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ENG372: ENGLISH POETRY
INTRODUCTION
The term “English poetry” is an ambiguous one.alh enean poetry written by the
English people or poetry written in the Englishdaage. Nevertheless, this course
is meant to acquaint you with poetry written by Emglish poets and others from
Scotland, Wales,and Ireland, from the earliest adysnglo-Saxon to the modern
period of English. The history of English poetrytends from the middle of thé"7
century to the present day. Over this period, afghoems have been written in
Western culture. By this, the English language asgoetry have travelled all
over the globe.

The earliest surviving poetry was likely transeutktorally and then written
down in versions that do not now survive; Caednsgbelieved to have written
some religious verses. The earliest surviving poetas written in Anglo-Saxon
and may have been composed as early as‘tloertury. This writing is generally
accepted as the beginning of Anglo-Saxon poetityije Beowulfis one of the
earliest surviving epic poems. The earliest knowgliEh poem is a hymn on the
creation.

Course Aims
The main aim of this course is to acquaint students the background to the
various traditions of English poetry embedded ims thourse, the different

movements and their representative poets. Studdhtalso be introduced to the



major themes and literary techniques of the selggtems. This may therefore be
realized by:
I. examining the earliest English poetry,
il. discussing the major works of the period and thegresentative poets,
iii. providing information on the themes of selectedpse

iv. explaining the nature of the Anglo-Norman period &me Later Middle

Ages,
V. explicating the Renaissance in England and itsifeat
Vi. discussing the Restoration and the" I&ntury movement and their

representative poets,
vii.  highlighting the preoccupation of the Romantic Maent,
viii. examining the Victorian poetry and its features,
iX. discussing 20 century poetry and its characteristic featured, an

X. elucidating the nature of new or contemporary Eighoetry.

COURSE OBJECTIVES

The overall objective of this course is to equipdsints with detailed information
on the nature and advancement of English poetryn ftbe earliest period of
Anglo-Saxon to the present age of modern Englisis.Hoped therefore that at the
end of the course, the students should be able to:

0] discuss the concept of the earliest English poetry;



(i)  explain the themes and features of Anglo-NormantardViddle Age
Poetry;

(i)  explain the term Renaissance and its major reptatsen poets and the
concept of their works;

(iv)  highlight the concept of Romantic poetry;

(v) examine the influence of William Wordsworth on taeglish Romantic
Poetry;

(vi)  discuss the major achievements of the Victoriaripoe

(vii) discuss extensively the 2@entury poetry, especially modernist poetry.

Working through the Course

Students are advised to commence the study byngdlke course guide, which
gives a quick overview of the course. The units thhes read carefully starting
from Unit One. Always make sure that before a palar unit is read its
objectives have been understood as this will pet overall picture of the unit.
Try and read the recommended textbooks and otletiedematerials in order to
deepen your understanding of the course. Eachhanrit self-assessment question,
which you are expected to use in assessing youvledige of the course. Note

down the areas that seem unclear and need moifcakon.

Course Materials

I. Course guide



il. Study units
iii. Textbooks
iv.  Assignment file

V. Presentation schedule

Study Units

This course is a three-credit unit course compyisive modules. Each module is
made up of different study units depending on th&ents and scope of the study.
On the whole, the course has twenty study unitgao§ing lengths. The modules
and their units are as follows:

Module 1  The Earliest English Poetry and the AngldNorman Period

Unit 1 Background to the Earliest English Poetry

Unit 2 Beowulfand the Earliest English Epic

Unit 3 The Battle of Maldon

Unit 4 Chaucer’s Poetry

Module 2 The Renaissance Poetry

Unit 1 What is Renaissance?

Unit 2 Elizabethan Poetry

Unit 3 Shakespearean Sonnets

Unit 4 Metaphysical Poetry

Module 3  English Poetry in the Restoration and 18 Century

Unit 1 Satire in the 18Century



Unit 2 18" Century Classicism

Unit 3 John Dryden’s Poetry

Unit 4 Alexander Pope’s Poetry

Module 4  English Poetry and the Romantic Movement
Unit 1 Background to Romantic Movement

Unit 2 William Wordsworth and the Romantic Movement
Unit 3 John Keats’ Poetry

Unit 4 William Blake’s Poetry

Module 5:  The Victorian Poetry and the 20" Century English Poetry

Unit 1 Background to the Victorian Poetry

Unit 2 Robert Browning and Mathew Arnold: The Exdegpof Victorian
Poets

Unit 3 20" Century English Poetry

Unit 4 T.S. Eliot and W.B. Yeats: The Examples 0f 2entury Poets

Each module is preceded by a miniature table oferts, including introduction,
unit objective, the main content, Self-Assessmexdré&ise (SAE), as well as one
Tutor-Marked Assignment (TMA) which you are reqdir® answer and submit

for grading.

Textbooks for further Reading



At the end of every unit, you will find a list dfooks and other such
materials that will enable you have a firm grasphef course. The books are to aid
your understanding of this course. You are, theegfexpected to consult as many

materials as possible. This will enable you tesgréne course deeply.

Presentation Schedule

The presentation schedule gives you the importatedfor the completion of
your tutor-marked assignments and when you wikradttutorials. Remember

that you are required to submit your assignmentsratng to the schedule.

Assignment File

The file contains the details of all the assignmeydu must do and submit to
your tutor for marking. The mark you obtain fronesie assignments will form

part of the final mark you will obtain in this caa.

Assessment

The course has two types of exercises or questionsare expected to tackle.
The first is the Self-Assessment Exercises (SAEBicv you are expected to
solve but not submit at the end of the study. Téeord is the Tutor-Marked
Assignment (TMAs) which you must solve and submmtan assignment
file in partial fulfillment of the requirements fdhe successful completion of

the course. The TMA accounts for 30% of your tctabre for the course.



Every unit has a Tutor-Marked Assignment, which ascompulsory
guestion that must be answered and submitted aenideof the course. You
will minimize your chance of doing well in the caerif you fail to submit

answers to all the Tutor-Marked Assignments asiredu

Final Examination and Grading

The final examination for this course has a dumataf three hours. The
examination itself will carry 70%. It will be madg of questions that reflect
the self-testing exercises as well as the tutorkedhrassignments. You are
expected to spend quality time to read the contefhtthe units and all the

SAEs and TMAs for the final examination.

Course Marking Scheme

The table below shows how actual course markingsehis broken down.

Assessments Marks

_ Assignments of which the best
Assignment 1-4

three marks of the four count as

30% of course marks.

_ o 70% of overall course marks
Final examination

100% of course marks
Total

Table 1: Course Marking Scheme.
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Course overview
The table below brings together the units, the remald weeks you should take to

complete them and the assignments that follow them.

Units Title of work Week's | Assessment(s)
activity (End of Unit)
Course Guide 1
Module 1
1 Background to the Earliest English Poetry 1 Assignment 1
2 Beowulfand the earliest English Epic. 2 Assignment 2
3 The Battle of Maldon 3 Assignment 3
4 Chaucer’s Poetry 4 Assignment 4
Module 2
1 What is Renaissance? 5 Assignment 1
2 Elizabethan Poetry 6 Assignment 2
3 Shakespearean Sonnets 7 Assignment|3
4 The Metaphysical Poetry 8 Assignment 4
Module 3
1 Satire in the 18Century 9 Assignment 1
2 18" Century Classicism 10 Assignment 2
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3 John Dryden’s Poetry 11 Assignment 3

4 Alexander Pope’s Poetry 12 Assignment 4
Module 4

1 Background to the Romantic Movement 13 Assignment 1

2 William Wordsworth and the Romantid4 Assignment 2
Movement

3 John Keats’ Poetry 15 Assignment 3

4 William Blake’s Poetry 16 Assignment 4
Module 5

1 Background to the Victorian Poetry 17 Assignment 1

2 Robert Browning and Matthew Arnold: Thé&8 Assignment 2

examples of Victorian Poetry

3 20" Century English Poetry 19 Assignment 3

4 T.S. Eliot and W.B. Yeats: The Examples of'2@0 Assignment 4

Century English Poets

Revision 21

Examination 22

Facilitators/Tutors and Tutorials
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Fifteen tutorial hours are provided for in this csito enable the students and their
tutors meet and examine the contents of the coatdatervals. You will be
informed of the dates, time and venue for thesarials, along with the name and
particulars of your tutor as soon as one is assigoeyour group. Your tutor
will grade and comment on your assignments, monytour progress and
provide answers to your questions during tutoriddeu must submit your
assignments in good time to enable your tutor adrthem well and to make
appropriate comments. Do not play with your tutigriar hesitate to consult your
tutor when the need arises. Tutorials afford yopaofunity to meet and discuss
with your tutor face to face and they help you & gnmediate answers to

troubling questions. Apart from tutorials, you n@gnsult your tutor when:

e You do not understand any part of the study units;

e You have difficulty understanding Self-Assessmemntel€ises or

Tutor-Marked Assignment:

e When you have problems with the tutor's commentyaur assignments or
their grading. To gain maximally from the tutoriaj®u ought to prepare a
list of questions before attending them and yastnendeavor to participate

actively in discussions during tutorials.

Summary
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This course is historical, theoretical, as wellaaslytical in dimension. It will
enable you to understand how the English tastemacters and sensibilities are
captured in poetry over time, as well as help ymkriow those who influenced
English poetry and the trend of their thought. Ttdsirse examines the English
poetry from its beginning to the ®@entury. It explains the factors that helped to
nurture the different kinds of poetic traditionsh@ment in English world, the
works of selected poets and the various themesigsgan them and the nature of

the English audience.

The course guide is, therefore, designed to makectiurse enjoyable
and rewarding experience. However, what you geégp on how much

time you dedicate to studying the various coursesun

Good luck!
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MODULE 1

THE EARLIEST (ANGLO-SAXON) ENGLISH POETRY AND THE
ANGLO-NORMAN PERIOD

This module examines the earliest English poethe $tudy traces the English
poetry to the Anglo-Saxon period when poetry wgtiwas mainly based on epic
gualities. The earliest period of English poetrguably laid the foundation for
Anglo-Norman poetry.

The module which comprises four units will elucelahe features of earliest
English poetry with various examples. The first tumill crystallize the
background to the earliest English Poetry. In tingt unit, we shall see the various
factors that characterized and shaped the AngloiSperiod.

The second unit will discusBeowulfas an example of the earliest English epic.
We shall analyze the poem and examine the quatififse work with the view of
connecting the work with the culture of the eatliésglish people.

The third unit will discus3he Battle of Maldonin this unit, we shall analyze the
features ofTheBattle of Maldon

The fourth unit will examine and discuss Chaucpostry. Chaucer'€anterbury
Taleswill be studied. The unit will examine how Angl@®n poetry gave way to
Anglo-Norman poetry. We shall closely look into tddferences between the
Anglo-Saxon poetry and the Middle Ages Poetry.

Unit 1: Background to the Earliest English Poetry
Unit 2: Beowulfand the Earliest English Epic

Unit 3: The Battle of Maldon

Unit 4: Chaucer’s Poetry

15



UNIT 1 BACKGROUND TO THE EARLIEST ENGLISH POETRY

Content

1.0 Introduction

2.0 Objectives

3.0 Main Content
3.1 The Earliest English Period
3.2 The Earliest English Poetry
3.3 The Style of Earliest English Poetry

4.0 Conclusion

5.0 Summary

6.0 Tutor-marked Assignment

7.0 References Further Reading

1.0 INTRODUCTION

The end of Roman rule in Britain enabled the An§éo<on settlement of Britain,
which is often regarded as the origin of Englandl ahe English people
(Wikipedia). The Anglo-Saxons were of Germanic mriggho established several
kingdoms that became the primary powers in whatolw England and parts of
Southern Scotland. They introduced the Old Endasiguage which displaced the
previous British language. The Anglo-Saxons wakéth British states in Wales,
Cornwall and the Brythonic speaking parts of namh&ngland and southern
Scotland. The Vikings and Norsemen raided Engléswli800AD, took control

and introduced Norse language into large parts ledtvis now England. During
this period, several rulers attempted to unite vheous Anglo-Saxon kingdoms
and this effort led to the emergence of the kingddfEngland by the T0century.

Meanwhile, of several poems dealing with Englisktdny and preserved in the
Anglo-Saxon Chroniclethe most notable is “The Battle of Brunanburb,” a
panegyric on the occasion of King Athelstan’s wigtoover a coalition of
Norsemen and Scots in the year 93he Battle of Maldonis another heroic
poetry dealing with English history. The poem ddsxs the defeat of Aldorman
Byrhtnoth at the hands of Viking invaders in 991.

Anglo—Saxon poetry is categorized by the manusiiptvhich it survives, rather
than its date of composition. The most importanhuasaripts are the four great
poetical codices of the late L@nd early 1% centuries known as the Caedmon
manuscript, the Vercelli Book, the Exeter Book, ahd Beowulf manuscript.
Beowulfis the only heroic epic to have survived in itdirety but fragments of
others such a¥Valdereand thefunnesburg Fragmendre also available. Other
genres include much religious verses, from devatioworks to biblical
paraphrase such as “The Wanderer”, “The Seafaamed™The Ruin”.
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Anglo-Saxon depends on alterative verse for itscttire. The poetry is formulaic,
drawing on a common set of stock phrases and plpaserns, applying standard
epithets to various classes of characters, ancatilgpiscenery with such recurring
images as the eagle and wolf, which wait duringlémto feast on carrion, and the
ice and snow, which appear in the landscape taakgmrrow. Several wars took
place which shaped the history and language ofdfwlgIThis unit is important for
this course as it opens up various factors thatdetle emergence of England and
its poetry.

2.0 OBJECTIVES
At the end of this unit, you should be able to:
. explain the factors that led to the emergence gid&d;
account for the earliest English period;
discuss the earliest English poetry and its style;
explain the significance of wars in the earliesgist period.

3.0 MAIN CONTENT

3.1  The Earliest English Period

Both the Vikings and the Norse men inhabited Engjland changed its history
and language consequently. By 1066, the Normanadew and conquered
England. The Norman Dynasty established by Williéme Conqueror ruled

England for over half a century before the peribduxcession crisis known as the
Anarchy. Following the Anarchy, England came torh&ed by the House of

Plantagenet, a dynasty which also had claims tokihgdom of France. Many

wars were fought before there could be a stablgddm in England.

3.2 The Earliest English Poetry

The history of English poetry begins from the maldif the ¥ century. The
earliest surviving manuscripts are dated from & dentury. Much of the poetry
was written in Latin, Brythonic and Anglo-Saxon dgammages. Probably, much of
this old English poetry was intended to be chanteth harp accompaniment, by
the Anglo-Saxon bard. Old English poetry was baid atrong, but also mournful
and elegiac in spirit. This poetry emphasizes treosv and ultimate futility of life
and the helplessness of humans before the powateofAlmost all this poetry is
composed without rhyme, in which a line or versefaidr stressed syllables
alternate with an indeterminate number of unstgksglables. Another unfamiliar
feature in the formal character of Old English pp&t structural alliteration or the
use of syllables beginning with similar soundswmo tor three of the stresses in
each line. All these features of form and spirg axemplified in the epic poem
Beowulf
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Nevertheless, the earliest known English poem hgran on creation. A humble
man of the late '7 century who was described by the historian andltiggan
Saint Bede the Venerable may have written the “HymnCreation”. His name
was Caedmon. Part of the challenges of the eaHieglish poetry was dating. For
instance, Beowulf's dating ranges from 608AD to AGD. There has been no
consensus ever since (Wikipedia). Many other posoth as “The Battle of
Brunanburh” (957) and the “Battle of Maldon” (99hpay have been composed to
document various was that took place in Englistohys

Anglo-Saxon poetry is categorized by the manussiiptwhich it survives, rather
than its date of composition. The most importanhunsaripts are the four great
poetical codices or bound ancient manuscripts ef lte 16 and early 1%
centuries known as the Caedmon manuscript, theeWleBook, the Exeter Book,
and theBeowulfmanuscripts.

3.3  The Style of Earliest English Poetry
Most of the Earliest English poems have similarligjea. According to Albert
Tolman (1887), Anglo-Saxon poetry has various giealiwhich are:

I. conciseness and vigour;

il. repetition of thought with variation of expression;

iii. disconnectedness;

iv.  freedom from the sensual and idealization of tharmon;

V. seriousness and

vi.  tenderness.

Conciseness and Vigour

The extreme emphasis resulting from accent an@tion combined in the same
syllables naturally goes with a highly intense,or@us style. Anglo-Saxon poetry

is always more than lively, it is intense. The An@axon verse demands strong
nouns, adjectives, and verbs; and these, of négestste the thought with brevity

and power.

Repetition of Thought with Variation of Expression

The Anglo-Saxon poet repeats his ideas in evergiblesway, but not his words.
The repetition of the main idea is made enjoyalyl¢hle constant variation of the
language. Each repetition must emphasize some hasepor characteristic by the
use of new terms. This repetition with variatiokes many forms. A noun may
have three to four appositional phrases scatténedigh all parts of the sentence,
or there may be complete parallelism of successiwrences, which is a favourite
form of expression. But parallelism is evidentlyt @oprinciple with the Anglo-
Saxon poet. The principle is as it has been statba is an illustration from
Beowulf:

18



The round the mound the battle-brave rode,

Sons of athelings, twelve in all,

Wished to tell their sorrow, bewail the king,

Wreak their words, and speak of the man.
(Beowul3131).

Disconnectedness
Ideas are usually expressed in disconnected maimnénglo-Saxon poetry,
though it is hard to generalize. Here and therped@ally in the later poetry,
passages can be found in which the rhetoric i$yreldborate and the connections
of thought are very fully indicated. This is truktbe part of “Genesis”. There is
an instance of disconnectedness made expressive:

Alas! Had | control of my hands,

And could | for a time get loose,

Be free for one winter-hour, then | with thiedp —

But about me lie iron-bonds,

The rope of fetters rides me.

(Genesi869)

Freedom from the Sensual and Idealization of the Gomonplace

Anglo-Saxon poetry is devoid of sensuality and lidation of the commonplace.
There are no Anglo-Saxon love poems. The entirerates of the relation of lover
and maid from this poetry, and the scanty referencdahat of husband and wife,
are very striking. A woman appears but rarely, #meh as the noble, honoured
spouse, chaste and dignified. She is her husbdreds and dearest friend. The
relation, who is dearest of all to Anglo-Saxon pgpeis that of lord and follower.
The true Lord loves his subjects dearly. He iskimel friend and guardian of all.
Beowulf and Hrothgar grieve over the sufferingstoéir harassed people. It
reminds one of the Christian conceptions of Clyiftllowers; that they constitute
his very body. “The Wanderer”, one of the most tong poems of the Anglo-
Saxons, is the lament of a poor solitary followeerohis dear, dead lord-friend.

The idealization of all that is commonplace perrasaf\nglo-Saxon life and
poetry. Etiquette is a prime consideration with #eglo-Saxon and no good
warrior fails in the definite ceremonials which aeidently considered of very
great importance. The poeBeowulfis full of interesting details of court and
warrior life. This life is all idealized, and notig gross appears. Every person and
object is exalted almost to a state of perfectmnis dismissed from sight and
mentioned as completely bad.

Seriousness
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There was an ethical sternness and a grand eagmssin the Anglo-Saxons,
which was mirrored in an all-pervading seriousnafsstyle. A great fondness for
moralizing appears everywhere. The shortness anckertainty of life are
constantly called up. A remarkable instance of hmrey is offered in “Beowulf”,
when the hero has just killed Grendel’s mother sméxterminated the hated race.
The tone was always serious compared to some gbdbens written during the
renaissance.

Tenderness

The Anglo-Saxons were as tender and thoughtfuhag tere brave. The vast
problems of life and death oppress the hearts whighnot quake before the
enemy. Elegiac pathos, tender mournfulness, is, taenimportant feature of
Anglo-Saxon style. “Beowulf” is full of it. “The Waderer” has lost his dear lord
and is friendless in the world.

Often the fugitive findeth mercy,
The mildness of God. Moody and weatry,
Wandering ever over the water-way,
Hath he with hands of toil, homeless and sad,
Stirred the sea, rime-cold. Rigorous fate

(The Wanderer).

Behind every joy and at every banquet, to the nohdhe Anglo-Saxon, wait
disappointment and sorrow.

4.0 CONCLUSION

The unit examines the background to the earliegti§im Poetry and its impact on
the poetry of the period. The unit looks into vagajualities of the Anglo-Saxon
poetry such as conciseness and vigour, repetitfothaught with variation of

expression, disconnectedness, freedom from theuagkeasid idealization of the
common seriousness and tenderness.

50 SUMMARY
In this course, we have been able to see the bawkdrof Anglo Saxon poetry.
We also highlighted various features of Anglo Sagoetry. We hope to take this

topic further by discussingeowulfin detail in the next unit.

6.0 TUTOR-MARKED ASSIGNMENT
Discuss at least five features of Anglo-Saxon Boetr
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UNIT 2: BEOWULF AND THE EARLIEST ENGLISH EPIC

CONTENTS
1.0 Introduction
2.0 Objectives
3.0 Main Content
3.1 Whatis an Epic?
3.2 Beowulf
3.3 The style oBeowulf
4.0 Conclusion
5.0 Summary
6.0 Tutor-marked Assignment
7.0 References/Further Reading

1.0 INTRODUCTION

Beowulfis an Anglo-Saxon epic consisting of 3182 allitme long lines, set in
Scandinavia. It is arguably the first Anglo-Saxgmceas it is the earliest surviving
epic of Anglo-Saxon literature. “Beowulf’ is an imgant Anglo-Saxon poem to
be studied in this course. The long narrative dpjuicts the conquests, history and
culture of the Danes.

2.0 OBJECTIVES
At the end of this unit, you should be able to:

J discussBeowulfas a literary product of the Anglo-Saxon period,
. identify and discuss specific epic qualitiesBeowulf and
o discuss the literary style &eowulf.

3.0 MAIN CONTENT

3.1 Whatis an Epic?

An epic is a long narrative poem on a serious stibjgpresenting characters of
heroic stature in adventures of great historiegehdary, or religious significance.
The following are characteristics of an epic.

o The setting of the work is vast in scope, cove@nghole nation, the
world, or even the universe.

o The actions described in the work are deeds oftgvador, often
requiring super human strength, intelligence, aueance.

o Supernatural forces (gods, angels, demons) talkeestt in the action
and intervene from time to time.

o An elevated style and diction, deliberately disethdrom everyday

speech, is used throughout the poem.
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In most epic poems, the poet begins the work bynstdnis topic and by calling
upon the Muse of Epic Poetry for help in risingthe task. This convention is
known as the invocation to the Muse, a part of Whi the epic statement of
theme. The poet opens his narrativenedias regLatin expression for ‘middle of
the action’). The preceding history is then sumplég various points throughout
the remainder of the work by means of retrospectsimilar to the flashback of
the modern novel. This is exemplified in the stofyanother Beowulf who has
lived before the great Beowulf. There is also alliel of the story of a good king
who “throve under heaven in power and pride/tiliemal peoples beyond the
ocean/Paid toll and tribute. A good king he!” (Lsn&’-10). It is a form
introduction to the heritage of greatness into Wwhidrothgar has grown as a
Danish king. Another good example could be foundlines 993- 1050, which is
supposed to give the background of a praise sorigrpeed in honour of Beowulf
after the slaying of Grendel. It tells of a storfpanish king, Hnaef who was killed
while on a visit to his sister and her spouse, FAhe king of the Jutes in
Finnsburg. His people, led by Hengest, came back oprisal attack and killed
the Jutes for this treachery but only stopped th&trdction of the Jutes after a
truce was reached- that king Finn would continugliye gifts to the Danes to
appease the death of their king and that if angidmi attempted to refer to the
unfortunate incidence, the jutes should avenge.nWbde, Hengest and some
Danish warriors remained with the Jutes but Hengest ever thinking about
avenging the death of his king. Thus, the oppotyucame after winter and he
murdered Finn, the king of the Jutes and returnddanes land with the queen if
the Jutes, thereby breaking the truce. Apart fremgithis to honour Beowulf and
his men, it also performs another function which esplained in the next
paragraph.

This story gives a hint of some of the culturalgbices of the Anglo-Saxons such
as revenge, burial rites which include pyre burrang the singing of dirge. Pyre
burning refers to the burning of the dead with thelongings and treasures. This
is the same way Beowulf is buried at the end ofptbem. The story is therefore a
prospective narrative as well, which tells the ande what is to happen later in
the work or after the work.

The poet may also include many elaborate enumestid subjects and items
such as ships, warriors, armies, gifts etc; thisdkof list is called an epic
catalogue. IrBeowulf after the defeat of Grendel, king Hrothgar rewsadeowulf
with gifts and they are described in elegant terms:

Hrothgar bestowed a standard of gold,

A banner embroidered, a bryny and a helm.
In sight of many, a costly sword...

To others on ale-bench, richer rewards,
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Four such treasures fretted with gold!

Eight horses also with plated headstalls

The lord of heroes bade lead into hall;

On one was saddle skillfully fashioned

And set with jewels, the battle-seat...

And the prince of Ingwines gave all these gifts

To the hand of Beowulf, horses and armor;

Bade him enjoy them! With generous heart

The noble leader, the lord of heroes,

Rewarded the struggle with steeds and with treasure
So that none can belittle, and none can blame,
Who tells the tale as it truly happened (lines L&)

Gift-giving as part of the Anglo-Saxon culture isigg prominence in the poem.

Many lords like Hrothgar are portrayed as geneteaders who do not allow the

efforts and loyalty of their warriors to go unredead. The gifts are elaborately
described in order to show both the generosityhefdiver and the greatness of the
acts of the hero.

The poet also uses extended and elaborate forraatps or monologues by the
main characters. These speeches are also callecbeast if they are delivered
before a war takes place of whenever a great pendmduces himself. Beowulf
introduces himself to king Hrothgar in Lines 400t4Wwith an epic boast,
recounting the great and heroic deeds he has pwtbbefore embarking on the
guest to exterminate Grendel:

The best of my people, prudent and brave,

Urged me, King Hrothgar, to seek you out;

They had in remembrance my courage and might,
Many had seen me come safe from conflict,
Bloody from battle; five foes | bound

Of the giant kindred, and crushed their clan.etc

The boast is expected to encourage the speakerhddsers and followers,
especially the king that he has come to help. Sthee is their first meeting,
Beowulf takes his audience through the many feathds performed so that they
might be reassured that they have the right pei@otie job. Beowulf’s last boast
in the poem is found just before he goes to kil tiragon, which incidentally is
his last act:
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| came in safety through many conflicts

In the days of my youth; and now even yet,

Old as | am, | will fight this feud,

Do manful deeds, if the dire destroyer

Will come from his cavern to meet my sword’ (Lir2869-2373)

The poet also gives a detailed family backgroupit; genealogy, for many of the
heroes. Importance is attached to paternal lineBge poet refers to a hero by his
patronymic, which means a form of the father's namign an ending meaning

“son of”. Heorogar, hrothgar’s brother is describesthe son of Healfdene” (Line

450), Unferth is referred to as “Ecglaf’'s son” im& 481 and Beowulf himself as
“the son of Ecgtheow”. All these are great men Itkegoby heroes.

The poet also uses long, extended comparisons vénelknown as epic similes
that make the unfamiliar familiar by stressingsitsilarity to observable, common
phenomena and objects. The poet also uses mamgepiadjectives or adjectival
phrases used to point out a characteristic qualitya person, a god, or less
frequently, an animal or an object. Beowulf callotigar “Prince of the Danes,
protector of Syldings,/Lord of nations, and leadérmen, (lines 412-413). He
describes his breastplate as “the best of corstslatsovers my breast/heirloom of
Hrethel, and Wayland’s work, /Finest of byrnied.ings 437-438). This implies
that the armor is not an ordinary one but a pobeset crafted by a skillful magical
smith. Also, the rest of Beowulf's weapons like Hglmet and sword are
elaborately described in Lines 1327-11349.

The poet may also rely on the use of kennings whien metaphoric expressions
employed to render vivid narrations. Examples: @efs mother is tagged
“battle-flasher” (Line 1407), the sun is named therld-candle” in Line 1839
and Beowulf is called the “shoulder-companion” ofgdlac in Linel846. They
are epithets deployed to intimate the audience thghqualities of these subjects.

The use of foreshadowing, which means warning alsomething bad that is
about to happen, is also common in epic poetryewike, the use of rhetorical
and poetic devices such as similes, metaphors, rbglge and irony are also
common features of epic poetry.

3.2 A Summary ofBeowulf

Beowulf, a warrior and hero of the Geats in Scaadim comes to assist Hrothgar,
the king of the Danes, whose Mead Hall in Heorat been terrorized several
times by a monster known as Grendel. He is theakfigure in the poem and his
actions or heroic deeds qualify the poem to beedadin epic. These actions are
discussed below. Beowulf confronts Grendel andsslayn, Grendel’s mother
attacks the hall and she is being defeated by BE@lao. Beowulf goes home to
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Geatland in Sweden and later becomes king of thetsGdifty years after
Grendel's mother was defeated, Beowulf also defeattragon, but is fatally
wounded in the battle. After his death, his attersldury him in a tumulus, a
burial mound, in Geatland.

According to Jane Chance in her article “The Strait Unity of Beowulf: The
problem of Grendel's Mother”, Beowulf has a two4pstructure which is divided
into the battle with Grendel and with the dragom dine battle with Grendel's
mother. The poem opens with the story of king Hgath who built a very large
hall named Heorot for his people. In it, he, hisewiVeathpeow, and his warriors
spend their time singing and celebrating, untilr@ed, a troll-like monster who is
disturbed by the noise of their merriment, attattles hall and devours many of
Hrothgar's warriors while they sleep. But Grendeks not touch the throne of
Hrothgar, for it is described as protected by a gdw god. Hrothgar and his
people in their helplessness vacate Heorot.

Beowulf, a brave warrior from Geatland hears oftHgar’s troubles and with his
king’s permission leaves his home land to help kyat. Beowulf and his men
spend the night in Heorot. Beowulf carries no aenduse he wants to be like the
beast that bears no arm. After they have slepmd&ieenters the hall and attacks,
devouring one of Beowulf’'s men. Beowulf, who hasieretending to sleep,
leaps up to clench Grendel's hand. The two figh#a tstandstill. Beowulf’'s men
arise to help but their swords cannot penetraten@&ks body. Eventually,
Beowulf tears Grendel’'s arm from his body while @tel shouts and runs home
to die.

The following night, after celebrating Grendel’'sfelt, Hrothgar and his men

sleep in Heorot. Grendel’s mother, angered by tireglhment of her son, appears
and attacks the hall. She kills Hrothgar's moststed warrior, Aeschere, in

revenge for Grendel’'s defeat.

Hrothgar, Beowulf and their men track Grendel’'s neotto her home under a
lake. Beowulf prepares himself for battle; he isganted with a sword by Unferth,
a warrior who had doubted him and wishes to makemai®m Having stipulated a
number of conditions to Hrothgar in case of histde&eowulf enters into the
lake. He is quickly detected and attacked by Grénadeother. Nevertheless, she
is unable to harm Beowulf through his armour arebdrhim to the bottom of the
lake where Grendel’'s mother and Beowulf engageencé combat.

Grendel's mother seems to prevalil initially, ando®alf sensing that his sword
cannot harm his foe discards it in fury. Beowulhlgg a magical sword from
Grendel's mother’s treasure, and with it beheads Tke blade of the magic
sword melts like ice when it touches her toxic loloontil only the hilt is left. This
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hilt is the only treasure that Beowulf carries otithe cave, which he presents to
Hrothgar upon his return to Heorot. Beowulf theturnes to the surface and to his
men at the “ninth hour”. Beowulf is greatly rewaddey Hrothgar in accordance
with the culture of the Anglo-Saxons.

Beowulf returns home to become king of his own peofrifty years after
Beowulf’s battle with Grendel's mother, a slaveasdea golden cup from the lair
of an unnamed dragon at Earnaness, when the dssggnthat the cup has been
stolen, it leaves its cave in a rage, burning ebang in sight. Beowulf and his
warriors embattle the dragon. Later, Beowulf figthe dragon alone while his
men wait. Beowulf fights with the dragon supportadWiglaf and they both kill
the dragon. BeowulBustains a mortal injury during the fight with tdeagon.
Beowulf is buried in Geatland on a cliff overloogithe sea.

3.3  The Style oBeowulf and Other Epic Features inBeowulf

Beowulfis different from modern poetry. The original maarpt was written in
old English and what we have now are translatidrtie original text. Though all
translators claim to have rendered translations dha very close to the original
text, there are some features that have most likegn introduced by them. For
instance, whereas most translations are in vefse,translations by Thomas
Arnold (1876) and J.M. Kemble (1833) are in pras#sing questions about the
“poetic” quality of Beowulf Being an oral poetry before it being converteid in
writing, the poem has many tales and legends abthdr warriors apart from
Beowulf. In the first three lines of the poem,

Lo! the Spear-Danes’ glory through splendid achiesets
The folk-kings’ former fame we have heard of,
How princes displayed then their prowess in btti8).

The speaker talks about the things they have “hefnghich they now retell:

Great-minded Healfdane; the Danes in his lifetime

He graciously governed, grim-mooded, aged.

Four brains of his body born in succession

Woke in the world, war-troopers’ leader

Heorogar, hrothgar, and Halga the good;

Heard | that Elan was Ongentheow’s consort,

The well-beloved bedmate of the war-Scylfing lea@&-66).

Names and deeds of these great men are includbd gpic to show the culture of
heroism that was prevalent at the time among Aisgrens.
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Anglo-Saxon poets typically used alliterative verseform of verse that uses
alliteration as the principal structuring deviceutaify lines of poetry, as opposed
to other devices such as rhyme, a tool which igl uather infrequently. This is a
technique in which the first half of the line (theverse) is linked to the second
half (the b-verse) through similarity in initialsoed. In addition, the two halves are
divided by a caesura: “Oft Scyld Scefing \\ sceappreatum” (Old English1-4).

This is a form of accentual verse, as opposed toaguentual-syllabic verse.
There are four beats in every line — and two imghalf-line.

The poet also has a choice of epithets to usederdo fulfill the alliteration, The
letter “h”, for example, is always pronounced (Hya# HROTH-gar) and the
digraph “cg” is pronounced like “dj”, as in the wdoftedge”. Both “f” and “s” vary
in pronunciation depending on their phonetic enwinent. Between vowels or

voiced consonants, they are voiced, sounding likedem *“v’ and “z”,
respectively.

In addition to the fact that the poem narrativesgheat deeds of heroic figures, it
also contains passages that are sometimes didaxticneditative geared towards
teaching a moral or imparting some cultural valdesthe audience. Let us
examine lines 19-25:

So must a young man strive for good
With gracious gifts from his father’s store,
That in later seasons, if war shall scourge,
A willing people may serve him well.

Tis by honour a man may rise

In every state. Then his hour struck,

And Scyld passed on to the peace of God

Here, the main story being told by the poet is tfahe great Danish king named
Scyld who had lived before Beowulf and is also shote have been an
accomplished leader. But in between the beginninthis story and the end is
infused a word of advice to young people which wé in lines 19-24. This is a
unique style of Beowulf as an Anglo-saxon poetrgause apart from its didactic
function, it shows the culture of the Anglo-Saxdinat - giving gifts was a way of
winning the hearts of one’s subjects as we findhis example. Again, in lines
626-628 are these words “Be mindful of glory, shimath your strength,/Keep
watch against foe! No wish of your heart/Shall gdulfilled if you lived through
the fight”. Though they are the words of Hrothgathe warriors before he left the
hall for Beowulf and his men to face Grendel, tlaso apply to other listeners.
Other meditative passages could be found in li28s3B3 and 984-987.
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Another feature in the poem which makes it an epthe narration of epic/historic
tournaments and games some of which are descnbédes 301-709. In these
lines, some of the contests or games in which #ne,Beowulf has participated in
and won are vividly described.

