restored to the
"purity" of the first-century Church as established by Christ Himself. In the 1560s,
when the advocates of purification first acquired the name of Puritans, no one, not
even the most radical, knew exactly how far the process was to go or just what the
ultimate goal would be. Down to the days of the so-called Puritan Revolution there
was never any agreement on this point, and in the end this failure of unanimity proved
to be the undoing of English Puritanism. Many Puritans desired that only certain
ceremonies be abolished or changed. Others wanted ministers to preach more
sermons, make up their own prayers on the inspiration of the moment rather than read
set forms out of a book. Others went further and proposed a revision of the whole
form of ecclesiastical government. But whatever the shade or complexion of their
Puritanism, Puritans were those who wanted to continue a movement which was
already underway. Their opponents, the Anglicans, were those who felt that with the
enthronement of Elizabeth I and with the "Elizabethan Compromise" within the
Church, things had gone far enough. The Elizabethan Compromise, according to the
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Anglicans, had adequately eliminated the excesses of Roman Catholicism. They
wanted to call a halt, just where they were, and stabilize at that point.
Thus the issue between the two views, though large enough, still involved only a
limited number of questions. On everything except matters upon which the Puritans
wanted further reform, there was essential agreement. The Puritans who opted to go
to New England were among the more extreme--though by no means the most
extreme that the movement produced. Even before their departure in 1620 they had
gone to the lengths of formulating a concrete platform of church organisation which
they wished to see instituted in England in lieu of the episcopal system.
By the 1620, the Puritans had moved the Church of England a long way toward their
way of thinking, but then a startling reversal occurred. The new king, Charles I,
working with those who disagreed with the Puritans, initiated a determined counteroffensive. First, the Anglicans, supported by the monarch, managed to maintain the
episcopal system. Second, ,they sustained the existing infrastructure for devotional
services--elegant attire for the past, glorious objects of gold and coloured glass in use
during worship, the altar itself treated as a site of almost miraculous significance.
Third, the prayers of the Prayer Book, and the sacraments, were venerated by the
Puritan Context Anglicans as the centre of all worship--especially communion, for it
represented the Body of Christ.
The Puritans were shocked to witness these, what they thought to be, retrogressive
tendencies within the church, and even more appalled when hundreds of priests who
resisted them were dismissed from their pulpits. Like everyone else, Puritans believed
that the Church of England was the driving force, the very centre of national life. If it
were corrupted, chaos itself would descend upon the country. England, the Puritans
asserted, was in an anarchic condition. There was disorder and discord all over:
gambling, whoring, thievery, rape and murder were routine occurrences. Excessive
self-indulgence and self-gratification seemed to have become the norms of social
conduct. The Puritans articulated the emergent bourgeois ethos which celebrated
temperance, caution, thrift and hard work. They held that God the Father, who must
punish even as he protects, would surely not tolerate the sins of his children and
would chastise them by sending down plagues and other disasters. Only when
England possessed a fully purified church, the Puritans said, would God cease
punishing the English for their sins.
The Anglicans pointed out that by law the king and his officers of the Church of
England were entitled to take all decisions in religious matters and insisted that
everyone's duty was to obey them, not to grumble and grimace. All agitation ought to
halt. The Puritans, tenacious and stubborn, refused to oblige. To listen to humans
masquerading as God's ministers would be tantamount to bringing back to the Church
of England that "vast suffocating fog" of Papist superstition and irrationality that the
Protestant Reformation was supposed to have swept away. Across the English
Channel on the European continent this was the period when the powerful armies of
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Roman Catholic monarchs were sweeping from victory to victory as the CounterReformation against Protestantism launched by the Roman Catholic Church mounted
in enthusiasm. Suspicious Puritans then alleged that what the Anglicans were doing
was part of a covert Roman Catholic conspiracy, working through the king and his
followers, to destroy Protestantism in England.
But still more fundamental to their differences was the Anglican and the Puritan
argument over the nature of mankind. To the Puritans, human beings in their
"natural" condition are totally depraved, their reason effectively impaired by their
passion. If any are "saved"--forgiven their sins and going to heaven--it is entirely
because God has willed it so, not because of anything that individual persons may
have done on their own.
The Anglicans recoiled from all this. They believed, of course, that human beings are
all sinners, but also that God has made them discriminating creatures. Ethical choice,
they said, is "the candle of the Lord." Thus, to some degree we have a free will; that
is, we do have a role in deciding our personal destinies. The Anglicans believed that
lf we choose to live In God's way, take the sacraments regularly, and accept the
salvation that a benign God has offered to all, we are saved.
The important thing was not so much what faith we had, but how we treated each
other. Certainly we must love God, as the First Table of the Ten Commandments
decreed, but equally important were some other questions. Are we loving to each
other? Obedient and dutiful to appropriate worldly authority? And mindful of good
works? These were what the last six of the Ten Commandments--the Second Table-called for, and it was here that Anglicans laid their stress.
The Puritans emphasised upon the first four of the Ten Commandments--the First
Table--which ordered humanity to revere God and to glorify Him and to have no
other thin8 or person in their lives before Him. The dilemma was that human beings
were so naturally rotten, their passion so predominant upon their reason, that every
instinct and inclination turned them away from God. They chose evil knowingly.
There was much talk among the Puritans that they should Christianise the Indian, and
small groups of "praying Indians" were eventually formed into villages nearby. But
unlike the Spanish who came before them, the Puritans did not bring with them great
I armies of missionaries to spread out among the Indians, but only enough ministers
to meet the Puritans' own needs. The authorities of Massachusetts Bay Colony
declared that the Indians in their region were subject to the laws of the colony and
tried to control their moral behaviour. This, however, quickly brought them into
conflict with the Pequots, a strong and sturdy Indian tribe, and led them to the Pequot
War of 1637, during which the tribe was almost obliterated. After that, for nearly
forty years, there was peace. As earlier in Virginia, so now in New England, Indians
and Puritans remained biologically separate, and more or less in their own separate
enclaves.
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2.2.1 The Emergence of Puritanism as the Hegemonic American Ideology
The historian Francis Jennings has rightly written about the Puritan migration into
America that the "so-called settlement of America was a resettlement, a reoccupation
of a land made waste by the diseases and demoralisation introduced by the
newcomers." The obliteration of the Old cultures of the New World by the new
entrants from the Old World only partially explains however the emergence of
Puritanism as the hegemonic American ideology.
The Puritans were extremely self-conscious emerges who made a fetish of recording
their experiences in the New World even as they were undergoing the experiences.
John Winthrop was certainly not the only Puritan to write a journal noting in detail
the day-to-day episodes of his adventures on alien shores. The ability to write, indeed,
was supposed to be the mark of the civilisation of the European traveller.
Correspondingly, (from the European point of view) the unlettered aboriginals, the
Indians, and slaves, the Africans brought in as chattel labour a little later, were either
written down in or written out of the Puritan narratives.
Consider, for instance, the following account of a Puritan raid on a Pequot village,
Literature extracted from William Bradford's Of Plymouth Plantation (written 163046; published, 1857):
Those that scraped the fire were slaine with the sword; some hewed to pieces, others
rune throu' with their rapiers, so as they were quickly dispatched, and very few
escaped. It was a fearful sight to see them thus frying in the fyer, and the streams of
blood quenching the same, and humble was the stick and sent thereof, but the victory
seemed a sweet sacrifice, and they gave the prayers thereof to God, who had wrought
so wonderfully for them, thus to enclose their enemies in their hands, and give them
so speedy a victory over so proud and insulting an enemy.
It is clear that Bradford applauds the slaying of the Indians despite his protestations
about the sordidness of the event. The Puritan theologian Cotton Mather is much
more candid than Governor Bradford in his approval of the genocide. "It was
supposed that no less than 600 Pequot souls were brought down to hell that day."
Bradford's narrative is no ordinary piece of writing. Meant to be a memoir of his own
American odyssey, this tract by the most illustrious of administrators of the colony of
Plymouth transforms itself soon into cultural propaganda from contemporary New
England.
Two motifs flow with each other through the text. The first motif is that America was
utterly savage, in the state the Puritans encountered it. It was virtually uninhabitable
and by extension uninhabited. The second is that whatever it was and whatever it was
to become, America had nothing to do with Europe. America, in other words, was to
become what the Puritans wished it to become.
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Before the Puritans, writes Bradford, lay a wild landscape such as no civilized people
had ever encountered, and "if they looked behind them, there was the mighty ocean
which they passed and [which] was now a main bar and gulf to separate them from all
the civil parts of the world." Not even the ship lying at anchor qualifies this absolute
separation,' for the captain daily threatens to leave. "May not and ought not the
children of these fathers," Bradford instructs his first readers, who are just these
children, rightly say: "Our fathers were Englishmen, which came over this great
ocean, and were ready to perish in this wilderness; but they cried unto the Lord, and
He heard their voice and looked on their adversity." The Puritans are certainly in need
of the Lord's support as their plight is worse than that of "the Apostle and his
shipwrecked company" to whom "the barbarians showed . . . no small kindness in
refreshing them." The savages the Puritans met "were readier to fill their sides full of
arrows than otherwise." Bradford's chronicle distinguishes itself from other early
American texts by featuring natives who are ferociously against the whites.
Of Plymouth Plantation, as Bradford's call to the children of the fathers makes
explicit, consciously invents a historical tradition. To quote Myra Jehlen, "It proposes
some fundamental terms for organising the experience of colonisation." The most
important of these terms are re-definitions of wilderness and civilization and the
opposition between them. On the one hand, the wilderness is without trace of any
cultivation. On the other hand, precisely in its untouched character, it is the site of a
potentially exceptional construction. Simultaneously, civilization, in Bradford's
account, acquires a strange ambiguity. The civilization left forever by the Puritans is
suggestive of great accomplishments no doubt. But it is also an abode of destructive
viciousness.
The final impression that Bradford's book leaves on the reader about the apparent
polarities of civilization and wilderness is not one of contrast; the situations curiously
resemble one another. They are like mirror images rather than like antithetical
emblems. When the Puritans step on to the New World to face its scaring
inhospitality, they leave behind not an antithetical good but another' kind of evil; and
the complaint that there were no towns, inns, or houses in the New World measures
their problem without advancing a solution. The solution is still to be engendered, and