40 CONCLUSION

Beowulfis a tragedy. The tragedy of the hero becomesaiixpi Part Il; in his
own death and in the destruction of his nation madeitable by his death. The
epic hero may defy augury, but his defiance ishat $ame time a resignation,
recognition that man can achieve so much and thatan lives forever. Epic
touches on the brevity of human life and on the desrof man’s achievements.
Epic also arouses poignancy and awe.

50 SUMMARY

This unit examines “Beowulf” as an epic poem durthg Anglo-Saxon period.

Beowulf is considered as a tragic hero in the pod@fa.are able to see various
expeditions embarked upon by Beowulf. All theseeghfpons make him a result
most especially as he dies for his country home.

6.0 TUTOR-MARKED ASSIGNMENT
Discuss the epic qualities Beowulf

7.0 REFERENCES/FURTHER READING
Alexander, M. (2003)Beowulf A verse Translation. London, New  York:
Penguin Classics.

Anderson, S. M, A. Sullivan and T. Murphy. (200Bgowulf New York:
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Swanton, M. Ed. (1997Beowulf Manchester: Manchester University Press.
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1.0 INTRODUCTION

The Battle of Maldons an Anglo-Saxon war poem. Heroic battles wermarmoon
in the Anglo-Saxon era because powerful kings vaweays seeking to expand
their kingdoms, which invariably led to generaltaislity. Military campaigns or
battles were the foremost means of conquest aru @awuest produced heroes
who must have shown loyalty to their kings by figttheir foes to finish even at
the expense of their own lives. To be honourableld/anean to be willing to
defend ones land, its people and the king. In téwxs$, we shall see how Anglo-
Saxon warriors engaged in warfare. The poem is talanuold man named
Bryhtnoth and his retainers, petty noblemen of Esghting and dying in a local
battle which may be called a scuffle of no gregbantance. We shall look at the
poem and its heroic style.

2.0 OBJECTIVES
At the end of this unit, you should be able to:

. define what a heroic poem is
. discussThe Battle of Maldoms a heroic poem
J analyse the heroic style The Battle of Maldon

3.0 MAIN CONTENT

3.1 What is Heroic Poetry?

Heroic poetry is a long narrative verse that isvaled in mood and uses a
dignified, dramatic, and formal style to describe tleeds of aristocratic warriors
and rulers, it is usually composed without the afidwriting and is chanted or
recited to the accompaniment of a stringed instninieis transmitted orally from
bard to bard over generations.
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Heroic poetry ranges from ancient to modern woniedpced over a widespread
geographic area. It includes what are probablydasiest forms of this verse,
panegyrics praising a hero’s lineage and deedsrélirarrangements or lines
composed on a hero’s death. Homer relates that \Weetor’'s body was brought
home “they laid it upon the bed and seated mirsstrind it to lead the dirge”.

Another type of heroic poetry is the short, dramédy devoted to a single event,
such as the Old English “Battle of Maldon” (c. 99dgscribing a Viking raid on

Essex, or the Old High German “Hildebrandslied” §00), dealing with a duel

between father and son. The mature form of herogtry is the full-scale epic.

The heroic age varies in different native literatur The heroic poetry of the
German, Scandinavian, and English peoples deatdlghvith a period from the
4™ to the & century AD, the time of the great migrations of tRermanic people.
Though some of the heroes portrayed are histopeedonages, their actions are
often combined and related for artistic purposeh wo regard for actual historical
chronology.

Nevertheless, a heroic tale is assumed by thegmukhis listeners to be somehow
true. Its style is impersonal and objective, anel ginaphic realism of its details

gives it an air of probability that outweighs thecasional intrusion of marvelous

elements. None of the mundane details of the haaisand none of the amenities
connected with them are slighted. The listen¢old how the hero looks, what he

wears, what he eats, and how he sleeps.

3.2 TheBattle of Maldon: A Heroic Poem

The battle of Maldon actually took place betweea tHkings and the Anglo-
Saxons. In August AD 991, a large fleet of Vikingps, led by the Norwegian
Olaf Trygvasson, came to the River Blackwater, raldon in Essex, to be met
by a smaller force of Englishmen. The podrhe Battle of Maldontells how the
Vikings crossed the causeway over the river, arttlerensuing fight, the leader of
the English Earldoman Byrhtnoth, was killed, anel English force defeated. The
English defeat is not difficult to explain. They meeoutnumbered, Byrhtnot
allowed the Vikings to cross the causeway, and n@niye English forces fled
when Byrthnoth was killed.

According to www.ringnett.com depending on how big the ships were, the
Vikings would have had a force of between 1,800 &7@0 warriors. In a note, J.
Campbell suggests that if Byrhtnoth’s host wasuied from Essex on the five
hide system, then there would have been about 6003¥en (Cooper, 1993: 90).
This contrast in force of numbers must have couateédd to the defeat of
Earldoman Byrhtonoth and his men. Analysis of theerp matched with
archaeology reveals that most of the fighting wasuad the mouth of the
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causeway over the River Pante between the mairdaddNorthey Island in the
Blackwater estuary. The Vikings had landed andndisseked on Northey Island.
This indicates that most of the fighting would hdnezn in a relatively small area,
and this would have been a disadvantage for thendeig English.

The main factor that cost the English the battles waat Byrhtnoth invited the
Vikings to cross the ford, a seemingly recklesadghio do. The poem states that it
was ‘foolhardy pride’ that made him invite the eryeamto firm ground (line 89).
However, it has been suggested that because sh#i®w draughts of the Viking
ships, Byrhtnoth may have thought that in the didwdy would be able to go
further upriver and put in there, and so get arduingd and his troops (see “Battle
of Maldon” in www.ringnett.com). Scraggy agrees lwithis. He says that
Byrhtnoth’s forces in their original position hathlemated the Vikings. He could
keep them on the Island, but could not force thenengage nor prevent them
from evacuating by ship. Withdrawing and letting tikings over the causeway
was the only way to bring them to battle, thus toestain extent securing the
safety of the town of Maldon (Scragg, 1991:148).HRiot suggests that it may
have “Byrhtnoth’s very English belief in fair plaghat it wasn’t cricket to let the
other side just sit there that made him take thtalfstep”. Had Byrhtnoth not
invited the enemy onto the battle ground and waitetl the tide had gone out
before starting the battle, reinforcements may Hzae time to arrive, helping to
balance the forces. Nevertheless, for whateverored®e did it, inviting the
Vikings onto the mainland sacrificed a very googipon, and gave up what small
advantage that the English had.

The Battle of Maldorcontains qualities that most heroic poems conta@imost
always, heroic poems narrate the deeds of deadonswr achievers who may
have died struggling. We can see how the bard eptiet narrates the deeds of
Byrhtnoth in battle. The poet uses both dramatd fammal styles. The dramatic
style makes the words of Byrhtnoth sound and cleayives the opportunity for
Byrhtnoth to make his speech. This style will eeable poem to be easily adapted
into drama. The poet's narrative technique is dtmswnal. He seems not too
familiar with the hero. He recounts his strengthd aveaknesses objectively. His
journalistic documentation of the poem makes itedént from a full-fledged epic
poem. The next sub-topic will elucidate more on tia¢ure of heroic poetry as
exemplified inThe Battle of Maldon

3.3  The Heroic Style inThe Battle of Maldon

All heroic poems have some relationship with higtaither genuine history or
what is believed to be genuine history; but only‘Maldon” is the history so
recent as to make the account of the battle almastws story. Research shows
that English chroniclers and Scandinavian skaltisnoproduced occasional verse
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in celebration of particular events, but such vesdéely to be a collection of the
facile phrases of official court eulogy or of patit propaganda.

The structure of the poem falls into two parts: fivet part deals with the
beginning of the battle and the death of Byrhtntlie; second part describes the
individual speeches and actions of the survivin@iners. These two parts are
noticeably different in style and tone.

The focus in the first part is mainly on Byrhtnathd his activities as a leader. He
orders his retainers into formation, gives elemsniastruction to the crowd of
untrained peasants who make up the army, and sepad®sman for his people.
He, at first, orders the ford to be held and thkowe the Vikings access to the
mainland.

In a general way, the poem is dominated by whatnigdt call simply the realistic
style — plain, concrete, sometimes almost like @r@nd with very few of the
noun-compounds so common in most Old English verke. following passage
points to this:

When they (the Vikings) understood and saw cletrt they were
meeting fierce defenders of the bridge, the hatghaingers began to
use trickery and asked to have access (to the Jsiiorgo over the
ford and bring their troops

In itself this style is rather remarkable, for dutd not have been easy to use the
Old English poetic style, with its unfortunate tendy to dissolve frequently into
echoing and eddying variations, to tell a plaire talith such economy. The poet
may have intentionally used the broken style tai§ygthe fall of the Anglo-
Saxon. Nevertheless the starting of the poem sdbmgpoem may have been
abridged as it begins with ellipsis before we aeindy introduced to the main
action of the warriors on the field.

.... Was broken.
He bade a warrior abandon his horse
And hurry forward to join the fighters,
(Lines 1-3)

That the poem makes use of prosaic diction in splaees does not lessen its
weight of being categorized as a heroic poem. Thidecause as the poem
progresses the prosaic style becomes elevated ewpcially in the way
Byrhtnoth Viking messenger:

Byrhtnoth addressed him, brandished his shield
Shook pliant ash-spear, speaking with words
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Enraged and resolute, gave him answer:

‘Hear you, sea-rover, what my people say?

The tribute they’ll send youis tribute of spears,

Ancient sword-edge and poisoned point,

Weapons availing you little in war!

Pirate messenger, publish this answer,

Proclaim to your people tidings more grim;

Here stands no ignoble eorl with his army

Guarding my lord aEthelred’scountry and coast

His land and his folk. The heathen shall fall

In the clash of battle. Too shameful it seems

That you with your tribute  should take your ships

Unfought when thus far you have invaded our land.

You shall not so easily take our treasure,

But sword edge and speanpoi first shall decide,

The grim play of battle, ere tribute is granted.’
(Lines 42-59)

There is a marked tendency in Maldon” for these styles to alternate, an
alternation which usually coincides with shifts rfroaction to summarizing
reflection, or from personal encounters in batlerass “tactical” movements, or
from concrete details to generalizations. Epicidictbecome noticeably more
frequent as the poem goes on, not only in set-pike the passage quoted but
also in the language of the speeches and partiguhathe highly stylized way of
describing the fighting. This increasing use ofcatiction is very much related to
the meaning of the poem. A real historical evettamg raised to a higher level of
significance; the actions thus become increasingyynbolic; the ordinary
identifiable men of Essex approach and enter thddwaf heroes, the world of
legend.

The pattern of the poem from line 40 may be desdrifis an elevation of style, if
we may extend style to mean a way of acting as ag#l way of speaking. It is the
heroic style itself which is embodied in the figwfeByrhtnoth, both in the way he
speaks and in the way he acts. He is the pattedrfamula for the rest. He acts
and talks like a hero. Ho encourages his soldiedsséhrenghten them. When he is
dying, his courage never ceases. He speaks badithé repose of his soul if he
dies.

Like Beowulf when he encounters Unferth at King tHgar’'s court, Byrhtnoth is
faced with a verbal challenge. The Viking messesgagreech (29-41) is a master-
piece of insult, deliberately infuriating in its ragance and its tone of
contemptuous wheedling. The heroic verbal resp@gequestionably demanded.
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Like Beowulf, Byrhtnoth meets his challenge petfediie can match irony with
even greater irony. Like the spear which Wulfmaaen draws from Byrhtnoth’s
body and sends back to kill a Viking, the barbeddsof the Viking’s challenge
are deftly caught, ironically accepted, and sewkba a notable display of heroic
wit.

4.0 CONCLUSION

Just likeBeowulf, The Battle of Maldos another Anglo-Saxon war poem which
ends tragically. The poem’s simplicity and diresmgoint to the fact that the
Anglo-Saxon poet has created a heroic poem oututé fact. He has been able to
forego the great resources of the epic poets-ahmantic glamour of antiquity and

strange beings, or the plot and characters alrkandycherished by the audience.

50 SUMMARY

In this unit, we have been able to see what hepoitry is all about. We also
discussed'he Battle of Maldonas a heroic poem. We were able to also trace the
history of England to the period of several batthetween the Vikings and the
Anglo-Saxon.

6.0 TUTOR-MARKED ASSIGNMENT
DiscussThe Battle of Maldoms a heroic poem.
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1.0 INTRODUCTION

Geoffrey Chaucer is regarded as the father of Bhdiierature. This is so because
it is sometimes argued that the greatest contohutiat his work made to English
literature was in popularizing the literary usetbé vernacular, English, rather
than French or Latin. English had, however, beerd s a literary language for
centuries before Chaucer’s life, and several ofuches contemporaries such as
John Gower, William Langland, and the Pearl Post alrote major literary works
in English. This unit therefore, examines Chaucergor poemThe Canterbury
Tales

2.0 OBJECTIVES

At the end of this unit, you should be able to:

relate Chaucer’s biography;

discuss the nature of Chaucer’s poetry;

assess the style of ChauceFise Canterbury Tales;
examine the themes of Chaucertse Canterbury Tales.

3.0 MAIN CONTENT

3.1 Chaucer’s Biography

Geoffrey Chaucer was born in London sometime ardi8#B, though the precise
date and location of his birth remain unknown. Fither and grandfather were
both London vintners, several previous generatibasl been merchants in
Ipswich. (His family name derives from the Frenc&hausseur” meaning
“Shoemaker”). In 1324 John Chaucer, Geoffrey’s datlwas kidnapped by an
aunt in the hope of marrying the twelve-year-olg bo her daughter so that she
could keep the property in Ipswich. The aunt waprisoned and the £250 fine
levied suggests that the family was financiallyusec— bourgeois, if not elite.
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John Chaucer married Agnes Copton, who, in 134terited properties including
24 shops in London from her uncle, Hamo de Coptdrg is described in a will,
dated 3 April 1354 and listed in the city HustiRsll as “Moneyer”; he was said
to be moneyer at the Tower of London. In the Citystihgs Roll 110, 5, Ric II,
dated June 1380.

Geoffrey Chaucer worked for Elizabeth de Burgh, toeintess of Ulster as a
courtier. He also worked as a diplomat and a @egitvant. In 1359, in the early
stages of the Hundred Years’ War, Edward Ill invhderance and Chaucer
travelled with Lionel of Antwerp, 1st Duke of Clawee, Elizabeth’s husband, as
part of the English army. In 1360, he was captutedng the siege of Rheims.
Edward paid £16 for his ransom, a considerable surd,Chaucer was released.
Around 1366, Chaucer married Phllipa (de) Roet. 8l lady-in-waiting to
Edward III's queen, Philippa of Hainaubt.

Chaucer probably studied law in the Inner TempleLandon. He became a
member of the Royal court of Edward Il as a vadetChambre on 20 June, 1367,
a position which could entail a wide variety ofkasHe travelled abroad many
times, at least some of them in his role as a w&leaucer travelled to Picardy as
part of a military expedition, and visited Genoal &orence in 1373. Numerous
scholars such as Skeat, Boitani, and Rowland stegyésat, on this Italian trip, he
came into contact with Petrarch or Boccaccio. Timgoduced him to medieval
Italian poetry, the forms and stories of which heuld use later.

A widespread knowledge of Chaucer’s works is agtb$d by the many poets who
imitated or responded to his writing. John Lydgates one of the earliest poets to
write continuations of Chaucer’'s unfinished Talesilew Robert Henryson’s
Testament of Cressied completed the story of Qfaskft unfinished in his
“Troilus and Criseyde”. Many of the manuscripts @haucer's works contain
material from these poets and later appreciatignthb romantic era poets were
shaped by their failure to distinguish the latedd@ions” from original Chaucer.
Seventeenth and eighteenth century writers sudlotas Dryden admired Chaucer
for his stories, but not for his rhythm and rhyras, few critics could then read
Middle English and the text had been butchered roytgrs. It was not until the
late 19" century that the official Chaucerian canon, aceegdbday, was decided
upon, largely as a result of Walter William Skeatark.

Roughly seventy-five years after Chaucer's dealle, Ganterbury Tales was
selected by William Caxton to be one of the firsbks to be printed in England.
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3.2  Chaucer’s Poetry

Chaucer’'spoetry is different from the Anglo-Saxon poetry. aber wrote in
continental accentual-syllabic meter, a style whiddd developed around the
twelfth century as an alternative to the alliteratAnglo-Saxon metre. Chaucer is
known for his metrical innovation, inventing theynhe royal, and being one of the
first English poets to use the five-stress linesadyllabic, in his work; only a few
anonymous short works used it before him.

The arrangement of these five-stress lines intonrhg couplets, first seen in his
“The Legend of Good Women”, was used in much ofl&ter work and became
one of the standard poetic forms in English. Hidyeiafluence as a satirist is also
important, with the common humorous device, thenjuaccent of a regional
dialect, apparently making its first appearancéTine Reeve’s Tale”. Chaucer’'s
poetry along with other writers of the era, is ded with helping to standardize
the London dialect of the Middle English languagenf a combination of the
Kentish and Midlands dialects. This is probably ret&ed; the influence of the
court, chancery and bureaucracy of which Chauces avgart remains a more
probable influence on the development of Standargligh. Modern English is
somewhat distanced from the language of Chauceesp owing to the effect of
the Great Vowel Shift some time after his deathsTmange in the pronunciation
of English, still not fully understood, makes theading of Chaucer difficult for
the audience. The status of the final “-e” in Cleigcverse is uncertain: it seems
likely that during the period of Chaucer’s writitige final “-e” was dropping out
of colloquial English and that its use was somewhatgular. Chaucer’'s
versification suggests that the final “-e” is somets to be vocalized, and
sometimes to be silent; however, this remains antpon which there is
disagreement. When it is vocalized, most scholaemagqunce it as a schwa. Apart
from the irregular spelling, much of the vocabularyecognizable to the modern
reader.

3.3 TheCanterbury Tales

The Canterbury Taless a collection of stories written in Middle Ergii by
Geoffrey Chaucer at the end of thé"lekntury. The tales are presented as part of
a story-telling contest by a group of pilgrims ket travel together on a journey
from Southwark to the shrine of Saint Thomas BeakeCanterbury Cathedral.
The prize for this contest is a free meal at thbafd Inn at Southwark on their
return.

The innovation of spring with which the General IBgue begins is lengthy and
formal compared to the language of the rest optisdogue.

When April the sweet showkails
And pierce the droughMarch to the root, and all

38



The veins are bathed indigaf such power
As brings about the engemdgeof the flower,
When also Zephyrus with sugeet breath
Exhales an air in everywgrand heath

Upon the tander shoots, xedyoung sun
His half-course in the smfrthe has run,

And the small fowl are madimelody

That sleep sway the nighhwpen eye

(So nature pricks them #radr heart engages)
Then people long tto gopagrimages

And palmers long to seek stranger strands
Of far-off saints, hallowadsundry lands,
And specially, from evehjre’s end

Of England, down to Cantexbthey wend
To seek the holy blissfudmyr, quick

To give his help to therhem they were sick

(The Canterbury Tales)

The first lines situate the story in a particulare and place, but the speaker does
this in cosmic and cyclical terms, celebrating wtality and richness of spring.
This approach gives the opening lines a dreamgléiss, unspecified locality, and
it is therefore surprising when the narrator resdhht he is going to describe a
pilgrimage that he himself took rather than tellmdpove story. A pilgrimage is a
religious journey undertaken for penance and grake. pilgrimages went,
Canterbury was not a very difficult destination &ar English person to reach. It
was, therefore, very popular in fourteenth—centéygland, as the narrator
mentions. Pilgrims travelled to visit the remains $aint Thomas Becket,
archbishop of Canterbury, who was murdered in 14y &nights of King Henry

Il. Soon after his death, he became the most pomdmt in England. The
pilgrimage inThe Canterbury Taleshould not be thought of as an entirely solemn
occasion, because it also offered the pilgrims gwodunity to abandon work and
take a vacation.

In line 20, the narrator abandons his unspecifEdknowing point of view,
identifying himself as an actual person for thestfiime by inserting the first
person “I” as he relates how he met the group friphs while staying at the
Tabard Inn. He emphasizes that this group, whicerim®untered by accident, was
itself formed quite by chance (25-26). He thentshifito the first-person plural,
referring to the pilgrims as “we” beginning in lir#9, asserting his status as a
member of the group.

The narrator ends the introductory portion of hislggue by noting that he has
“tyme and space” to tell his narrative. His comnsamiderscore the fact that he is
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writing some time after the events of his storyd d@hat he is describing the
characters from memory. He has spoken and met twdke people, but he has
waited a certain length of time before sitting doawrd describing them. He seeks
to describe each pilgrim as he or she seemed toidialso important, for it
emphasizes that his descriptions are not only stibgehis memory but are also
shaped by his individual perceptions and opinioegarding each of the
characters. He positions himself as a mediator é&stmtwo groups: the group of
pilgrims, of which he was a member, and us, theemeo#, whom the narrator
explicitly addresses as “you” in lines 34 and 38.

On the other hand, the narrator's declaration thatwill tell us about the
“condition”, “degree” and “array” (dress) of eachtbe pilgrims suggests that his
portraits will be based on observed facts as wselhia own opinions. He spends
considerable time characterizing the group memlzmoraing to their social
positions. The pilgrims represent a diverse cressian of fourteenth — century
English society. Medieval social theory divided isbgc into three broad classes,
called “estates”: the military, the clergy, and thiy. In the portraits that are seen
in the rest of the “General Prologue”, the knightl aquire represent the military
estate. The clergy is represented by the priosess ljer nun and three priests), the
Monk, the Frair, and the Parson. The other chammcteom the wealthy Frankling
to the poor Polyman, are the members of the Idihese lay characters can be
further subdivided into landowners (the Franklipjofessionals (the Clerk, the
Man of the Law, the Guildsmen, the physician, amel shipman). Labourers (the
cook and the Polyman), stewards (the Miller, thendple, and the Reeve), and
church offers (the Summoner and the Pardoner). €naudescriptions of the
various characters and their social roles revaalrtiuence of the medieval genre
of estates satire.

3.4 Chaucer’s Style

The variety of Chaucer’s tales shows the breadthi®fskill and his familiarity
with countless rhetorical forms and linguistic et/ Medieval schools of rhetoric
at the time encouraged such diversity, dividingrature into high, middle, and
low styles as measured by the density of rhetofarahs and vocabulary. Another
popular method of division came from St. Augustimé)o focused more on
audience response and less on subject matter. Angudivided literature into
“majestic persuades”, “temperature pleases”, andsed teaches”. Writers were
encouraged to write in a way that kept in mind $speaker, subject, audience,
purpose, manner, and occasion. Chaucer moves foeélyeen all of these styles.
He not only considers the readers of his work agumhience but the other pilgrims
within the story as well, creating a multi-layemdtorical puzzle of ambiguities.
Chaucer’s rises above medieval theories of styterhatoric.

It can be said that Chaucer avoids targeting aegip audience or social class of
readers, focusing instead on the characters aétdrg and writing their tales with
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a skill proportional to their social status andrigéag. However, even the lowest
characters, such as the Miller, show surprisingorieal ability, although their
subject matter is more lowbrow. Vocabulary alsg/plan important part, as those
of the higher classes refer to a woman as a “ladiile the lower classes use the
word “wenche”, with no exceptions. At times the samord will mean entirely
different things between classes. The word “pité@” example, is a noble concept
to the upper classes, while in the “Merchant’'s Fal& refers to sexual
intercourse. Again, however, tales such as the §Bniest’s Tale show surprising
skill with words among the lower classes of theugrowhile the “Knight's Tale”
is at times extremely simple.

Chaucer uses the same meter throughout in mokedales, with the exception of
“Sir Thomas” and his prose tales. It is@casyllabldine, probably borrowed from
French and Italian forms, withding rhymeand, occasionally, with a Caesura in
the middle of a line. His meter would later develof the heroic meter of the
15" and 16 centuries and is an ancestor of iambic pentameter.

3.5 Themes othe Canterbury Tales
There are various themes in the work. The majan#seare discussed below.

Religion

The Tales reflect various views of the church ina@er's England. After the
Black Death, many Europeans began to question utteaty of the established
church. Some turned to “lollardy”, while others skdess extreme paths, starting
new monastic orders or smaller movements exposimgch corruption in the
behaviour of the clergy, false church relics orsabof indulgences. Many of the
characters in the tales are religious figures, thedvery setting of the pilgrimage
to Canterbury is religious making religion a sigeaht theme of the work. Two
characters, the pardoner and the summoner, whteseapply the church’s secular
power, are both portrayed as deeply corrupt, greadgt abusive. A pardoner in
Chaucer’'s days was a person from whom one boughtc@Hindulgences” for
forgiveness of sins, but pardoners were often thbggilty of abusing their office
for their own gain. Chaucer's pardoner openly adnitie corruption of his
practice while hawking his wares. The summoneraswarch officer who brought
sinners to the church court for possible excomnmatiwa and other penalties.
Corrupt summoners would write false citations andhten people into bribing
them in order to protect their interests. Chaucsutisimoner is portrayed as guilty
of the very kinds of sins he is threatening to ¢prahers to court for, and is hinted
as having a corruption relationship with the paeton

Social Class and Convention

The upper class or nobility, represented chieflythy knight and his squire, was
in Chaucer’s time steeped in a culture of chivand courtliness. Nobles were
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expected to be powerful warriors who could be eghlon the battlefield, yet
mannerly in the King’s court and Christian in thaations. Knights were expected
to form a strong social bond with the men who fdualbngside them, but an even
stronger bond with a woman whom they idealized lideo to strengthen their
fighting ability. Though the aim of chivalry wa® toble action, often its
conflicting values degenerated into violence. Chueaders often tried to place
restrictions on jousts and tournaments, whichraesi ended in the death of the
loser. “The Knight's Tale” shows how the brothelbwe of two fellow knights
turns into a deadly feud at the sight of a womammtboth idealize, with both
knights willing to fight the other to death in ord® win her. Chivalry was in
Chaucer’s day on the decline, and it is possibég thithe Knight's Tale” was
intended to show its flaws, although this is diggutChaucer himself had fought
in the Hundred Year's War under Edward Ill, who \yisaemphasized chivalry
during his reign.

Relativism versus Realism
Chaucer’'s characters each express different viewsreality, creating an
atmosphere of relativism. As Helen Cooper says:

Different genres give different readings of the Mor

The fabliau scarcely notices the operations of Guel saint’s
life focuses on those at the expense of physiedityetracts and
sermons insist on prudential or orthodox moratitynances
privilege human emotion.

The sheer number of varying persons and storiegersrtheTalesas a set unable
to arrive at any definite truth or reality.

40 CONCLUSION

Geoffrey Chaucer has been recognized as the fath&nglish literature. His
works influenced the rest of other literary workisieh were written after him. He
popularized the local English language and his wdrécame accessible to many
English people. This unit examines Chaucer angdegry.

50 SUMMARY

The unit examines briefly the biography of Geoff@yaucer and the nature of his
poetry. Attempt is made to discuss fanterbury Talesand Chaucer’s Style as
well. The unit also looks into the themesG&nterbury Tales

6.0 TUTOR-MARKED ASSIGNMENT
I. Discuss Chaucer’s style ithe Canterbury Tales.
il. Discuss the themes dhe Canterbury Tales.
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MODULE 2: THE RENAISSANCE POETRY
INTRODUCTION
Module 2 discusses Renaissance as a literary maoweimdéeEngland. The whole
module will specifically discuss what Renaissamnsesome Elizabethan Poems,

Shakespearean sonnets and some of the metaplpmital

Unit 1: What is Renaissance?
Unit 2: Elizabethan Poetry

Unit 3: Shakespearean Sonnets
Unit 4: Metaphysical Poetry

44



UNIT 1 WHAT IS RENAISSANCE?
Content

1.0 Introduction

2.0 Objectives

3.0 Main Content
3.1 Whatis Renaissance?
3.2 Features of Renaissance
3.3 The English Renaissance

4.0 Conclusion

5.0 Summary

6.0 Tutor-Marked Assignment

7.0 References/Further Reading

1.0 INTRODUCTION

Renaissance came immediately after the Middle Agemaissance cut
across the whole of Europe beginning from Italyll Toaday, most poets still
pattern their works after Renaissance poetry. Timg simply examines what
Renaissance is and its features.

2.0 OBJECTIVES
At the end of this unit, you should be able to:
1. explain what Renaissance is;
2. discuss the features of Renaissance;
3. describe the nature of English Renaissance.

3.0 MAIN CONTENT

3.1 Whatis Renaissance?

The Renaissance was a cultural movement that pndfgpuaffected European
intellectual life in the early modern period. TherRissance began from Italy and
spread to the rest of Europe by thé téntury. Its influence was felt in literature,
philosophy, art, music, politics, science, religiand other aspects of intellectual
inquiry. Renaissance scholars employed the humanethod in study, and
searched for realism and human emotion in\&fikipedig.

There remains a long debate about what exactlytitoiesl the Renaissance.
Essentially, it was a cultural and intellectual mment, intimately tied to society
and politics of the late fourteenth to early seeenth centuries, although it is
commonly restricted to just the fifteenth and sxtdh centuries. In a way, some
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scholars claimed that it must have been stimulayeRetrarch, who had a passion
for rediscovering lost manuscripts and a fiercaelbeh the civilizing power of
ancient thought, and in part by conditions in Fhm& The Renaissance was a
movement dedicated to the rediscovery and useastidal learning. By classical
learning we mean knowledge and attitudes from theiént Greek and Roman
periods.

Literarily, Renaissance means “rebirth”, and Resaise thinkers believed the
period between themselves and the fall of Romechvthey labeled the Middle
Ages, had seen a decline in cultural achievememipaoed with the earlier eras.
Participants intended, through the study of cladsiexts, textual criticism and
classical techniques, to both reintroduce the heigh those ancient days and
improve the situation of their contemporaries.

3.2 Features of Renaissance
The main features of Renaissance include the faligw

. Realism and expressionism — Realism is the gergtr@mpt to depict
things accurately, from either a visual, sociagéorotional perspective.
o Humanism is another feature of Renaissance. Humarsisievoted to

the study of mankind, instead of the theologicalatien of the Middle
Age. The Renaissance scholars were known as “hustgiuand their
subjects of study came to be called the “humariities other words,
they emphasized reason, a questioning attitudegergmpntation, and
free inquiry.

. It glorified the individual and approved worldlyegalsures, viewing life
as worthwhile for its own sake, not chiefly as aparation for the life
to come.

J It focused attention upon secular society rathemtithe medieval
preoccupation with the church and religious affairs

. It featured great achievements in literature,ant] science.

3.3  The English Renaissance

As early as the middle of the fifteenth centurygksh students were frequenting
the Italian universities. Soon the study of Greelsuwtroduced into England, also,
first at Oxford; and it was cultivated with suchogloresults that when, early in the
sixteenth century, the great Dutch student andmefo Erasmus, unable through
poverty to reach lItaly, came to Oxford instead, fband there a group of
accomplished scholars and gentlemen whose ingiructaind hospitable
companionship aroused his unbounded delight. Onmbee of this group was
John Colet, Later Dean of St. Paul's Cathedralandon, who was to bring new
life into the secondary education of English boydhe establishment of St. Paul’s
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Grammar School, based on the principle of kindnasplace of the merciless
severity of the traditional English system.

The established literary culture influenced Reraaiss in England. While Greek
was spoken so powerfully by the cultivated clasiseoforces were contributing to
revolutionize life as a whole and all men’s outloogon it. The invention of
printing, multiplying books in unlimited quantitieshere before there had been
only a few manuscripts laboriously copied page bge absolutely transformed
all the processes of knowledge and almost of thbudbt much later began the
vast expansion of the physical world through gephjical exploration. Toward
the end of the fifteenth century, the new worldsendiscovered. The discovery of
the new worlds further helped in the expansion efi&ssance.

The whole of England was profoundly stirred by Renaissance to a new and
most energetic life, but not least was this truethed Court, where for a time

literature was very largely centred. Since the radility had mostly perished in

the wars, both Henry VII, the founder of the Tutloe, and his son, Henry VIII,

adopted the policy of replacing the nobility witble and wealthy men of the
middle class, who would be strongly devoted to thelres. The court therefore
became a brilliant and crowded circle of unscrupsidut unusually adroit

statesmen, and a centre of lavish entertainmendsdisplay. Under this new

aristocracy the rigidity of the feudal system wadaxed, and life became
somewhat easier for all the dependent classes. iModemforts were largely

introduced, and with them the Italian arts; Tudochéecture, in particular,

exhibited the originality and splendor of an enég@nd self-confident age.

William Shakespeare and Thomas Wyatt were royatspd#/yatt himself was

popular with his courtly poems.

Self-Assessment Exercise
Discuss at least five features of renaissance yoetr

40 CONCLUSION

English Renaissance had a strong tradition ofditee in the English vernacular
and it gradually increased as the use of the pgnpress became common by the
mid-16" century. The royal court really helped in populg arts and many
English people had access to reading since theidamgChurch had adopted the
use of English to communicate. Renaissance humabsrame popular, even
Queen Elizabeth herself was a product of Renaisshumanism. English people
eventually dropped the medieval concern with fadlithority and tradition.
Reason became glorified as more and more peoplnlegead.
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5.0 SUMMARY

In this unit, we have been able to introduce thedisance in England to you. We
also gave you the peculiar features of Renaissandewhere it probably started
from. In the next unit therefore, you will be inthaced to Elizabethan poetry.
Here, you will be able to see how Renaissance ffesatappear in most of these
poems.

6.0 TUTOR-MARKED ASSIGNMENT

1. What do you understand by Renaissance?
2. How did it affect the English people?
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UNIT 2 ELIZABETHAN POETRY
Content

1.0 Introduction

2.0 Objectives

3.0 Main Content
3.1 The Elizabethan Period
3.2 Humfrey Gifford: A major Elizabethan Poet
3.3 The Style of Elizabethan Poetry

4.0 Conclusion

5.0 Summary

6.0 Tutor-Marked Assignment

7.0 References/Further Reading

1.0 INTRODUCTION

The Elizabethan period (1558 to 1603) in poetrgharacterized by a number of
frequently overlapping developments. The introcutiand adaptation of themes,
models and verse forms from other European traditend classical literature, the
Elizabethan song tradition, the emergence of atlyopoetry often centred around

the figure of the monarch and the growth of a wi@sed drama are among the
most important of these developments.

Moreover, a large number of Elizabethan poets wsotegs, including Nicholas
Grimald, Thomas Nashe and Robert Southwell. Thexalso a certain number of
extant anonymous songs from the period. Arguabhg greatest of all the
songwriters was Thomas Campion. Campion is notadbause of his experiments
with metres based on counting syllables rather #tagsses. These quantitative
metres were based on classical models and shouléetved as part of the wider
Elizabethan revival of Greek and Roman artistichods. The songs were printed
either in miscellanies or anthologies such as R@heottel's 1557 songs and
sonnets printed to be performed. These performafucesed an integral part of
both public and private entertainments. By the efidhe 16" century, a new
generation of composers, including John Dowlandlli& Byrd, and Orlando
Gibbons emerged. Thomas Morley was instrumentaprtamoting the art of
Elizabethan song to an extremely high musical level

3.2 HUMFREY GIFFORD: A MAJOR ELIZABETHAN POET
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Most writers of the history of the poetry and latmre of the Elizabethan age have
not so much mentioned the name of Humfrey Giff@s@orge Ellis gives three
short pieces of Giffords in his “Specimens of trel{ English Poets” (1845), and
Edward Farr reprinted seven of the religious poemntss “Select Poetry, Chiefly
Devotional, of the Reign of Elizabethan” (1845),dathe Rev. Alexander B.
Grosart reprinted the poems of Gifford in 1870 mealition of one hundred and
six copies, and again in 1875 in one of forty-foa@pies, both impressions being
for private circulation.

There is but one copy of the original edition off@id’s collection of poems and
prose translations called “A Posie of Gilloflower3his according to L.W. Payne
((1903) is catalogued in the British Museum. Thesmmportant and trustworthy
evidence one could find concerning Gifford is foundthe Epistles-Dedicatory
prefixed to the “Posie” and in certain occasionadl gersonal references in the
poems themselves. The first of the Epistles bewitis’ “To the worshipful, his
very good Master, Edward Cope of Edon”. The secBpistle — Dedicatory is
addressed to “the worshipful John Stafford of dethicke, Esquire”, to whom the
author acknowledges himself deeply indebted fofgased courtesies and good
opinion.

Gifford’s poetry could be classified into love pognmumorous pieces, religious
and allegorical poems and occasional poems. Asg@éneral features of style, it
may be noted that the use of alliteration is qtriéguent and often rather rough
and inharmonious in effect. This was, however,@mpnent feature of the poetry
of his time, and should not be condemned too sbudtere are a few examples:
Rash Rancour’s rage procures fond furious fighpeEsace makes men swim in seas
of sweet delights.
(A commendation of peace p. 58)

Who wisely waies false fortune’s fickle change.

(Of the Instability of Fortuen, p. 70)

The juxtaposition of extremes, commonly known agdPehism, is of frequent
occurrence. The following example illustrates albe extreme pressure on
alliteration:

In mirth they moane, yet smile amidst their woe:

In fire they freese, in frost they fry straightway:

Swift legges to runne, yet are not able goe:

Such is the state in which poore lovers stay.

(Of the Uncontented Estate of Lovgps 18)

Another quotation showing the combination of inedninyme with alliteration has
a pleasing effect:
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Her smiles are wyles, to cause men hope for hap,
Her traynes breed paynes, thought pleasant bslibev,
Him whom she now doth dandle in her lap,
Straightway sustains a wretched overthrow.
(On the Instability of Fortune, p. 71)
It seems the metrical structure is almost mechamicds regularity, yet, as has
been indicated, it flows naturally and spontanegousl

The love poems seem to center around one Gentlemo@ae could easily
imagine that every poem records some phase oftaalam&mssion. In the poem, “A
Renouncing of Love”, the poet argues from the alist} foolish antics of lovers
that there is no reason in love:

They frye and freese in myldest weather.

They weepe and laugh, even both together...

Since reason rules not Venus’ sport,

No reason bids me scale that forte.
In another, “For his Friende”, he bewails the tontseof Cupid’s bondage which
he must endure, and prays his mistress to havepitym:

As late abrode | cast my lookes,

In Fancie’s lune | fast was cought,

And beauty with her bayted hookes,

Hath me alas in bondage brought;

| love, but lacke the thing | crave:

| live, but want my chiefest good,

| hope, but hap | cannot have,

| serve, but starve for want of foode...

Deare dame, in humble sort | sew,

Since mine estate to you is known

Voutsafe my dolefull case to rew.

And save his life who is your owne.
Humfrey Gifford’s verses are fine Renaissance \&erdéost of his verses are
written in couplets and quatrains. They are notddferent from Shakespearean
sonnets and other Elizabethan poems.

3.3  The Style of Elizabethan Poetry

Elizabethan poems were often written in iambic m&tbased on a metrical foot
of two syllables, one unstressed and one streddediever, much metrical

experimentation took place during the period, amhynof the songs, in particular
departed widely from the iambic norm. Moreover, hafghe poems were courtly
poems usually written in couplets and quatrainsil®some of the Elizabethan
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poets dwelt so much on the use of wit and coné&eit.instance, Shakespeare’s
sonnets contain much units and conceits.

Self-Assessment Exercise
Drawing examples from two of Humfrey Gifford’s posmstudied in this unit,
discuss the style of Elizabethan poetry.

40 CONCLUSION

The Elizabethan poetry was important in the phakeEmglish poetry. The
Elizabethan period brought a lot of changes to modmglish poetry. Hitherto,
many of the new English poets still follow the Bleethan pattern of poetry
writing. Hence, it can be deduced that the ElizZadetperiod was as important in
the history of English poetry just like any otheripds.

50 SUMMARY

In this unit, we have been able to introduce theablethan poetry and its place
during the Renaissance in England. We have disdudse important trends of
Elizabethan period and most importantly, we alsmauced Humfrey Gifford to

you as an example of Elizabethan poet. In the onext we shall discuss the
sonnets of Shakespeare and Shakespearean style.

6.0 TUTOR-MARKED ASSIGNMENT
Discuss the significance of Elizabethan poetryemaissance England.
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UNIT 3 SHAKESPEAREAN SONNETS
Content

1.0 Introduction
2.0 Objectives
3.0 Main Content
3.1 The Life of William Shakespeare
3.2 The Sonnets of William Shakespeare
3.3 The Style of Shakespearean Sonnets
4.0 Conclusion
5.0 Summary
6.0 Tutor-Marked Assignment
7.0 References/Further Reading

1.0 INTRODUCTION

Shakespearean sonnets arguably set a templatedstr oh the sonnets written

during the Renaissance in England and even aftenould be easy for any student
of literature to identify William Shakespeare aseonf the architects of

Renaissance in England. Many English and non-Bmgleets have continued to
pattern their works after the Shakespearean stylhis unit, we shall examine the
life of Shakespeare briefly and some of his bealusibnnets.

2.0 OBJECTIVES

At the end of this unit, you should be able to
1. summarize the biography of William Shakespeare;
2. discuss some sonnets of Shakespeare;
3. explain the Shakespearean style of sonnets.

3.0 MAIN CONTENT

3.1  The Life of William Shakespeare

William Shakespeare was born on April 23, 1564Siratford-on-Avon. The son
of John Shakespeare and Mary Arden, he was probediligated at the King
Edward IV Grammar school in Stratford, where hered Latin and some Greek
and read the Roman dramatists. At eighteen, hdedatnne Hathaway, a woman
seven or eight years older than him. Together thesed two daughters: Susana,
who was born in 1583 and Judith (whose twin brothied in boyhood), born in
1585.
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Little is known about Shakespeare’s activities fsw 1585 and 1592.
Shakespeare may have taught at school during #niedy but it seems more
probably that shortly after 1585 he went to Londofegin his apprenticeship as
an actor. Due to the plague, the London theatres wien closed between June
1592 and April 1594. During that period, Shakespganbably had some income
from his patron, Henry Wriothesley, Earl of Southmom, to whom he dedicated
his first two poems, “Venus and Adonis” (1593) afide Rape of Lucrece”
(1594). The former was a long narrative depictihg tejection of Venus by
Adonis, his death, and the consequent disappea@nbeauty from the world.
Despite conservative objections to the poem’s fiation of sensuality, it was
immensely popular and was reprinted six times dutite nine years following its
publication.

In 1594, Shakespeare joined the Lord Chamber Lanimpany of actors, the
most popular of the companies acting at court. 3891 Shakespeare joined a
group of Chamber Lain’s Men that would form a syadie to build and operate a
new playhouse: the Globe, which became the mosbuantheatre of its time.
With his share of the income from the Globe, Shpkase was able to purchase
New Place, his home in Stratford.

Though Shakespeare was regarded as the foremosatiBbof his time, evidence
indicates that both he and his contemporaries kdkepoetry, not plays, for
enduring fame. Shakespeare’s sonnets were compmtedten 1593 and 1601,
though not published until 1609. The edition, Tharets of Shakespeare, consists
of 154 sonnets, all written in the form of threeatyains and a couplet that is now
recognized as Shakespearean. The sonnets fallwot@roups: sonnets 1 — 126,
addressed to a beloved friend, a handsome and pobley man, and sonnets 127-
152, to a malignant but fascinating “Dark Lady” wnahe poet loves in spite of
himself.

Shakespeare is known to have invented thousandsmfs, often combining or
contorting Latin, French and native roots. His iegsive expansion of the English
language, according to the Oxford English Dictignancludes such words as:
arch-villain, birthplace, bloodsucking, courtshigewdrop, downstairs, fanged,
heartsore, hunchbacked, leapfrog, misquote, pagearddiance, schoolboy,
stillborn, watchdog, and zary.

3.2 The Sonnets of Shakespeare

54



Nearly all of Shakespeare’s sonnets examine thetaide decay of time and the
immortalization of beauty and love in poetry. Shegeare’s sonnets are a
collection of 154 sonnets. Majority of the sonnglts— 126) are addressed to a
young man, with whom the poet has an intense ramaelkationship. The poet
spends the first seventeen sonnets trying to coevine young man to marry and
have beautiful children that will look like theiather, ensuring his immortality.
Many of the remaining sonnets focus on the powepastry and pure love to
defeat death and “all oblivious enmity” (55.9). Eerthe second sonnet is
analyzed:

When forty winters shall besiege thy brow,

And dig deep trenches in thy beauty’s field,

Thy youth’s proud livery so gazed on now,

Will be a tattered weed of small worth held:

Where all the treasure of the lusty days;

To say within thine own deep sunken eyes,

Were an all-eating shame, and thriftless praise.

How much more praise deserved thy beauty’s use,

If thou couldst answer “This fair child of mine

Shall sum my count, and make my old excuse’

Proving his beauty by succession of thine.

This were to be new made when thou art old.

And see thy blood warm when thou feel’st it cold.

In this sonnet, the speaker warns the addresseg aldoage. According to him, in
forty years more, that is, forty more years addedthe recipient's age, the
addressee will no longer be a youth. All his sttengust have gone by this time.
The speaker now advises this young man to replizatdeauty by having a son
who will stand for him after he must have gone.

The final sonnets (127 — 154) are addressed tooaipcuous and scheming
woman known to modern readers as the dark ladyh Bwt poet and his young
man have become obsessed with the raven-hairedresspn these sonnets, and
the poet’s whole being is at odds with his insdédbickly appetite” (147.4). The
tone is distressing with language of sensual fiegstincontrollable urges, and
sinful consumption. Here, sonnet 130 is analyzed:

My mistress’ eyes are nothing like the sun,

Coral is far more red, than her lips red.

If snow be white, why then her breasts are dun:

If hairs be wires, black wires grow on her head:

| have seen roses damasked, red and white,

But no such roses see | in her cheeks,

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

| love to hear her speak, yet well I know.

That music hath a far more pleasing sound:

| grant | never saw a goddess go,

My mistress when she walks treads on the ground.

And yet by heaven | think my love as rare,

As any she belied with false compare.
The speaker in this sonnet compares the beautysahistress with the sun. To
him, his mistress’ eyes glow like the sun. The kpe&keeps on praising his
mistress’ beauty negatively comparing parts of thedy with some elements of
nature like roses, the sun, snow, perfumes. Heamand her eyes, hair, cheeks,
breath, speech and walk. The language is sar@asditiighly ironical.

3.3  The Style of Shakespearean Sonnets

Shakespeare’s sonnets are written predominantlya imeter called iambic

pentameter, a rhyme scheme in which each sonreetcbnsists of ten syllables.
The syllables are divided into five pairs callethizs or iambic feet. An iamb is a
metrical unit made up of one unstressed syllablevi@d by one stressed syllable.
A line of iambic pentameter flows thus:

do REE /do REE /do REE /do REE /do REE
These examples are taken from the sonnets:
When | / do COUNT / the CLOCK / that TELLS / thelEI(Sonnets 12)
When IN / dis GRACE / with FOR / tune AND / m&YES
| ALL / a LONe / be WEEP / my OUT / Cast STATEI{8029)
Shall I / com PARE / thee TO / a SUM / ser’'s DAY?
Thou ART / more LOVE / ly AND / more TEM / per A3&hnets 18)

There are fourteen lines in a sonnet. In the cése $hakespearean sonnet, the
first twelve lines are divided into three quatramigh four lines each. In the three
guatrains, the poet establishes a theme or proatairthen resolves it in the final
two lines, called the couplet. The rhyme schemthefquatrain is abab cdcd efef.
The couplet has the rhyme scheme gg. This sonnettste is commonly called
the English sonnet or the Shakespearean sonnéisttoguish it from the Italian
Petrarchan Sonnet form which has two parts: a rhgroctave (abbaabba) and a
rhyming sestet (cdcdcd). The Petrarchan sonnet stgs extremely popular with
Elizabethan sonneteers; much to Shakespeare diedamnocks the conventional
and excessive Petrarchan style in sonnet 130.

Whereas sonnets are usually made up of fourtees,lthree of Shakespeare’s 154

sonnets do not conform to this structure. Sonndta8915 lines; sonnet 126 has 12
lines; and sonnet 145 which is written in iambicameter.
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Self-Assessment Exercise
Assess the aesthetics of two sonnets by Shakespeare

40 CONCLUSION

Shakespearean sonnets are very important in treepidnglish poetry. In
his sonnets, Shakespeare coined a lot of new vardslso consolidated his style
as the English style for sonnet writing insteadthad Petrarchan style. A lot of
modern poets have patterned their works after Sipsege’s sonnets. Wendy
Cope’s poetry is parodied after Shakespearean sonne

50 SUMMARY

In this unit, we have been able to introduce thensts of William Shakespeate
you. We have told you that the first 17 sonnetsaaidressed to a Youngman while
the ones from 127-154 are addressed to a promisauudi scheming woman. The
whole 154 sonnets are rich in English tradition.

6.0 TUTOR-MARKED ASSIGNMENT
Write a two-page essay on the sonnets of Shakespeaying close attention to
the poet’s thematic concerns and style of delivery.

7.0 REFERENCES AND FURTHER READING
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UNIT 4 METAPHYSICAL POETRY

Content

1.0 Introduction

2.0 Objectives

3.0 Main Content
3.1 Who are the Metaphysical Poets?
3.2 The background of John Donne
3.3 John Donne’s Poetry
3.4  The life of Andrew Marvell
3.5 The Poetry of Andrew Marvell
3.6 The Metaphysical Style

4.0 Conclusion

5.0 Summary

6.0 Tutor-Marked Assignment

7.0 References/Further Reading

1.0 INTRODUCTION

The metaphysical poets came after the Elizabetbats@nd their poetry seems to
be very popular in England alone. These metaphlypisets may have been so
popular in the first half of the seventeenth centdrmis unit shall examine who

these poets were, their style of writing and howytlook over English poetry

during their time.

2.0 OBJECTIVES
At the end of this unit, you should be able to:
1. explain who are the metaphysical poets;
2. discuss the poetry of John Donne as being mysagai;
3. examine the works of Andrew Marvell as metaptsispoetry

3.0 MAIN CONTENT

3.1  Who are the Metaphysical Poets?

It is customary to refer to one group of poetsha first half of the seventeenth
century as Metaphysical. The term “Metaphysicalt®owas coined by the poet
and critic Samuel Johnson to describe a loose gobdwgritish lyric poets of the
17" century, whose work was characterized by the itiveruse of conceits and
their poetry revolved round love and religion. Téegoets were not really
connected together; in fact, most of them did weheknow or read each other.
Samuel Johnson referred to the beginning of therdeenth century in the chapter
on Abraham Cowley in his bookives of the Most Eminent English Paet a
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“race of writers that may be termed the metaphygoats”. This does not really
imply that he intended metaphysical to be usedsrirue sense, in that he was
probably referring to a witticism of John Drydenavaid of John Donne that, “he
affects the metaphysics, not only in his satired,ib his amorous verses, where
nature only should reign; and perplexes the minfighe fair sex with nice
speculations of philosophy, when he should enghge hearts, and entertain
them with the softnesses of love”. Probably, théy omriter before Dryden to
speak of a certain metaphysical school or groupmataphysical poets is
Drummond of Hawthornden (1585 — 1649), who in ohdiie letters speaks of
“metaphysical ideas and Scholastical Quiddities”.

There is no scholarly consensus regarding whiclergeenth century English
poets or poems may be regarded as in the “metagaiygienre. Colin Burrow,
writing for the Oxford Dictionary of National Biogphy, describes John Donne,
George Herbert, Henry Vaughan, Andrew Marvell, &dhard Crashaw as the
“central figures” of metaphysical poetry. In 192erbert Grieson published
metaphysical Lyrics and Poems of the Seventeentitu@e which collected
poems by Donne, Herbert, Vaughan, Marvell and Carew

3.2 The Background of John Donne

John Donne was born in 1572 in London, EnglandisHaown as the founder of

the Metaphysical Poets, a term created by Samielsdm, an eighteenth-century
English essayist, poet, and philosopher. The lgasstociated group also includes
George Herbert, Richard Crashaw, Andrew Marvelld dohn Cleveland. The

Metaphysical poets are known for their ability tare the reader and coax new
perspective through paradoxical images, subtle raeg, inventive syntax, and

imagery from art, philosophy, and religion usingeattended metaphor known as
a conceit. Donne reached beyond the rational aardhiwhical structures of the

seventeenth century with his exacting and ingenuousceits, advancing the

exploratory spirit of his time.

Donne entered the world during a period of theaalgand political unrest for

both England and France; a protestant massacreredaon Saint Bartholomew’s
day in France; while in England, the Catholics w#re persecuted minority.
Being born into a Roman Catholic family, Donne’sqmmal relationship with

religion was tumultuous and passionate, and atémére of much of his poetry.
He studied at both Oxford and Cambridge Universiiiehis early teen years. He
did not take a degree at either school, becausdot®so would have meant
subscribing to the thirty-nine Articles, the dootrithat defined Anglicanism. At
age twenty he studied law at Lincoln’s Inn. Two ngeater he succumbed to

59



religious pressure and joined the Anglican Churéterahis younger brother,
convicted for his Catholic loyalties, died in pmsdonne wrote most of his love
lyrics, erotic verse, and some sacred poems inlB®#0s, creating two major
volumes of work: Satires, and Songs and Sonnets.

In 1598, after returning from a two-year naval elpen against Spain, Donne
was appointed private secretary to Sir Thomas Bgefonne secretly married
Anne More, the sixteen-year-old niece of Lady EgertDonne’s father-in-law
disapproved of the marriage. As punishment, hendidprovide a dowry for the
couple and had Donne briefly imprisoned.

Donne started writing the Divine poems in 1607 Pseudo-Martyr published in
1610, Donne displayed his extensive knowledge efléws of the church and
state, arguing that Roman Catholics could supporte$ | without compromising
their faith. In 1615, James | pressured him to retite Anglican Ministry by
declaring that Donne could not be employed outefc¢hurch. He was appointed
Royal Chaplain later that year. His wife died inlZ@éged thirty-three shortly after
giving birth to their twelfth child. The holy soniseare also attributed to this phase
of his life.

In 1621, he became dean of Saint Paul's Cathebiratis later years, Donne’s
writing reflected his fear of his inevitable deatte wrote his private prayers,
Devotions upon Emergent Occasiprduring a period of severe illness and
published them in 1624. He was best known for wscious, compelling style
and thorough examination of mortal paradox. Johnrigdater died in London in
1631.

3.3 John Donne’s Poetry
John Donne wrote several poems, and his poetiylisffwits and conceits. Most
of his poems express love, religion and fear otldeBhe first of Donne’s poems
we shall examine is the fifth of the Elegies, “HW&ture” probably written in the
last decade of the sixteenth century.
ELEGIE V — HIS PICTURE

Here, take my picture; though | bid farewell,

Thine, in my heart, where my soule dwells, sthatl.

‘Tis like me now, but | dead, ‘twill be more

When weather-beaten | come backe; my hand,

Perhaps with rude oares torne, or sun beams tnn’

My face and brest of hairecloth, and my head
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With cares rash sodaine stormes, being o’rsopread

My body’ a sack of bones, broke within,

And powders blew staines scatter'd on my skinne;

If rival fooles taxe thee to ‘have lov’d a man,

So foule, and course, as Oh, | may seeme than,

This shall say what | was: and thou shalt say,

Does his hurts reach mee? doth my worth decay?

Or doe they reach his judging minde, that hee

Should now love lesse, what hee did love to see?

That which in him was faire and delicate,

Was but the milke, which in loves childish state

Did nurse it: who now is grown strong enough

To feed on that, which to discus’d tasts seemaght
Note, to begin with, the ‘real-life’ situation. Thmoet is going away, perhaps, to
join the cadiz expedition of 1596-1697, an overgezsting, we might say, and he
gives his beloved a picture to remember him by.a¥eless, this is not a simple
poem, but one which holds and balances many ctinfiiemotions and attitudes.
It begins abruptly thus:

Here, take my Picture...

The poet’s feelings burst forth; he cannot stayféomality, or even for common
politeness. In both the literary and the socialssethis is an “unconventional”
poem. Then the poet implies that though the ladydae picture to remind her to
her lover, he doesn’t need a picture of her, bexdues image is engraved in his
heart “where his soul dwells”, and his love is dependent on anything physical.
Next is a wry and harsh allusion to death, to @i that he may not return. The
picture resembles him. It is a good “likeness’; pehot reality, but a ‘shadow’;
therefore, if he is dead, and becomes a ‘shadeillitresemble him still more.
Then he compares what he may be when he returrts wiliat the picture
represents him to be now. The grammar of the restesce is:

‘When... | come back’ the worse for wear, and other girls ask what you
can see in me — ‘this’ — the picture - ‘shall s#yat | was’. The vivid evocation of
perils and suffering — note that the energy Miy“body’s a sack of bones, broken
within/And powders blew staines scatter’d on myrs#i” is horrifyingly real, but
we also feel that the poet is ironically asking $gmpathy, and we are pulled up
short by the “rival fooles”. They are his sweeth'sagirlfriends, imagined tittering
at the strange, battered bearded figure that hg tmeahen”, and wondering what
she finds attractive in him. He tells her what &y e reply. She can point to the
picture and prove by its means that she fell irelexth “as proper a man as ever
went on neat’s leather”.

Next is one of the sixteen Holy Sonnets.
Death, be not proud, though some have called thee

61



Mighty and dreadfull, for, thou art not so;

For, those, whom thou thinkst, thou dost oveowhr

Die not, poore Death, nor yet canst thou kill me.

From rest and sleepe, which but thy picture bee,

Much pleasure, then from thee, much more must flo

And soonest our best with thee do go,

Rest of their bones, and soul’s deliverie.

Thou'rt slave to Fate, Chance, Kings and Desperaén,

And dost with poison, warre, and siciknesse dwell

And popppie, or charmes can make us sleepe &s wel

And better than thy stroake; why swell’st thoenth

One short sleep past, we wake eternally,

And death shall be no more; death, thou shall die
The theme is simple. The language is plain, the @ssured and full of energy.
This is a lively poem about death, and a simplénadenial “for thou art not so”
establishes its feeling. Here we meet again thméhef death and sleep, of the
picture and reality. As sleep refreshes us, andeatslus from life, so does death.
Death has no power in himself; we die when it isfate to do so, or by accident,
or through the exercise of arbitrary power, or weeraurdered. Death, so to speak,
‘lives’ in bad and miserable company. Donne beletlgat death will no longer
live in the mortal bodies of humans. “One shoreplgast, we wake eternally”.
These clauses bring hope in the reader that onghdagan race shall be alive
eternally.

3.4  The Life of Andrew Marvell

Due to the inconsistencies of ambiguities withis ork and the scarcity of
information about his personal life, Andrew Marvdlas been a source of
fascination for scholars and readers since his imukd recognition in the early
decades of the twentieth century. Born in 1621, Mdhigrew up in the Yorkshire

town of Hull where his father, Rev. Andrew Marvelas a lecturer at Holy

Trinity Church and Master of the Chaterhouse. Ad agelve Marvell began his
studies at Trinity College, Cambridge. Four yeater two of Marvell’'s poems,

one in Latin and one in Greek, were published inaathology of Cambridge

poets. After receiving his B.A. in 1639, Marvelhged on at Trinity, apparently to
complete an M.A. degree. In 1641, however, hisdattirowned and Marvell

abandoned his studies. During the 1640’s, MarveNdlled extensively on the
continent, adding Dutch, French, Spanish, andaltalio His Latin and Greek.

Marvell spent most of the 1650’'s working as a tutiost for Mary Fairfax,
daughter of a retired Cromwellian general, then dae of Cromewll’'s wards.
Scholars believe that Marvell’'s greatest lyrics evarritten during this time. In
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1657, Marvell was appointed Milton’s Latin secrgtaa post Marvell held until
his election to parliament in 1660.

Marvell used his political status to free Milton,hav was jailed during the
Restoration, and quite possibly saved the elderbie. In 1678, after 18 years
in parliament, Marvell died rather suddenly of aeie Gossip of the time had it
that the Jesuits (a target of Marvell's satire) nh@ye poisoned him. After his
death he was remembered as a fierce and loyabpatri

3.5 The Poetry of Andrew Marvell
In the poems of Marvell, metaphysical wit is donmibhd_et us examineThe Fair
Singer”, one of his best poems. “The Fair Singer” is ghdliand charming love
lyric in which the metaphysical conceit is usedhwplayful ingenuity; indeed it
was in the skill with which the game was playe@, tbnvention exploited, that the
seventeenth-century reader of verse such as thisdfanuch of pleasure. The
Lady’s beauty is dazzling, her voice enchantingge Bhs made a conquest of the
poet who is her prisoner. The war-captivity contgitesolved in the last stanza,
where the lady’s beauty and voice become the wimdl sun, natural powers
against which the poet is helpless, as a ship nbghagainst an enemy bearing
down with the sun behind him.

To make a final conquest of all me,

Love did compose so sweet an Enemy,

In whom both Beauties to my death agree,

Joining themselves in fatall harmony;

That while she with her Eyes my Heart does bind,

She with her Voice might captivate my Mind.
Our last poem is the famous “To His Coy MistreS®ie poem is a metaphysical
poem written during or before the interregnum. Poem is considered one of
Marvell's finest and is possibly the best recogdizarpe diem poem in English.
Although the date of its composition is not knowrmay have been written in the
early 1650s’. At that time, Marvell was servingasutor to the daughter of Sir
Thomas Fairfax.

The speaker of the poem addresses a woman whcebkasstow to respond to his
sexual advances. In the first stanza, he deschib@she would love her if he were
to be unencumbered by the constraints of a norifedplan. He could spend
centuries admiring each part of her body and h&stance to his advances (i.e.,
coyness) would not discourage him.

63



| would
Love you ten years before the flood:
And you should if you please refuse
Till the conversion of the Jews.
My vegetable love should grow.
Vaster than Empires, and more slow.
An hundred years should to go praise
Thine eyes, and on thy forehead Gaze;
Two hundred to adore each breast:
But thirty thousand to the rest.

In the second stanza, he laments how short hurf@nsli One life is over, the
speaker contends, the opportunity to enjoy one hamois gone, as no one
embraces in death. In the last stanza, the spem@es the woman to requite his
efforts, and argues that in loving one another wéhsion, they will both make the
most of the brief time they have to live.
Let us roll all our Strength, and all
Our sweetness, up into one Ball:
And tear our pleasures with rough strife,
Through the Iron gates of Life.
Thus, though we cannot make our sun
Stand still, yet we will make him run.
The poem is written in iambic tetrameter and rhynmesouplets. The first verse
paragraph “Had we...” is ten couplets long, the sdctiut at my back...” Six,
and the third “Now, therefore,”.seven. The logical form of the poem runs thus:
If....
but ....
Therefore ....

3.6 The Metaphysical Style

The Metaphysical style was characterized by wit areaphysical conceits. The
metaphysical conceits are unusual similes or metaplsuch as in Andrew

Marvell’'s comparison of the soul with a drop of dew an expanded epigram
format, with the use of simple verse forms, octiadyt couplets, quatrains or
stanzas in which length of line and rhyme schenierea the sense. The specific
definition of wit which Johnson applied to the schwas: “a kind of Discordia

Concors’ a combination of dissimilar images, orcdigery of occult resemblances
in things apparently unlike”. Their poetry divergisdm the style of their times,

containing neither images of nature nor allusianglassical mythology as were
common. Several metaphysical poets especially Imdime were influenced by
Neo-Platonism. One of the primary Platonic concdpisnd in metaphysical

poetry is the idea that the perfection of beautythe beloved acted as a
remembrance of perfect beauty in the eternal redmeir work relies on images
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and references to the contemporary scientific @gggphical discoveries. These
were used to examine religious and moral questioften employing an element
of casuistry (i.e. theoretical reasoning used tsolkee moral problems, often
evasive or arcane) to define their understandirgeosonal relationship with God.

Self-Assessment Exercise
Examine the craft of one metaphysical poet.

40 CONCLUSION

The Metaphysical poets, though not many, reallynged the phase of English
poetry. These poets with their wit and conceitsllml poetry lovers spell bound
during the Renaissance. Nevertheless, critical iopirof the school has been
varied. Some believed they were not successfueprasenting or moving the
affections. No matter what, the group may haveuariced T.S. Eliot's poetry who
praised them in his ess@e Metaphysical Poe{4921).

50 SUMMARY

In this unit, we have been able to introduce theagpigysical poets to you. We
have discussed how they influenced English Poeitly thheir wit and conceits
which were peculiar to their style of writing.

6.0 TUTOR-MARKED ASSIGNMENT
Who are the Metaphysical poets? Discuss any ofptems of any of them,
bringing out their metaphysical qualities.
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MODULE 3 ENGLISH POETRY IN THE RESTORATION PERIOD A ND
THE 18™ CENTURY

This module examines the Restoration and th® déhtury period. The study
looks into turbulent days of England most espegidie Civil War that broke out
in England. The restoration period is an impor{aeriod in the history of poetry
in England. The module consists of four units adtbgr.

The first unit will discuss Satire. Satire is imfaort to be discussed in this module
because it was a tool employed during the Restordily many poets to critique
the English society.

The second unit will examine the "1l&entury classicism as related to the
Restoration. We shall look into the style of writipoetry during this time and the
major features of ¥8century classical poems will be examined.

The third unit will discuss the poetry of John Deyd Here, we shall analyse the
major poems of Dryden.

The fourth unit will examine the work of Alexandéope. We shall analyse his
major poems and look at his style of writing poetry

Unit 1: Satire in the 18century
Unit 2: 18" Century Classicism
Unit 3: John Dryden’s Poetry
Unit 4: Alexander Pope’s Poetry
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Unit 1 SATIRE IN THE 18TH CENTURY

Content
1.0 Introduction
2.0 Objectives
3.0 Main Contents
3.1 Whatis Satire?
3.2 The Nature of Satire
3.3 Satire in the 18 Century England
4.0 Conclusion
5.0 Summary
6.0 Tutor-Marked Assignment
7.0 References/Further Reading

1.0 INTRODUCTION

During the Restoration and the eighteenth centatire became a tool of writing
poetry, drama and even prose. Satire is an artietim, chiefly literary and
dramatic, in which human or individual vices, feli abuses, or short comings are
held up to censure by means of ridicule, derisibatlesque, irony, parody,
caricature, or other methods, sometimes with anirtb inspire social reform.

2.0 OBJECTIVES

At the end of this course, you should be able to:

1. Discuss what satire is;

2. Explain the nature of satire;

3. Discuss the nature of satire in thé't@ntury England.

3.0 MAIN CONTENT

3.1 Whatis Satire?

Satire is a genre of literature, and sometimeshicagnd performing arts, in which
vices, follies, abuses, and shortcomings are hpldouridicule, ideally with the

intent of shaming individuals, and society itsétfto improvement (Wikipedia).

The great English lexicographer Samuel Johnsomelgfisatire as “a poem in
which wickedness or folly is censured”, and moi@elate definitions are rarely
more satisfactory. In literary works, satire candmeect or indirect. With direct

satire, the narrator speaks directly to the readéth indirect satire, the author’'s
intent is realized within the narrative and itsrgtoAs funny as satire is, the
purpose of satire is usually meant to be funny; gisater purpose is often
constructive social criticism, using wit as a weapo

3.2 The Nature of Satire

A common feature of satire is strong irony or sancabut parody, burlesque,
exaggeration, juxtaposition, analogy are all fredlyeused in satirical writing.
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This irony or sarcasm often professes to approvéhefvery things the satirist
wishes to attack.

The word satire comes from the Latin word ‘Saturdahe subsequent phrase
‘lanxsatura’. Satur meant ‘full’, but the juxtaptisn with lanx shifted the
meaning to ‘miscellany or medley’: the expressianxl satura literally means “a
full dish of various kinds of fruits”.

For its nature and social role, satire has enjoyednany societies a special
freedom license to mock prominent individuals amdtitutions. The satiric
impulse, and its ritualized expressions, carrigstloe function or resolving social
tension. Institutions like the ritual clowns repmres a safety value which
reestablishes equilibrium and health in the cadlectimaginary which are
jeopardized by the repressive aspects of society.

3.3  Satire in the #8Century England

The 18 century was one in which exaltation of wit ands@a came to the
forefront of literature in the form of both Horatiand Juvenalian satires, which,
through keen observation and sharp nimblenessoobtit, exposed the superficial
follies and moral corruption of society during theoclassical period in Britain.
Underneath the enlightenment ideals of rationabtgler and knowledge, society
embraced a pervasive obsession with “decorum’cadi@a of established traditions
and vanities, as well as an innate sense of mauhlpalitical supremacy. Satires
during this period aimed to point out the shortawgsi of society through
ridiculing unaccepted standards of thought, exmpsBritain’s flaws and
chastising the hypocrisy of the time. Enlightenmemiters Alexander Pope and
Jonathan Swift used different mediums of satiréfedint types of logic, and
different targets of ridicule in order to shineight on separate aspects of British
society, providing much needed criticism of thefpse moral corruption of a
society that sometimes seemed to forget the tresdsdf its age.

Pope and Swift, well known for their sharply perbep works, both looked to
rhetorical masters of the rational, classical pastl their separate satirical
archetypes for inspiration. Pope, in his “The Rapehe Lock”, is Horatian in
tone, delicately chiding society in a sly but pléd voice by holding up a mirror
to the follies and vanities of the upper class.éPdpes not actively attack the self-
important pomp of the British aristocracy, but mtpresents it in such a way that
gives the reader a new perspective from which gilyea&iew the actions in the
story as foolish and ridiculous. A gentle mockefyhe upper class, more delicate
and lyrical than his brutal counterpart, Pope nlogless is able to effectively
illuminate the moral degradation of society to fmablic. Swift's “A Modest
Proposal” however, is a quintessential Juvenalatites shockingly revealing an
often-overlooked dimension of British colonialismithv regards to the lIrish
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through savage ridicule and disdainful contemptitter attack, Swift's morbid
tale delineates an immoral and perverse solutidretand’s economic woes using
bizarre yet brilliantly clear logic and a detacliede in order to attack indifference
to the poor. Swift's satirical tone, relying on liem and harshness to carry its
message, is much more ascorbic than his counterparfectly displaying
Juvenalian satire’s ability to shock and ridicule.