the rest of the book describes each undertaking, whether the building of
accommodation or the enactment of laws, as from scratch.
All in all, the Puritan elite repeatedly asserted that their endeavour in founding
America, inscribed in their numerous chronicles (such as Bradford's), coupled with
the lack of any similarly scripted and detailed claims from other groups who
inhabited America already during or before the Puritan arrival, made Puritanism
emerge as the hegemonic American ideology.
2.2.2 The Literary Style of the Puritans
The literature of the Puritans was meant not to be self-foregrounding or selfglorificatory. Even before New England was founded, the Puritans had advocated a
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literary style that was simple, lucid and controlled, fit to satisfy the intellect, not
excite the passions, to instruct not to titillate. "Painful" Perkins, fellow of Christ
College, Cambridge, was a Puritan whose evangelical fervour made him one of the
most influential leaders, of New England thoughts. He had written, in a manual on
sermonising that was the recognised authority in New England, that "the Minister
may, and yea must, privately use at his libertie the arts, philosophy, and variety of
reading, whilst he is in framing the sermon: but he ought in publike to conceal all
these from the people . . ." Thomas Hooker warned of such readers as might find the
manner of his discourse "too Logical, or Scholastical, in regard of the terms" he used
That plainness and perspicuity, both for matter and manner of expression, are the
things that I have conscientiously endeavoured in the whole debate: for I have ever
thought writings that come abroad, they are not to dale, but direct the apprehension of
the meanest, and I have accounted it the chiefest part of Judicious learning, to make a
hard point easy and familiar in explication.
Although Puritans aspired towards a deliberate spartanness of style, it would be a
mistake to think that this style was necessarily insipid and placid. The audience aided
the minister to maintain an interesting style, for the Puritan laity esteemed that
preaching creditable whereby the clergyman engaged their enthusiasm without
resorting to ornate and elaborated diction. The ministers too were wise enough to
realise that arid and dull sermons would not hold the respect of an educated Rock, nor
did they want that the uneducated among their people should be allowed to respect a
slipshod oration. One of the greatest preachers in the first quarts of the seventeenth
century, Richard Sibbes, whose works were widely read in New England, enunciated
one part of the Puritan theory of style in writing the preface for a fellow Puritan's
book: . . . But because the way to come to the heart is often to pass through the fancy,
therefore this godly man studied by lively representations to help men's faith by the
fancy. It was our Saviour Christ's manner of teaching to express heavenly things in an
earthly manner; and it was the study of the wise man, Solomon, becoming a preacher,
to find out pleasant words, or words of delight.
Sibbes here reveals that the source for much that is inspirational in Puritan writing
was the Bible--the model which justified an indulgence in figures of speech even
though plainness and perspicuity were being elevated at the expense of flourish and
finish.
However, had the Puritan style derived exclusively from Biblical models, it would
have lacked the analytical expositions and the articulate explanations which happen to
be its hallmarks. William Arne's textbook of theology was the standard work used at
Harvard and Yale down to the middle of the eighteenth century. Ames defended the
non-ostentatious style of the Puritan preachers, and his example influenced almost
every sermon delivered in New England.
2.2.3 The Literary Genres of the Puritans
The non-ostentatious style of the Puritans was not confined to their pulpit discourses
or devotional paeans alone. Historians from William Bradford (first generation
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Puritan immigrant) to Cotton Mather (third generation Puritan immigrant) brought out
narratives about their lives and times with the express purpose of reaching out to
every ready reader.
Chronicles, intertwining the individual and the collective experiences of the Puritans
in New England were written by the dozen through the seventeenth century. The
Puritans did not distinguish between the public and the private domains of
experience. For them, the church represented the body of Christ, with each member
such an integral part that if one person were in distress the entire body writhed.
Conversely, if the spiritual community was troubled, each person was afflicted. The
single subject's striving towards salvation became an objective community mission,
serving as an indication of the condition of the congregation just as the condition of
the congregation was reflected in each member. With the extensive interdependence
of personal and community history, stable times ensured not only personal assurance
but also community assertion against traitors and aliens. But unstable times
engendered community as well as personal self-castigation; in days of darkness the
flock would delve into the depths of their souls to understand the source of God's
anger and explain their plight through harsh scrutinies of each other's spiritual lapses.
Once even a single sinner entered the holy order, the order remained in danger of
disintegration. The community must stand together to defeat the threat, as in the
instances of Anne Hutchinson and Roger Williams or at Salem in 1692.
A remarkable account of the encounter with evil is in The Diary of the eminent
minister Michael Wigglesworth (1631-1705). Born in Yorkshire, England, in 1631,
Wigglesworth moved with his parents to New England in 1638 and settled in New
Haven. A brilliant student, he studied with the famous schoolmaster Ezekiel Cheever
and was writing tracts in Latin by the age of nine. After an interruption in his
education consequent upon his father's five-year illness, he went to Harvard, where he
studied theology as well as physiology, finished first in his class, obtained an A.B.
and an A.M., and remained as a tutor until 1654. In 1655 he married his cousin Mary
Reyner, and in 1656 he was ordained as the minister of the church at Malden. Then he
entered an excruciating period of painful illness that so weakened him that he could
not perform his clerical chores. In 1659, when Mary died, Wigglesworth's debilitation
deepened. He declined the presidency of Harvard because he did not think his "bodily
health and strength competent to undertake . . . such a weighty work."
In 1686, however, Wigglesworth experienced a remarkable rejuvenation. he resumed
his duties in Malden, but shocked the community by marrying his housekeeper,
Martha Mudge, who was twenty-five years younger than he and not a member of his
church. But, as the marriage endured and reared six children, Wigglesworth
ultimately regained the respect of his congregation and of the greater Puritan
association. Wigglesworth was married a third time, following Marth3's death, to
Sybil Avery in 1691, when he was sixty.
Wigglesworth's Diary for the years 1653 and 1657 documents his youthful fears of
damnation brought on by nocturnal emissions, sexual desire, and masturbation, and
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his guilt feelings over his anger toward his father, especially about his inability to feel
sorrow over his father's death. Wigglesworth's Diary is filled with the kind of
statements that have given the Puritans a reputation for obsessive gloom.
"Innumerable evils compass me about, and prevail against me, wherefore I am afraid
and ashamed and unable to see God still loving me with an everlasting love. I find so
much of my spirit to go out unto the creative, unto mirth, that there is little savour of
God left in my soul." His accounts of his interactions with his students suggests that
"mirth" was probably fairly rare in Wigglesworth's life. "I set myself this day to
wrestle with the Lord for myself and then for my pupils . . . but still I see the Lord
shutting out my prayers . . . for he whom in special I prayed for, I heard in the
evening with ill company playing music, though I had solemnly warned him but
yesterday of letting his spirit go after pleasures." The lamentations of Puritan diaries
sometimes appear forced and formulaic, but the specificity of Wigglesworth's
sorrowing to quote Emory Elliot, "gives convincing evidence of mental anguish."
The Autobiography of Increase Mather is more objective than the Wiggleworth
Diary, but it too makes clear that even those who had the strongest reasons to expect
sanctification experienced periodic incertitude throughout life. Often called the
"foremost American Puritan," Increase was the son of the first-generation minister
Richard Mather. He graduated from Haward in 1656, completed a master's degree at
Trinity College, Dublin, married the daughter of John Cotton, and was pastor of Old
North Church, Boston, for almost sixty years. A prolific author, he published over a
hundred works, including histories, sermons, tracts, treatises and a biography of his
father. The most eminent minister in New England from about 1670 to the early
1700s, Mather socialised with the highest government officials and the wealthiest
merchants. From 1685 to 1701, he served as president of Harvard, which he served
through severe legal and financial crises. In 1688, he was chosen for a mission to
England to entreat James II to restore the charter, and when William and Mary
became the new sovereigns in 1689, Mather negotiated a new charter with them.
Although he probably obtained as much for Massachusetts as was possible in that
context, some criticized him for yielding too much and for using his political position
to help his friends, especially his nominee for governor, Sir William Phelps. After
Phelp's mediocre administration, Mather became embroiled in nasty political battles
and suffered a decline of influence until his death in 1723.
Over the course of his life, Mather kept a diary, but in 1685 he decided to compose a
formal autobiography from his many diary volumes. Writing for his children with no
intention of publishing, he declared his purpose was to show them how his faith had
been sustained through trials and tribulations. One of the most interesting features of
this work is the way in which the idea of God's covenant with an individual
developed, at least in Mather's mind, to a two-sided agreement in which God had
certain obligations. At a low point in his youth, when he was awaiting both his
temporal calling to his ministry and his eternal calling to grace, he wrote that "the
Lord broke in upon my conscience with very terrible convictions and awakenings . . .
'I was in the extremity of anguish and horror in my soul." Unable to bear the torture,
Mather actually dared to threaten God "that if He should not answer me graciously,
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others after my decease, that should see the papers which I had written, which I kept
as remembrances of my talking before God would be discouraged."
Dilemmas, such as are expressed peripherally in the histories of Mather and
Wigglesworth, are central to the poetry of the Puritans. The term "Puritan poetry"
itself is somewhat of an oxymoron. In England, during the sixteenth century, Puritan
radicals had warned that the senses were unreliable, that appeals to the imagination
were dangerous, and that the use of imagistic, figurative, or symbolic language
contexts of American Literature bordered upon idolatry. Reasoning that God had
inscribed all the truth that humanity needed in the scriptures, they held that plain and
direct discussion of His word was the only truly legitimate and temperate mode of
verbal expression. The Catholics' and the Anglicanřs use of graven images, emphasis
on pulpit paeans, appeals to congregations through music, and ornate vestments were
further proof to the Puritans that artistry invited idolatry. The Puritans' iconoclastic
destruction of religious statutory during the Civil War, their closing of the theatres,
the plainness of their churches, and their official statements condemning ornate dress
and speech strongly support a view that "Puritan poetry" was all but impossible.
Yet, from the 1940s through the 1960s, scholars continued to discover and exhibit
innumerable Puritan poems, many of which contain provocatively striking decorative
language and allusions not only to the Bible but also to classical models such Ovid,
Cicero, Virgil, Horace and Livy. Numerous poems also contain intertextual
references to the work of contemporary poets, among them Spenser, Sidney,
Shakespeare, Herbert, Vaughan and Quarles. Such evidence of an apparent gap
between Puritan theory and Puritan practice in the realm of poetry continues to
appear.
2.3