These two works of satire express their authorsfqamd dissatisfaction with their
society. Literature that pushes for reform of amgdksocial or political, acts along
with entrenched tradition itself, as a dialecticcta it is the synthesis of that which
is and that which is wanted that nudges society tertain direction. Both Pope
and Swift used their considerable literary taletdgsilluminate contemporary
society, forcing them to acknowledge the shortcgwmiaf the Neoclassical period
and to move forward into a new era of true enlightent with regards to social
and political morality.

Self Assessment Exercise
What are the attributes of satire?

40 CONCLUSION

Most of the Neoclassical works most especially poetas based on satire.
Nevertheless, the poetry of the Neoclassical denas also based on reason and
wit. Satire then became an important tool duriregyMeoclassical period when the
upper class had set itself pompously on the aftisngland, poets used satire to
deflate the pomposity.

5.0 SUMMARY
In this unit, we have been able to see the meamiirsgtire, its nature and how it
was being used in the #8entury England.

6.0 TUTOR-MARKED ASSIGNMENT
Discuss satire in relation with #&entury England.

7.0 REFERENCE/FURTHER READING

Atkinside, M. (1984). “Pleasures of the imaginationhe New Oxford Book of
Eighteenth Century Verse, Ed. Roger Lonsdale. Lan@xford University
Press, pp. 260-262.

Johnson, S. (1967). The lives of the English p(Ef§9-81). Ed. George Birbeck
Hill. 3 Vols. Reprint, New York: Octagon Books.

Pope, A. (1963). The Poems of Alexander Pope: A ©iMolume Edition of the
Twickenham Text with Selected Annotations. Ed. J8lutt. New Naven:
Yale University Press.

Wikipedia. Satire.Retrieved 10 May, 2018tp://en.wikipedia.org/wiki/satuire
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UNIT 2 18 CENTURY CLASSICISM IN ENGLAND

Content
1.0 Introduction
2.0 Objectives
3.0 Main Contents
3.1 Whatis Neoclassicism?
3.2 Features of English Neoclassicism
3.3 Poetry in Neoclassical Period in England.
4.0 Conclusion
5.0 Summary
6.0 Tutor-Marked Assignment
7.0 References/Further Reading

1.0 INTRODUCTION

Neoclassical movement coincided with thd" T&ntury Age of Enlightenment and
continued into the early ¥9 century almost clashing with Romanticism.
Neoclassicism is a revival of the styles and spfitclassic antiquity inspired

directly from the classical period, which coincideudd reflected the developments
in philosophy and other areas of the Age of Enkghment, and was at the
beginning a reaction against the excesses of #megding style.

2.0 OBJECTIVES
At the end of this course, you should be able to:
1. Discuss Neoclassicism as an art movement inadg|
2. ldentify the features of Neoclassicism; and
3. Explain the nature of poetry during the Neoctadperiod.

3.0 MAIN CONTENT

3.1 Whatis Neoclassicism?

Neoclassicism like we have pointed out in the idtiction of this unit has to do
with the revival of the styles of classical peridthis period coincided with the
developments in philosophy and other areas of the &f Enlightenment. The
movement is often described as opposed to Romsmticihe revival can then be
traced to the establishment of formal archaeoldtpe writings of Johann Joachim
Winckelmann were important in shaping this movemanoth architecture and
the virtual arts. His books, thoughts on the Inutatof Greek works in Painting
and Sculpture were the first to distinguish shaipifween Ancient Greek and
Roman art, and define periods within Greek artitig a trajectory from growth
to maturity and then imitation or decadence thatiooes to have influence to the
present day. Winckelmann believed that art shoudd & “noble simplicity and
calm grandeur” and praised the idealism of Greg¢kimwhich he said that “not
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only nature at its most beautiful but also somegtbryond nature, namely certain
ideal forms of its beauty, which, as an anciergnnteter of Plato teaches us, come
from images created by the mind alone”.

In English, the term “Neoclassicism” is used priityaof the visual arts: the
similar movement in English literature which begamsiderably earlier is called
Augustan literature, which had been dominant forvessl decades, and was
beginning to decline by the time Neoclassicism I tvirtual arts became
fashionable.

3.2  Features of English Neoclassicism

The Restoration period clashed with the Neoclakpeaod in England. The poets
of the Restoration and eighteenth century saw detrp of the early seventeenth
century as excessive, even unrefined. They assdcihe intensity of the tropes in
metaphysical poetry with political and epistemotagiinstability. Although the
eighteenth century poets valued sociability, tipwrganeous overflow of powerful
feeling’ that for Wordsworth defined good poetry wieb no doubt have struck
eighteenth poets as unnecessarily impulsive. Betvieese two periods and the
styles associated with them, the poets of the eagtih century aimed for a
balance. Formally, this balance was best achiewveta work of Alexander Pope
as we shall see. Stylistically, Restoration andhteignth-century poetry was
dominated by the heroic couplet. This form featyvass or couplets of iambic
pentameter lines. That is, each line is composddrosyllables arranged into five
groups or ‘feet’ of unstressed and stressed sgaliloth line sin the pair and with
the same sound. Each line, then, can representda dfi balance within itself.
Moreover, the prevalence of this pattern also eckan expectation in readers, an
expectation against which the poet could play ueetgrd rhythms and rhymes.
The topicality of Restoration poetry, which todayakas the poetry seem
inaccessible, represents its own kind of balanea -attempt to counter-balance
the political pull of power contemporaries.

3.3  Poetry in Neoclassical England

Over the course of the Restoration and eighteemthtucy, poetry became
increasingly balanced. Poetry was dominated bypoets during this period: John
Dryden in the Restoration and Alexander Pope thiatdeast the first third of the
eighteenth century. Both of them, though, were gadawith the precedent and
influence of John Milton (1608-74). For severalsaas, Milton is not usually

thought of as a Restoration poet, but as his mogtortant poems were all
published after 1660 he certainly fits in any cdesation of Restoration literature.
Because the bulk of his public career spans thdign@ivil Wars of the 1640s

and the Interregnum of the 1650s, Milton is treatatberstandably, as a writer
from a generation before that of the Restoratioth@s. In that sense of the
Restoration, Milton is not a Restoration poet.
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Poetry during the Restoration period in England leyexl the use of satire. The
satire was highly political and social. Politicatise is mostly associated with
John Dryden while the social satire belongs to Ateler Pope. One thing is
important, poetry was written with Neoclassical téeas. Various rules were
followed and this made poetry somehow jerky. Moexppoetry was used for
both political and social commentary — for instgrideyden sided with successive
monarchs. Dryden’s “Absalom and Achitophel” and Meacknoe” reflect the
topical issues of the period.

Like Dryden, Alexander Pope could certainly wrigdigcal poetry. In its focus on
dullness, Pope’s Dunciad for instance, owes a teliryden’s “MacFlecknoe”.
However, Pope’s “essays” such as “An Essay ondditi” (1711) and “An Essay
on Man” (1733-4) also mark an important shift avitlpm the often topical poetry
of the Restoration and towards the general andeusaV claims associated with
the enlightenment.

Self-Assessment Exercise
What is difference between political satire andacatire?

40 CONCLUSION

The eighteenth century classicism in England wédomg with the Restoration.

Like it has been discussed, the most popular paetsnd this time were John
Dryden and Alexander Pope whose poetry turned ardamgland during the

eighteenth century. Both poets had thrived on @ af satire to elucidate most
topical issues of the period. Poetry then folloviled style of former Greek and
Roman epics.

5.0 SUMMARY

In this poem, we have been able to tell you theuneabf poetry during the
Neoclassical period in England. We reviewed thekaaf Milton, Dryden and
Pope. We said that Milton will not be adjudged at@eation poet because of the
period in which he wrote. We also informed you tthatving device used during
this period was satire.

6.0 TUTOR-MARKED ASSIGNMENT
Comment on English Neoclassicism in relation toRestoration period.

7.0 REFERENCES/FURTHER READING

Gontar, C. (2000). “Neoclassicism”. Heibrunn timelof art history. New York:
The Metropolitan Museum of Arts.

Fritz, N. (1980)Painting and sculpture in Europe, 178- - 188%¢ edition.

Ford, B. (1992). Eighteenth-century Britain: Then@aidge Cultural History.
New York: Cambridge University Press.
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Hoskins, W.G. (1970).The Making of the English LandscapBaltimore:
Pengium.

Jones, S. (1985)he Eighteenth Century: Cambridge Introductionhe History
of Art. Cambridge University Press.

Clarke, J.C.D. (2000)English Society, 1660 — 1832: Religion, ldeology an
Politics during the Ancient Regim@ambridge University Press.

Porter, R. (1995)London: A Social HistoryCambridge, MA: Harvard University
Press.
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UNIT 3 JOHN DRYDEN'S POETRY
Content
1.0 Introduction
2.0 Objectives
3.0 Main Contents
3.1 The Brief History of John Dryden
3.2 Dryden’s Political Allegories
3.3 Analysis of Dryden’s “Absalom and Achitophel”
4.0 Conclusion
5.0 Summary
6.0 Tutor-Marked Assignment
7.0 References/Further Reading

1.0 INTRODUCTION

John Dryden wrote many poems during the Restorgbemod, especially his
political allegories. John Dryden had a varied eass a writer and often wrote on
highly topical subjects — so topical, in fact, tHatyden could write a poem
mourning the death of Cromwell in 1658 and a poésiraeca Redux’ celebrating
Charles Il in 1660, just two years later. The po#mt earned Dryden his
reputation for turning the contemporary into poesyAnnus Mirabilis (1667),
concerned with the events of 1666, the Fire of loondnd the defeat of the Dutch
navy. We shall look more into Dryden’s political carnwriting career in his
biography.

2.0 OBJECTIVES

At the end of this course, you should be able to
1. Discuss the brief history of John Dryden,;

2. Analyze Dryden’s allegorical poems; and

3. Discuss Dryden’s “Absalom and Achitophel”.

3.0 MAIN CONTENT

3.1 A Brief History of John Dryden

John Dryden was born in Northamptonshire, Englamdgust 9, 1631. He came
from a landowning family with connections to pamti@nt and the Church of
England. He studied as a king’'s scholar at thetigiess Westminster school of
London, where he later sent two of his own childi@ryden was trained in the art
of rhetorical argument, which remained a strondue¥nce on the poet’s writing
and critical thought throughout his life.

Dryden published his first poem in 1649. He enwblig Trinity College in
Cambridge the following year, where he likely sadliclassics, rhetoric, and
mathematics. He obtained his B.A. in 11654, gradgdirst in his class. In June
of that year, Dryden’s father died. After graduafi®ryden found work with
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Oliver Cromwell's Secretary of State, John Thurloarking a radical shift in the
poet’s political views. Alongside Puritan poetshddvilton and Andrew Marvell,
Dryden was present at Cromwell’s funeral in 1658 ane year later published his
first important poem, Heroic Stanzas, eulogizing ldader.

In 1660, Dryden celebrated the regime of King Gisltl with “Astraea Redux”, a
royalist panegyric in praise of the new king. lattipoem, Dryden apologizes for
his allegiance with the Cromwell government. Tho&gmuel Johnson excused
Dryden for this, writing in his Lives of the pogts779) that “if he changed, he
changed with the nation, “he also notes that thdieeavork was “not totally
forgotten” and in fact “raised him enemies”.

Despite this, Dryden quickly established himselfeafthe Restoration as the
leading poet and literary critic of his day. Foliog the death of William

Davenant in April 1668, Dryden became the firstadl Poet Laurete of England.
Dryden died on May 1, 1700 and was initially buriadSt. Anne’s Cemetery. In
1710, he was moved to the poets’ corner of Westannsbbey, where a
memorial has been erected.

3.2  Dryden’s Political Allegories

Traditionally, there is a tendency to see literatand the other arts as having a
fragile connection to politics at most. The aesthistabove the political. Dryden’s
poetry perfectly illustrates this late seventeeoémtury combination of the
literary and the political. Depending on the poditerary issues represent politics
and political issues can represent literary ondbsalom and Achitophel” (1681)
was published just before the treason trial of ®saiury, leader of the opposition
to James’ possible succession, and cast Charlige dsblical David, Shafterbury
as Achitophel and the Duke of Monmouth (Charlelfegjitimate son) as Absalom.
Understanding the poem, then, requires familiawitth the biblical story and the
principal players and stakes in the Exclusion &riRiemoving this poem from the
Exclusion Crisis would leave us with a 1,000 lireep on the Bible (as opposed
to a 1,000 — line poem which uses the Bible foefedce of the King’s position in
the Exclusion Crisis).

With “MacFlecknoe”, published 1682, Dryden invokdse same anxiety over
valid succession, but this time directs his attenttoward literary succession
skewing Thomas Shadwell: “for anointed dullnessmas made”. Ironically and

unfortunately for Shadwell, it is through “MacFlexe” that he is remembered
today. At the time, though, Shadwell had recerglket up Shaftesbury’s side and
published a work criticizing Dryden’s defence oé ttourt. In other words, again,
the literary and the political merge in any considien of late seventeenth-
century poetry. In this way, it is understandalblet tthe period has on the one
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hand resisted the Universalist claims often madegfeat literature while on the
other proved such a fruitful area for historicispeoaches to literature.

3.3  Analysis of Dryden’s “Absalom and Achitophel”

Like it has been pointed out in lesson 3.2, thenpde an allegory that uses the
story of the rebellion of Absalom against King Déveis the basis for discussion of
the background to the Monmouth Rebellion (1685¢ Bopish Plot (1678) and
Exclusion Crisis.

The story of Absalom’s revolt is told in the SecdBdok of Samuel in the Old

Testament of the Bible (Chapters 14 — 18). Absalebels against his father King
David. The handsome Absalom is distinguished byaextinarily abundant hair,

which is probably meant to symbolize his pride @S 14:26). When David’'s

renowned advisor, Achitophel joins Absalom’s reloel| another advisor Hushai
plots with David to pretend to defect and give Absa advice that plays into

David’s hands. The result was that Absalom takesatlvice of the double agent
Hushai over the good advice of Achitophel, who izpad that the rebellion is

doomed to failure, goes home and hangs himself.aldbs is killed (against

David’s explicit commands) after getting caughtiy hair in the thick branches
of a great oak. The death of Absalom causes Daxadneous personal grief.

Now in 1681 in England, Charles Il was in advangedrs. He had had a number
of mistresses and produced a number of illegitincdiédren. One of these was
James Scott the Duke of Monmouth, who was very [aooth for his personal
charisma and his fervor for the protestant causeurl€s had no legitimate heirs,
and his brother, the future James Il of England wasnly a Roman Catholic.
When Charles’ health suffered, there was a pantbenHouse of Commons over
the potential for the nation being ruled by a RonGatholic King. The Earl of
Shaftesbury had sponsored and advocated the ExclBdl, which would prevent
James Il from succeeding to the throne, but tHisazis blocked by the House of
Lords on two occasions. In the spring of 1681, fa ©Oxford Parliament,
Shaftesbury appealed to Charles Il to legitimize nkbouth. Monmouth was
caught preparing to rebel and seek the throne ,Shradtesbury was suspected of
fostering this rebellion.

The poem was possibly written at Charles’ behest] aublished in early
November 1681. On November 24th, 1681, Shaftesimay seized and charged
with high treason. A trial before a jury picked Wyhig sheriff's acquitted him.
Later, after the death of his father and unwillingsee his uncle, James Il became
King; the Duke of Monmouth executed his plans arehtinto full revolt. The
Monmouth Rebellion was put down, and in 1685 th&dwas executed.
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The poem tells the story of the first foment by mgkMonmouth into Absalom,
Charles as David and Shaftesbury as Achitopheéviéals Buckingham, and old
enemy of Dryden as Zimri, the unfaithful servanheTpoem heaps most of the
blame for the rebellion on Shaftesbury and makearl€s a very reluctant and
loving man who has to be king before father. Thempalso refers to some of the
Popish Plot furor.

Self-Assessment Exercise
Why would you consider John Dryden an importantgaon English poetry?

40 CONCLUSION

John Dryden could, therefore, arguably be takea psblic poet. He discussed in
verse the problems of his time, who talked to Baders on terms of easy equality,
and who sought to base his work on reason andatater Dryden tried to heal the
wounds left by revolution and Civil War. With thi3ohn Dryden remains one of
the best poets England ever had.

50 SUMMARY

In this unit, we have been able to look at the pyoet John Dryden. We examined
the biography of John Dryden. We also looked intoworks as allegorical and
analyzed his “Absalom and Achitophel”.

6.0 TUTOR-MARKED ASSIGNMENT
Highlight in detail, the literary qualities of Drgd’s “Absalom and Achitophel”.

7.0 REFERENCES/FURTHER READING

Black, J. ed. (2006)The anthology of English literature, Volume Klew York:
WW. Norton, Pp (2087 — 88).

Bliss, R. M. (1985)Restoration England: politics and government 1660688.
New York: Methuen.

Gregory, J. and J. Stevenson. (20I2)e Routledge companion to Britain in the
eighteenth centurfNew York: Routledge.

Duggan, M. (2010). “Absalom and Achitophel”. Magiets, 4" Edition 1-3.

Johnson, S. (1984F5amuel Johnson: The Oxford AuthokEsl. Donald Greene.
Oxford University Press.

----- (1967).The lives of the English podis779 — 81). Ed. George Birkbeck Hill.
3 vols. Reprint. New York: Octagon Books.

Abrains, M.A. ed. (1993)The Norton Anthology of English Literatur@" Edn.
Vol. 1. New York: Norton.
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UNIT 4 ALEXANDER POPE’'S POETRY
CONTENTS
1.0 Introduction
2.0 Objectives
3.0 Main Contents
3.1 A short biography of Alexander Pope
3.2 The Style of Pope’s Poetry
3.3 The Analysis of Pope’s “The Rape of the Lock”
4.0 Conclusion
5.0 Summary
6.0 Tutor-Marked Assignment
7.0 References/Further Reading

1.0 INTRODUCTION

Alexander Pope remains one of the witty and irgehit satirists in England.

Pope’s poetry demonstrates the features of Neac#dslterature in England.

People today arguably see Pope as the greategslEngrse-satirist. He is great
by reason of an extraordinarily rich and rapid pdéynind. He works with a great
variety of satiric modes and devices: concise epignatic shafts; sly

juxtapositions; light mock-heroic as in “The Ragdete Lock”, the meaningful —

fantastic and atmosphere in “The Dunciad”; the-lifstory as of the London

citizen Sir Balaam, etc. In this unit, we shall exae the nature of Pope’s poetry
and an analysis of his poem.

2.0 OBJECTIVES

At the end of this unit, you should be able to
1. discuss the life of Alexander Pope;
2. explain the style of Pope’s poetry; and
3. analyze Pope’s “The Rape of the Lock”

3.0 MAIN CONTENT

3.1 A Short Biography of Alexander Pope

Alexander Pope was born Alexander and Edith Popledrspring of 1688. Pope’s
father was a linen-draper and a young convert tthdliaism. Pope’s father

moved his family from London to Binfield, Berkshine the face of repressive,
anti-catholic legislation from parliament. Descdbéy his biographer, John
Spencer, as “a child of a particularly sweet terfjard with a voice so melodious
as to be nicknamed the “little Nightingale”, theldiPope bears little resemblance
to the irascible and outspoken moralist of therlgi@ems. He was barred from
attending public school or university because efrRligion, Pope was largely self
— educated. He taught himself French, Italian,r,aind Greek, and read widely
discovering Homer at the age of six.
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At twelve, Pope composed his earliest extant wtllde to Solitude”; the same
year saw the onset of the debilitating bone deftyrthiat would plague Pope until
the end of his life. Originally attributed to theverity of his studies, the illness is
now commonly accepted as Pott's disease, a forrulzérculosis affecting the
spine that stunted his growth — Pope’s height didexceed four and a half feet —
and rendered him hunchbacked, asthmatic, frail, @ode to violent headaches.
His physical appearance would make him an easyettday his many literary
enemies in later years, who would refer to the pset “hump-backed toad”.

Essay on Criticismvas published anonymously in 1711 and establighederoic
couplets as Pope’s principal measure and attrabtedttention of Jonathan Swift
and John Gay who later became Pope’s friends. Tdtey formed the Scriblerus
Club, a congregation of writers endeavouring tarigatignorance and poor taste
through the invented figure of Martins Scriblerus.1712, Pope published “The
Rape of the Lock” which made him famous. Pope ghield many other works
before his death in 1744.

3.2  The Style of Pope’s Poetry

Pope’s ‘essays’, such as “An Essay on Criticisn1(l) and “An Essay on Man”
(1734) mark an important shift away from the oftepical poetry of the
Restoration and towards the general and universaing associated with the
enlightenment. In “An Essay on Criticism”, Popesseut to describe what is
required for good literary criticism. Against tremfiliar opposition between critics
and authors he argues that the best critics willtHee best writers. For Pope,
writers and critics ought to follow Nature. Popéisature” combines a late
Renaissance classicism with Newtonian mechanicasipt Following from
Newton’s discovery of universal mathematical foramlto explain natural
phenomena, Pope’s nature is a function of and cbobipavith rules. Pope offers
a vision of criticism that is consistent with hisnse of the relationship between
nature, rules and standardization.

With “An essay on Man”, the symmetry of Pope’s fasbrought to bear on some
of the same questions Milton had addressed infardift way in “Paradise Lost".
Like Milton in “Paradise Lost”, Pope begins with “@arden, tempting with

forbidden fruit’ (Norton Anthology, P. 2264, 1.8 Y)A But everything about the
form has been changed. Rather than an epic, Pppes is an epistle. Rather
than black verse, Pope was the heroic couplet, inypairs of iambic pentameter
lines. Where “An Essay on Criticism” seems to hamderstand literary criticism
in Newtonian terms, “An Essay on Man” understandswbidnian philosophy

through a carefully symmetrical poetic form. Neaglery line of “An Essay on

Man” is balanced with five syllables on either siwfea break called a ‘caesura’.
Such balance within each line is complemented bylittes’ rhyming in pairs.
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3.3 The Analysis of Pope’s “The Rape of the Lock”

In 1712, Pope published “The Rape of the Lock” enoit comical poem. It is a
humorous indictment of the vanities and idlenessl®f century high society.

Basing his poem on a real incident among familiesis acquaintance, Pope
intended his verses to resolve trivial issues anmvadriends and to laugh at their
folly.

The poem is perhaps the most outstanding exampleeiinglish language of the
genre of mock-epic. The epic had long been consitlene of the most serious of
literary forms; it had been applied in the cladssigariod, to the lofty subject

matter of love and war, and, more recently, by dfijtto the intricacies of the

Christian faith. The strategy of Pope’s mock epiparody epic is not to mock the
form itself, but to mock his society in its veryilime to rise to epic standards,
exposing its pettiness by casting it against trendeur of the traditional epic
subjects and the bravery and fortitude of epic &&roPope’s mock-heroic

treatment in “The Rape of the Lock” underscoresritiieulousness of a society in
which values have lost all proportion, and theiativs handled with the gravity

and solemnity that ought to be accorded to trulparant issues. The society
concerned in this work is one that fails to distirslp between things that matter
and things that do not. The poem mocks the meoritgys by showing them as
unworthy of a form that suited a more heroic cdtuifhus the mock-epic

resembles the epic in that its central concernsarneus and often moral, but the
fact that the approach must now be satirical ratien earnest is symptomatic of
how far the culture has fallen.

Pope’s use of the mock-epic genre is intricate exithustive. “The Rape of the
Lock” is a poem in which every element of the comperary scene conjures up
some image from epic tradition or the classical ldvaiew, and the pieces are
wrought together with a cleverness and expertiae rimkes the poem surprising
and delightful. Pope’s transformations are numeratisking, and loaded with
moral implications. The great battlers of epic baeoboats of gambling and
flirtatious tiffs. The great, if capricious, Greakd Roman gods are converted into
a relatively undifferentiated army of basically fileetual spirits. Cosmetics,
clothing, and jewelry substitute for armor and waapand the rituals of religious
sacrifice are transplanted to the dressing roontlamaltar of love.

The verse form of “The Rape of the Lock” is thediercouplet; Pope still reigns
as the uncontested master of the form. The cowplesists of rhymed pairs of
iambic pentameter lines (lines of ten syllablesheaalternating stressed and
unstressed syllables). Pope’s couplets do notifddl strict iambs, however,
flowering instead with a rich rhythmic variationathkeeps the highly regular
meter from becoming heavy or tedious. Pope digkebihis sentences, with their
resolutely parallel grammar, across the lines aattlimes of the poem in a way
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that enhances the judicious quality of his ideasrédver, the inherent balance of
the couplet form is strikingly well suited to a gedi matter that draws on
comparisons and contrasts: the form invites confitjons in which two ideas or
circumstances are balanced, measured or compaa@dshgne another.

40 CONCLUSION

Pope’s poetry really contributed a lot of Englisbepy as a whole. His wit and
intelligence made his poetry popular and his satisture made “The Rape of the
Lock” one of the best poems ever written in England

5.0 SUMMARY

In this unit, we have been able to introduce to tfwai work of Alexander Pope,
the nature of his poetry and the analysis of hjaded best poem, “A Rape of the
Lock”.

6.0 TUTOR-MARKED ASSIGNMENT
Discuss Pope’s “A Rape of the Lock” as a mock-hepmem.
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MODULE 4 ENGLISH POETRY AND THE ROMANTIC MOVEMENT
This module examines the Romantic Movement in Brdjldhe study also forays
the events of Romantic verses. With the agrariaan@wy taking over by the
mechanized farming, the Romantics became moreesitst in the environment
which was being eroded day by day. The module stssf four units altogether.

The first unit examines the background to the Rdmaviovement. In the unit,
the major features of Romantic period are copiod&gussed.

The second unit examines William Wordsworth and Roenantic Movement. In
this unit, the major poems of Wordsworth shall balgzed.

The third unit looks into the life of John Keats avivas one of the earliest
Romantic poets. John Keats’ background is examiaed,some of his poems are
analyzed.

The fourth unit examines William Blake. Blake’s graphy is studied in relation

to his poetry. His poems are analyzed to show thmahtic qualities as studied in
the first unit.

Unit 1: Background to the Romantic Movement

Unit 2: William Wordsworth and the Romantic Moverhen

Unit 3: John Keats’ Poetry

Unit 4: William Blake’s Poetry
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UNIT 1 BACKGROUND TO THE ROMANTIC MOVEMENT
Content

1.0 Introduction
2.0 Objectives
3.0 Main Content
3.1 Historical Overview
3.2 Literary overview
3.3 The Empire, Nationhood and the other Worlds.
4.0 Conclusion
5.0 Summary
6.0 Tutor-Marked Assignment
7.0 References / Further Reading

1.0 INTRODUCTION

The Romantic period was an important period in history of English Poetry.
The period was characterized with so many featwkegh the writers of the
period canvassed in order to react against somecessary rules which had
actually dominated the English poetry. We shoultl fooget that, the Romantics
were also products of the “-8entury classicism. It was these Neo-classical
features that many of the Romantics reacted tatleadrowth of industrialization
which had eroded the rustic way of living in Englan

2.0 OBJECTIVES

At the end of this unit, you should be able to
1. discuss the historical background of the Ronegretriod;
2. explain the literary overview of the period;
3. discuss the nature of the English Empire alseat.t

3.0 MAIN CONTENT

3.1  Historical Overview

Britain was still operating an agrarian economy whe Romantic period began.
When the Romantic period was almost getting tcertd, Britain had become a
highly industrialized nation with various towns amwdies. In the eighteenth
century there was no real class consciousnessiBiitad a limited aristocracy:
professional people, merchants and rural and unmakers. By 1830, something
like a modern class-consciousness had emerged maite clearly identifiable

upper, middle and working classes. Notions of ramiler, degree and station
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based on birth became supplanted by groupings rdldeds, capitalists and
labourers. In the late eighteenth century, the [adfmun of the British Isles began
to grow dramatically. The increasing size of thgudation expanded the labour
force, as well as the demand for goods and serviEesnomically this was
beneficial, as a larger labour force reduced thst ablabour and of the goods and
services produced, which in turn, acceleratedrndastrial process. The growth in
population also contributed to the process of udaion. The great commercial,
industrial and manufacturing cities of London, Maester, Glasgow,
Birmingham, Sheffield, Leeds and Bradford increasggdonentially in size. By
the mid-nineteenth century, Britain had become wWarld’'s first urbanized
society. The factory towns of England tended toobee rookeries of jerry-built
tenements, which the mining towns became long, tamows rows of company-
built cottages, furnishing minimal shelter. The badthg conditions in the towns
can be traced to lack of good bricks, the absehbeitWing codes, and the lack of
machinery for public sanitation; but they were athee to the factory owners’
tendency to regard workers as commodities andsibtienan beings.

There were substantial changes in agriculture @sdlintryside was transformed.
Agrarian capitalism reached a period of developm@&his period withessed the
decline of the independent smallholder often reféiio as “Yeoman’ (Poplawski,
2000), movingly presented in Wordsworth’s repreggons of what he referred to
as “Cumbrian statesmen’, such as Michael from higital Ballads”.

Eighteenth-century Britain became a society witmarked difference between
two spheres of activity, the public and the privateere developed an expanding
public sphere of political, civil and intellectuéfe, typified, in particular, by
growth of the coffee house as a venue for readimdy debating information. In
contrast, the private sphere involved family lifedathe care of education of
children. These two spheres were gendered as nrscand feminine
respectively. Notions of gender also underwentdefieition in the period, largely
due to the growth in the mode of sensibility, whicifluenced all aspects of
culture.

The late eighteenth-century was also a time whiggioas sects usually organized
around charismatic individuals and espousing apgptial brands of mystical
thought, multiplied. William Blake was, for a timattracted to the writings of the
Swedish mystic Emmanuel Swedenborg and attendetld¢leJerusalem Church
of his disciples in Eastcheap before repudiating@m borgian teachings irhe
Marriage of Heaven and He(l1990). This reading of political events in terofs
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biblical prophecy attracted both plebian and pobktediences. Enlightenment
notions of deism and skepticism also continuedughout the Romantic period.

In the late eighteenth century a growing consemsushe reform of the British
political system was beginning to emerge. In thB0k7Britain was still a mainly
agrarian country and the landed interest was pregont) despite the rapid growth
of urban centres. The country was governed inrterests of some two hundred
powerful aristocratic families (represented in Ha&use of Lords) and below them
a landed gentry (the ‘country gentlemen’) of sorB@@0 families. These families
effectively controlled government at central anchldevels.

3.2 Literary Overview

It may be very difficult to determine when the Rotie literature started;
however, the period is often described as covettiegyears between the 1780s
and the 1830s, although some critics may refer ldackhe 1760s and others
forward to around 1850 as significant dates. Definthe period is difficult
because the word “Romantic’ refers to a kind oftvwg which has been defined in
opposition to literature which came before it. Rati@sm is thus antithetical to
eighteenth century non-classicism, rather than atimaeation of already
established literary and artistic trends. One thihmag is important to grasp is that
the word “Romantic” itself was not used in the weg use it today by the writers
of the time, for whom it meant something pertaintog'romance’; nor did the
writers collected under the heading regarded thk@seas forming a coherent
group. By critical consensus the Romantic poetstla@esix male poets: William
Blake, William Wordsworth, Samuel Taylor Coleridgeercy Bysshe Shelley,
John Keats and Lord Byron. Together, they arguédiiyied a literary and artistic
movement known as “Romanticism”, which marked &qarod shift in sensibility.
Generally Romanticism was seen as marking a vigksxttion against eighteenth
century Enlightenment thought with its emphasisreason’ as the predominant
human faculty. Romanticism it is often said, waspired by the political,
revolutions of America in 1776 and France in 178f@l ahat the products of
Romanticism tended to be radical or revolutiondtkiters of the Romantic age
demonstrate the characteristics listed in the below

(1 Romantic poets affirm the creative powers of thagmation.

(i)  Romantic poets introduce us to a new way of loolahgature, which
becomes the main subject of their work. The Rormaniften argue
that the possibility of transcendence or ‘unitybeing’ can be achieved
through communion with nature. Their work exhikatreference for
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nature in its sublime aspect: mountains, glaciergsms, storms, as
well as strange and exotic settings.

(i)  Romantic poets tend to explain human society amdiétvelopment in
terms of an organic model, or a model borrowed frature, and they
reject materialist and mechanistic philosophies.

(iv) Romantic poets write about the nature of the imtlial self and the
value of individual experience.

(v)  Romantic thought shows a high regard for the fignfrihe artist, who is
variously described as sage, philosopher, propiteligious saviour.

Traditionally, Romanticism was seen to begin arotiedtime of the Revolution in
France and to develop certain stylistic and lingeisnnovations. These
innovations are reflected in the works of a numbemriters. William Blake
produced his prophetic and apocalyptic illuminateabks during the 1790s.
Blake’s personal vision, expressed in a highly sgicblanguage and form, was
seen by many to inaugurate a new kind of revolatipnwriting. Similarly the
publication in 1798 of Wordsworth and Coleridge’lsyfical Ballads”, which
contained, in addition to Coleridge’s “The Rimetlhé Ancient Mariner’, a series
of experimental ballads and lyric poems treatingticusubjects and their distress
in an elevated and tragic manner, can be seerrgjedion of eighteenth-century
poetics. Wordsworth’s later apologia for his poertise ‘preface of 1800’
defended the serious treatment of such subjectcamd be seen as a manifesto
for a revolutionary kind of poetry, for a revolutexry age. Wordsworth also
claimed that the “Ballads” ushered in a stylisggalution in poetry, banishing the
allegedly stilted diction of earlier neo-classipakts, preferring instead a language
closer to that of contemporary usage.

3.3 The Empire, Nationhood and the Other Worlds

What we describe as the Romantic Movement coincvwdéd the beginnings of a
modern British imperialism which involved the gowance and exploitation of
increasingly large portions of the globe as theet@anth century wore on. It also
involved conflict with other imperial formations #fe time, some expansive and
others in decline: European empires such as theckrand Russian, and non-
European empires such as the Turkish Ottoman amdthg Empire of China.
Romantic writers were not themselves imperialistthe literal sense of the term,
though some of them became implicated in the inapgniocess: Coleridge, for
instance, acted as a civil servant for the goveofiddalta, Sir Alexander Ball, and
Charles Lamb and Thomas Love Peacock both workethé British East Indian
Company. Many Romantic-period writers such as Waeadth, Coleridge, De
Quincey, and Jane Austen had family members whae werolved in colonial
trade or empire in one way or another, and it adgtaimpinged on their
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consciousness as a pressing fact of life. This alas the period in which
historians, like Linda Colley, argue that the ideh the British nation was
“forged”. Colley claims that Britishness was definagainst the “others” of
Catholic religion and the French nation. This coallsb be widened to include the
various other peoples, races and religions thatBhesh encountered in their
imperial history.

The responsibility and accountability of the mebiifan government for the
treatment of other cultures was becoming a causecoéasing concern and was
an important issue in the trial of Warren Hastifayshis administration of Bengal
from 1786 onwards. The speeches of Edmund Burke, prbsecuted the case
against Hastings, were among some of the maniiessabf colonial guilt at the
centre of British political life. Certainly thererea many affirmations of the
manifest destiny of Britons to civilize the worldh iRomantic writers.
Wordsworth’s “Excursion” (1814) contains the Wareté&s vision:

So the wide waters, open to the power,

The Will, the instinct, and appointed needs

Of Britain, do invite her to cast off

Her swarms, and in succession send them forth;

Bound to establish new communities

On every shore whose aspect favours hope

Of bold adventure...

Your country must complete
Her glorious destiny. Begin even now.
(Wordsworth, Excursion, PP. 295, 299).

The “Wanderer” predicts that the world will look Britain for moral and cultural
as well as political leadership, and that the cotmtimperial future will be
glorious, Coleridge, in later life, similarly argii¢hat “colonization is not only a
manifest expedient — but an imperative duty on GBrdain. God seems to hold
out his finger to us over the sea”. Similarly, diforal opponent of the Lake poets,
Anna Laetitia Barbauld argues for the identicakéige between colonization,
language and culture Bighteen Hundred and Eleven:

Wide spread thy race from Ganges to the pole,

Over half the western world they accerts rool:

... Thy stores of knowledge the new states shail kn

And think thy thoughts, and with thy Fancy glow;

Thy lockes, thy paleys shall instruct their youth

Thy leading star direct their search for truth;

Beneath the spreading platan’s tent-like shade,

Or by Messouri’s rushing waters laid,
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‘Old Father Thomas’ shall be the port’s theme,

Of Hagley’s woods the enamoured virgin dream,

And Milton’s tones the raptured ear enthrall,

Mixt with the roar of Niagara’s fall.

(11. 81- 96; Wu, Romanticism, P. 46)

Here Barbauld anticipates nineteenth-century Brit@uiltured imperialism, a
process by which the colonized accept the hegenuinyhe culture of the
colonizer.

Self-Assessment Exercise
How would you describe the attitude of the propasest romanticism to the
government of their age?

4.0 CONCLUSION

We must not forget that the Romantic Movement se#dshe importance of the
emotions and feelings in human relationships. Fasound the 1740s onwards a
number of thinkers argued that humans possessadnate moral sense which
manifested itself through the emotions in feelimjsympathy and benevolence
for others. This movement has been linked to tbe of the middle classes in the
eighteenth century and their growing concern withrieformation of manners.

50 SUMMARY

In this unit, we have been able to see the hisibrieview, the literary overview
and the state of empire and nationhood in Britainmly Romanticism. We have
been able to make you see what was in vogue diRomganticism and we also
highlighted the major features of Romanticism.

6.0 TUTOR-MARKED ASSIGNMENT
In a sound essay, demonstrate the uniqueness cdiRimnpoetry

7.0 REFERENCES/FURTHER READING

Bloom, H. (1973).The visionary: A reading of English romantic poettthaca
NY: Cornell University Press.

Butler, M. (1981). Romantics, rebels and reactionaries 1760-188xford:
Oxford University Press.

Curan, S. (ed.). (1993)The Cambridge Companion to British Romanticism.
London: Cambridge University Press.

Ford, B. (ed.). (1992)The Romantic Age in Britain. The Cambridge Cultural
History. London: Cambridge University Press.

88



Jarvis, R. (2004)The Romantic Period: The Intellectual and Cultu€dntext of
English Literature 1789 — 183®arlow: Longman.

Greenblatt, S. (ed.). (2006)he Norton Anthology of English Literaturdol. 11,
8" edn: New York and London: Norton.

89



UNIT 2 WILLIAM WORDSWORTH AND THE ROMANTIC
MOVEMENT

Content

1.0 Introduction

2.0 Objectives

3.0 Main Content
3.1 A Brief History of William Wordsworth
3.2 Wordsworth’s Poetry
3.3 The Style of Wordsworth

4.0 Conclusion

5.0 Summary

6.0 Tutor-Marked Assignment

7.0 References / Further Reading

1.0 INTRODUCTION

William Wordsworth is believed to be the father Bhglish Romanticism.
Wordsworth’s poetry became popular with the puliicca of Lyrical Ballads
(1798) in collaboration with Samuel Taylor ColergdVordsworth became a poet
laureate in 1843. This unit will capture his lifeidily, and we shall also be
looking at his poetry and its style poetry.

2.0 OBJECTIVES
At the end of this unit, you should be able to:
1. appreciate Wordsworth’s poetry;
2. identify specific themes of Wordsworth’s poetry

3.0 MAIN CONTENT

3.1  Brief Life History of William Wordsworth

William Wordsworth was born on 7th April, 1770 iro€ker-Mouth, Cumberland
in the Lake District. His father was John WordsworSir James Lowther’s
attorney. The magnificent landscape deeply affetdmdsworth’s imagination
and gave him a love of nature. He lost his mothleen he was eight and five
years later his father. The domestic problems ségdrWordsworth from his
beloved and neurotic sister Dorothy, who was a waportant person in his life.

With the help of his two uncles, Wordsworth enteadldcal school and continued
his studies at Cambridge University. Wordsworth en&is debut as a writer in
1789, when he published a sonnet in the Europeayakiiae. In that same year he
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entered St. John’s College, Cambridge, from wher@olok his B.A in 1791. In
1795 he met Coleridge. Wordsworth’s financial diba became better in 1795
when he received legacy and was able to settleaaed®wn, Dorset, with his
sister Dorothy, with Coleridge’s encouragement hisdclose contact with nature,
Wordsworth composed his first master—work, “Lyridzdllads”, which opened
with Coleridge’s “Ancient Mariner”. About 1798 heasted to write a large and
philosophical autobiographical poem, completed i8035, and published
posthumously in 1850 under the title “The Prelude”.

Wordsworth spent the winter of 1798-99 with histegisand Coleridge in

Germany, where he wrote several poems, includiegetiigmatic ‘Lucy’ poems.

After he retuned, he moved to Dove Cottage and 8821he married Mary
Hutchinson. They cared for Wordsworth’s sister Dioydfor the last years of her
life. Wordsworth’s second verse collection appeared807. His central works
were produced between 1797 and 1808. In latetlitedsworth abandoned his
radical ideas and became a patriotic, conservapublic man. In 1843, he
succeeded Robert Southey as England’s poet lauMatelsworth died on April

23, 1850.

3.2  Wordsworth’s Poetry

Wordsworth’s poetry is largely concerned with Natudis ideas about Nature are
radical and philosophical. In his ‘Lines Composedew Miles above Tintern
Abbey’, Wordsworth celebrates and romanticizes mreatihe poem begins in the
present and refers to Wordsworth’s first visit iat€rn Abbey in 1793: ‘five years
have passed; five summer, with the length/of fowegl winters!” (11.1-2). The first
twenty lines or so suggest the tranquility and hlarynthat the poet has now
achieved in the present. The signs of human agtitlite cottages, the pastoral
forms, the orchards and the wreaths of smoke,laticbin with the landscape as
human and natural activity coalesce and merge:€fste the very door’ (1. 17).
The opening few lines evoke a calm and meditativieoam Wordsworth now
moves from the external landscape to describevirsioner state f consciousness.
He describes what he has gained personally sirsciréi visit to the Wye Valley.
He had been able to carry the landscape he fimgtisehis mind and thus has
calmed and healed his psyche. The memory of thaéstape first glimpsed in
1793 has brought him restoration in his ‘hours efaviness’. This ‘weariness’ is
associated rather vaguely by the poet, with theenadism of city or urban life (l.
23-30). More than this, Wordsworth claims that miemory of the landscape has
led to a growth in his moral sense. It has made &ibetter man (Il. 30-5). He
says that he has also attained a sense of spigtéram the vision he had of the
Wye Valley those five years ago. He describes & sifilightened perception in
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which he is no longer aware of the physical andenmtforms of nature but is
instead aware of an inner, spiritual force whiclhnpeates the natural world and
exists within humanity as well. The experience csmntarough sense but
transcends the sense; the physical eye is ‘ma@¢ loyithe power of harmony’. At
such moments, Wordsworth claims that we achievetgal insight and that we
see ‘into the life of things’ (11. 33-48); a ‘blessmood’ in which we lose our
sense of self and become aware of a transcendesg ¢ unity, and of ourselves
as a part of that unity. Thus Wordsworth claimshhs gained three things since
his first visit to the Wye Valley: the smoothenimgluence that the landscape has
had on his mind, making him feel less stressedadirdated; his moral sense has
been increased almost unconsciously; and he haweelcthe gift of spirituality.

In “The Solitary Reaper”, the poet enjoins hisdmstr to behold a “Solitary
Highland lass” reaping and singing by herself ifiedd. The poem presents real
human music encountered in a beloved, rustic getiihe song of the young girl
reaping in the fields is incomprehensible to theader, but he appreciates its tone,
its expressive beauty, and the mood it createsmwitim. To an extent, this poem
ponders the limitations of language, as it doehénthird stanza (“Will no one tell
me what she sings?”). The speaker simply praisebdéluty of music and its fluid
expressive beauty, the “spontaneous overflow of gew feeling” that
Wordsworth identified as the heart of poetry. Byaqgihg this praise and this
beauty in a rustic, natural setting, Wordsworthsash the values of Lyrical
Ballads. The poem’s structure is simple and itglege is natural and unforced.
The final two lines of the poem (“its music in mgdrt | bore /long after it was
heard no more”) return the focus of the poem toféimiliar theme of memory,
and the soothing effect of beautiful memories oman thoughts and feelings.

In another poem, “I wandered lonely as a cloud” rél¢avorth revisits the familiar
subjects of nature and memory, this time with atipalarly simple musical
eloguence. The plot is extremely simple, depictithg poet’s wondering and his
discovery of a field of daffodils by a lake, the mary of which pleases him and
comforts him, when he is lonely, bored, or restl&dse characterization of the
sudden occurrence of a memory — the daffodils Kflagon the inward eye/which
is the bliss of solitude” — is psychologically asubut the poem’s main brilliance
lies in the reverse personification of its earlyargias. The speaker is
metaphorically compared to a natural object, a ddfoand the daffodils are
continually personified as human beings, dancing ‘@4ossing their heads” in “a
crowd, a host”. This technique implies an inhenamty between man and nature
making it one of Wordsworth’s most basic and effectmethods for instilling in
the reader the feeling the poet so often deschhmself as experiencing.
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3.3  The Style of Wordsworth

Wordsworth’s poetry is large, and his poetry isitel/ on nature. Meanwhile his
poetic legacy rests largely on a vast number ofpbisms varying in length and
weight. Most of his themes remain consistent batigemainly on nature. In the
preface to his “Lyrical Ballads”, Wordsworth argueat poetry should be written
in the natural language of common speech, ratlaar ih the lofty and elaborate
dictions that were then considered “poetic”. Heuagythat poetry should offer
access to the emotions contained in memory. Anarpees that the first principle
of poetry should be pleasure, that the chief dditpaetry is to provide pleasure
through a rhythmic and beautiful expression ofifegfor all human sympathy, he
claims, is based on a subtle pleasure principleisi@he naked and native dignity
of man”. Many of Wordsworth’'s poems such as “TinteAbbey” and the
“Intimations of Immortality” deal with the subjects childhood and the memory
of childhood in the mind of the adult in particyl@hildhood’s lost connection
with nature, which can be preserved only in memvprdsworth’s images and
metaphors mix natural scenery, religious symbolamd the relics of the poet’s
rustic childhood such as cottages, hedgerows, mishand other places where
humanity intersects gently with nature.

Wordsworth’s poems initiated the Romantic era bylkasizing feeling, instinct,
and pleasure above formality and mannerism. Mosthef poems like “The
Solitary Reaper” are written in a tight iambic &streter.

Self-Assessment Exercise
Using copious examples from two of his poems, erantihree themes explored
by Wordsworth.

4.0 CONCLUSION

Wordsworth’s poetry has occasioned an immense anajutiscussion. The aims,
it will be remembered, largely concerned dictiondanhoice of subject.

Wordsworth, in conscious revolt against the Gottocror novel, was to deal with
humble and rustic life and he employed a selectibfanguage used by men.
Discussion has always centred not only on the aimason Wordsworth’s success
or otherwise in adhering to them, but on such thiag the particular of his
relationship with nature.

5.0 SUMMARY
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In this unit, we have been able to discuss therpagtWilliam Wordsworth. You
have been introduced to the brief history of Woroldtv and how he started his
writing. We also analysed his major poems are “tiomposed a few Miles
above Tintern Abbey”. “The Solitary Reaper” andvondered lonely as a cloud”.

6.0 TUTOR-MARKED ASSIGNMENT

Write a well-argued essay which elucidates Worddw®r concept of
romanticism.
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UNIT 3: JOHN KEATS’ POETRY

Content
1.0 Introduction
2.0 Objectives
3.0 Main content
3.1 A Brief Biography of John Keats
3.2 Keats’ poetry
3.3 The Style of Keats’ Poetry
4.0 Conclusion
5.0 Summary
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7.0 Further Reading

1.0 INTRODUCTION

John Keats was probably one of the best RomarKieats’s genius was intense
and his feelings for beauty, perfection and artemtablished in most of his odes.
Keats did not live long as we shall see in the t@pby, yet his poetry is regarded
as part of the best Romantic poetry.

2.0 OBJECTIVES

At the end of this unit, you should be able to
1. identify John Keats’ poetic style and concerns
2. iompare his poetry with Wordsworth’s

3.0 MAIN CONTENT

3.1 A Brief Biography of John Keats

John Keats was born on October 31, 1795 in Lon#ienwas the oldest of four
children. Keats lost his parents at a very young. &tjs father died when Keats
was eight and his mother died six years later difetoulosis. His maternal
grandmother appointed Richard Abbey and John Ralvi8andell as Keats’
guardians. When Keats was fifteen, Abbey withdréw ftom the Clarke School,
Enfield, to apprentice with a surgeon and studyioied in a London hospital. In
1816 Keatsbecame a licensed surgeon, but he never practicegrbfession,
rather he ventured into poetry writing. Keats meigh Hunt, an influential editor
of the Examiner who published his sonnets. Hurd aloduced Keats to a crop
of literary giants of his time such Percy Byssheli®ly and William Wordsworth.
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The group’s influence enabled Keats to see hig fidume. “Poems by John
Keats”, published in 1817. This volume was heagilticized by the critics of the
day.

Keats spent the summer of 1818 on a walking touNamthern England and
Scotland, returning home to care for his brothennT who was suffering from

tuberculosis. During this period, Keats met Fanmgvh whom he fell in love

with; some of his finest poetry was written betwd@&18 and 1819. Keats mainly
worked on “Hyperion”, a Miltonic blank-verse epit the Greek creation myth.
He stopped writing “Hyperion” upon the death of hiother, after completing

only a small portion, but in late 1819 he returnedhe piece and rewrote it as
“The Fall of Hyperion”. That same autumn, Keats tcacted tuberculosis, and
died in Rome on February 23, 1821 at the age oftyvBve, and was buried in

the protestant cemetery.

3.2 Keats’ Poetry
Keats’ poetry is of a truth in volumes but his gesha poems are, by common
consent, the four “Odes”, on the “Nightingale”, “éunn”, “the Grecian Urn” and
“Melancholy”. In them he expresses and harmonibesthemes of beauty and
death, the immortality of art, the relentless pag%if time, the fears that he ‘may
cease to be... before high-piled books in charctesgHike rich garners the full
ripen’d grain’. We must always remember that Kdatsw all about tuberculosis;
he had had a medical training, had nursed his éroffom who died of the
disease, and recognized his own symptoms. All tbesrstriking therefore is the
poise and balance of these poems, their lucid t®athre. Their mellifluous
beauty, and the richness of their imagery have ntlaglm popular, and arguably
an important influence on the poets of the Victorlge. Here is the “Ode to
Autumn”.

Season of mists and mellow fretfulness,

Close bosom — friend of the maturing sun;

Conspiring with him how to load and bless

With fruit the vines that round the thatch-eanas,

To blend with apples the moss’d cottage-trees,

And fill all fruit with ripeness to the core;

To swell the gourd, and plump the hazel shells

With a sweet Kernel; to set budding more,

And still more, later flowers for the bees.

Until they think warm days will never cease,

For summer has o’er-brimm’d their clammy cells.
Autumn brings the fruition of the year, and its tthearhis may be sad but it is
inevitable, and a necessary part of the cyclefef lis music is not a funeral marc,
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but part of life, a harmony ‘nor harsh nor gratithgpugh of ample power / To
chasten and subdue’. A rich and calm resignatioposas the acceptance of
nature’s, of life’s rhythm.

Keats spreads Autumn’s riches in profusion. Note& nauch of the work is done
by verbs: run, load, bless, bend, fill, set, buddimow ‘bosom-friend’, and
‘conspiring’ contrive to suggest to mysterious neagitimacy, a power creating
life and wealth everywhere.

In the second verse autumn is personified, butishi® frigidly conventional neo-
classic literary device. Autumn is not describdgs god, or goddess share in the
season’s tasks. Threshing with flails, reaping veitiythes and sickles, gleaners,
and handworked cider-presses were all common cpsights; Keats is not being
fanciful or picturesque, but realistic. The figurfethe gleaner is active; we feel the
weight and balance of her burden as she crossqsahk bridge. The other three
figures are in a land of timeless repose, careléssys’'d, patient. The reaper
recalls death, but even his sickle is suspended ratdre’s bounty, the corn,
remains ungathered; nature’s beauty, the flowersyamns undestroyed. One is
lulled into a kind of trance.

In his “Ode to a Nightingale” Keats explores createxpression and the mortality
of human life. In this ode, the transience of kied the tragedy of old age is set
against the eternal renewal of the Nightingaleisosous music. The speaker says
“Thou wast not born for death, immortal bird”. Thpeaker rejects the “drowsy
numbness” he experienced in “Ode on Indolence”’abse in “Indolence” the
numbness was a sign of disconnection from expegiembile in “Nightingale” it

is a sign of too full a connection: being too happyhy happiness”, the speaker
tells the Nightingale. The song of the nightingalents the speaker to flee the
human world and join the bird. His first thoughtasreach the bird’s state through
alcohol but he rejects that later and longs tohao through poesy.

The nightingale’s music brings about the speak@ogtic inspiration.
Later, the poet imagines himself in the forest wiita nightingale. The music later
encourages the speaker to embrace the idea of,dyfiminlessly succumbing to
death. When the nightingale flies away, the realidéyvned on him, and then he
shouted “forlorn” for he recognizes that he hasdeeng in illusion.

3.3  The Style of Keats’ Poetry
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Most of Keats’ odes are written in ten-line stanZd® first seven and the last two
lines are usually written in iambic pentameter. Highth line of each stanza is
written in trimeter with only three accented syl&binstead of five. “Ode to a
Nightingale” is different from other odes becauserhyme scheme is the same in
every stanza. Meanwhile, every other ode varighenorder of rhyme in the final
three or four lines except “to psyche” which has thosest structure of all the
odes. Each stanza in “Nightingale” is rhymed ABABEXDE, Keats’s most basic
scheme throughout the odes. Keats’ poetry is cteiaed by sensual imagery
and beauty.

Self-Assessment Exercise
Discuss the romantic qualities of Keats’ “Ode tdightingale”.

40 CONCLUSION

Keats’ contribution to English poetry is not in dhraeasure. His active years of
writing poetry were short, yet he produced the kirfigpoetry which the English
people have continued to read for a very long tikeats’ appreciation of beauty
is felt in most of his poems. Had Keats lived londee probably would have been
the best English poet ever lived. Nevertheless, t&aa still very much
remembered among the Pantheon of English poets.

50 SUMMARY

In this unit, we have briefly outlined the histarlyJohn Keats. We discussed that
Keats was one of the best English Romantics whdribomed in his own small
measure to the English poetry from nineteen yeansventy-five years old. We
also analyzed few of his odes of which are “OdeAtgumn” and “Ode to a
Nightingale”.

6.0 TUTOR-MARKED ASSIGNMENT

Do you agree with the assertion that there aretpaihconvergence between John

Keats’ and William Wordsworth’s poetry? Support yaanswer with relevant
examples.

7.0 REFERENCES /FURTHER READING
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UNIT 4 WILLIAM BLAKE'S POETRY
Content

1.0 Introduction
2.0 Objectives
3.0 Main content
3.1 A Brief Biography of William Blake
3.2 William Blake’s poetry
3.3 William Blake’s Style of Poetry
4.0 Conclusion
5.0 Summary
6.0 Tutor-Marked Assignment
7.0  Further /Further Reading

1.0 INTRODUCTION

William Blake was one of the earliest English Roti@amoets. Blake’'s poetry
emphasizes the importance of recognizing the ptdcmstinct and intuition in

human life. Blake was in rapport with the new rexmnary thought. Blake is
obscure in his poetry mainly because of his usgyofbols. In this unit, we shall
consider his poetry — its nature and style. Bubkeethis, we shall examine his
background.

2.0 OBJECTIVES
At the end of this unit, you should be able to

1. summarize Blake’s biography

2. highlight Blake’s revolutionary poetry

3. compare and contrast Blake’s poetry with attleas other Romantic poets.
3.0 MAIN CONTENT
3.1  Summary of William Blake’s Life History
William Blake was born in London on November 285770 James and Catherine
Blake. Two of his six siblings died in infancy. Rncearly childhood, Blake spoke
of having some visions. His parents tried to disage him from lying, but they

observed that he was different from his peers amdvas not forced to attend
conventional school. He learned to read and writhcame. At age ten, Blake
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expressed a wish to become a painter, so his gasent him to a drawing school.
Two years later, Blake began writing poetry. Whentiurned fourteen, he was an
apprentice to an engraver because he could natdafii@ cost of an art school.
One of his assignments during his apprenticeship wadraw the Westminster
Abbey which actually exposed him to Gothic stylesnf which he drew his

inspiration throughout his career. After his seyear term ended, he studied
briefly at the Royal Academy.

In 1782, he married an illiterate woman named QatbeeBoucher. Blake taught
her to read and to write, and also instructed helraftsmanship. Later, she helped
him print the illuminated poetry for which he ismembered today. In 1784, Blake
set up a print shop with a friend and former fellapprentice, James Parker, but
the business failed. For the remainder of his Bleke made a meager living as an
engraver and illustrator for books and magazindskeBs first printed work,
Poetical Sketches (1783), is a collection of apjrenverse, mostly imitating
classical models. The poems protest against waeanty, and King George llI's
treatment of the American colonies. He publishesl iost popular collection,
Songs of Innocence 1789 and followed it in 1794 withongs of Experience

Blake was a nonconformist who associated with sahé¢he leading radical

thinkers of his day, such as Thomas Paine and Méajstonecraft. In defiance of
18" — century neoclassical conventions, he privilemeagination over reason in
the creation of both his poetry and images, asggttiat ideal forms should be
constructed not from observations of nature buinfianer visions. In his final

years, he was cohered by the admiring friendship gfoup of younger artists
who called themselves “the Ancients”. In 1818 he dadin Linnell, a young artist
who helped him financially and also helped to @ea¢w interest in his work.
Linnell also in 1825 commissioned him to desigasttations for Dante’s Divine
Comedy, the cycle of drawings that Blake workeduotil his death in 1827.

3.2 William Blake’s Poetry

William Blake’s poetry addresses a lot of issuesinB a nonconformist, Blake’s
poetry radically examines some ideas and feelingglware a result of intense
probing into the springs of his own being and cbi@a For instance, Blake wrote
against transatlantic slave trade. Blake’s “LitB&ck Boy” from his Songs of
Innocenceraises issues about the representation of slaveghee limits of the
abolitionists’ sympathy. His black boy accepts arehies of colour which the
poem’s readership affirms despite their humaniteféelings:
My mother bore me in the southern wild,

101



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

Blackness, rather than having any positive assons is equated with
bereavement in the traditional Christian semiotidsEvangelical abolitionist
writing. The boy has imbibed this view of colouprn his mother who ascribes
their shared blackness to the action of the sukind of degeneration from an
original and untarnished white. The poem conclugél a vision of interracial
fraternity round the “tent of God” with the blaclky shading the white English
boy from the searing radiance of God’s love:

I'll shade him from the heat ill he can bear
To learn in joy upon our father’s knee.

And then I'll stand and stroke his silver hair,
And be like him, and he will then love me.

The boy has assimilated a Eurocentric view of \weld, accepting the
Christian notion of a white male father as God, mhoe desires to resemble, to
“be like him” and be loved by him. Blake’s poem megents a speaker in a state of
innocence and the poem may function, as other poertige series, as an ironic
rebuttal of the hypocritical Christian evangelisalithe poet so despised.

Innocence and Experience are “contrary stateseohtiman soul” as claimed by
Blake. Here is a poem “Chimney Sweeper” from $omgs of Innocence.

When my mother died | was very young.

And my father sold me while yet my tongue

Could scarcely cry, “weep! Weep! Weep! Weep!

So your chimneys | sweep and in soot | sleep

There’s little Tom Dacre, who cried when his head,
That curl'd like a lamb’s back, was shav'd: ssaid

‘Hush, Tom! Never mind it, for when your headseb
You know that the soot cannot sport your white ha

And so he was quite, and that very night,

As Tom was a — sleeping, he had such a sight!
That thousands of sweepers, Dick, Joe, Ned, ackl J
Were all of them lock’d up in Coffins of Black.

And by came an Angel who had a Bright key,
And he open’d the coffins and set them all free;
Then down a green plain leaping, laughing, they,r
And wash in a river, and shine in the sun.
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This is a poem about injustice and cruelty whiclarbesome resemblance in
general tone. It appears to offer a trite and cotmig moral, and might be taken
for a kind of tract reconciling the poor to theit.lYet the poem is enough tinged
with Blake’s peculiar vision to make such an acdeaeem crude. Blake is really
celebrating and romanticizing the indestructibilitythe state of innocence, even
in the midst of misery.
Next, the chimney sweep in the world of experience.

A little black thing among the snow,

Crying ‘weep!, Weep! in notes of woe!

‘Where are thy father and mother? Say?’

‘They are both gone up to the church to pray.

‘Because | was happy upon the health,

‘And smil'd among the winter’s snow,

‘They clothed me in the clothes of death,

‘And taught me to sing the notes of woe.

‘And because | am happy and dance and sing,

‘They think they have done me no injury,

‘And are gone to praise God and his priest andkin

‘Who make up a heaven of our misery’.
Here is a directed, dynamic indictment of the siycighich exploits such cruelty,
and the religion which condones it. The orthodoroaption of the Jealous God,
the legalistic, sterile, negative morality of orgaed religion, supporter and
justifier of the state’s cruel power, all combintedoppress the poor. And perhaps
the worst thing about them is their insensitiven&é® child is still in the world of
innocence; he can laugh and sing; therefore thesupde themselves they have
done him no injury.

3.3  William Blake’s Style of Poetry

Blake is perhaps no more subversive of inertly eoional morality than are the
majority of significant writers, but with his sthng forms and methods he seemed
to his contemporaries all the more dangerous. Biakeights are often embodied
in poetry of great force and beauty; sometimesvis®nary narratives and his
paradoxes seem confused and are certainly obdaunés successful poems he is
vividly illuminating, and his symbols among thenchains, blossoms, garden,
lamb, tiger, trees, churches, the village greeid,gose, thorns — are wonderfully
used in what we cannot but call an expression sdem and spiritual health.
Most of his poems are a kind of narrative in firegular rhythm, lines end-
stopped, and the statements direct and explicitusielly relies on the use of
couplets and quatrains.
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Self-Assessment Exercise

Enumerate and substantiate with illustrations, sofmt#he societal ills addressed
by Blake in two of his poems.

40 CONCLUSION

William Blake is arguably a romantic poet. Mosthié poems address the societal
ills in England during his time. He kicks againtvery, industrialization and
religion. His poetry has been critiqued negativbly many critics. Yet, Blake
romanticizes most of the things he talks aboutsmpbetry.

5.0 SUMMARY

In this unit, we have been able to talk about thetyy of William Blake. The unit
traces the life of Blake to his death as we disedis®ome of his major ideas and
also looked at his style of poetry.

6.0 TUTOR-MARKED ASSIGNMENT

How is Blake’'s poetry different from or similar tdbohn Keats’ and William
Wordsworth’s poetry?
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MODULE 5 THE VICTORIAN AND THE 20 ™ CENTURY
ENGLISH POETRY

This module examines the Victorian Poetry and tBéh Zentury Poetry. The
module looks at the historical and literary ovewseof the Victorian and the 20

century periods. The study includes the works obdrbBrowning and Mathew
Arnold and also the works of T.S. Eliot and W.B.a¥®eall of whom belong to the
Victorian and the 20century respectively. The module consists of fmits.

The first unit examines the background to the Mfiaeto Poetry. In this unit, an
attempt is made to look at the Victorian period, history, its government, its
religion, and its literature.

The second unit examines the works of Robert Brogirand Mathew Arnold,
respectively. In this unit, the major poems of bpbets are examined.

The third unit examines the background of the 2@thtury in England. Both the
historical and literary overviews of the period aml discussed.

The fourth unit examines the works of T.S. Eliodaw.B. Yeats respectively.
Their styles of poetry are well discussed.

Unit 1: Background to the Victorian Poetry
Unit 2: Robert Browning and Mathew Arnold: The Exales of
Victorian Poets
Unit 3: The 20th Century English Poetry
Unit 4: T.S. Eliot and W.B. Yeats: The Example26th Century English Poets

106



UNIT 1 BACKGROUND TO THE VICTORIAN POETRY
Content

1.0 Introduction
2.0 Objectives
3.0 Main Content
3.1 Historical Overview
3.2 Literary Overview
3.3 Science, Nature and Crises of Faith
4.0 Conclusion
5.0 Summary
6.0 Tutor-Marked Assignment
7.0 References/Further Reading

1.0 INTRODUCTION

The Victorian period was a significant era in Eslliliterature. The Victorian

period is associated with the English monarch, Quéietoria. Several features
characterized this period. Perhaps most importast thve shift from a way of life

based on ownership of land to a modern urban ecgnomsed on trade and
manufacturing. By the beginning of the Victorianipd, the Industrial Revolution

had created profound economic and social changelsiding a mass migration of
workers to industrial towns where they lived in navban slums. We shall see
how various poets reacted to this in the main gunte

2.0 OBJECTIVES
At the end of this unit, you should be able to:

1. Give a historical overview of the Victorian era;
2. ldentify the features of the Victorian period;

3.0 MAIN CONTENT

3.1  Historical Overview

Given the dramatic changes that occurred througtimuteign of Queen Victoria
(1837-1901), it is fitting that 1832, the year thla first Reform Act passed, is

often taken to mark the beginning of the periodhdligh the French Revolution
was long over the time before the Victorian era dmegthe revolution still
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influenced the period. Confidence in the Torieatad as frustration with their
ability to ensure economic prosperity increasece @lternative party, the Whigs,
was able to unite various groups dissatisfied withstatus quo.

There were various calls for reform of an electeydtem that had been in place
since the 1680s. While industrial cities such ashéh&ster, now home to the
factories on which the British economy increasinggpended, had no political
representation, small towns with few inhabitantsghmi benefit from the
representation of two MPs in the House of Commadbsly landowners who
comprised about 5 percent of the population coole.v

First presented in March 1831, the Reform Bill wiefeated in the House of
Commons. After a general election increased theg#/majority, a revised bill
was submitted to and passed by the House of Comino@stober of the same
year. Its defeat in the House of Lords spawneds ribtoughout the country. A
further revised bill was passed in March of théolwing year and, after a series of
dramatic measures that included Earl Grey resignthg Great Reform Act
became Law in 1832. The Reform Act successfullymielated small
constituencies and gave more appropriate repragenta a variety of countries
and cities that represented national strengthsimtedests. The number of men
eligible to vote doubled to include many more ot tmiddle class. More
significantly, the passage of the Act seemed toaletnate the capacity of the
House of Commons and of voting people generalljake precedence over the
desire of the House of Lords and even the soverdigstocrats lost politically
and economically, and the Whigs retained a majontthe House of Commons
for most of the elections held until 1874.

Religion played a key role in many of the reformtiatives undertaken in
Victorian Britain. An Evangelical wing within theh@rch of England supported
such organizations as the society for the Promatio@hristian Knowledge and
the society for the propagation of the Gospel imelgm lands. Bible, religious
tracts and missionary societies prospered undeintheence of an Evangelical
revival inherited from the eighteenth century. Qrmeeworthy leader was Lord
Ashley, the Earl of Shaftburg, a vocal critic ohwry in the colonies who also
worked to improve conditions of factory work, tooprde education for poor
children, and to treat the mentally incompetent a&oety.

3.2  Literary Overview
Victorian literary history provides many exampldsirmovative appropriation of

both forms and themes inherited from the eighteeetitury and the Romantic
era. In her introduction t¥ictorian Poetry: Poetry, Poetics and Politidsobel
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Armstrong warns of the danger of seeing Victoriaetpy as “on the way to
somewhere”. “Whether on the way from Romantic pgetr on the way to

modernism”, she writes, “it is situated between tumds of excitement, in which
it appears not to participate”. Armstrong may lgit; for Victorian poets engaged
in complicated and innovative ways with the sammues of subjectivity and
individuality that preoccupied generations bothobefand after them.

Tennyson’s poetry is instructive in this regards lHoemsChiefly Lyrical (1830)
attracted the attention of Henry Hallam. Hallamogaruzed Tennyson’s striking
ability to convey intense emotion and to renderdistinctive character of various
poetic personas. At the same time, he warned tled @gainst indulgence in
melancholic mood, against too-ready acceptanceoafidtic poetry of sensation.
Certainly, Tennyson’'s early poetry justified Hallamcritique. Poems like
‘Mariana’ and ‘The Lotos — Eaters’ seem positivahtithetical to the embrace of
work and the duties of the everyday that by midiagnwould seem central to the
ethos of Victorian culture. Ernest Jone’s “The fil€ell”. For example, strongly
endorses commitment to everyday struggle:

But never a wish for base retreat

Or thought of a recreant part,

While yet in a single pulse shall beat

Proud marches in my heatrt.

(Chartistpoetry.html).

During the course of his career, Tennyson garnaredputation and audience
comparable to that of Dickens, and his poetry sffepecial insight into the
complicated and sometimes paradoxical tastes amsibéigies of the Victorian
reading publicln Memoriam a poem that Queen Victoria compared to the Bible
in its consolatory powers, is actually far more reggive of doubt than of faith. In
its relentless representation of emotional andled®ial ambiguity, it offers our
best evidence of Tennyson’s appeal.

Almost all Victorian literature concerns itself withe troubled relationship of the
public and the private and in this too, Tennysqmetry is representative. The
long, almost novel-length narrative poems of thet®dian Age evidence the era’s
prosperity especially after mid-century, to expenmwith poetic form. Three
prominent examples of this sub-genre of Victoriaetpy can be found in Robert
Browning’s The Ring and the Boqid869), Tennyson’sdylls of the King(1862)
and Elizabeth Barret BrowningAurora Leigh(1856).

Browning’s more crucial legacy lies with the drammahonologue, though he did
not invent the form. Writing of the Victorian lovaffair with the dramatic
monologue, E. Warwick Slinn notes that “from itception in the 1830s and
1840s, its use spread rapidly, flooding the litgrararket and requiring puzzled
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reviewers to learn to describe its idiosyncrasiad amplications” (‘Poetry’ in

Tucker, Companion to Victorian Literature and Crétup. 313). The form is
especially interesting in the way it reflects aneeging understanding of the
nature of identity. Browning gravitated to distudbg@syches and in poems
included in Dramatic Lyrics (1842) andMen and Womer(1855) readers are
invited to reckon with their hidden histories, sdrdecrets and immoral thoughts.

Where Browning’s poetry conveys energy and entlsnsjaMatthew Arnold’s
projects what he called in “The Study of Poetry'hagh seriousness”. Arnold was
well known for his emphasis on “the dialogue of thend with itself”. Arnold
would seem to share with Browning, and, indeed watmost every other
Victorian poet, an interest in exploring and represg subjective states of mind.