RESTORATION

After the death of Oliver Cromwell, his son Richard Cromwell attempted to assume
his fatherřs leadership position but soon proved unequal to the task. Negotiations
began between the English Parliament and the son of the executed King Charles I. In
1660 the monarchy was restored, and Charles II became king. Having escaped to
France following his fatherřs execution, Charles II had found refuge in the court of
France, and when he returned to England brought with him a love of an extravagant,
frivolous lifestyle that many, accustomed to the Puritan era, found offensive. Others
delighted in the less repressive behaviours the new king encouraged.
Only five years after the Restoration, the reestablishment of the monarch in England
after the Puritan Revolution, England suffered an outbreak of plague. Modern
estimates suggest that around 100,000 people died in London alone. Then in 1666, the
Great Fire of London devastated the city, destroying over 13,000 houses, significant
structures such as St. Paulřs Cathedral and the Royal Exchange, many warehouses
full of goods, and businesses. The BBC History site allows viewers to see the same
two engravings side by side in order to compare the before and after scenes in its
ŖGreat Fire of London Skyline Animation.ŗ Luminarium reproduces a painting of
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London on fire, an engraving of St. Paulřs burning, and a map of the fireřs progress.
Some considered these two tragedies acts of God, punishment, according to some, for
destroying Godřs established order, the Great Chain of Being, by executing the
divinely appointed King Charles I. According to others, the punishment was for
abandoning the Puritan government and returning a licentious king to power. Almost
immediately suspicion of setting the fire fell upon the Roman Catholics. With
memories of the Gunpowder Plot and the religious persecution present since the time
of Henry VIII and the Reformation, many Protestants were quick to accuse Catholics
of a plot to destroy London.
Upon the death of Charles II, his brother James succeeded as King James II. Because
James had earlier publicly converted to Roman Catholicism, the religious turmoil of
the preceding century was renewed. As a result, Parliament forced James II to
abdicate the throne and offered the crown to his daughter Mary and her husband,
William of Orange. Her uncle King Charles II had arranged Maryřs marriage to
William of Orange, whose mother was a sister of Charles II and James II and who
was a staunch Protestant. In what was known as the Glorious Revolution, a peaceful
revolution, William and Mary replaced James II on the throne and ensured the
dominance of the Protestant religion in England. William and Mary also agreed to a
stronger role for Parliament in the governing of Great Britain. The age of the absolute
monarch had ended.
In literature, the Enlightenment appears as neoclassicism, which literally means new
classicism and emphasizes order, symmetry, elegance, and structure in the arts,
including literature. As apparent in the term neoclassicism, neoclassical writers,
artists, and architects looked back to ancient Greece and Rome for classical forms
featuring symmetry and geometrical precision in everything from poems to buildings.
2.3.1 Language
The Restoration and 18th century was a time of standardization of the English
language. During the Elizabethan Age, Shakespeare created new words and new
expressions, and spelling was erratic. During the early 17th century, the metaphysical
poets created elaborate, unusual metaphors. In the 18th century, writers favoured a
more common sense, prescriptive approach to language. Dr.Samuel Johnson created
one of the early and most influential English dictionaries. One of the goals of
Johnsonřs dictionary was to help create rules of grammar, usage, and spelling
previously lacking in the English language, an idea in line with the preference for
structure that characterized neoclassicism and with the scientific approach to all
subjects typical of the Age of Reason. Although the feudal system had long ago faded
into the past, British society of the 18th century maintained a strict social class system
reflected in the language.
2.3.2 Restoration Drama
With the Restoration of the monarchy came the restoration of the theatre. After being
shuttered during the Puritansř rule, theatres opened almost immediately. Charles II
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hired companies of actors to provide court entertainment, as his grandfather James I
had been patron of Shakespeareřs troop The Kingřs Men. Plays from the Elizabethan
Age were revived and new dramatists emerged although none produced work of the
high calibre of Shakespeareřs age. Among the new generation of playwrights were
several women, most notably Aphra Behn. Another innovation in 18th-century theatre
was that women were allowed on stage.
During the 18th century, the comedy of manners, a play which presents aristocratic
characters, exaggerating their obsession with high society manners, social position,
fashion, and wealth, flourished. These plays are noted for their witty dialogue and
satiric manner. The plots generally involve amorous, usually scandalous, affairs and
the charactersř amoral reactions to them. Familiar stock characters were the fop or
dandy, a vain young man obsessed with fashion, and the rake, a young man devoted
to wine, women, and scandalous conduct. Richard Sheridanřs ŖThe Rivalsŗ and ŖThe
School for Scandalŗ and Oliver Goldsmithřs ŖShe Stoops to Conquerŗ were among
the more popular comedies of manners.
2.3.3 The Novel
The 18th century gave birth to the novel, an extended fictional prose narrative, as a
form of literature. Daniel Defoeřs Robinson Crusoe and Moll Flanders are considered
the first novels. Defoeřs works were followed by Samuel Richardsonřs epistolary
novel (a novel written in the form of a series of letters) Pamela, and Henry
Fieldingřs Joseph Andrews and Tom Jones. The novel continued to develop into a
major literary form of the 19th century.
2.3.4 Diarists
Just as many people in the 21st century record the details of their daily lives on
Facebook or Twitter, people in the 18th century recorded their lives in diaries, works
which now provide information and insight into the events of that time period. Some
of the more well-known diarists were Samuel Pepys, John Evelyn, Daniel DeFoe,
and Celia Fiennes.
Pepys provides detailed descriptions of London during the plague and the fire as well
as daily life in the Restoration era.
Covering a much longer period of time, John Evelyn writes a more formal diary from
the perspective of a conservative supporter of the monarchy and of the Church of
England.
Although actually a fictional account of the plague, Daniel Defoeřs Year parallels
Pepysřs accounts of the plague while giving even more detail. Defoeřs A Tour
Through the Whole Island of Great Britain describes several journeys Defoe made
early in his life, providing a comprehensive picture of pre-Industrial Revolution
England.
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In a similar fashion but a much more daring endeavour, Celia Fiennes, the daughter
and granddaughter of Puritan supporters, wrote what is perhaps the most unusual and
interesting of the 18th century diaries. Not published until 1888,
her journals document trips she made through every county in England as well as into
parts of Scotland and Wales. Riding side saddle, Fiennes travelled most of the time
with only one or two servants as companions. For a woman to travel without a father
or husband as escort was extraordinary in this time period and dangerous as well.
Fiennes records encounters with highwaymen and falls from her horse as she forded
rivers and travelled Englandřs rough roads. Ostensibly travelling for her health,
Fiennes observed local industries and described the landscape, both natural and
manmade. Her familyřs Puritan views are apparent in her comments about the
churches, clergymen, and local religious conventions.
(https://2012books.lardbucket.org › books › british-literature-through-history)
2.3.5 The Augustans and the Age of Reason
The Restoration refers to the restoration of the monarchy when Charles II was
restored to the throne of England following an eleven-year Commonwealth period
during which the country was governed by Parliament under the direction of the
Puritan General Oliver Cromwell. This political event coincides with (and to some
extent is responsible for) changes in the literary, scientific, and cultural life of Britain.
During this time, a premium was placed on the importance of human reason and on
an empirical philosophy that held that knowledge about the world was through the
senses and by applying reason to what we take in through our senses. Reason was an
unchanging, uniquely human characteristic that served as a guide for man. Thus this
time is often also called the Age of Reason or Enlightenment. Characteristics of this
period included observing human nature and nature itself which were considered
unchanging and constant.
The age is also known as the Neoclassical period. Writers of the time placed great
emphasis on the original writings produced by classical Greek and Roman literature.
The literature of this period imitated that of the age of Caesar Augustus, writers such
as Horace and Virgil, with classical influences appearing prevalent in poetry with the
use of rhyming, and in prose with its satirical form. The Augustans deemed classical
literature as natural, that these works were the idealized models for writing. The
Neoclassical Ŗideals of order, logic, restraint, accuracy, Řcorrectness,ř decorum,. . .
would enable the practitioners of various arts to imitate or reproduce the structures or
themes of Greek or Roman originalsŗ (Victorian Web). Alexander Pope furthers this
idea as he says ŖLearn hence for ancient rules a just esteem; to copy Nature is to copy
themŗ (Essay on Criticism). The way to study nature is to study the ancients; the
styles and rules of classical literature. Closely allied with the emphasis placed on the
classics and the unchanging rules of nature was the belief that reason was an
unchanging and unique human quality that served as a guide for man.
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2.4