3.3 Science, Nature and Crises of Faith

At the beginning of Victorian reign, tenets of nalutheology, most especially the
belief that nature reveals evidence of God’'s destgntinued to enable many to
accept that their religious beliefs and the sciensitudy of natural phenomena
could peacefully co-exist. The Earl of Bridgewat€ommissioned William
Whitwell’'s three Bridgewater Treatises (1833 — #®)llustrate the goodness of
God as manifested in the Creation, Scholars disagnejust how much advances
in the study of geology, which undermine the bilitmescale, came also to
undermine confidence in natural theology, with s@®eing it as the foundation of
a widespread crisis of faith and others emphasit#igmany people who were
able to refashion the story of the creation so their faith remained intact. Even
without the new understanding of time and spacergimg from the fields of
geology and astronomy, mid Victorians had to codtenth an array of other
challenges of their faith, among them utilitarigmlpsophies that questioned the
usefulness and rationality of religion and the ghss of scholars who advocated
the historical and essentially secular approachht Bible known as Higher
Criticism.

Darwin’s evolutionary idea of “Natural Selection’adte it difficult to embrace the
idea of God at the helm of creation and in contfalhe processes by which man
and animals adapted to their environments. Tennysion Memoriam (1850)
provides intriguing evidence of the influence oferging scientific knowledge
before eitheiThe Origin of Specieser Essays and Revievesrived on the scene.
Tennyson is known to have read LyelRinciples of Geology(1830-3) and
Chamber’sVestiges of the Natural History of Creati¢t844), and the influence
of these and other scientific studies can be seehis famous elegy. Some
scholars point to Tennyson’kyrics 56 and 123 as illustrative of the poet
attempting to come to terms with Lyell’s theorytbé& way fossil records and rock
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strata revealed steady physical change in the daathresulted in the extinction of
entire species. At times, the poet conveys onlyskisse of awe and wonder, as
when in Lyric number 123 he writes.
There rolls the deep where grew the tree,

O earth, what changes has thou seen!

There where the long street roars hath been

The stillness of the central sea.

(In Memoriam. P. 91).

In this particular section dh Memoriam, Tennyson adapts his understanding of
the changing earth to a more personal apprehemdioglationships transformed
into memory; other portions of the poem revealraggfle to accept a scientific
understanding of the world. Lyric number 56 begins:
So careful of the type? but no.
From scarped cliff and quarried stone
She cries, A thousand types are gone:
| care for nothing, all shall go.
(In Memoriam, P. 41)

The lyric goes on to post Man as heroically trugstin a beneficent God whose
law is love. Throughoutin Memoriam, Tennyson makes deliberate use of
punctuation to emphasize emotions, raise questams,express resignation. He
evokes the resignation of having to live withous\aars to desperate questions:
O life as futile, then, as frail!
O for thy voice to soothe and bless!
What hope of answer, or redress?
Behind the vell, behind the veil.

Though many critics find in the poem evidence ttedigious faith is in conflict
with scientific understanding, such an interpretatfails to capture Tennyson’s
nuanced representation of the kaleidoscopic relghip between faith, belief,
knowledge, the unknown, feeling, trust, proof, ustending, truth and wisdom in
human experience.

To acknowledge the significance of religious largguan Victorian literature, and
to attend to manifestations of religious beliefainvriter who embraced scientific
understanding or methodology, is not to downplag trery real ways that
literature of the period records crises of faitbss of faith is the central theme of
Mathew Arnold’s mid-century poem, “Dover Beach” §1§, in which he writes
that “The sea of faith”.

Was once, too, at the full, and round earth’ssho

Lay like the folds of a bright girdle furl'd;

But now | only hear
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Its melancholy, long withdrawing roar.
(Gunningham, Victorians, 533)

Carlyle, Tennyson, John Stuart Mill, George EliBiskin, Swinburne, Samuel
Butler and Edmund Gosse, and many others, eachrierped a distinctive
version of what is now often considered a classatdvian paradigm for the loss
of belief in religious certainties and authority.

Self-Assessment Exercise
Explain the significance of religion in the Victan era.
4.0 CONCLUSION

The Victorian period indeed witnessed a lot of changbgh also influenced the
literature of that period. The colonial extensidrBatain in Africa, Australia and
the Caribbeans to Asia brought a lot of wealth tgai. Corruption — physical,
social, political and religious — became rampantot?of people had begun to lose
their faith. The loss of faith is well capturedtire works of George Eliot, Thomas
Hardy, Alfred Tennyson and Mathew Arnold. The Vitam Age was also known
to have been hypocritical about its immoral affairs

5.0 SUMMARY

In this unit, you have been introduced to the \fieto Age, most especially its
influence on English poetry. You have been told,tli& Victorian period began
from 1832, the year the first Reform Act was pass@d also informed you that
several writers and poets emerged during this gexral their writings contributed
to English literature up till today.

6.0 TUTOR-MARKED ASSIGNMENT

“The Victorian period was a period of innovationealth and crises of faith”.
Discuss.
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UNIT 2 ROBERT BROWNING AND MATHEW ARNOLD: THE
EXAMPLES OF VICTORIAN POETS

Content

1.0 Introduction

2.0 Objectives

3.0 Main Content
3.1 A Short Biography Robert Browning
3.2 The Poetry and Style of Robert Browning
3.3 A Brief Account of Mathew Arnold’s Life
3.4 The Poetry and style of Mathew Arnold

4.0 Conclusion

5.0 Summary

6.0 Tutor-Marked Assignment
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1.0 INTRODUCTION

Robert Browning and Mathew Arnold are important tdian poets. Robert

Browning may have started writing poetry before iMat Arnold and Mathew

Arnold may have been more of a critic than a pbeth poets’ works dominated
the Victorian era. In the course of this unit, vilalsthen examine the lives of the
poets, the contents and forms of their works.

2.0 OBJECTIVES
At the end of this unit, you should be able to:
1. Discuss the poetry of Robert Browning as a Viatoliterary production;
2. Assess Mathew Arnold’s contribution to Victoripoetry.
3.0 MAIN CONTENT
3.1 A Short Biography of Robert Browning
Robert Browning was born May 7, 1812, in Camberwgtigland. His mother was
an accomplished pianist and a devout evangelicalstidn. His father, who

worked as a bank clerk, was also an artist schotansquarian, and collector of
books and pictures. His rare book collection of enibran 6,000 volumes included
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works in Greek, Hebrew, Latin, French, Italian, &mhnish. Much of Browning’s
education came from his well-read father. It isidyadd that he was already
proficient at reading and writing by the age ofefihA bright and anxious student,
browning learned Latin, Greek, and French by theethe was fourteen. From
fourteen to sixteen he was educated at home, aitetw by various tutors in
music, drawing, dancing, and horsemanship. At the af twelve he wrote a
volume of Byronic verse entitled “Incondite”, whichis parents attempted,
unsuccessfully, to have published. In 1825, heagatllection of Shelley’s poetry
from his cousin which he liked so much that he ddke more of Shelley’s works
for his thirteenth the birthday, and declared f&liha vegetarian and an atheist in
emulation of the poet. In 1828, Browning enrollédtae University of London,
but he soon left, anxious to read and learn abws pace. The random nature of
his education later surfaced in his writing, legdito criticism of his poems’
obscurities.

In 1833, Browning anonymously published his firsajar work, Pauling and in
1840 he publishe&ordellg which was widely regarded as a failure. He alsmlt
his hand at drama, but his plays, including Straffean for five nights in 1837.
The techniques he developed through his dramatimotogues, especially his use
of diction, rhythm, and symbol, are regarded asiost important contribution to
poetry, influencing such major poets of the twehtieentury as Ezra Pound, T.S.
Eliot, and Robert Frost.

After reading Elizabeth Barrett's Poems (1844) andesponding with her for a
few months, Browning met her in 1845. They wereradrin 1846 against the
wishes of Barrett's father. The couple moved tcaRasd then Florence, where
they continued to write. The Browning society wasrfded while he still lived, in
1881, and he was awarded honorary degree by Okfoineersity in 1882 and the
University of Edinburgh in 1884. Robert Browningedion the same day that his
final volume of verse, Asolando, was published 889.

3.2  The Poetry and Style of Robert Browning

Of the works of Robert Browning, we need to consimige aspect. He attempted,
notably in the volumes entitleflen and Womelj1855) andDramatis Personae
(1864), to use in his verse the rhythms of spokaguiage and to convey character
by means of the dramatic monologue; but these mhythre rarely convincing.
The ‘speech’ is too often a jerky jumble of archass distorted syntax and
romantic clichés. Let see this in his well-knownepg My Last DuchessAn
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Italian renaissance duke is showing the portraihisflate wife to the emissary
who is arranging his next marriage.
That’s my last duchess painted on the wall,
Looking as if she were alive. | call
That piece a wonder, now: Fra Pandolf's hands.
Will't please you sit and look at her? | said
‘Fra Pandolf’ by design, for never read
Strangers like you that pictured countenance,
The depth and passion of its earnest glance,
But to myself they turned (since none puts by
The curtain | have drawn for you, but I)
And seemed as they would ask me, if they durst,
How such a glance came there; so, not the first
Are you to turn and ask me thus, Sir, ‘twas not
Her husband’s presence only, called that spot
Of joy into the Duchess’ cheek; perhaps
Fra Pandolf chanced to say ‘Her mantle laps
‘Over my lady’s wrist too much’, or ‘Paint
‘Must never hope to reproduce the faint
‘Half-flush that dies along her throat:’ such stuff
Was courtesy, she thought, and cause enough
For calling up that sport of joy. She had
A heart — how shall | say? — too soon made glad
Too easily impressed; she liked whate’er
She looked on, and her looks went everywhere
Sir, ‘twas one! My favour at her breast,
The dropping of the daylight in the West
The bough of cherries some officious fool
Broke in the orchard for her, the white mule
She rode with round the terrace — all and each
Would draw from her alike the approving speech,
Or blush, at least. She thanked men — good! Bunkidth
Somehow — | know not how — as if she ranked
My gift of a nine-hundred — years- old name
With anybody’s gift...

The poem has a roughness of surface which givas lg#ast the appearance of
vigour. It is ingeniously arranged to make the s¥adork out for himself the
implications of the story; the duke’s pride, hisaiment of his wife as one of his
possessions, his jealousy, his cruelty, her defaghbooken heart and his proposing
to add another unfortunate young woman to his ctilie are the issues in the
poem. Nevertheless, Browning has more in mind giaply creating a colourful
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character and placing him in a picturesque hisébrscene. Rather, the specific
historical setting of the poem harbours much sigaifce: the Italian Renaissance
held a particular fascination for Browning and hisntemporaries, for it
represented the flowering of the aesthetic andhtiiman alongside, or in some
cases in the place of, the religious and the matals the temporal setting allows
Browning to again explore sex, violence, and adstheas all entangled,
complicating and confusing each other: the lushoé#ise language belies the fact
that the Duchess was punished for her natural $iexu@ahe Duke’s ravings
suggest that most of the supposed transgressiokgptace only in his mind. Like
some of Browning’s fellow Victorians, the Duke ses#s lurking in every corner.
The reason the speaker here gives for killing thheH2ss ostensibly differs from
that given by the speaker of “Porphyria’s Lovert faurder Porphyria; however,
both women are nevertheless victims of a male @édsirinscribe and fix female
sexuality.

3.3 A Brief Account of Mathew Arnold’s Life

Mathew Arnold is popularly known for his criticabsays. He was born in 1822
and began his career as a poet, winning early reftog as a student at the Rugby
School where his father. Thomas Arnold had earregtbmal acclaim as a strict
and innovative headmaster. Arnold also studied atlidd College, Oxford
University. In 1844, after completing his undergratk degree at Oxford, he
returned to Rugby as a teacher of classics. Affarymg in 1951, Arnold began
work as a government school inspector, a positidnchv afforded him the
opportunity to travel throughout England and thetoeent. Throughout his thirty-
five years in this position, Arnold developed atemest in education, an interest
which fed into both his critical works and his pgeEmpedocles on Etn@852)
and Poems (1853) established Arnold’s reputation as a poetia 1857 he was
offered a position, which he accepted and held @867, as professor of poetry at
Oxford. Arnold became the first professor to leetur English rather than Latin.
During this time Arnold wrote the bulk of his mdamous critical worksEssays
in Criticism (1865) andCulture and Anarchy1869), in which he sets forth idea
that greatly reflect the predominant values of\fietorian era.

3.4  The Poetry and Style of Mathew Arnold

Discussing the poetry and style of Mathew Arnoldynmat be so difficult. We
need to reckon with most of his essays on criticidmmold wrote extensively on
social and cultural issues, religion, and educati@h us examine his most popular
poem “Dover Beach”.

The sea is calm to-night.
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The tide is full, the moon lies fair

Upon the straits; on the

French coast the light

Gleams and is gone; there

Cliffs of England stand.

Glimmering and vast, out in the tranquil bay
Come to the window, sweet is the night-air
Only, from the long line of spray

Where the sea meets the moon-blanch’d land
Listen! You hear the grating roar

Of pebbles which the waves draw back, and flings,
At their return, up the high strand,

Begin, and cease, and then again began,
With tremulous cadence slow, and bring

The eternal note of sadness in.

Sophocles long ago

Heard it on the Aegan, and it brought
Into his mind the turbid ebb and flow
Of human misery; we

Find also in the sound a thought,
Hearing it by this distant northern sea

The Sea of Faith

Was once, too, at the full, and round earth’s shore
Lay like the folds of a bright girdle furl’d.

But now | only hear

Its melancholy, long, withdrawing roar,
Retreating, to the breath

Pf the nigh-wind, down the vast edges drear

And naked shingles of the world.

Ah, love, let us be true

To one another! For the world, which seems

To lie before us like a land of dreams,

So various, so beautiful, so new,

Hath really neither joy, nor love, nor light

Nor certitude, nor peace, nor help for pain,

And we are here as on a darkling plain

Swept with confused alarms of struggle and flight,
Where ignorant armies clash by night.
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The poem is about the human misery. Nature is usedraw a comparison
between the fights of nature and the human misEng. poem consists of four
stanzas which have a different amount of lines. fitst stanza consists of 14
lines, the second of six, the third of eight anel ldest line contains nine lines. The
rhyme is irregular. Arnold expresses shock on thisisc of faith during the
Victorian period. In the beginning of the poem,éx@resses how calm everything
is just like any other night. However, as the pgamgresses, he mentions how
Sophocles heard the sadness on the Aegean Sedd Anemtions the “Sea of
Faith”, this metaphor actually stands for the churdn mentioning the “Sea of
Faith”, he reveals what while it looks calm andmal on the surface, the sea is
singing a song of sadness and despair. Duringithes people began questioning
religion and turning to Darwinism. Arnold now pasthat love should replace the
darkness that has overtaken the world.

Self-Assessment Exercise

Do you think it is appropriate to categorize Math&mold as a Victorian poet?
Support your response with a discussion of onasopbems.

40 CONCLUSION

In this unit, we have explained how Mathew ArnolitiaRobert Browning both
contributed immensely to English Poetry during Yhetorian period. Browning’s

“My Last Duchess” and Mathew Arnold’'s “Dover Beaat®@main part of the best
British poetry collections. Both Browning and Ardahfluenced the writings of
W.B. Yeats, T.S. Eliot and many of the modern poets

5.0 SUMMARY

In this unit, you have been exposed to the backgtsewf Mathew Arnold and
Robert Browning, how they wrote poetry and theytest.

6.0 TUTOR-MARKED ASSIGNMENT

Discuss Robert Browning and Mathew Arnold as Vietorpoets, using two of

their poems, one of each, as examples.

7.0 REFERENCES/FURTHER READING
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UNIT 3 20™ CENTURY ENGLISH POETRY
Content
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2.0 Objectives
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3.2 Literary Overview
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4.0 Conclusion
5.0 Summary
6.0 Tutor-Marked Assignment
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1.0 INTRODUCTION

The twentieth century in Britain has a lot of pleas€he first forty years of the
twentieth century saw both the consolidation okatary- and-a-half's industrial
growth and development, and a decisive transitimwatds the now-familiar
modernity of our own technologically advanced, rrdssiocratic and mass-
consumerist society. New innovations in science @uthnology such as motor
car, cinema, wireless telegraph, the aeroplane erdtric power gave the
twentieth century a new look. Nevertheless, thestRWorld War was a severe
blow on the century.

2.0 OBJECTIVES

At the end of this unit, you should be able to
1. Highlight the major historical events of the hkieth century;
2. Explicate the forms and styles of the twentethtury.

3.0 MAIN CONTENT
3.1 Historical Overview

After the death of Queen Victoria in 1901, thintmrted to change gradually. The
new century saw a continuing reaction against whate perceived as deeply
entrenched Victorian values and attitudes, esggcial religion and morality.
Although there were no major upheavals organizestjtutional religion in this
period in Britain, the profound impact of ninetdementury science, philosophy
and thought continued to be widely felt and theees wertainly a spreading and
deepening crisis of faith among artists and int#lials, whose questioning and
search for alternative systems of belief were nts® ancreasingly influenced by
the recently established fields of anthropology emshparative religion.
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Several features are known to have dotted the tetententury. First is the global

war. This global war was the First World War whimoke out in 1918. Masses of
dead bodies littered the streets, plumes of pogas drifting through the air,

hundreds of miles of trenches infested with ratesé are some of the indelible
images that have come to be associated with Wodd M{1914-1918). It was a
war that unleashed death, loss, and suffering amarecedented scale.

Another crucial feature of the twentieth centuryadical artistic experiment. The
boundary breaking art, literature, and music offtrs# decades of the century are
the subject of the topic, “Modernist Experiment’mang the leading aesthetic
innovations of this era were the composer Igor \@8teky, the cubist Pablo
Picasso, and the Futurist F.T. Marinetti. The wanfeartistic energy in the avant-
garde European arts soon crossed the English Chaasenstanced by the
abstraction and dynamism of Red Stone Dancer (184)3by the London-based
vorticists, and modernists include such Englishtevsi as Ezra Pound, T.S. Eliot
who also responded to the stimulus and challengdefEuropean avant-garde
with manifestos, poems, plays, and other writingsis topic explores the links
between continental experiment and the modernisiovations of English
language poets and writers during a period of erdiaary ferment in literature
and the arts.

The twentieth century also witnessed the emergeasfceew nations out of

European colonial rule. Ireland was the oldest wifai’s colonies and the first in

modern times to fight for independence. Politicalhd ideologically, too, society
continued to become more pluralistic and democratiad the Victorian trend

towards a more diverse social — class structurdaowkr, less deterministic social
networks continued apace.

3.2 Literary Overview

The literature of the first third or so of the twieth century is usually defined in
terms of its rejection of the values, attitudes amdctices of the immediately
preceding Victorian age — or at least of those etspef the age that had come to
stand for a ‘Victorianism’ defined, among other nip, by hypocrisy and
puritanical narrow-mindedness. Reaction againsth sud@torianism had been
gathering pace since at least the 1880s, but @ftexen Victoria’s death reaction
became outright rebellion as a new age of skeptieiad searching critique began
to assert itself and all the assumed Victorian tie=ri were challenged and
guestioned. Indeed, this questioning spirit is ppaithe outstanding characteristic
of early twentieth- century literature.

The wars of the period inevitably added impetus @&adde to anti-Victorian
critique, and if the experience and consciousnésso, with all the ramifications
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of its newly realized potential for destruction,sman all-pervasive feature of the
literature of the period. Especially after 1914 rwaelf supplied the direct and
indirect subject matter for innumerable literaryktéee The resulting literary
experiments and debates gave rise to an extraawiigimich and diverse range of
writings, and this has meant that there is stillamirely settled ‘map’ of the
literature of the period. For some writers, evewaals the end of the period, it
was effectively ‘business as usual’ where, althoisghes may well have changed,
the tried and tested techniques of the Victoriansld still more or less suffice. In
the second half of the twentieth century, the stashdnodel of literary critical
classification for these years, especially in tietdfof fiction, has been one which
identifies two major trends or modes of writing,fided principally by their
different stylistic and technical features.

3.3 Forms, Genres and Styles

Modernism and realism have always been identifiedhe two main lines of

stylistic development within this period. Modernistiting has been seen as the
genuinely new, original and authentic art of thatagey while realist art has been
considered as simply a continuation of worthy butnmded nineteenth-century
forms. From another point of view, modernist ars leeen considered obscure,
elitist and out of touch with everyday experienedile realist art has been

embraced for its direct relevance to people’s linestriving to present an accurate
and truthful representation of historical and podit actuality. As a broad

categorization of stylistic tendencies at leastaih be helpful still to distinguish

between these two modes of modern writing.

David Lodge helpfully elaborates on the distinctibetween modernism and

realism as follows:
Modernism turned its back on the traditional idéaad as imitation and
substituted the idea of art as an autonomous fcti@ne of its most
characteristics slogans was Walter Pater’'s asgertidll art constantly
aspires to the condition of music” — music beingalbarts, the most purely
formal, the least referential... the fundamental gple of aesthetics before
the modern era was that art imitates life... but be ttnd of that
(nineteenth) century it had been turned on its hdafe imitates art’,
declared Oscar Wilde, meaning that we composeddhlgy we perceive by
mental structures that are cultural, not naturabrigin, and that it is art
which is most likely to change and renew thosecstings when they
become inadequate or unsatisfying... (T)raditionalisen... does not
aspire to the condition of music; rather it aspitesthe condition of
history... it regards literature as the communicatbra reality that exists
prior to and independent of the act of communicatio

(‘Modernism, Anti-Modernism and PostModernism”.BR- 6).
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In the work of archetypal modernists such as Ydalst and Pound, modernism
produced a ‘poetry that distinguishes itself frordioary referential discourse by
violently dislocated syntax and bewildering shifsregister... in which there are
no narrative or logical climaxes but instead vilbyanggestive, ambiguous images
and symbols’ (Lodge, P. 6).

Meanwhile, poets like Rudyard Kipling, Thomas Har@obert Bridges, W.H.
Davies, Walter de la Mare and John Masefield startdnost strongly in contrast
to the modernist for largely continuing to use nealirverse forms rather than free
verse.

Self-Assessment Exercise
Explore five events that characterized the twemtoentury.

40 CONCLUSION

The twentieth century seems the most interestinglgnaecause it was the most
debatable century. The wars, economic recessiomespread corruption,
disillusionment all made the twentieth century ppé@t England something worth
of attention. Both Yeats and Eliot became forenpostts of the period.

5.0 SUMMARY

In this unit, you have been exposed to the factoinich made the twentieth
century writers wrote the way they wrote. We tratteslbackground of that period
from the death of Queen Victoria in 1901. We codeldithat the major schools of
writers then were the modernists and the realists.

6.0 TUTOR-MARKED ASSIGNMENT
What factors influenced the twentieth-century wagtin Britain?
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1.0 INTRODUCTION

The two poets, T.S. Eliot and W.B. Yeats contridu¢éelot to what is known as
modernist poetry. Their works contain some fragmeftthe World War and the
disillusionment that followed. Their biographies driefly given and then their
works are explicated.

2.0 OBJECTIVES
At the end of this unit, you should be able to:
1. relate the accounts of Eliot and Yeats lives;
2. analyze the poetry of T.S. Eliot and W.B. Yestsnodernist works.

3.0 MAIN CONTENT
3.1 A Brief Biography of T.S. Eliot

Thomas Stearns Eliot was born in Missouri on Septa6, 1888. He lived in St.
Louis during the first eighteen years of his lifedaattended Harvard University. In
1910, he left the United States for the Sorbonaeiny earned both undergraduate
and master degrees and having contributed severam$ to the Harvard
Advocate.

After a year in Paris, he returned to Harvard tespe a doctorate in philosophy,
but returned to Europe and settled in England ih419he following year, he
married Vivienne Haigh-Wood and began working imd#on, first as a teacher
and later for Lloyd’s Bank. It was in London thadtdE came under the influence
of his contemporary Ezra Pound who recognized begtip genius at once, and
assisted in the publication of his work in a numb&magazines, most notably
“The Love Song of J. Alfred Prufrock” in 1915. Hisst book of poemsPrufrock

and Other Observationsvas published in 1917, and immediately estabdighien
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as a leading poet of the avant-garde. With theigafobn of The Waste Lanth
1922, Eliot’s reputation began to grow to nearlytiity proportions; by 1930, and
for the next thirty years, he was the most domirfequre in poetry and literary
criticism in the English-speaking world. Eliot recsd the Nobel Prize for
literature in 1948, and died in London in 1965.

3.2 The Poetry and Style of T.S. Eliot

Eliot is well known for two of his poems, TW¥aste LandandThe Love Song of
J. Alfred Prufrock. We are going to examindhe Waste land With its
bewilderingly fragmented, imagistic evocation adtarile and broken civilization,
Eliot's The Waste Landhas long been considered an archetypal text efahy
modernism, providing a conveniently concentratedngple of almost all the
major features associated with that label. Althodlgh poem’s wide range of
cultural reference suggests many other relevartegtntoo (urbanization, popular
culture and entertainment, and the developing diedf anthropology and
comparative religion), the First World War is pgshats most obvious shaping
context.

The war is explicitly alluded to in the semi-comm&partee of the women in the
pub in Part Il of the poem, and literal echoeshaf war can be head in lines like
‘Cracks and reforms and bursts in the violet &ait Vv, 1, 373); but the impact
and aftermath of the war is deeply embedded inptbem’s all-pervasive and
many-faceted sense of death and loss, fracturelisodentation. The imagery of
death and desolation is everywhere, from the vast bection sub-title, ‘The
Burial of the Dead’, through to the fourth, ‘Dedily Water’. The land is dead,
trees are dead, the bones of dead men lie in gamnet alleys, ‘Rattled by the rat’s
foot only, year to year’ (Part lll, 1.195):

He who was living is now dead

We who are living are now dying

(Part V, II. 328-9).

As this last line suggests, though, the poem ismahy simple way a memorial to
the men who literally died in the war. It is alsbnot more so, a lament for the
living death that the war symbolically bequeathedhe world in marking the end
of a cultural cycle and the shattering of its fumeatal values, beliefs and
aspirations. The city of modernity is now an “Urr€gy’, a hellish ghostly waste
land, full of ‘Falling towers’ and the walking unale —
‘A crowd flowed over London Bridge, so many,
| had not thought death and undone so many’.
(Part 1, 11. 62-3)
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As the recurrent imagery of dryness and sterilipkes clear, the poem is in this
sense actually about the spiritual death of westérilization, and the poem’s

fragmented web of allusions to Christianity andséwious other religions, myths
and rituals is intended to evoke the anguished mmodearch for new sources of
faith and meaning in the world.

The narrative disjunctions and the sudden shiftfooftion and language in the
poem are clearly functional to this sense of protbapiritual disorientation in the
modern world. Eliot’s waste land may probably bepaitual one, nevertheless, it
captures the meaninglessness and fragmentatidghe tfentieth century.

3.3 A Brief Account of W.B. Yeats

William Butler Yeats was born in Dublin, Ireland 1865. His father, John Yeats
was a painter. He spent his childhood in countigdSlwhere his parents were
raised, and in London. He returned to Dublin atdbe of fifteen to continue his
education and study painting, but quickly discodehe preferred poetry. Yeats
became involved with the Celtic Revival, a movemagainst the cultural
influences of English rule in Ireland during thectrian period, which sought to
promote the spirit of Ireland’s native heritageoligh Yeats never learned Gaelic,
his writing at the turn of the century drew extee$y from sources in Irish
mythology and folklore. Also a potent influence brs poetry was the lIrish
revolutionary Mewed Gonne, whom he met in 1889,0canan equally famous for
her passionate nationalist politics and her beauty.

Yeats was deeply involved in politics in Irelanddan the twenties, despite Irish
Independence from England, his verse reflectediméss about the political
situation in his country and the rest of Europerapeling the increasing
conservatism of his American counterparts in Londia®. Eliot and Ezra Pound.
His work after 1910 was strongly influenced by Paumecoming more modern in
its concision and imagery, but Yeats never abamdldme strict adherence to
traditional verse forms. W.B. Yeats was awarded\bbel Prize in 1923 and died
in 1939 at the age of 73.

3.4  The Poetry and Style of W.B. Yeats
Yeats wrote a lot. Some of his best poems are “Byam” and “Among the
School Children”. His poems reflect on modernityngspowerful images and
symbols. In “Byzantium”, Yeats imagines himself it the symbol city towards
which he was sailing. Yeats’ symbols change theniBcance. Most of his
poems have common meanings, associations, themes) hny poem these are
part of a whole and their range of reference isrotled by the structure of the
poem itself.

“Byzantium”
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The unpurged images of day recede;

The Emperor’s drunken soldiery are abed;
Night resonance recedes, night-walker’'s song
After great cathedral gong;

A starlit or a moonlit dome disdains

All that man is,

All mere complexities,

The fury and the mire of human veins.

Before me floats an image, man or shade,

Shade more than man, more image than a shade;
For Hades bobbin bound in mummy — cloth

May unwind the winding path;

A mouth that has no moisture and no breath
Breathless mouths may summon;

| hail the superhuman:

| call it death —in — life and life — in — death

Miracle, bird or golden handiwork,

More miracle than bird or handiwork,

Planted on the star-lit golden bough,

Can lime the cocks of Hades crow,

Or, by the moon embittered, scorn aloud

In glory of changeless metal

Common bird or petal

And all complexities of mire or blood.

At midnight on the Emperor’s pavement flit
Flames that no faggot feeds, nor steel has lit.
Nor storm disturbs, flames begotten of flame,
Where blood-begotten spirits come

And all complexities of fury leave.

Dying into a dance,

An agony of trance,

An agony of flame that cannot single a sleeve.

If one ponders the superbly modulated first linegtho$ poem, one will discover
that of its five stresses, three come together len gecond, third and fourth
syllables; the last two are regularly spaced. Sarcharrangement gives a calm,
solid conclusive feeling to the second half of lihe.

In the first stanza, the drunken soldiery and tightn- walkers are silenced by the

great cathedral gong, the curfew that ends dayahdrs in night, symbol, like the
dome of the sky, ‘the artifice of eternity’, all stgibe the serenity of the city. In
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“Sailing to Byzantium” the speaker stated his des$or be ‘out of nature’ and to
assume the form of a golden bird. In “Byzantiunhie bird, appears, and scores of
dead spirits arrive on the backs of dolphins, tofdrged into “the artifice of
eternity” — ghostlike images with no physical prese (“a flame that cannot single
a sleeve”). The narrative and imagistic arrangenm@nthis poem is highly
ambiguous and complicated; it is unclear whethemt¥ éentends the poem to be a
register of symbols.

The speaker’'s demonstrated preoccupation with ‘tframages” has led some
critics to conclude that the poem is really anguhy of the process by which
fantasies are rendered into art.

Self-Assessment Exercise
“The poetry of W. B. Yeats and T.S. are perfectnepkes of modernist poetry”.
Expatiate.

40 CONCLUSION

The two poems discussed in this unit seem to by difficult to interpret. But
you should understand that it is part of the fezgiof twentieth century poetry to
use images and symbols. The two poems by EliotYaats are full of mythical
symbols which may better be understood by the geoplkhe twentieth century.
Nevertheless, we tried to interpret and analyzedlmems as simple as possible
for you to understand.

5.0 SUMMARY

In this unit, we have discussed the poetry of Eiad Yeats. We also highlighted
their literary and cultural backgrounds. We trisdnauch as possible to familiarize
you with the styles of their writing.

6.0 TUTOR-MARKED ASSIGNMENT
How modernist is T.S. Eliot'$he Wastelandr W.B. Yeats’ “Among the School
Children™?
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ENG372: ENGLISH POETRY
INTRODUCTION
The term “English poetry” is an ambiguous one.alh enean poetry written by the
English people or poetry written in the Englishdaage. Nevertheless, this course
is meant to acquaint you with poetry written by Emglish poets and others from
Scotland, Wales,and Ireland, from the earliest adysnglo-Saxon to the modern
period of English. The history of English poetrytends from the middle of thé"7
century to the present day. Over this period, afghoems have been written in
Western culture. By this, the English language asgoetry have travelled all
over the globe.

The earliest surviving poetry was likely transeutktorally and then written
down in versions that do not now survive; Caednsgbelieved to have written
some religious verses. The earliest surviving poetas written in Anglo-Saxon
and may have been composed as early as‘tloertury. This writing is generally
accepted as the beginning of Anglo-Saxon poetityije Beowulfis one of the
earliest surviving epic poems. The earliest knowgliEh poem is a hymn on the
creation.

Course Aims
The main aim of this course is to acquaint students the background to the
various traditions of English poetry embedded ims thourse, the different

movements and their representative poets. Studdhtalso be introduced to the



major themes and literary techniques of the selggtems. This may therefore be
realized by:
I. examining the earliest English poetry,
il. discussing the major works of the period and thegresentative poets,
iii. providing information on the themes of selectedpse

iv. explaining the nature of the Anglo-Norman period &me Later Middle

Ages,
V. explicating the Renaissance in England and itsifeat
Vi. discussing the Restoration and the" I&ntury movement and their

representative poets,
vii.  highlighting the preoccupation of the Romantic Maent,
viii. examining the Victorian poetry and its features,
iX. discussing 20 century poetry and its characteristic featured, an

X. elucidating the nature of new or contemporary Eighoetry.

COURSE OBJECTIVES

The overall objective of this course is to equipdsints with detailed information
on the nature and advancement of English poetryn ftbe earliest period of
Anglo-Saxon to the present age of modern Englisis.Hoped therefore that at the
end of the course, the students should be able to:

0] discuss the concept of the earliest English poetry;



(i)  explain the themes and features of Anglo-NormantardViddle Age
Poetry;

(i)  explain the term Renaissance and its major reptatsen poets and the
concept of their works;

(iv)  highlight the concept of Romantic poetry;

(v) examine the influence of William Wordsworth on taeglish Romantic
Poetry;

(vi)  discuss the major achievements of the Victoriaripoe

(vii) discuss extensively the 2@entury poetry, especially modernist poetry.

Working through the Course

Students are advised to commence the study byngdlke course guide, which
gives a quick overview of the course. The units thhes read carefully starting
from Unit One. Always make sure that before a palar unit is read its
objectives have been understood as this will pet overall picture of the unit.
Try and read the recommended textbooks and otletiedematerials in order to
deepen your understanding of the course. Eachhanrit self-assessment question,
which you are expected to use in assessing youvledige of the course. Note

down the areas that seem unclear and need moifcakon.

Course Materials

I. Course guide



il. Study units
iii. Textbooks
iv.  Assignment file

V. Presentation schedule

Study Units

This course is a three-credit unit course compyisive modules. Each module is
made up of different study units depending on th&ents and scope of the study.
On the whole, the course has twenty study unitgao§ing lengths. The modules
and their units are as follows:

Module 1  The Earliest English Poetry and the AngldNorman Period

Unit 1 Background to the Earliest English Poetry

Unit 2 Beowulfand the Earliest English Epic

Unit 3 The Battle of Maldon

Unit 4 Chaucer’s Poetry

Module 2 The Renaissance Poetry

Unit 1 What is Renaissance?

Unit 2 Elizabethan Poetry

Unit 3 Shakespearean Sonnets

Unit 4 Metaphysical Poetry

Module 3  English Poetry in the Restoration and 18 Century

Unit 1 Satire in the 18Century



Unit 2 18" Century Classicism

Unit 3 John Dryden’s Poetry

Unit 4 Alexander Pope’s Poetry

Module 4  English Poetry and the Romantic Movement
Unit 1 Background to Romantic Movement

Unit 2 William Wordsworth and the Romantic Movement
Unit 3 John Keats’ Poetry

Unit 4 William Blake’s Poetry

Module 5:  The Victorian Poetry and the 20" Century English Poetry

Unit 1 Background to the Victorian Poetry

Unit 2 Robert Browning and Mathew Arnold: The Exdegpof Victorian
Poets

Unit 3 20" Century English Poetry

Unit 4 T.S. Eliot and W.B. Yeats: The Examples 0f 2entury Poets

Each module is preceded by a miniature table oferts, including introduction,
unit objective, the main content, Self-Assessmexdré&ise (SAE), as well as one
Tutor-Marked Assignment (TMA) which you are reqdir® answer and submit

for grading.

Textbooks for further Reading



At the end of every unit, you will find a list dfooks and other such
materials that will enable you have a firm grasphef course. The books are to aid
your understanding of this course. You are, theegfexpected to consult as many

materials as possible. This will enable you tesgréne course deeply.

Presentation Schedule

The presentation schedule gives you the importatedfor the completion of
your tutor-marked assignments and when you wikradttutorials. Remember

that you are required to submit your assignmentsratng to the schedule.

Assignment File

The file contains the details of all the assignmeydu must do and submit to
your tutor for marking. The mark you obtain fronesie assignments will form

part of the final mark you will obtain in this caa.

Assessment

The course has two types of exercises or questionsare expected to tackle.
The first is the Self-Assessment Exercises (SAEBicv you are expected to
solve but not submit at the end of the study. Téeord is the Tutor-Marked
Assignment (TMAs) which you must solve and submmtan assignment
file in partial fulfillment of the requirements fdhe successful completion of

the course. The TMA accounts for 30% of your tctabre for the course.



Every unit has a Tutor-Marked Assignment, which ascompulsory
guestion that must be answered and submitted aenideof the course. You
will minimize your chance of doing well in the caerif you fail to submit

answers to all the Tutor-Marked Assignments asiredu

Final Examination and Grading

The final examination for this course has a dumataf three hours. The
examination itself will carry 70%. It will be madg of questions that reflect
the self-testing exercises as well as the tutorkedhrassignments. You are
expected to spend quality time to read the contefhtthe units and all the

SAEs and TMAs for the final examination.

Course Marking Scheme

The table below shows how actual course markingsehis broken down.

Assessments Marks

_ Assignments of which the best
Assignment 1-4

three marks of the four count as

30% of course marks.

_ o 70% of overall course marks
Final examination

100% of course marks
Total

Table 1: Course Marking Scheme.
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Course overview
The table below brings together the units, the remald weeks you should take to

complete them and the assignments that follow them.

Units Title of work Week's | Assessment(s)
activity (End of Unit)
Course Guide 1
Module 1
1 Background to the Earliest English Poetry 1 Assignment 1
2 Beowulfand the earliest English Epic. 2 Assignment 2
3 The Battle of Maldon 3 Assignment 3
4 Chaucer’s Poetry 4 Assignment 4
Module 2
1 What is Renaissance? 5 Assignment 1
2 Elizabethan Poetry 6 Assignment 2
3 Shakespearean Sonnets 7 Assignment|3
4 The Metaphysical Poetry 8 Assignment 4
Module 3
1 Satire in the 18Century 9 Assignment 1
2 18" Century Classicism 10 Assignment 2
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3 John Dryden’s Poetry 11 Assignment 3

4 Alexander Pope’s Poetry 12 Assignment 4
Module 4

1 Background to the Romantic Movement 13 Assignment 1

2 William Wordsworth and the Romantid4 Assignment 2
Movement

3 John Keats’ Poetry 15 Assignment 3

4 William Blake’s Poetry 16 Assignment 4
Module 5

1 Background to the Victorian Poetry 17 Assignment 1

2 Robert Browning and Matthew Arnold: Thé&8 Assignment 2

examples of Victorian Poetry

3 20" Century English Poetry 19 Assignment 3

4 T.S. Eliot and W.B. Yeats: The Examples of'2@0 Assignment 4

Century English Poets

Revision 21

Examination 22

Facilitators/Tutors and Tutorials
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Fifteen tutorial hours are provided for in this csito enable the students and their
tutors meet and examine the contents of the coatdatervals. You will be
informed of the dates, time and venue for thesarials, along with the name and
particulars of your tutor as soon as one is assigoeyour group. Your tutor
will grade and comment on your assignments, monytour progress and
provide answers to your questions during tutoriddeu must submit your
assignments in good time to enable your tutor adrthem well and to make
appropriate comments. Do not play with your tutigriar hesitate to consult your
tutor when the need arises. Tutorials afford yopaofunity to meet and discuss
with your tutor face to face and they help you & gnmediate answers to

troubling questions. Apart from tutorials, you n@gnsult your tutor when:

e You do not understand any part of the study units;

e You have difficulty understanding Self-Assessmemntel€ises or

Tutor-Marked Assignment:

e When you have problems with the tutor's commentyaur assignments or
their grading. To gain maximally from the tutoriaj®u ought to prepare a
list of questions before attending them and yastnendeavor to participate

actively in discussions during tutorials.

Summary
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This course is historical, theoretical, as wellaaslytical in dimension. It will
enable you to understand how the English tastemacters and sensibilities are
captured in poetry over time, as well as help ymkriow those who influenced
English poetry and the trend of their thought. Ttdsirse examines the English
poetry from its beginning to the ®@entury. It explains the factors that helped to
nurture the different kinds of poetic traditionsh@ment in English world, the
works of selected poets and the various themesigsgan them and the nature of

the English audience.

The course guide is, therefore, designed to makectiurse enjoyable
and rewarding experience. However, what you geégp on how much

time you dedicate to studying the various coursesun

Good luck!
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MODULE 1

THE EARLIEST (ANGLO-SAXON) ENGLISH POETRY AND THE
ANGLO-NORMAN PERIOD

This module examines the earliest English poethe $tudy traces the English
poetry to the Anglo-Saxon period when poetry wgtiwas mainly based on epic
gualities. The earliest period of English poetrguably laid the foundation for
Anglo-Norman poetry.

The module which comprises four units will elucelahe features of earliest
English poetry with various examples. The first tumill crystallize the
background to the earliest English Poetry. In tingt unit, we shall see the various
factors that characterized and shaped the AngloiSperiod.

The second unit will discusBeowulfas an example of the earliest English epic.
We shall analyze the poem and examine the quatififse work with the view of
connecting the work with the culture of the eatliésglish people.

The third unit will discus3he Battle of Maldonin this unit, we shall analyze the
features ofTheBattle of Maldon

The fourth unit will examine and discuss Chaucpostry. Chaucer'€anterbury
Taleswill be studied. The unit will examine how Angl@®n poetry gave way to
Anglo-Norman poetry. We shall closely look into tddferences between the
Anglo-Saxon poetry and the Middle Ages Poetry.

Unit 1: Background to the Earliest English Poetry
Unit 2: Beowulfand the Earliest English Epic

Unit 3: The Battle of Maldon

Unit 4: Chaucer’s Poetry

15



UNIT 1 BACKGROUND TO THE EARLIEST ENGLISH POETRY

Content

1.0 Introduction

2.0 Objectives

3.0 Main Content
3.1 The Earliest English Period
3.2 The Earliest English Poetry
3.3 The Style of Earliest English Poetry

4.0 Conclusion

5.0 Summary

6.0 Tutor-marked Assignment

7.0 References Further Reading

1.0 INTRODUCTION

The end of Roman rule in Britain enabled the An§éo<on settlement of Britain,
which is often regarded as the origin of Englandl ahe English people
(Wikipedia). The Anglo-Saxons were of Germanic mriggho established several
kingdoms that became the primary powers in whatolw England and parts of
Southern Scotland. They introduced the Old Endasiguage which displaced the
previous British language. The Anglo-Saxons wakéth British states in Wales,
Cornwall and the Brythonic speaking parts of namh&ngland and southern
Scotland. The Vikings and Norsemen raided Engléswli800AD, took control

and introduced Norse language into large parts ledtvis now England. During
this period, several rulers attempted to unite vheous Anglo-Saxon kingdoms
and this effort led to the emergence of the kingddfEngland by the T0century.

Meanwhile, of several poems dealing with Englisktdny and preserved in the
Anglo-Saxon Chroniclethe most notable is “The Battle of Brunanburb,” a
panegyric on the occasion of King Athelstan’s wigtoover a coalition of
Norsemen and Scots in the year 93he Battle of Maldonis another heroic
poetry dealing with English history. The poem ddsxs the defeat of Aldorman
Byrhtnoth at the hands of Viking invaders in 991.

Anglo—Saxon poetry is categorized by the manusiiptvhich it survives, rather
than its date of composition. The most importanhuasaripts are the four great
poetical codices of the late L@nd early 1% centuries known as the Caedmon
manuscript, the Vercelli Book, the Exeter Book, ahd Beowulf manuscript.
Beowulfis the only heroic epic to have survived in itdirety but fragments of
others such a¥Valdereand thefunnesburg Fragmendre also available. Other
genres include much religious verses, from devatioworks to biblical
paraphrase such as “The Wanderer”, “The Seafaamed™The Ruin”.

16



Anglo-Saxon depends on alterative verse for itscttire. The poetry is formulaic,
drawing on a common set of stock phrases and plpaserns, applying standard
epithets to various classes of characters, ancatilgpiscenery with such recurring
images as the eagle and wolf, which wait duringlémto feast on carrion, and the
ice and snow, which appear in the landscape taakgmrrow. Several wars took
place which shaped the history and language ofdfwlgIThis unit is important for
this course as it opens up various factors thatdetle emergence of England and
its poetry.

2.0 OBJECTIVES
At the end of this unit, you should be able to:
. explain the factors that led to the emergence gid&d;
account for the earliest English period;
discuss the earliest English poetry and its style;
explain the significance of wars in the earliesgist period.

3.0 MAIN CONTENT

3.1  The Earliest English Period

Both the Vikings and the Norse men inhabited Engjland changed its history
and language consequently. By 1066, the Normanadew and conquered
England. The Norman Dynasty established by Williéme Conqueror ruled

England for over half a century before the peribduxcession crisis known as the
Anarchy. Following the Anarchy, England came torh&ed by the House of

Plantagenet, a dynasty which also had claims tokihgdom of France. Many

wars were fought before there could be a stablgddm in England.

3.2 The Earliest English Poetry

The history of English poetry begins from the maldif the ¥ century. The
earliest surviving manuscripts are dated from & dentury. Much of the poetry
was written in Latin, Brythonic and Anglo-Saxon dgammages. Probably, much of
this old English poetry was intended to be chanteth harp accompaniment, by
the Anglo-Saxon bard. Old English poetry was baid atrong, but also mournful
and elegiac in spirit. This poetry emphasizes treosv and ultimate futility of life
and the helplessness of humans before the powateofAlmost all this poetry is
composed without rhyme, in which a line or versefaidr stressed syllables
alternate with an indeterminate number of unstgksglables. Another unfamiliar
feature in the formal character of Old English pp&t structural alliteration or the
use of syllables beginning with similar soundswmo tor three of the stresses in
each line. All these features of form and spirg axemplified in the epic poem
Beowulf
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Nevertheless, the earliest known English poem hgran on creation. A humble
man of the late '7 century who was described by the historian andltiggan
Saint Bede the Venerable may have written the “HymnCreation”. His name
was Caedmon. Part of the challenges of the eaHieglish poetry was dating. For
instance, Beowulf's dating ranges from 608AD to AGD. There has been no
consensus ever since (Wikipedia). Many other posoth as “The Battle of
Brunanburh” (957) and the “Battle of Maldon” (99hpay have been composed to
document various was that took place in Englistohys

Anglo-Saxon poetry is categorized by the manussiiptwhich it survives, rather
than its date of composition. The most importanhunsaripts are the four great
poetical codices or bound ancient manuscripts ef lte 16 and early 1%
centuries known as the Caedmon manuscript, theeWleBook, the Exeter Book,
and theBeowulfmanuscripts.

3.3  The Style of Earliest English Poetry
Most of the Earliest English poems have similarligjea. According to Albert
Tolman (1887), Anglo-Saxon poetry has various giealiwhich are:

I. conciseness and vigour;

il. repetition of thought with variation of expression;

iii. disconnectedness;

iv.  freedom from the sensual and idealization of tharmon;

V. seriousness and

vi.  tenderness.

Conciseness and Vigour

The extreme emphasis resulting from accent an@tion combined in the same
syllables naturally goes with a highly intense,or@us style. Anglo-Saxon poetry

is always more than lively, it is intense. The An@axon verse demands strong
nouns, adjectives, and verbs; and these, of négestste the thought with brevity

and power.

Repetition of Thought with Variation of Expression

The Anglo-Saxon poet repeats his ideas in evergiblesway, but not his words.
The repetition of the main idea is made enjoyalyl¢hle constant variation of the
language. Each repetition must emphasize some hasepor characteristic by the
use of new terms. This repetition with variatiokes many forms. A noun may
have three to four appositional phrases scatténedigh all parts of the sentence,
or there may be complete parallelism of successiwrences, which is a favourite
form of expression. But parallelism is evidentlyt @oprinciple with the Anglo-
Saxon poet. The principle is as it has been statba is an illustration from
Beowulf:
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The round the mound the battle-brave rode,

Sons of athelings, twelve in all,

Wished to tell their sorrow, bewail the king,

Wreak their words, and speak of the man.
(Beowul3131).

Disconnectedness
Ideas are usually expressed in disconnected maimnénglo-Saxon poetry,
though it is hard to generalize. Here and therped@ally in the later poetry,
passages can be found in which the rhetoric i$yreldborate and the connections
of thought are very fully indicated. This is truktbe part of “Genesis”. There is
an instance of disconnectedness made expressive:

Alas! Had | control of my hands,

And could | for a time get loose,

Be free for one winter-hour, then | with thiedp —

But about me lie iron-bonds,

The rope of fetters rides me.

(Genesi869)

Freedom from the Sensual and Idealization of the Gomonplace

Anglo-Saxon poetry is devoid of sensuality and lidation of the commonplace.
There are no Anglo-Saxon love poems. The entirerates of the relation of lover
and maid from this poetry, and the scanty referencdahat of husband and wife,
are very striking. A woman appears but rarely, #meh as the noble, honoured
spouse, chaste and dignified. She is her husbdreds and dearest friend. The
relation, who is dearest of all to Anglo-Saxon pgpeis that of lord and follower.
The true Lord loves his subjects dearly. He iskimel friend and guardian of all.
Beowulf and Hrothgar grieve over the sufferingstoéir harassed people. It
reminds one of the Christian conceptions of Clyiftllowers; that they constitute
his very body. “The Wanderer”, one of the most tong poems of the Anglo-
Saxons, is the lament of a poor solitary followeerohis dear, dead lord-friend.

The idealization of all that is commonplace perrasaf\nglo-Saxon life and
poetry. Etiquette is a prime consideration with #eglo-Saxon and no good
warrior fails in the definite ceremonials which aeidently considered of very
great importance. The poeBeowulfis full of interesting details of court and
warrior life. This life is all idealized, and notig gross appears. Every person and
object is exalted almost to a state of perfectmnis dismissed from sight and
mentioned as completely bad.

Seriousness
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There was an ethical sternness and a grand eagmssin the Anglo-Saxons,
which was mirrored in an all-pervading seriousnafsstyle. A great fondness for
moralizing appears everywhere. The shortness anckertainty of life are
constantly called up. A remarkable instance of hmrey is offered in “Beowulf”,
when the hero has just killed Grendel’s mother sméxterminated the hated race.
The tone was always serious compared to some gbdbens written during the
renaissance.

Tenderness

The Anglo-Saxons were as tender and thoughtfuhag tere brave. The vast
problems of life and death oppress the hearts whighnot quake before the
enemy. Elegiac pathos, tender mournfulness, is, taenimportant feature of
Anglo-Saxon style. “Beowulf” is full of it. “The Waderer” has lost his dear lord
and is friendless in the world.

Often the fugitive findeth mercy,
The mildness of God. Moody and weatry,
Wandering ever over the water-way,
Hath he with hands of toil, homeless and sad,
Stirred the sea, rime-cold. Rigorous fate

(The Wanderer).

Behind every joy and at every banquet, to the nohdhe Anglo-Saxon, wait
disappointment and sorrow.

4.0 CONCLUSION

The unit examines the background to the earliegti§im Poetry and its impact on
the poetry of the period. The unit looks into vagajualities of the Anglo-Saxon
poetry such as conciseness and vigour, repetitfothaught with variation of

expression, disconnectedness, freedom from theuagkeasid idealization of the
common seriousness and tenderness.

50 SUMMARY
In this course, we have been able to see the bawkdrof Anglo Saxon poetry.
We also highlighted various features of Anglo Sagoetry. We hope to take this

topic further by discussingeowulfin detail in the next unit.

6.0 TUTOR-MARKED ASSIGNMENT
Discuss at least five features of Anglo-Saxon Boetr
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1.0 INTRODUCTION

Beowulfis an Anglo-Saxon epic consisting of 3182 allitme long lines, set in
Scandinavia. It is arguably the first Anglo-Saxgmceas it is the earliest surviving
epic of Anglo-Saxon literature. “Beowulf’ is an imgant Anglo-Saxon poem to
be studied in this course. The long narrative dpjuicts the conquests, history and
culture of the Danes.

2.0 OBJECTIVES
At the end of this unit, you should be able to:

J discussBeowulfas a literary product of the Anglo-Saxon period,
. identify and discuss specific epic qualitiesBeowulf and
o discuss the literary style &eowulf.

3.0 MAIN CONTENT

3.1 Whatis an Epic?

An epic is a long narrative poem on a serious stibjgpresenting characters of
heroic stature in adventures of great historiegehdary, or religious significance.
The following are characteristics of an epic.

o The setting of the work is vast in scope, cove@nghole nation, the
world, or even the universe.

o The actions described in the work are deeds oftgvador, often
requiring super human strength, intelligence, aueance.

o Supernatural forces (gods, angels, demons) talkeestt in the action
and intervene from time to time.

o An elevated style and diction, deliberately disethdrom everyday

speech, is used throughout the poem.
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In most epic poems, the poet begins the work bynstdnis topic and by calling
upon the Muse of Epic Poetry for help in risingthe task. This convention is
known as the invocation to the Muse, a part of Whi the epic statement of
theme. The poet opens his narrativenedias regLatin expression for ‘middle of
the action’). The preceding history is then sumplég various points throughout
the remainder of the work by means of retrospectsimilar to the flashback of
the modern novel. This is exemplified in the stofyanother Beowulf who has
lived before the great Beowulf. There is also alliel of the story of a good king
who “throve under heaven in power and pride/tiliemal peoples beyond the
ocean/Paid toll and tribute. A good king he!” (Lsn&’-10). It is a form
introduction to the heritage of greatness into Wwhidrothgar has grown as a
Danish king. Another good example could be foundlines 993- 1050, which is
supposed to give the background of a praise sorigrpeed in honour of Beowulf
after the slaying of Grendel. It tells of a storfpanish king, Hnaef who was killed
while on a visit to his sister and her spouse, FAhe king of the Jutes in
Finnsburg. His people, led by Hengest, came back oprisal attack and killed
the Jutes for this treachery but only stopped th&trdction of the Jutes after a
truce was reached- that king Finn would continugliye gifts to the Danes to
appease the death of their king and that if angidmi attempted to refer to the
unfortunate incidence, the jutes should avenge.nWbde, Hengest and some
Danish warriors remained with the Jutes but Hengest ever thinking about
avenging the death of his king. Thus, the oppotyucame after winter and he
murdered Finn, the king of the Jutes and returnddanes land with the queen if
the Jutes, thereby breaking the truce. Apart fremgithis to honour Beowulf and
his men, it also performs another function which esplained in the next
paragraph.

This story gives a hint of some of the culturalgbices of the Anglo-Saxons such
as revenge, burial rites which include pyre burrang the singing of dirge. Pyre
burning refers to the burning of the dead with thelongings and treasures. This
is the same way Beowulf is buried at the end ofptbem. The story is therefore a
prospective narrative as well, which tells the ande what is to happen later in
the work or after the work.

The poet may also include many elaborate enumestid subjects and items
such as ships, warriors, armies, gifts etc; thisdkof list is called an epic
catalogue. IrBeowulf after the defeat of Grendel, king Hrothgar rewsadeowulf
with gifts and they are described in elegant terms:

Hrothgar bestowed a standard of gold,

A banner embroidered, a bryny and a helm.
In sight of many, a costly sword...

To others on ale-bench, richer rewards,
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Four such treasures fretted with gold!

Eight horses also with plated headstalls

The lord of heroes bade lead into hall;

On one was saddle skillfully fashioned

And set with jewels, the battle-seat...

And the prince of Ingwines gave all these gifts

To the hand of Beowulf, horses and armor;

Bade him enjoy them! With generous heart

The noble leader, the lord of heroes,

Rewarded the struggle with steeds and with treasure
So that none can belittle, and none can blame,
Who tells the tale as it truly happened (lines L&)

Gift-giving as part of the Anglo-Saxon culture isigg prominence in the poem.

Many lords like Hrothgar are portrayed as geneteaders who do not allow the

efforts and loyalty of their warriors to go unredead. The gifts are elaborately
described in order to show both the generosityhefdiver and the greatness of the
acts of the hero.

The poet also uses extended and elaborate forraatps or monologues by the
main characters. These speeches are also callecbeast if they are delivered
before a war takes place of whenever a great pendmduces himself. Beowulf
introduces himself to king Hrothgar in Lines 400t4Wwith an epic boast,
recounting the great and heroic deeds he has pwtbbefore embarking on the
guest to exterminate Grendel:

The best of my people, prudent and brave,

Urged me, King Hrothgar, to seek you out;

They had in remembrance my courage and might,
Many had seen me come safe from conflict,
Bloody from battle; five foes | bound

Of the giant kindred, and crushed their clan.etc

The boast is expected to encourage the speakerhddsers and followers,
especially the king that he has come to help. Sthee is their first meeting,
Beowulf takes his audience through the many feathds performed so that they
might be reassured that they have the right pei@otie job. Beowulf’s last boast
in the poem is found just before he goes to kil tiragon, which incidentally is
his last act:
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| came in safety through many conflicts

In the days of my youth; and now even yet,

Old as | am, | will fight this feud,

Do manful deeds, if the dire destroyer

Will come from his cavern to meet my sword’ (Lir2869-2373)

The poet also gives a detailed family backgroupit; genealogy, for many of the
heroes. Importance is attached to paternal lineBge poet refers to a hero by his
patronymic, which means a form of the father's namign an ending meaning

“son of”. Heorogar, hrothgar’s brother is describesthe son of Healfdene” (Line

450), Unferth is referred to as “Ecglaf’'s son” im& 481 and Beowulf himself as
“the son of Ecgtheow”. All these are great men Itkegoby heroes.

The poet also uses long, extended comparisons vénelknown as epic similes
that make the unfamiliar familiar by stressingsitsilarity to observable, common
phenomena and objects. The poet also uses mamgepiadjectives or adjectival
phrases used to point out a characteristic qualitya person, a god, or less
frequently, an animal or an object. Beowulf callotigar “Prince of the Danes,
protector of Syldings,/Lord of nations, and leadérmen, (lines 412-413). He
describes his breastplate as “the best of corstslatsovers my breast/heirloom of
Hrethel, and Wayland’s work, /Finest of byrnied.ings 437-438). This implies
that the armor is not an ordinary one but a pobeset crafted by a skillful magical
smith. Also, the rest of Beowulf's weapons like Hglmet and sword are
elaborately described in Lines 1327-11349.

The poet may also rely on the use of kennings whien metaphoric expressions
employed to render vivid narrations. Examples: @efs mother is tagged
“battle-flasher” (Line 1407), the sun is named therld-candle” in Line 1839
and Beowulf is called the “shoulder-companion” ofgdlac in Linel846. They
are epithets deployed to intimate the audience thghqualities of these subjects.

The use of foreshadowing, which means warning alsomething bad that is
about to happen, is also common in epic poetryewike, the use of rhetorical
and poetic devices such as similes, metaphors, rbglge and irony are also
common features of epic poetry.

3.2 A Summary ofBeowulf

Beowulf, a warrior and hero of the Geats in Scaadim comes to assist Hrothgar,
the king of the Danes, whose Mead Hall in Heorat been terrorized several
times by a monster known as Grendel. He is theakfigure in the poem and his
actions or heroic deeds qualify the poem to beedadin epic. These actions are
discussed below. Beowulf confronts Grendel andsslayn, Grendel’s mother
attacks the hall and she is being defeated by BE@lao. Beowulf goes home to
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Geatland in Sweden and later becomes king of thetsGdifty years after
Grendel's mother was defeated, Beowulf also defeattragon, but is fatally
wounded in the battle. After his death, his attersldury him in a tumulus, a
burial mound, in Geatland.

According to Jane Chance in her article “The Strait Unity of Beowulf: The
problem of Grendel's Mother”, Beowulf has a two4pstructure which is divided
into the battle with Grendel and with the dragom dine battle with Grendel's
mother. The poem opens with the story of king Hgath who built a very large
hall named Heorot for his people. In it, he, hisewiVeathpeow, and his warriors
spend their time singing and celebrating, untilr@ed, a troll-like monster who is
disturbed by the noise of their merriment, attattles hall and devours many of
Hrothgar's warriors while they sleep. But Grendeks not touch the throne of
Hrothgar, for it is described as protected by a gdw god. Hrothgar and his
people in their helplessness vacate Heorot.

Beowulf, a brave warrior from Geatland hears oftHgar’s troubles and with his
king’s permission leaves his home land to help kyat. Beowulf and his men
spend the night in Heorot. Beowulf carries no aenduse he wants to be like the
beast that bears no arm. After they have slepmd&ieenters the hall and attacks,
devouring one of Beowulf’'s men. Beowulf, who hasieretending to sleep,
leaps up to clench Grendel's hand. The two figh#a tstandstill. Beowulf’'s men
arise to help but their swords cannot penetraten@&ks body. Eventually,
Beowulf tears Grendel’'s arm from his body while @tel shouts and runs home
to die.

The following night, after celebrating Grendel’'sfelt, Hrothgar and his men

sleep in Heorot. Grendel’s mother, angered by tireglhment of her son, appears
and attacks the hall. She kills Hrothgar's moststed warrior, Aeschere, in

revenge for Grendel’'s defeat.

Hrothgar, Beowulf and their men track Grendel’'s neotto her home under a
lake. Beowulf prepares himself for battle; he isganted with a sword by Unferth,
a warrior who had doubted him and wishes to makemai®m Having stipulated a
number of conditions to Hrothgar in case of histde&eowulf enters into the
lake. He is quickly detected and attacked by Grénadeother. Nevertheless, she
is unable to harm Beowulf through his armour arebdrhim to the bottom of the
lake where Grendel’'s mother and Beowulf engageencé combat.

Grendel's mother seems to prevalil initially, ando®alf sensing that his sword
cannot harm his foe discards it in fury. Beowulhlgg a magical sword from
Grendel's mother’s treasure, and with it beheads Tke blade of the magic
sword melts like ice when it touches her toxic loloontil only the hilt is left. This
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hilt is the only treasure that Beowulf carries otithe cave, which he presents to
Hrothgar upon his return to Heorot. Beowulf theturnes to the surface and to his
men at the “ninth hour”. Beowulf is greatly rewaddey Hrothgar in accordance
with the culture of the Anglo-Saxons.

Beowulf returns home to become king of his own peofrifty years after
Beowulf’s battle with Grendel's mother, a slaveasdea golden cup from the lair
of an unnamed dragon at Earnaness, when the dssggnthat the cup has been
stolen, it leaves its cave in a rage, burning ebang in sight. Beowulf and his
warriors embattle the dragon. Later, Beowulf figthe dragon alone while his
men wait. Beowulf fights with the dragon supportadWiglaf and they both kill
the dragon. BeowulBustains a mortal injury during the fight with tdeagon.
Beowulf is buried in Geatland on a cliff overloogithe sea.

3.3  The Style oBeowulf and Other Epic Features inBeowulf

Beowulfis different from modern poetry. The original maarpt was written in
old English and what we have now are translatidrtie original text. Though all
translators claim to have rendered translations dha very close to the original
text, there are some features that have most likegn introduced by them. For
instance, whereas most translations are in vefse,translations by Thomas
Arnold (1876) and J.M. Kemble (1833) are in pras#sing questions about the
“poetic” quality of Beowulf Being an oral poetry before it being converteid in
writing, the poem has many tales and legends abthdr warriors apart from
Beowulf. In the first three lines of the poem,

Lo! the Spear-Danes’ glory through splendid achiesets
The folk-kings’ former fame we have heard of,
How princes displayed then their prowess in btti8).

The speaker talks about the things they have “hefnghich they now retell:

Great-minded Healfdane; the Danes in his lifetime

He graciously governed, grim-mooded, aged.

Four brains of his body born in succession

Woke in the world, war-troopers’ leader

Heorogar, hrothgar, and Halga the good;

Heard | that Elan was Ongentheow’s consort,

The well-beloved bedmate of the war-Scylfing lea@&-66).

Names and deeds of these great men are includbd gpic to show the culture of
heroism that was prevalent at the time among Aisgrens.
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Anglo-Saxon poets typically used alliterative verseform of verse that uses
alliteration as the principal structuring deviceutaify lines of poetry, as opposed
to other devices such as rhyme, a tool which igl uather infrequently. This is a
technique in which the first half of the line (theverse) is linked to the second
half (the b-verse) through similarity in initialsoed. In addition, the two halves are
divided by a caesura: “Oft Scyld Scefing \\ sceappreatum” (Old English1-4).

This is a form of accentual verse, as opposed toaguentual-syllabic verse.
There are four beats in every line — and two imghalf-line.

The poet also has a choice of epithets to usederdo fulfill the alliteration, The
letter “h”, for example, is always pronounced (Hya# HROTH-gar) and the
digraph “cg” is pronounced like “dj”, as in the wdoftedge”. Both “f” and “s” vary
in pronunciation depending on their phonetic enwinent. Between vowels or

voiced consonants, they are voiced, sounding likedem *“v’ and “z”,
respectively.

In addition to the fact that the poem narrativesgheat deeds of heroic figures, it
also contains passages that are sometimes didaxticneditative geared towards
teaching a moral or imparting some cultural valdesthe audience. Let us
examine lines 19-25:

So must a young man strive for good
With gracious gifts from his father’s store,
That in later seasons, if war shall scourge,
A willing people may serve him well.

Tis by honour a man may rise

In every state. Then his hour struck,

And Scyld passed on to the peace of God

Here, the main story being told by the poet is tfahe great Danish king named
Scyld who had lived before Beowulf and is also shote have been an
accomplished leader. But in between the beginninthis story and the end is
infused a word of advice to young people which wé in lines 19-24. This is a
unique style of Beowulf as an Anglo-saxon poetrgause apart from its didactic
function, it shows the culture of the Anglo-Saxdinat - giving gifts was a way of
winning the hearts of one’s subjects as we findhis example. Again, in lines
626-628 are these words “Be mindful of glory, shimath your strength,/Keep
watch against foe! No wish of your heart/Shall gdulfilled if you lived through
the fight”. Though they are the words of Hrothgathe warriors before he left the
hall for Beowulf and his men to face Grendel, tlaso apply to other listeners.
Other meditative passages could be found in li28s3B3 and 984-987.
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Another feature in the poem which makes it an epthe narration of epic/historic
tournaments and games some of which are descnbédes 301-709. In these
lines, some of the contests or games in which #ne,Beowulf has participated in
and won are vividly described.

40 CONCLUSION

Beowulfis a tragedy. The tragedy of the hero becomesaiixpi Part Il; in his
own death and in the destruction of his nation madeitable by his death. The
epic hero may defy augury, but his defiance ishat $ame time a resignation,
recognition that man can achieve so much and thatan lives forever. Epic
touches on the brevity of human life and on the desrof man’s achievements.
Epic also arouses poignancy and awe.

50 SUMMARY

This unit examines “Beowulf” as an epic poem durthg Anglo-Saxon period.

Beowulf is considered as a tragic hero in the pod@fa.are able to see various
expeditions embarked upon by Beowulf. All theseeghfpons make him a result
most especially as he dies for his country home.

6.0 TUTOR-MARKED ASSIGNMENT
Discuss the epic qualities Beowulf

7.0 REFERENCES/FURTHER READING
Alexander, M. (2003)Beowulf A verse Translation. London, New  York:
Penguin Classics.

Anderson, S. M, A. Sullivan and T. Murphy. (200Bgowulf New York:
Longman.

Swanton, M. Ed. (1997Beowulf Manchester: Manchester University Press.

29



UNIT 3: THE BATTLE OF MALDON

CONTENTS
1.0 Introduction
2.0 Objectives
3.0 Main Content
3.1 What s heroic poetry?
3.2 TheBattle of Maldon A heroic poem
3.3 The Heroic Style imMhe Battle of Maldon.
4.0 Conclusion
5.0 Summary
6.0 Tutor-marked Assignment
7.0 References/Further Reading

1.0 INTRODUCTION

The Battle of Maldons an Anglo-Saxon war poem. Heroic battles wermarmoon
in the Anglo-Saxon era because powerful kings vaweays seeking to expand
their kingdoms, which invariably led to generaltaislity. Military campaigns or
battles were the foremost means of conquest aru @awuest produced heroes
who must have shown loyalty to their kings by figttheir foes to finish even at
the expense of their own lives. To be honourableld/anean to be willing to
defend ones land, its people and the king. In téwxs$, we shall see how Anglo-
Saxon warriors engaged in warfare. The poem is talanuold man named
Bryhtnoth and his retainers, petty noblemen of Esghting and dying in a local
battle which may be called a scuffle of no gregbantance. We shall look at the
poem and its heroic style.

2.0 OBJECTIVES
At the end of this unit, you should be able to:

. define what a heroic poem is
. discussThe Battle of Maldoms a heroic poem
J analyse the heroic style The Battle of Maldon

3.0 MAIN CONTENT

3.1 What is Heroic Poetry?

Heroic poetry is a long narrative verse that isvaled in mood and uses a
dignified, dramatic, and formal style to describe tleeds of aristocratic warriors
and rulers, it is usually composed without the afidwriting and is chanted or
recited to the accompaniment of a stringed instninieis transmitted orally from
bard to bard over generations.
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Heroic poetry ranges from ancient to modern woniedpced over a widespread
geographic area. It includes what are probablydasiest forms of this verse,
panegyrics praising a hero’s lineage and deedsrélirarrangements or lines
composed on a hero’s death. Homer relates that \Weetor’'s body was brought
home “they laid it upon the bed and seated mirsstrind it to lead the dirge”.

Another type of heroic poetry is the short, dramédy devoted to a single event,
such as the Old English “Battle of Maldon” (c. 99dgscribing a Viking raid on

Essex, or the Old High German “Hildebrandslied” §00), dealing with a duel

between father and son. The mature form of herogtry is the full-scale epic.

The heroic age varies in different native literatur The heroic poetry of the
German, Scandinavian, and English peoples deatdlghvith a period from the
4™ to the & century AD, the time of the great migrations of tRermanic people.
Though some of the heroes portrayed are histopeedonages, their actions are
often combined and related for artistic purposeh wo regard for actual historical
chronology.

Nevertheless, a heroic tale is assumed by thegmukhis listeners to be somehow
true. Its style is impersonal and objective, anel ginaphic realism of its details

gives it an air of probability that outweighs thecasional intrusion of marvelous

elements. None of the mundane details of the haaisand none of the amenities
connected with them are slighted. The listen¢old how the hero looks, what he

wears, what he eats, and how he sleeps.