NEOCLASSICISM

2.4.1 History of Neoclassical Criticism
Neoclassicism can be understood as a form of reaction against many Renaissance
tendencies in art and literature in Europe. While the work of most of the major
medieval and Renaissance authors like Dante, Ariosto, More, Spenser, Giraldi, and
Milton centred round the representation of the fantastic and mythical beings, the
Řmarvellousř and unreal elements, poets like Sidney and others, echoed Plato by
emphasising that a poetřs duty was to create an ideal world. The neo-classicists
vehemently rejected this neo-Platonic idealistic tendency in Renaissance poetics by
taking recourse to the Aristotelian notions of art and literature. Scholars like
Minturno, Scaliger, Castelvetro, showed new interest on Aristotleřs Poetics and
promoted the Aristotelian notions of probability, and the three Řunitiesř. The
transgression from Renaissance to Neoclassicism is marked by the transformation
from the maintenance of individualism of outlook and expression to the celebration of
the classical values of objectivity, impersonality, rationality, decorum, proportion,
and moderation, from the stress upon invention and creativity in literature to the
rational and rule bound nature of literature. Whereas the Renaissance scholars were
promoting new and mixed genres, the neo-classicists were more interested in
separating poetry from prose, maintaining the purity of each genre. The root of
Neoclassical literary criticism can be traced in France from where it diffused to
England and other parts of Europe. The works of the Italian Aristotelian scholars
Castelvetro and Scaliger, after being introduced to the French scholars by Jean
Chapelain, developed a new interest in classical studies in France. King Louis XIV,
during this time, was an enthusiast for poetry and drama. The socio-political
conditions were relatively more peaceful and prosperous than that during period of
religious wars in the 16th century. French Academy was established in 1635 with a
chief intention, among many others, to standardize language through the development
of a dictionary and grammar. The Academy also started to work on rhetoric and
poetics. Such an environment resulted in the birth of literary figures like Corneille,
Racine, Molière, and La Fontaine, who are representatives of French Neoclassicism.
Neoclassicism dominated the field of English literature from the Restoration in 1660
until the end of the 18th century, or more specifically, till the publication of Lyrical
Ballads in 1798, which marks the beginning of the Romantic period. The Neoclassical
period in English literature can be divided into three parts: the Restoration Age (1660
Ŕ 1700) dominated by Milton, Bunyan, and Dryden; the Augustan Age (1700-1750)
dominated by Pope, Defoe, Richardson, Fielding, and Smollett; and the Age of
Johnson (1750-1798), dominated by Dr.Samuel Johnson. Neoclassicism, to some
extent, is a reaction against the optimistic and enthusiastic Renaissance idea of man as
fundamentally good with limitless possibilities for spiritual and intellectual growth.
On the other hand, the Neoclassical theorists, viewed man as an imperfect, inherently
sinful being with limited potentials. The Renaissance emphasis on imagination,
invention, experimentation, and mysticism is replaced by the emphasis on order,
reason, restraint, common sense, as well as on religious, political, economic and
philosophical conservatism. The Neoclassicistřs emphasis rested on the selection of
proper subject matter; on the employment of the concepts like symmetry, proportion,
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unity, harmony, and grace; and on the basic function of art in delighting, instructing,
educating.
2.4.2 Major Exponents of Neoclassical Criticism
French Writers: We have already found that the root of Neoclassicism in Europe can
be traced in French literature. Authors like Corneille, Boileau-Despréauxh have made
immense contribution to the development of Neoclassical theories in French
literature, which later influenced other literatures including English. So let us begin
our discussion with the discussion of these major French authors. Pierre Corneille
(1606Ŕ1684): Pierre Corneille, primarily a playwright, wrote the most influential text
of literary criticism, Trois Discourssur le poèmedramatique (Three Discourses on
Dramatic Poetry, 1660), as a defence to his own dramatic practice, specifically his
most renowned play Le Cid (1637). This play, despite being popular among the
audiences, faced diverse criticisms from the French literary and political
establishment. The allegation was that the play failed to observe the rules of theatre
like the classical unities and the Aristotelian precepts of probability and necessity,
and the play ignored the educational function of drama. Corneille reacted to these
allegations by producing his Three Discourses. This book is an important document
in the history of Western literary criticism in the sense that here Corneille reinterpreted and modified most of the Aristotelian concepts like Řthree unitiesř, plot
and its division: Řbeginning, middle and endř, Řcomplication and resolutionř etc.
Nicolas Boileau-Despréaux (1636Ŕ1711): Boileau was basically a poet, satirist, and a
critic having tremendous influence on French as well as English and German writers
and critics. His major work LřArtPoétique (The Art of Poetry), (1674), was translated
by John Dryden into English. This book drew heavily on Aristotle and Horace and
influenced directly some of the English Neoclassical writers like Pope. Boileau was
the spokesperson of classical rationality, Ŗgood sense,ŗ and proportion.
His Art of Poetry, like Popeřs Essay on Criticism, documents some of the major
socio-cultural, intellectual and political that the contemporary Europe was
undergoing. His book vehemently rejected the feudal system, ignored the Middle
Ages, viewed human being as essentially social, and sought to restore the classical
principles of reason and nature. Just as Molièreřs plays affect a balance between
religious belief and rationalism, arguing for an enlightened rather than authoritarian
religion, so Boileauřs text is marked by a central affirmation of the importance of
reason, as well as observation. Boileauřs text, written as a poem in the tradition of
Horaceřs Ars Poetica, offers advice in various genres such as tragedy, comedy, epic,
and ode, along with commenting on various aspects of literary history. The principle
of reason takes the central stage in this text. English Writers:
2.4.3 John Dryden (1631–1700)
He was considered as Řthe father of English criticismř by Samuel Johnson is the most
influential Neoclassical critic in the history of English literature. His critical works
touched upon diverse genres including epic, tragedy, comedy, satire, along with
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topics like relative virtues of ancient and modern writers, the nature of poetry as well
as translation. About his Essay of Dramatic Poesy (1668), Johnson commented that
Řmodern English prose begins here.ř Apart from his Essay of Dramatic Poesy,
numerous prefaces, reviews, and prologues composed by him construct the vast
edifice of his critical writings that shaped the poetic and critical developments of his
successors like Pope and Johnson in the same era as well as Matthew Arnold and T.
S. Eliot in later periods of English literature. Dryden was born just before the
outbreak of the English Civil War between King Charles-I, and the Parliament. The
works of Dryden as a poet, dramatist, and translator, mark his shift in religious and
political allegiances from the Parliament, led by Cromwell and other Puritan leaders,
to Charles-II after his restoration to the throne in 1660. Dryden celebrated the
restoration of the king in his poem Astrea Redux (Justice Restored). After being
appointed as the poet laureate in 1668 he composed a good number of important
poems ŖMac Flecknoeŗ, ŖAbsalom and Achitophelŗ, ŖReligio Laiciŗ etc. His
important plays include Marriage a la Mode (1671), Aureng Zebe (1675), All for
Love etc. Besides, he also translated Ovid, Boccaccio and Chaucer. As a critic, in
Dryden an interest in the general issues of criticism can be noticed rather than the
close reading of any particular text. In his An Essay on Dramatic Poesy, written in the
form of a debate on drama, Dryden not only carried out his critical thoughts
effectively but also left some room for difference of opinion from other critics. One
of the characters in this book, Neander, expresses that, for the development of literary
standards, norms can be added to make a work ideal; but the norms are not enough if
the work does not contain some degree of perfection. Dryden himself believes that
despite disobeying the rules, Shakespeare was undoubtedly superior to any writer.
However, in a classic manner, he was very coherent in detailing his formulations of
the rules.
2.4.4 Alexander Pope(1688–1744)
Pope is an important name in 18th century English poetry, especially for his satirical
verse, his use of the heroic couplet and the translation of Homer. Being a Catholic in
an anti-Catholic state headed by the Protestant King William III of Orange, Pope
failed to obtain university education, hold public office, and even reside in London.
Diseases and deformities handicapped his personal life. Despite such socio-political
and personal obstacles, he authored some of the phenomenal pieces of poetry such as
The Rape of the Lock (1712; 1714), The Dunciad (1728) as well as the philosophical
poem An Essay on Man (1733Ŕ1734). His An Essay on Criticism is an important
document of Neoclassical criticism in English literature. It is a synthesis of Roman
Catholic elements with principles of classical aesthetics. He wrote it in verse,
following the tradition of Horaceřs Ars Poetica. The poem is a response to an ongoing
debate on the question of whether poetry should be natural, or written according to
predetermined artificial rules inherited from the classical past. He discusses the laws
to which a critic should adhere while critiquing poetry, and points out that critics
serve an important function in aiding poets with their works. An Essay on Criticism
provides a space for him to develop much of the philosophical ideas he discusses in
An Essay on Man, which is often called a study and defence of Řnatureř and of Řwitř.
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2.4.5 Aphra Behn (1640–1689)
Aphra Behn, as one of the first ladies to support herself financially as a writer, as one
of the founders of the English novel, was a pioneer in many respects. As a playwright,
her views about drama were highly unorthodox and controversial. She expressed her
views basically in the prefaces to her plays like The Dutch Lover (1673), The Rover
(1677), The Lucky Chance (1687) etc. Being herself a witness to all the obstacles that
a woman might face in her times, her views were highly affected by her personal
experiences.
Her forerunners like Pierre Corneilleřs emphasis on experience took drama a few
steps away from the classical authorities; her appeal to experience, more specifically
to female experience, was far more radical. Moreover, she adds another dimension to
drama Ŕ the performative aspect of drama. In her ŖEpistle to the Readerŗ, she defends
the value of drama by contrasting it with traditional learning as taught in the
universities. Behnřs opinion about drama is that it represents the best entertainment
that Ŗwise men haveŗ; so it is a valueless affair to discourse formally about its rules.
She clarified that her own purpose, in writing her plays was Ŗonly to make this as
entertaining as I couldŗ.
2.4.6 Samuel Johnson(1709–1784)
Johnson, as a literary critic, had a huge impact on English letters in his time and in
future. His ŖPrefaceŗ to an edition of Shakespeareřs plays was vital to the
establishment of Shakespeareřs reputation; his discussion of the lives of English poets
contributed to the forming of the English literary canon. As a critic, he was
enormously well read, witty, acerbic, provocative and sometimes radical. Johnsonřs
classical commitment to reason, probability, and truth was complemented by his
equally classical insistence on the moral function of literature. He argued that the
modern writers require not only the learning that is to be gained from books but also
Ŗthat experience which can never be attained by solitary diligence, but must arise
from general converse, and accurate observation of the living worldŗ (Rambler, 10).
However, he argues that the prime concern of the author should not be verisimilitude
but moral instruction. Johnson acknowledges that Ŗthe greatest excellence of artŗ is to
Ŗimitate nature; but it is necessary to distinguish those parts of nature, which are most
proper for imitationŗ (Rambler, 12Ŕ 13). Hence the Ŗrealismŗ that Johnson advocates
is highly selective, constrained by moral imperatives. Johnsonřs position appears to
be solidly entrenched within the tradition of classical realism: like Aristotle, he
desires literature, even the newly emerging genre of the novel, to express truth in
general and universal terms.
2.5

HEROIC POETRY

Heroic verse consists of the rhymed iambic line or heroic couplet. The term is used in
English exclusively. In ancient literature, heroic verse was synonymous with the
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dactylic hexameter. It was in this measure that those typically heroic poems, the Iliad
and Odyssey and the Aeneid were written. In English, however, it was not enough to
designate a single line of iambic pentameter (an iambic line of five beats) as heroic
verse, because it was necessary to distinguish blank verse from the distich, which was
formed by the heroic couplet. In French the alexandrine has always been regarded as
the heroic measure of that language. The dactylic movement of the heroic line in
ancient Greek, the famous ρσθμόςἥρώος, or "heroic rhythm", of Homer, is expressed
in modern Europe by the iambic movement. The consequence is that much of the rush
and energy of the antique verse, which at vigorous moments was like the charge of a
battalion, is lost. It is owing to this, in part, that the heroic couplet is so often required
to give, in translation, the full value of a single Homeric hexameter. The couplet, not
the single line, which constitutes heroic verse. The Latin poet Ennius, as reported by
Cicero, called the heroic metre of one line versumlongum, to distinguish it from the
brevity of lyrical measures. The current form of English heroic verse appears to be
the invention of Chaucer, who used it in his Legend of Good Women and afterwards,
with still greater freedom, in the Canterbury Tales. Here is an example of it in its
earliest development:
And thus the lone day in fight they spend,
Till, at the last, as everything hath end,
Anton is shent, and put him to the flight,
And all his folk to go, as best go might."
This way of writing was misunderstood and neglected by Chaucer's English disciples,
but was followed nearly a century later by the Scottish poet, called Blind Harry (c.
1475), whose The Actes and Deidis of the Illustre and Vallyeant Campioun Schir
William Wallace holds an important place in the history of versification as having
passed on the tradition of the heroic couplet. Another Scottish poet, Gavin Douglas,
selected heroic verse for his translation of the Aeneid (1513), and displayed, in such
examples as the following, a skill which left little room for improvement at the hands
of later poets:
One sang, "The ship sails over the salt foam,
Will bring the merchants and my leman home";
Some other sings, "I will be blithe and light,
Mine heart is leant upon so goodly wight."
The verse so successfully mastered was, however, not very generally used for heroic
purposes in Tudor literature. The early poets of the revival, and Spenser and
Shakespeare after them, greatly preferred stanzaic forms. For dramatic purposes blank
verse was almost exclusively used, although the French had adopted the rhymed
alexandrine for their plays. In the earlier half of the 17th century, heroic verse was
often put to somewhat unheroic purposes, mainly in prologues and epilogues, or other
short poems of occasion; but it was nobly redeemed by Marlowe in his Hero and
Leander and respectably by Browne in his Britannia's Pastorals. Those Elizabethans
who, like Chapman, Warner and Drayton, aimed at producing a warlike and Homeric
effect, however, did so in shambling fourteen-syllable couplets. The one heroic poem
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of that age written at considerable length in the appropriate national metre is the
Bosworth Field of Sir John Beaumont (1582-1628).
Since the middle of the 17th century, when heroic verse became the typical and for a
while almost the solitary form in which serious English poetry was written, its history
has known many vicissitudes. After having been the principal instrument of Dryden
and Pope, it was almost entirely rejected by Wordsworth and Coleridge, but revised,
with various modifications, by Byron, Shelley (in Julian and Maddalo) and Keats (in
Lamia). In the second half of the 19th century its prestige was restored by the brilliant
work of Swinburne in Tristram and elsewhere.
2.6

RESTORATION COMEDY

The Restoration period, during the reign of King Charles II from 1660 to 1685, is
mostly celebrated for its satiric comedies. Relative to English Renaissance theatre,
these comedies are characterized by looser mores, especially of a sexual nature.
Young and brilliant gallants dominate the stage and the women, played by actresses,
unlike the previous generation when women were played by boys, are alluring and
often promiscuous. While in Shakespearian comedies, authoritarian old men are
mostly respected, old men in Restoration comedies are often rakes, fools, or both. In
"The country wife", Sparkish complains of modern poets: "Their predecessors were
contented to make serving-men only their stage-fools: but these rogues must have
gentlemen, with a pox to řem, nay, knights; and, indeed, you shall hardly see a fool
upon the stage but heřs a knight. And to tell you the truth, they have kept me these six
years from being a knight in earnest, for fear of being knighted in a play, and dubbed
a fool."
2.6.1 William Congreve
The main dramatist in the Restoration period was William Congreve (1670-1729),
whose comedies include "The old bachelor" (1693), "The double-dealer" (1693),
"Love for love" (1695), and "The way of the world" (1700), characterized by stunning
wit, sharp repartees, cynical outlooks, egotism losing control, man-woman relations
based on sex appeal, justly celebrated and comparable in quality to the best of
Molière for acute observations in foibles and follies. Dobrée (1924) commented that
"mingling with this harsh world which enables us to understand Leigh Hunt's
comment that 'there is a severity of rascality in some of his comedies that produces
upon many of their readers far too grave an impression', we have the world of the
Froths, the Plyants, and Brisk. This is the very culmination of social tomfoolery" (pp
128-129). Dobrée is puzzled by the enormous variety of personages, seeming to
belong to different worlds. Yet that is because Congreve drew a picture of universal
comedy.
"In The Way of the World, each character is defined by an individual distinct
language, but five major characters especially reveal Congreve's s tic achievement.
Anthony Witwoud, like his forebears Brisk of The Plain Dealer and Tattle of Love for
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Love, attempts the refinement of fashionable speech. Lady Wishfort's language
reveals her as excessive, extreme passions, and socially aberrant- a prisoner of her
own eccentric individualism. Fainall, in some ways the most interesting character of
the play, is a malicious wit who speaks the language of gentlemen, but who reveals a
destructive perverse ill-will based on a cruel cynicism concerning the conditions of
human existence. These three characters derive from, but are not entirely define the
older humours tradition, which Congreve reinvigorates and makes dramatically
powerful. Mirabell and Millamant are true wits; their speech is informed by
intelligence, irony, self-awareness. Although they are themselves laughable at times,
in the main they are sympathetic, and by their awareness of the ways of the world
(and a certain degree of luck), they are able to escape ever-present dangers"
(Kaufman, 1973 p 412). Knight (1962) pointed out the bisexual nature of the very
name of Mirabell (male with a female-type name) and Millimant (female with a maletype name) (p 135), this critic like many men preferring to contemplate the latter and
to be biased against the former. Nettleton (1914) described Millamant as "Congreve's
most brilliant character creation" having "commanded Hazlitt's eulogy and George
Meredith's tribute to the 'perfect portrait of a coquette'. They had been anticipated,
however, by an earlier critic, her lover Mirabel: 'I like her with all her faults; nay, like
her for her faults. Her follies are so natural, or so artful, that they become her; and
those affectations which in another woman would be odious, serve but to make her
more agreeable' (I, 2). She enters with a flash, and goes off in a blaze of wit. Even
amid the ceaseless pyrotechnics of Congreve her departure seems like the extinction
of a brilliant rocket. Yet Millamant is an artificial creation beautiful and fragile as
Dresden china. She has the wit, but not the humanity, of Shakespeare's Beatrice" (pp
130-131). Dobrée (1924) was especially attuned to the character of Mrs Fainall. "She
remains loyal to Mirabell, and even helps him in his advances to Millamant (what
profound psychology is here!), but at the same time her heart aches at not being loved
by her husband. 'He has a humour more prevailing than his curiosity, and will
willingly dispense with the hearing of one scandalous story to avoid giving an
occasion to make another by being seen to walk with his wife,' she says with an
affectation of lightness. But how bitter it is! How full of unnecessary pain is the way
of the world!" Of Millamant's bargain with Mirabell before marriage, he exclaims:
"And this is commonly considered the behaviour of an arrant coquette! In reality it is
a vision of the conflict in all marriage, of the desire to maintain one's own personality
fighting vainly with the desire to love wholeheartedly. Her appeal has all the
earnestness of real life about it, it is vocal of all the hopes and fears of lovers when
they see the bright face of happiness tarnished with the shadow of possible
disillusion. It must not happen that they are very proud of one another the first week,
and ashamed of one another ever after. Each of them has seen the rocks which bring
most marriages to ruin, and will strive to avoid them. And this was to a Thackeray 'a
weary feast, that of banquet wit where no love is!' (pp 140-146). "Very important in
Congreve's management of the bargaining scene as well as in the whole treatment of
the love-affair is the irony. On one plane it is the irony of lovers doing the opposite of
what is expected of them, namely, haggling over rights and privileges and working
out itemized contracts. On another plane, there is the ironic contrast between the
unimportance of many (not all) of the minutiae discussed and the real importance of
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the deeper implications. If the details are trivial, the realism of the lovers is not trivial;
and there is a real wistfulness intensified by and yet, at the same time, protected from
sentimentality by the humor in Millamant's exclamation, 'Let us be as strange as if we
had been married a great while, and as well-bred as if we were not married at all'.
Thus Congreve has Mirabell and Millamant approach all issues through teasing and
banter. They are aware of each other's faults, as they well may be, for they are also
aware of their own. The amusing little scene in Act I in which Mirabell says 'I like
her with all her faults nay, like her for her faults,' is significant. Mirabell is laughing
at his mistress and also being ironic about his infatuation for her. Note the climax, in
which he says of her frailties 'They are now grown as familiar to me as my own
frailties, and in all probability in a little time longer I shall like 'em as well.' To like
her faults risks the sentimental, but the risk is completely countered by the playful,
and yet shrewdly realistic, statement of his devotion to his own faults. His love is real,
but he remains ironically perceptive (Brooks and Heilman, 1945 p 447). Few writers
who were famous for this genre are.

2.6.2 William Wycherley
The nearest to Congreve's strong wine is William Wycherley (1640-1715) and "The
country wife" (1675), but with puritan disdain, many critics such as Knight (1962)
view ŖThe country wifeŗ as an exhibition of Ŗshameless indecencyŗ. (p 136) Similar
was the view of Nettleton (1914). "In The Country Wife, Wycherley reveals at once
perhaps the height of his dramatic power and the depth of his moral degradation.
Borrowing from Molière's Ecole des Femmes [School for Wives] something of the
general situation for his main plot, he transformed the real ingenue Agnes into
Mrs.Pinchwife, whose nominal purity at the outset is due to lack of opportunity to sin.
The progress of her corruption when she is transferred from the country to the
fashionable world of London is detailed without sympathy either for the degraded
wife or for the dishonoured husband. Homer, who prosecutes his vices through an
assumption perhaps the most atrocious in all Restoration comedy, is Wycherley's real
hero. Ingenuity is prostituted in the service of animal license. From Molière's Ecole
des Maris [School for Husbands], Wycherley took the device of making an
unsuspecting lover the bearer of a love letter to another, but in his hands the mild
deception of a would-be husband becomes grim tragedy, when Mrs.Pinchwife makes
her husband the bearer to Horner of the message of his own dishonour. And when, at
the end of the play, Pinchwife remains unconscious of the ruin wrought, and the
curtain falls to a mocking dance of cuckolds, one sees the gulf between even the
lowest decadence of Elizabethan drama and what the Restoration age termed
'comedy'." (pp 79-80) The offended Agate (1944) upbraided that ŖWycherleyřs
coarseness of language is neither here nor thereŕ even Macaulay was not troubled
about a matter of fashion. But the coarseness of mind is more difficult to overlook.
There is hardly any pretence that the satirist does not enjoy the state of things
satirized; indeed, it is obvious that he revels in it. Congreve saved our faces with
some polite pretence as to passion; there is none in Wycherley, whose characters are
given up to uncontrolled appetite. No moral laws are broken in this play, not because
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it takes place in fairyland, but because its author has no conception of morality.ŗ (p
25)
A saner view was provided by Dobrée (1924), for whom the play "compressed all that
his forceful character had shown him in Restoration society. It is the one play in the
whole period equal to 'The Way of the world' in completeness of expression. It is a
masterpiece, and here Wycherley did attain unity of atmosphere. It is a staggering
performance and never for one instant did he swerve from his point of view. From
beginning to end Wycherley saw clearly what it was he wanted to do, for now he
understood that the real point of interest in Restoration society was the sex question.
He took scenes from [Molière's School for Wives] and the [School for Husbands], but
the theme throughout is the failure to rationalize sex. Horner, the principal figure,
takes a leaf out of the 'Eunuch' of Terence, and declaring himself impotent, devotes
himself to living up to his name. From this we get the whole gallery of Restoration
figures: the jealous man who is proved wrong to be jealous; the trusting man who is a
fool to be so trusting; the light ladies concerned for their honour; the gay sparks
devoted only to their pleasure; the ignorant woman seduced; the woman of common
sense baffled, the only triumphant figure Horner himself, the type of all that is most
unselectively lecherous, and who seems to derive such a sorry enjoyment from his
success. We never laugh at Horner, just as we never laugh at Tartuffe, though we may
on occasion laugh with each of them. Both are grim, nightmare figures, dominating
the helpless, hopeless apes who call themselves civilized men" (pp 93-94). Likewise,
Wilson (1937) pointed out that "Wycherley is generally regarded first and foremost as
a writer of witty dialogue, and secondly as a clever creator of character. But in this
play he proves himself also a brilliant dramatist. The three plots are interwoven with
such skill that they blend perfectly into a composite whole and lead up without the
least irrelevance to the ultimate climax" (p 119). Palmer (1913) pointed out that the
sexual innuendoes in "The country wife" include physical facts, unlike many other
plays of this and other periods (p 132), as when Mrs Squeamish cries out to Horner:
"Oh, lord, I'll have some china too. Good Mr Horner, don't think to give other people
china, and me none; come in with me too." Then play "is perhaps the most amusing
treatment of jealousy in the English language and Mistress Margery Pinchwife is an
ingénue who has not often been surpassedŗ (Gassner, 1968 p 59).
2.6.3 George Etherege
George Etherege (1635-1692) was charmingly bubbly with "The man of mode"
(1676).
"One of the structural devices of "The man of mode" is the opposition of private and
public scenes. Before the arrival of Sir Fopling in the middle of the play, most scenes
are private ones in which the major characters, Dorimant, Loveit, and Harriet, are
seen (and heard) facing the private mirror of their dressing room. They are all getting
ready for the public meetings (in the Mall, at Lady Townley's masquerade, in her
drawing-room). Seeing and being seen in public (and conversely, not being seen in
private) comprised that society's major activity, and Sir Fopling, who only exists
when seen, can understandably rejoice that "all the world will be in the park tonight"
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(III. 2), even if he also wishes that this world be only that of the happy few ("'Tis a
pity there's not an order made that none but the 'beau monde' should walk here," III,
3, p 79)" (Ogée, 1989 p 87). In "The man of mode", "two points are striking: its
extremely slight intrigues and its emphasis on display of character...Within this
almost static plot we find four loci of interest: (1) Fopling, who has no necessary
connection to any other part of the play; (2) Dorimant's affairs with Loveit and
Bellinda; (3) The courtship of Dorimant and Harriet; (4) The marriage of Young
Bellair and Emilia. For these last two, Lady Woodvill, Old Bellair, and Lady
Townley provide some slight interconnections, but the parental opposition is utterly
pro forma: Old Bellair gives in to his son's marriage and accepts his own
disappointment with hardly a murmur, while Harriet's mother is so charmed by
Dorimant (posing as "Mr Courtage) that she drops her objections to him. Seldom has
the course of true love run so smooth. Indeed, the story is incredibly thin, and its
pieces are only loosely patched together. Not only is Fopling irrelevant to the action,
but the Young Bellair-Emilia plot has little factual connection to the two involving
Dorimant, which in turn are almost independent of each" (Hume, 1972 p 2). "The
female characters in the play each present the libertine with a call to love. In
mounting progression he breaks through each definition, because each is false, until
he comes to the final true challenge, which is Harriet's. We are presented successively
with love as simple appetite or commodity (Molly the true-bred whore) whose appeal
the fastidious Dorimant has long since outgrown; love as power over the other and the
attempt to arrest nature's mutability by outworn language and oath (Mrs Loveit), love
as deception and self-deception (Bellinda), and finally love as self-knowledge and
surrender to Fate (Harriet)" (Zimbardo, 1981 p 380).
2.6.4 John Vanbrugh
The writings of John Vanbrugh (1664-1726) achieve their maximal impact in "The
relapse" (1696). Dobrée (1924) compared Vanbrugh unfavorably with Congreve, but
nevertheless praised "The relapse" as truly original, mostly in regard to the
delineation of Lord Foppington: "If not quite delicate enough for fantasy, erring too
much on the side of exaggeration, yet Lord Foppington succeeds in convincing by
consistency with himself. Neither Leigh Hunt who called him 'the quintessence of
nullification' nor Hazlitt who wrote of him as 'the personification of the foppery and
folly of dress and appearance in full feather', quite do him justice. For at bottom he is
a very sound man of business, and it is this that makes him a creation of Vanbrugh's
and not a mere imitation of Sir Fopling, Sir Courtly, and Sir Novelty. He deliberately
aims at absurdity because it pays, and he is proud to be the leader of the coxcombs
because they form 'so prevailing a party'. All this is well carried out. One never
knows what he is going to say, but once spoken, one realizes it is the only thing he
could have said." Likewise, Nettleton (1914) praised this characterization, notably in
comparison with Cibber's "Love's last shift" (1696) where the character appeared
under the name of Sir Novelty Fashion. "The comparison between Gibber and
Vanbrugh centres in the figures of Sir Novelty Fashion and Lord Foppington. From
Cibber, Vanbrugh has taken the general idea of the fop and some specific touches. In
Cibber, Sir Novelty is described as 'one that heaven intended for a man; but the whole
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business of his life is to make the world believe he is of another species' (Act I).
Cibber's character amuses for the moment; Vanbrugh's has permanent vitality.
Hazlitt, who regards Lord Foppington as a 'copy from Etherege's Sir Fopling Flutter',
thinks that 'perhaps Sir Fopling is the more natural grotesque of the two,' but he does
not fail to regard Lord Foppington as 'a most splendid caricature.' Dr Ward remarks,
'Lord Foppington I am inclined to pronounce the best fop ever brought on the stage
unsurpassed and unsurpassable, and admirable from first to last'" (p 134).
2.6.5 John Crowne
Success achieved by John Crowne (1641-1712) reached its height in "City politics"
(1683).
"Crowne sets his play in the Naples of 1616-1620, ruled by Spain under a
viceroy...The Whiggish Podesta (Paulo) and his gang are men of no principle other
than self-interest, and their real desire, despite their cant about 'liberty' and such is for
wealth, honours, and land. They seize any opportunity to advance themselves, even at
the expense of their allies and indeed, if necessary, of their families. In the first act,
the bricklayer, seized by the authorities, offers to compound: "A word with you, sir
[to the Governor], in private. Procure me a pension, I'll come over to your party" (I.
ii). In the last act, the Podesta, tricked into believing that he is to be made Lord
Treasurer, is told that he will be expected to sacrifice his fellow conspirators. The
Podesta replies 'Ay, and my father too, if he were alive; he should hang 'em
all"...Another aspect of the danger represented by the Whigs is their monomaniacal
insistence on the letter, but not the spirit, of the law. The insistence, repeated in the
stubborn manner of Shylock, that "what we do is according to law" (I. ii), warns of a
mulish legalism which in fact disguises the attempt to subvert the law...Crowne is
able to define sharply the nature of the Whig rebellion through another element of the
play's comedy. He utilizes the conventional dramatic action of the horning of the cit,
but modifies this action to define more clearly its political implications. The old,
impotent Podesta and Bartoline feel that they own and have the right to rule their
zestful young wives, but because of their impotence (which is gleefully emphasized
in the play), the young women turn to those who can, in Florio's words, 'pay [their]
nightly pension well' (V. iii). Florio mocks Whig principles: 'Our principles are: he is
not to be regarded who has a right to govern, but he who can best serve the ends of
government. I can better serve the ends of your lady than you can, so I lay claim to
your lady'" (V. iii)" (Kaufman, 1982 pp 72-74).
Charles Sedley (1639-1701) came to the fore with "Bellamira" (1687), unusually
concise in form for a Restoration comedy, with short scenes and sentences, whose
main source is Terence's "The eunuch" (161 BC).
Sedley follows his source "more closely than any English comedy had followed a
classical model since Shakespeare s Comedy of Errors and Jonson's The Case is
Altered followed their Plautine sources a century earlier...Keepwell and Lionel are
typical of the New Comedy lover whose sights are set exclusively on one woman,
unlike the typical Restoration rake whose object is to bed as many women as
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possible...Furthermore, he adds a critical portrait of a rake in Cunningham, a
character with no counterpart in Terence...Unlike the typical Restoration
rake...Cunningham is mocked throughout...Sedley not only mocks rakish behaviour;
he questions the entire philosophy behind it. In justifying his betrayal of Keepwell,
Cuningham sounds like Horner: 'A pious Citizen that goes to Church twice a day, will
play the Knave in a bargain; a lawyer take your fee, and for a good sum of money, be
absent when your cause is tried; a parson marry you to a great fortune without a
license; ee are all rogues in our way, and I confess woman is my weak side'
Sedley...adds pathos to the [rape] by having Isabella enter the stage after the attack
and express her sorrows; her counterpart in Terence doesn't appear on stage after
Gnatho brings her to Thais' house...Eustace, hearing of the rape before knowing his
relationship to Isabella, seems shocked by Lionel's boldness; he peppers his friend
with questions before concluding with a mild rebuke: 'Twas something a harsh way"
(III, v). And while this is a gross understatement, his attitude contrasts with that of
Antipho in the original, who, after hearing of the rape, asks: "What's been done about
our dinner?'" (McGinnis, 2013 pp 21-31). "Isabella, has from childhood repeatedly
been the object of kidnap, purchase, and enforced possession. She has wandered from
Jamaica to Spain, and to London. She is rescued from her life of slavery by a
prostitute, Bellamira (whose motives are, however, mercenary). And, although
Isabella achieves the closest approximation to a romantically satisfying marriage in
the play, her bridegroom is making amends in marriage for having raped her. This is,
manifestly, a worldly and cynical play. There is no moral horror about rape, but
neither is it portrayed with any gloating salacity. As in so many other Restoration
plays, rape is used to portray the anomalies of power far more than to exploit the
delights of lustful violence. What the play does is reverse the social roles of the
prostitute and the gentlewoman. The prostitute emerges as the figure of true social
power: power without the contradiction and self-deception with which Behn invested
the power of Angelica Bianca in The Rover. Whereas the gentlewoman is enslaved
and raped, the prostitute is a skilled exploiter of the monetary and sexual interests that
are the ruling principles in life. Bellamira is repeatedly described as exercising
monarchic power over her keeper, and at the end of the play, she and he agree to
support the decayed gentleman smoothly: the gentleman's place is sustained not by
his ancestral estate, but by the benevolence of a successful prostitute. Rape here
manifests a realignment in the distribution of social power" (Hughes, 2005 p 234).
2.7

COMEDY OF MANNERS

A comedy of manners is a theatre genre that was particularly popular during
the Restoration period . These comedies were daring and obscene with much hilarious
dialogue that was peppered with explicit allusions to sex . The storylines revolved
around adulterous wives, their lovers and their deceived husbands.
William Shakespeare's Ado about Nothing is often regarded as the first comedy or
manners in England . However, the genre only really flourished during
the Restoration Period , and was mainly influenced by Ben Jon's Comedy of
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Humours . Masterpieces of the genre were the plays of William Wycherley (The
Country Wife, 1675) and William Congreve (The Way of the World, 1700). At the end
of the 18th century, Oliver Goldsmith (She Stoops to Conquer , 1773) and Richard
Brinsley Sheridan (The Rivals, 1775, The School for Scandal, 1777) blewin the form
new life.
More modern examples of comedies or manners are Oscar Wildeřs The Importance of
Being Earnest , Kazuo Ishiguro 's The Remains of the Day and the British television
series Absolutely Fabulous . Noël Coward was a prominent representative of the
genre in the first half of the twentieth century (Private Lives , 1930 ).
(https://nl.wikipedia.org › wiki › Comedy_of_manners)
The comedy of manners, also called anti sentimental comedy, is a form
of comedy that satirizes the manners and affectations of contemporary society and
questions societal standards. Social class stereotypes are often represented
through stock characters such as the miles gloriosus ("boastful soldier") in ancient
Greek comedy or the fop and rake of English Restoration comedy, which is
sometimes used as a synonym for "comedy of manners". A comedy of manners often
sacrifices the plot, which usually centres on some scandal, to witty dialogue and sharp
social commentary. Oscar Wilde's play, The Importance of Being Earnest (1895),
which satirized the Victorian morality of the time, is one of the best-known plays of
this genre.
The comedy of manners was first developed in the New Comedy period of ancient
Greek comedy and is known today primarily from fragments of writings by the Greek
playwright Menander. Menander's style, elaborate plots, and stock characters were
imitated by the ancient Roman playwrights, such as Plautus and Terence, whose
comedies were in turn widely known and reproduced during the Renaissance. Some
of the best-known comedies of manners are those by the 17th-century French
playwright Molière, who satirized the hypocrisy and pretension of the ancienrégime
in plays such as L'École des femmes ([The School for Wives], 1662), Tartuffe ([The
Imposter], 1664), and Le Misanthrope ([The Misanthrope], 1666).
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GLOSSARY OF DIFFICULT TERMS
Emigrated- To leave a country or region to live elsewhere.
Epicedes- A song sung in funerals.
Calvanist- An adherent of the Protestant theological system of John Calvin and
his successors.
Antipho- A male given name, character in the play Stichus of Plautus.
Pinchwife- A character in the Restoration Comedy ŘThe Country Wifeř.
Molière's Ecole des Femmes- ŖThe School of Womenŗ is a comedy by Molière in
five acts.
AncienRegime- the political and social system in France before the Revolution of
1789.
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ρσθμόςἥρώος- Heroic Verse.
A Dictionarie of the French and English Tougues-

2.9

EXERCISES

1. Write a short note on Puritanism and its effects on the world of Literature. List out
a few Puritan writers.
2. List out a few satirists of the 18th Century era.
3. What are the major components of Neoclassical criticism?
4. Write a note on a few Restoration writings of the 18 th century.
5. List out a few aspects of Heroic Poetry.
6. What is Comedy of Manners? Explain with a few examples.
7. List out a few scholars of the Neoclassical age.
8. Briefly describe about the Age of Enlightenment.
9. List out a few famous Cavalists of the 18th Century.
10. What is Restoration Comedy? Elaborate with few relevant examples.
2.10

LET US SUM UP

In this Unit, we have tried to analyse and highlight the major features of 18th century
Literature. We have nearly tried to cover all the important aspects of that era and have
illustrated quite a clear picture of a few literary incidents that stood out to be
important in that era. This unit have been divided into many sub topics in accordance
with the time when they took place for better understanding of the Learners. As
mentioned already, this unit shall give a clear insight to the students about a
vulnerable time in the English literary History that happens to be the 18th Century.
Many war treaties, friendship treaties and other prominent documents were made and
signed during this age. We also get enlightened about a lot of works written by great
literary figures that existed then. Some are even published posthumously and have
become famous after their death. There has been a lot of ambiguities regarding these
ages that this unit has tried to answer. The ŖExerciseŗ shall help the students to brush
up with whatever they have read in the unit and answer the questions in their own
words. There is also a ŘGlossary of difficult termsř that will help the students to
understand the meaning of the new words that the text consists of. Attempts have
been made to make this unit an interesting reading experience.
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