3.2 TheBattle of Maldon: A Heroic Poem

The battle of Maldon actually took place betweea tHkings and the Anglo-
Saxons. In August AD 991, a large fleet of Vikingps, led by the Norwegian
Olaf Trygvasson, came to the River Blackwater, raldon in Essex, to be met
by a smaller force of Englishmen. The podrhe Battle of Maldontells how the
Vikings crossed the causeway over the river, arttlerensuing fight, the leader of
the English Earldoman Byrhtnoth, was killed, anel English force defeated. The
English defeat is not difficult to explain. They meeoutnumbered, Byrhtnot
allowed the Vikings to cross the causeway, and n@niye English forces fled
when Byrthnoth was killed.

According to www.ringnett.com depending on how big the ships were, the
Vikings would have had a force of between 1,800 &7@0 warriors. In a note, J.
Campbell suggests that if Byrhtnoth’s host wasuied from Essex on the five
hide system, then there would have been about 6003¥en (Cooper, 1993: 90).
This contrast in force of numbers must have couateédd to the defeat of
Earldoman Byrhtonoth and his men. Analysis of theerp matched with
archaeology reveals that most of the fighting wasuad the mouth of the
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causeway over the River Pante between the mairdaddNorthey Island in the
Blackwater estuary. The Vikings had landed andndisseked on Northey Island.
This indicates that most of the fighting would hdnezn in a relatively small area,
and this would have been a disadvantage for thendeig English.

The main factor that cost the English the battles waat Byrhtnoth invited the
Vikings to cross the ford, a seemingly recklesadghio do. The poem states that it
was ‘foolhardy pride’ that made him invite the eryeamto firm ground (line 89).
However, it has been suggested that because sh#i®w draughts of the Viking
ships, Byrhtnoth may have thought that in the didwdy would be able to go
further upriver and put in there, and so get arduingd and his troops (see “Battle
of Maldon” in www.ringnett.com). Scraggy agrees lwithis. He says that
Byrhtnoth’s forces in their original position hathlemated the Vikings. He could
keep them on the Island, but could not force thenengage nor prevent them
from evacuating by ship. Withdrawing and letting tikings over the causeway
was the only way to bring them to battle, thus toestain extent securing the
safety of the town of Maldon (Scragg, 1991:148).HRiot suggests that it may
have “Byrhtnoth’s very English belief in fair plaghat it wasn’t cricket to let the
other side just sit there that made him take thtalfstep”. Had Byrhtnoth not
invited the enemy onto the battle ground and waitetl the tide had gone out
before starting the battle, reinforcements may Hzae time to arrive, helping to
balance the forces. Nevertheless, for whateverored®e did it, inviting the
Vikings onto the mainland sacrificed a very googipon, and gave up what small
advantage that the English had.

The Battle of Maldorcontains qualities that most heroic poems conta@imost
always, heroic poems narrate the deeds of deadonswr achievers who may
have died struggling. We can see how the bard eptiet narrates the deeds of
Byrhtnoth in battle. The poet uses both dramatd fammal styles. The dramatic
style makes the words of Byrhtnoth sound and cleayives the opportunity for
Byrhtnoth to make his speech. This style will eeable poem to be easily adapted
into drama. The poet's narrative technique is dtmswnal. He seems not too
familiar with the hero. He recounts his strengthd aveaknesses objectively. His
journalistic documentation of the poem makes itedént from a full-fledged epic
poem. The next sub-topic will elucidate more on tia¢ure of heroic poetry as
exemplified inThe Battle of Maldon

3.3  The Heroic Style inThe Battle of Maldon

All heroic poems have some relationship with higtaither genuine history or
what is believed to be genuine history; but only‘Maldon” is the history so
recent as to make the account of the battle almastws story. Research shows
that English chroniclers and Scandinavian skaltisnoproduced occasional verse
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in celebration of particular events, but such vesdéely to be a collection of the
facile phrases of official court eulogy or of patit propaganda.

The structure of the poem falls into two parts: fivet part deals with the
beginning of the battle and the death of Byrhtntlie; second part describes the
individual speeches and actions of the survivin@iners. These two parts are
noticeably different in style and tone.

The focus in the first part is mainly on Byrhtnathd his activities as a leader. He
orders his retainers into formation, gives elemsniastruction to the crowd of
untrained peasants who make up the army, and sepad®sman for his people.
He, at first, orders the ford to be held and thkowe the Vikings access to the
mainland.

In a general way, the poem is dominated by whatnigdt call simply the realistic
style — plain, concrete, sometimes almost like @r@nd with very few of the
noun-compounds so common in most Old English verke. following passage
points to this:

When they (the Vikings) understood and saw cletrt they were
meeting fierce defenders of the bridge, the hatghaingers began to
use trickery and asked to have access (to the Jsiiorgo over the
ford and bring their troops

In itself this style is rather remarkable, for dutd not have been easy to use the
Old English poetic style, with its unfortunate tendy to dissolve frequently into
echoing and eddying variations, to tell a plaire talith such economy. The poet
may have intentionally used the broken style tai§ygthe fall of the Anglo-
Saxon. Nevertheless the starting of the poem sdbmgpoem may have been
abridged as it begins with ellipsis before we aeindy introduced to the main
action of the warriors on the field.

.... Was broken.
He bade a warrior abandon his horse
And hurry forward to join the fighters,
(Lines 1-3)

That the poem makes use of prosaic diction in splaees does not lessen its
weight of being categorized as a heroic poem. Thidecause as the poem
progresses the prosaic style becomes elevated ewpcially in the way
Byrhtnoth Viking messenger:

Byrhtnoth addressed him, brandished his shield
Shook pliant ash-spear, speaking with words
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Enraged and resolute, gave him answer:

‘Hear you, sea-rover, what my people say?

The tribute they’ll send youis tribute of spears,

Ancient sword-edge and poisoned point,

Weapons availing you little in war!

Pirate messenger, publish this answer,

Proclaim to your people tidings more grim;

Here stands no ignoble eorl with his army

Guarding my lord aEthelred’scountry and coast

His land and his folk. The heathen shall fall

In the clash of battle. Too shameful it seems

That you with your tribute  should take your ships

Unfought when thus far you have invaded our land.

You shall not so easily take our treasure,

But sword edge and speanpoi first shall decide,

The grim play of battle, ere tribute is granted.’
(Lines 42-59)

There is a marked tendency in Maldon” for these styles to alternate, an
alternation which usually coincides with shifts rfroaction to summarizing
reflection, or from personal encounters in batlerass “tactical” movements, or
from concrete details to generalizations. Epicidictbecome noticeably more
frequent as the poem goes on, not only in set-pike the passage quoted but
also in the language of the speeches and partiguhathe highly stylized way of
describing the fighting. This increasing use ofcatiction is very much related to
the meaning of the poem. A real historical evettamg raised to a higher level of
significance; the actions thus become increasingyynbolic; the ordinary
identifiable men of Essex approach and enter thddwaf heroes, the world of
legend.

The pattern of the poem from line 40 may be desdrifis an elevation of style, if
we may extend style to mean a way of acting as ag#l way of speaking. It is the
heroic style itself which is embodied in the figwfeByrhtnoth, both in the way he
speaks and in the way he acts. He is the pattedrfamula for the rest. He acts
and talks like a hero. Ho encourages his soldiedsséhrenghten them. When he is
dying, his courage never ceases. He speaks badithé repose of his soul if he
dies.

Like Beowulf when he encounters Unferth at King tHgar’'s court, Byrhtnoth is
faced with a verbal challenge. The Viking messesgagreech (29-41) is a master-
piece of insult, deliberately infuriating in its ragance and its tone of
contemptuous wheedling. The heroic verbal resp@gequestionably demanded.
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Like Beowulf, Byrhtnoth meets his challenge petfediie can match irony with
even greater irony. Like the spear which Wulfmaaen draws from Byrhtnoth’s
body and sends back to kill a Viking, the barbeddsof the Viking’s challenge
are deftly caught, ironically accepted, and sewkba a notable display of heroic
wit.

4.0 CONCLUSION

Just likeBeowulf, The Battle of Maldos another Anglo-Saxon war poem which
ends tragically. The poem’s simplicity and diresmgoint to the fact that the
Anglo-Saxon poet has created a heroic poem oututé fact. He has been able to
forego the great resources of the epic poets-ahmantic glamour of antiquity and

strange beings, or the plot and characters alrkandycherished by the audience.

50 SUMMARY

In this unit, we have been able to see what hepoitry is all about. We also
discussed'he Battle of Maldonas a heroic poem. We were able to also trace the
history of England to the period of several batthetween the Vikings and the
Anglo-Saxon.

6.0 TUTOR-MARKED ASSIGNMENT
DiscussThe Battle of Maldoms a heroic poem.
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UNIT 4: CHAUCER'’S POETRY
CONTENTS
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3.0 Main Contents
3.1 Chaucer’s Biography
3.2 Chaucer’s poetry
3.3 The Canterbury Tales
3.4 Chaucer’s Style
3.5 Themes ofThe Canterbury Tales
4.0 Conclusion
5.0 Summary
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1.0 INTRODUCTION

Geoffrey Chaucer is regarded as the father of Bhdiierature. This is so because
it is sometimes argued that the greatest contohutiat his work made to English
literature was in popularizing the literary usetbé vernacular, English, rather
than French or Latin. English had, however, beerd s a literary language for
centuries before Chaucer’s life, and several ofuches contemporaries such as
John Gower, William Langland, and the Pearl Post alrote major literary works
in English. This unit therefore, examines Chaucergor poemThe Canterbury
Tales

2.0 OBJECTIVES

At the end of this unit, you should be able to:

relate Chaucer’s biography;

discuss the nature of Chaucer’s poetry;

assess the style of ChauceFise Canterbury Tales;
examine the themes of Chaucertse Canterbury Tales.

3.0 MAIN CONTENT

3.1 Chaucer’s Biography

Geoffrey Chaucer was born in London sometime ardi8#B, though the precise
date and location of his birth remain unknown. Fither and grandfather were
both London vintners, several previous generatibasl been merchants in
Ipswich. (His family name derives from the Frenc&hausseur” meaning
“Shoemaker”). In 1324 John Chaucer, Geoffrey’s datlwas kidnapped by an
aunt in the hope of marrying the twelve-year-olg bo her daughter so that she
could keep the property in Ipswich. The aunt waprisoned and the £250 fine
levied suggests that the family was financiallyusec— bourgeois, if not elite.
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John Chaucer married Agnes Copton, who, in 134terited properties including
24 shops in London from her uncle, Hamo de Coptdrg is described in a will,
dated 3 April 1354 and listed in the city HustiRsll as “Moneyer”; he was said
to be moneyer at the Tower of London. In the Citystihgs Roll 110, 5, Ric II,
dated June 1380.

Geoffrey Chaucer worked for Elizabeth de Burgh, toeintess of Ulster as a
courtier. He also worked as a diplomat and a @egitvant. In 1359, in the early
stages of the Hundred Years’ War, Edward Ill invhderance and Chaucer
travelled with Lionel of Antwerp, 1st Duke of Clawee, Elizabeth’s husband, as
part of the English army. In 1360, he was captutedng the siege of Rheims.
Edward paid £16 for his ransom, a considerable surd,Chaucer was released.
Around 1366, Chaucer married Phllipa (de) Roet. 8l lady-in-waiting to
Edward III's queen, Philippa of Hainaubt.

Chaucer probably studied law in the Inner TempleLandon. He became a
member of the Royal court of Edward Il as a vadetChambre on 20 June, 1367,
a position which could entail a wide variety ofkasHe travelled abroad many
times, at least some of them in his role as a w&leaucer travelled to Picardy as
part of a military expedition, and visited Genoal &orence in 1373. Numerous
scholars such as Skeat, Boitani, and Rowland stegyésat, on this Italian trip, he
came into contact with Petrarch or Boccaccio. Timgoduced him to medieval
Italian poetry, the forms and stories of which heuld use later.

A widespread knowledge of Chaucer’s works is agtb$d by the many poets who
imitated or responded to his writing. John Lydgates one of the earliest poets to
write continuations of Chaucer’'s unfinished Talesilew Robert Henryson’s
Testament of Cressied completed the story of Qfaskft unfinished in his
“Troilus and Criseyde”. Many of the manuscripts @haucer's works contain
material from these poets and later appreciatignthb romantic era poets were
shaped by their failure to distinguish the latedd@ions” from original Chaucer.
Seventeenth and eighteenth century writers sudlotas Dryden admired Chaucer
for his stories, but not for his rhythm and rhyras, few critics could then read
Middle English and the text had been butchered roytgrs. It was not until the
late 19" century that the official Chaucerian canon, aceegdbday, was decided
upon, largely as a result of Walter William Skeatark.

Roughly seventy-five years after Chaucer's dealle, Ganterbury Tales was
selected by William Caxton to be one of the firsbks to be printed in England.
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3.2  Chaucer’s Poetry

Chaucer’'spoetry is different from the Anglo-Saxon poetry. aber wrote in
continental accentual-syllabic meter, a style whiddd developed around the
twelfth century as an alternative to the alliteratAnglo-Saxon metre. Chaucer is
known for his metrical innovation, inventing theynhe royal, and being one of the
first English poets to use the five-stress linesadyllabic, in his work; only a few
anonymous short works used it before him.

The arrangement of these five-stress lines intonrhg couplets, first seen in his
“The Legend of Good Women”, was used in much ofl&ter work and became
one of the standard poetic forms in English. Hidyeiafluence as a satirist is also
important, with the common humorous device, thenjuaccent of a regional
dialect, apparently making its first appearancéTine Reeve’s Tale”. Chaucer’'s
poetry along with other writers of the era, is ded with helping to standardize
the London dialect of the Middle English languagenf a combination of the
Kentish and Midlands dialects. This is probably ret&ed; the influence of the
court, chancery and bureaucracy of which Chauces avgart remains a more
probable influence on the development of Standargligh. Modern English is
somewhat distanced from the language of Chauceesp owing to the effect of
the Great Vowel Shift some time after his deathsTmange in the pronunciation
of English, still not fully understood, makes theading of Chaucer difficult for
the audience. The status of the final “-e” in Cleigcverse is uncertain: it seems
likely that during the period of Chaucer’s writitige final “-e” was dropping out
of colloquial English and that its use was somewhatgular. Chaucer’'s
versification suggests that the final “-e” is somets to be vocalized, and
sometimes to be silent; however, this remains antpon which there is
disagreement. When it is vocalized, most scholaemagqunce it as a schwa. Apart
from the irregular spelling, much of the vocabularyecognizable to the modern
reader.

3.3 TheCanterbury Tales

The Canterbury Taless a collection of stories written in Middle Ergii by
Geoffrey Chaucer at the end of thé"lekntury. The tales are presented as part of
a story-telling contest by a group of pilgrims ket travel together on a journey
from Southwark to the shrine of Saint Thomas BeakeCanterbury Cathedral.
The prize for this contest is a free meal at thbafd Inn at Southwark on their
return.

The innovation of spring with which the General IBgue begins is lengthy and
formal compared to the language of the rest optisdogue.

When April the sweet showkails
And pierce the droughMarch to the root, and all
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The veins are bathed indigaf such power
As brings about the engemdgeof the flower,
When also Zephyrus with sugeet breath
Exhales an air in everywgrand heath

Upon the tander shoots, xedyoung sun
His half-course in the smfrthe has run,

And the small fowl are madimelody

That sleep sway the nighhwpen eye

(So nature pricks them #radr heart engages)
Then people long tto gopagrimages

And palmers long to seek stranger strands
Of far-off saints, hallowadsundry lands,
And specially, from evehjre’s end

Of England, down to Cantexbthey wend
To seek the holy blissfudmyr, quick

To give his help to therhem they were sick

(The Canterbury Tales)

The first lines situate the story in a particulare and place, but the speaker does
this in cosmic and cyclical terms, celebrating wtality and richness of spring.
This approach gives the opening lines a dreamgléiss, unspecified locality, and
it is therefore surprising when the narrator resdhht he is going to describe a
pilgrimage that he himself took rather than tellmdpove story. A pilgrimage is a
religious journey undertaken for penance and grake. pilgrimages went,
Canterbury was not a very difficult destination &ar English person to reach. It
was, therefore, very popular in fourteenth—centéygland, as the narrator
mentions. Pilgrims travelled to visit the remains $aint Thomas Becket,
archbishop of Canterbury, who was murdered in 14y &nights of King Henry

Il. Soon after his death, he became the most pomdmt in England. The
pilgrimage inThe Canterbury Taleshould not be thought of as an entirely solemn
occasion, because it also offered the pilgrims gwodunity to abandon work and
take a vacation.

In line 20, the narrator abandons his unspecifEdknowing point of view,
identifying himself as an actual person for thestfiime by inserting the first
person “I” as he relates how he met the group friphs while staying at the
Tabard Inn. He emphasizes that this group, whicerim®untered by accident, was
itself formed quite by chance (25-26). He thentshifito the first-person plural,
referring to the pilgrims as “we” beginning in lir#9, asserting his status as a
member of the group.

The narrator ends the introductory portion of hislggue by noting that he has
“tyme and space” to tell his narrative. His comnsamiderscore the fact that he is
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writing some time after the events of his storyd d@hat he is describing the
characters from memory. He has spoken and met twdke people, but he has
waited a certain length of time before sitting doawrd describing them. He seeks
to describe each pilgrim as he or she seemed toidialso important, for it
emphasizes that his descriptions are not only stibgehis memory but are also
shaped by his individual perceptions and opinioegarding each of the
characters. He positions himself as a mediator é&stmtwo groups: the group of
pilgrims, of which he was a member, and us, theemeo#, whom the narrator
explicitly addresses as “you” in lines 34 and 38.

On the other hand, the narrator's declaration thatwill tell us about the
“condition”, “degree” and “array” (dress) of eachtbe pilgrims suggests that his
portraits will be based on observed facts as wselhia own opinions. He spends
considerable time characterizing the group memlzmoraing to their social
positions. The pilgrims represent a diverse cressian of fourteenth — century
English society. Medieval social theory divided isbgc into three broad classes,
called “estates”: the military, the clergy, and thiy. In the portraits that are seen
in the rest of the “General Prologue”, the knightl aquire represent the military
estate. The clergy is represented by the priosess ljer nun and three priests), the
Monk, the Frair, and the Parson. The other chammcteom the wealthy Frankling
to the poor Polyman, are the members of the Idihese lay characters can be
further subdivided into landowners (the Franklipjofessionals (the Clerk, the
Man of the Law, the Guildsmen, the physician, amel shipman). Labourers (the
cook and the Polyman), stewards (the Miller, thendple, and the Reeve), and
church offers (the Summoner and the Pardoner). €naudescriptions of the
various characters and their social roles revaalrtiuence of the medieval genre
of estates satire.

3.4 Chaucer’s Style

The variety of Chaucer’s tales shows the breadthi®fskill and his familiarity
with countless rhetorical forms and linguistic et/ Medieval schools of rhetoric
at the time encouraged such diversity, dividingrature into high, middle, and
low styles as measured by the density of rhetofarahs and vocabulary. Another
popular method of division came from St. Augustimé)o focused more on
audience response and less on subject matter. Angudivided literature into
“majestic persuades”, “temperature pleases”, andsed teaches”. Writers were
encouraged to write in a way that kept in mind $speaker, subject, audience,
purpose, manner, and occasion. Chaucer moves foeélyeen all of these styles.
He not only considers the readers of his work agumhience but the other pilgrims
within the story as well, creating a multi-layemdtorical puzzle of ambiguities.
Chaucer’s rises above medieval theories of styterhatoric.

It can be said that Chaucer avoids targeting aegip audience or social class of
readers, focusing instead on the characters aétdrg and writing their tales with
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a skill proportional to their social status andrigéag. However, even the lowest
characters, such as the Miller, show surprisingorieal ability, although their
subject matter is more lowbrow. Vocabulary alsg/plan important part, as those
of the higher classes refer to a woman as a “ladiile the lower classes use the
word “wenche”, with no exceptions. At times the samord will mean entirely
different things between classes. The word “pité@” example, is a noble concept
to the upper classes, while in the “Merchant’'s Fal& refers to sexual
intercourse. Again, however, tales such as the §Bniest’s Tale show surprising
skill with words among the lower classes of theugrowhile the “Knight's Tale”
is at times extremely simple.

Chaucer uses the same meter throughout in mokedales, with the exception of
“Sir Thomas” and his prose tales. It is@casyllabldine, probably borrowed from
French and Italian forms, withding rhymeand, occasionally, with a Caesura in
the middle of a line. His meter would later develof the heroic meter of the
15" and 16 centuries and is an ancestor of iambic pentameter.

3.5 Themes othe Canterbury Tales
There are various themes in the work. The majan#seare discussed below.

Religion

The Tales reflect various views of the church ina@er's England. After the
Black Death, many Europeans began to question utteaty of the established
church. Some turned to “lollardy”, while others skdess extreme paths, starting
new monastic orders or smaller movements exposimgch corruption in the
behaviour of the clergy, false church relics orsabof indulgences. Many of the
characters in the tales are religious figures, thedvery setting of the pilgrimage
to Canterbury is religious making religion a sigeaht theme of the work. Two
characters, the pardoner and the summoner, whteseapply the church’s secular
power, are both portrayed as deeply corrupt, greadgt abusive. A pardoner in
Chaucer’'s days was a person from whom one boughtc@Hindulgences” for
forgiveness of sins, but pardoners were often thbggilty of abusing their office
for their own gain. Chaucer's pardoner openly adnitie corruption of his
practice while hawking his wares. The summoneraswarch officer who brought
sinners to the church court for possible excomnmatiwa and other penalties.
Corrupt summoners would write false citations andhten people into bribing
them in order to protect their interests. Chaucsutisimoner is portrayed as guilty
of the very kinds of sins he is threatening to ¢prahers to court for, and is hinted
as having a corruption relationship with the paeton

Social Class and Convention

The upper class or nobility, represented chieflythy knight and his squire, was
in Chaucer’s time steeped in a culture of chivand courtliness. Nobles were
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expected to be powerful warriors who could be eghlon the battlefield, yet
mannerly in the King’s court and Christian in thaations. Knights were expected
to form a strong social bond with the men who fdualbngside them, but an even
stronger bond with a woman whom they idealized lideo to strengthen their
fighting ability. Though the aim of chivalry wa® toble action, often its
conflicting values degenerated into violence. Chueaders often tried to place
restrictions on jousts and tournaments, whichraesi ended in the death of the
loser. “The Knight's Tale” shows how the brothelbwe of two fellow knights
turns into a deadly feud at the sight of a womammtboth idealize, with both
knights willing to fight the other to death in ord® win her. Chivalry was in
Chaucer’s day on the decline, and it is possibég thithe Knight's Tale” was
intended to show its flaws, although this is diggutChaucer himself had fought
in the Hundred Year's War under Edward Ill, who \yisaemphasized chivalry
during his reign.

Relativism versus Realism
Chaucer’'s characters each express different viewsreality, creating an
atmosphere of relativism. As Helen Cooper says:

Different genres give different readings of the Mor

The fabliau scarcely notices the operations of Guel saint’s
life focuses on those at the expense of physiedityetracts and
sermons insist on prudential or orthodox moratitynances
privilege human emotion.

The sheer number of varying persons and storiegersrtheTalesas a set unable
to arrive at any definite truth or reality.

40 CONCLUSION

Geoffrey Chaucer has been recognized as the fath&nglish literature. His
works influenced the rest of other literary workisieh were written after him. He
popularized the local English language and his wdrécame accessible to many
English people. This unit examines Chaucer angdegry.

50 SUMMARY

The unit examines briefly the biography of Geoff@yaucer and the nature of his
poetry. Attempt is made to discuss fanterbury Talesand Chaucer’s Style as
well. The unit also looks into the themesG&nterbury Tales

6.0 TUTOR-MARKED ASSIGNMENT
I. Discuss Chaucer’s style ithe Canterbury Tales.
il. Discuss the themes dhe Canterbury Tales.
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MODULE 2: THE RENAISSANCE POETRY
INTRODUCTION
Module 2 discusses Renaissance as a literary maoweimdéeEngland. The whole
module will specifically discuss what Renaissamnsesome Elizabethan Poems,

Shakespearean sonnets and some of the metaplpmital

Unit 1: What is Renaissance?
Unit 2: Elizabethan Poetry

Unit 3: Shakespearean Sonnets
Unit 4: Metaphysical Poetry
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UNIT 1 WHAT IS RENAISSANCE?
Content

1.0 Introduction

2.0 Objectives

3.0 Main Content
3.1 Whatis Renaissance?
3.2 Features of Renaissance
3.3 The English Renaissance

4.0 Conclusion

5.0 Summary

6.0 Tutor-Marked Assignment

7.0 References/Further Reading

1.0 INTRODUCTION

Renaissance came immediately after the Middle Agemaissance cut
across the whole of Europe beginning from Italyll Toaday, most poets still
pattern their works after Renaissance poetry. Timg simply examines what
Renaissance is and its features.

2.0 OBJECTIVES
At the end of this unit, you should be able to:
1. explain what Renaissance is;
2. discuss the features of Renaissance;
3. describe the nature of English Renaissance.

3.0 MAIN CONTENT

3.1 Whatis Renaissance?

The Renaissance was a cultural movement that pndfgpuaffected European
intellectual life in the early modern period. TherRissance began from Italy and
spread to the rest of Europe by thé téntury. Its influence was felt in literature,
philosophy, art, music, politics, science, religiand other aspects of intellectual
inquiry. Renaissance scholars employed the humanethod in study, and
searched for realism and human emotion in\&fikipedig.

There remains a long debate about what exactlytitoiesl the Renaissance.
Essentially, it was a cultural and intellectual mment, intimately tied to society
and politics of the late fourteenth to early seeenth centuries, although it is
commonly restricted to just the fifteenth and sxtdh centuries. In a way, some
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scholars claimed that it must have been stimulayeRetrarch, who had a passion
for rediscovering lost manuscripts and a fiercaelbeh the civilizing power of
ancient thought, and in part by conditions in Fhm& The Renaissance was a
movement dedicated to the rediscovery and useastidal learning. By classical
learning we mean knowledge and attitudes from theiént Greek and Roman
periods.

Literarily, Renaissance means “rebirth”, and Resaise thinkers believed the
period between themselves and the fall of Romechvthey labeled the Middle
Ages, had seen a decline in cultural achievememipaoed with the earlier eras.
Participants intended, through the study of cladsiexts, textual criticism and
classical techniques, to both reintroduce the heigh those ancient days and
improve the situation of their contemporaries.

3.2 Features of Renaissance
The main features of Renaissance include the faligw

. Realism and expressionism — Realism is the gergtr@mpt to depict
things accurately, from either a visual, sociagéorotional perspective.
o Humanism is another feature of Renaissance. Humarsisievoted to

the study of mankind, instead of the theologicalatien of the Middle
Age. The Renaissance scholars were known as “hustgiuand their
subjects of study came to be called the “humariities other words,
they emphasized reason, a questioning attitudegergmpntation, and
free inquiry.

. It glorified the individual and approved worldlyegalsures, viewing life
as worthwhile for its own sake, not chiefly as aparation for the life
to come.

J It focused attention upon secular society rathemtithe medieval
preoccupation with the church and religious affairs

. It featured great achievements in literature,ant] science.

3.3  The English Renaissance

As early as the middle of the fifteenth centurygksh students were frequenting
the Italian universities. Soon the study of Greelsuwtroduced into England, also,
first at Oxford; and it was cultivated with suchogloresults that when, early in the
sixteenth century, the great Dutch student andmefo Erasmus, unable through
poverty to reach lItaly, came to Oxford instead, fband there a group of
accomplished scholars and gentlemen whose ingiructaind hospitable
companionship aroused his unbounded delight. Onmbee of this group was
John Colet, Later Dean of St. Paul's Cathedralandon, who was to bring new
life into the secondary education of English boydhe establishment of St. Paul’s
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Grammar School, based on the principle of kindnasplace of the merciless
severity of the traditional English system.

The established literary culture influenced Reraaiss in England. While Greek
was spoken so powerfully by the cultivated clasiseoforces were contributing to
revolutionize life as a whole and all men’s outloogon it. The invention of
printing, multiplying books in unlimited quantitieshere before there had been
only a few manuscripts laboriously copied page bge absolutely transformed
all the processes of knowledge and almost of thbudbt much later began the
vast expansion of the physical world through gephjical exploration. Toward
the end of the fifteenth century, the new worldsendiscovered. The discovery of
the new worlds further helped in the expansion efi&ssance.

The whole of England was profoundly stirred by Renaissance to a new and
most energetic life, but not least was this truethed Court, where for a time

literature was very largely centred. Since the radility had mostly perished in

the wars, both Henry VII, the founder of the Tutloe, and his son, Henry VIII,

adopted the policy of replacing the nobility witble and wealthy men of the
middle class, who would be strongly devoted to thelres. The court therefore
became a brilliant and crowded circle of unscrupsidut unusually adroit

statesmen, and a centre of lavish entertainmendsdisplay. Under this new

aristocracy the rigidity of the feudal system wadaxed, and life became
somewhat easier for all the dependent classes. iModemforts were largely

introduced, and with them the Italian arts; Tudochéecture, in particular,

exhibited the originality and splendor of an enég@nd self-confident age.

William Shakespeare and Thomas Wyatt were royatspd#/yatt himself was

popular with his courtly poems.

Self-Assessment Exercise
Discuss at least five features of renaissance yoetr

40 CONCLUSION

English Renaissance had a strong tradition ofditee in the English vernacular
and it gradually increased as the use of the pgnpress became common by the
mid-16" century. The royal court really helped in populg arts and many
English people had access to reading since theidamgChurch had adopted the
use of English to communicate. Renaissance humabsrame popular, even
Queen Elizabeth herself was a product of Renaisshumanism. English people
eventually dropped the medieval concern with fadlithority and tradition.
Reason became glorified as more and more peoplnlegead.

47



5.0 SUMMARY

In this unit, we have been able to introduce thedisance in England to you. We
also gave you the peculiar features of Renaissandewhere it probably started
from. In the next unit therefore, you will be inthaced to Elizabethan poetry.
Here, you will be able to see how Renaissance ffesatappear in most of these
poems.

6.0 TUTOR-MARKED ASSIGNMENT

1. What do you understand by Renaissance?
2. How did it affect the English people?
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1.0 INTRODUCTION

The Elizabethan period (1558 to 1603) in poetrgharacterized by a number of
frequently overlapping developments. The introcutiand adaptation of themes,
models and verse forms from other European traditend classical literature, the
Elizabethan song tradition, the emergence of atlyopoetry often centred around

the figure of the monarch and the growth of a wi@sed drama are among the
most important of these developments.

Moreover, a large number of Elizabethan poets wsotegs, including Nicholas
Grimald, Thomas Nashe and Robert Southwell. Thexalso a certain number of
extant anonymous songs from the period. Arguabhg greatest of all the
songwriters was Thomas Campion. Campion is notadbause of his experiments
with metres based on counting syllables rather #tagsses. These quantitative
metres were based on classical models and shouléetved as part of the wider
Elizabethan revival of Greek and Roman artistichods. The songs were printed
either in miscellanies or anthologies such as R@heottel's 1557 songs and
sonnets printed to be performed. These performafucesed an integral part of
both public and private entertainments. By the efidhe 16" century, a new
generation of composers, including John Dowlandlli& Byrd, and Orlando
Gibbons emerged. Thomas Morley was instrumentaprtamoting the art of
Elizabethan song to an extremely high musical level

3.2 HUMFREY GIFFORD: A MAJOR ELIZABETHAN POET
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Most writers of the history of the poetry and latmre of the Elizabethan age have
not so much mentioned the name of Humfrey Giff@s@orge Ellis gives three
short pieces of Giffords in his “Specimens of trel{ English Poets” (1845), and
Edward Farr reprinted seven of the religious poemntss “Select Poetry, Chiefly
Devotional, of the Reign of Elizabethan” (1845),dathe Rev. Alexander B.
Grosart reprinted the poems of Gifford in 1870 mealition of one hundred and
six copies, and again in 1875 in one of forty-foa@pies, both impressions being
for private circulation.

There is but one copy of the original edition off@id’s collection of poems and
prose translations called “A Posie of Gilloflower3his according to L.W. Payne
((1903) is catalogued in the British Museum. Thesmmportant and trustworthy
evidence one could find concerning Gifford is foundthe Epistles-Dedicatory
prefixed to the “Posie” and in certain occasionadl gersonal references in the
poems themselves. The first of the Epistles bewitis’ “To the worshipful, his
very good Master, Edward Cope of Edon”. The secBpistle — Dedicatory is
addressed to “the worshipful John Stafford of dethicke, Esquire”, to whom the
author acknowledges himself deeply indebted fofgased courtesies and good
opinion.

Gifford’s poetry could be classified into love pognmumorous pieces, religious
and allegorical poems and occasional poems. Asg@éneral features of style, it
may be noted that the use of alliteration is qtriéguent and often rather rough
and inharmonious in effect. This was, however,@mpnent feature of the poetry
of his time, and should not be condemned too sbudtere are a few examples:
Rash Rancour’s rage procures fond furious fighpeEsace makes men swim in seas
of sweet delights.
(A commendation of peace p. 58)

Who wisely waies false fortune’s fickle change.

(Of the Instability of Fortuen, p. 70)

The juxtaposition of extremes, commonly known agdPehism, is of frequent
occurrence. The following example illustrates albe extreme pressure on
alliteration:

In mirth they moane, yet smile amidst their woe:

In fire they freese, in frost they fry straightway:

Swift legges to runne, yet are not able goe:

Such is the state in which poore lovers stay.

(Of the Uncontented Estate of Lovgps 18)

Another quotation showing the combination of inedninyme with alliteration has
a pleasing effect:
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Her smiles are wyles, to cause men hope for hap,
Her traynes breed paynes, thought pleasant bslibev,
Him whom she now doth dandle in her lap,
Straightway sustains a wretched overthrow.
(On the Instability of Fortune, p. 71)
It seems the metrical structure is almost mechamicds regularity, yet, as has
been indicated, it flows naturally and spontanegousl

The love poems seem to center around one Gentlemo@ae could easily
imagine that every poem records some phase oftaalam&mssion. In the poem, “A
Renouncing of Love”, the poet argues from the alist} foolish antics of lovers
that there is no reason in love:

They frye and freese in myldest weather.

They weepe and laugh, even both together...

Since reason rules not Venus’ sport,

No reason bids me scale that forte.
In another, “For his Friende”, he bewails the tontseof Cupid’s bondage which
he must endure, and prays his mistress to havepitym:

As late abrode | cast my lookes,

In Fancie’s lune | fast was cought,

And beauty with her bayted hookes,

Hath me alas in bondage brought;

| love, but lacke the thing | crave:

| live, but want my chiefest good,

| hope, but hap | cannot have,

| serve, but starve for want of foode...

Deare dame, in humble sort | sew,

Since mine estate to you is known

Voutsafe my dolefull case to rew.

And save his life who is your owne.
Humfrey Gifford’s verses are fine Renaissance \&erdéost of his verses are
written in couplets and quatrains. They are notddferent from Shakespearean
sonnets and other Elizabethan poems.

3.3  The Style of Elizabethan Poetry

Elizabethan poems were often written in iambic m&tbased on a metrical foot
of two syllables, one unstressed and one streddediever, much metrical

experimentation took place during the period, amhynof the songs, in particular
departed widely from the iambic norm. Moreover, hafghe poems were courtly
poems usually written in couplets and quatrainsil®some of the Elizabethan
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poets dwelt so much on the use of wit and coné&eit.instance, Shakespeare’s
sonnets contain much units and conceits.

Self-Assessment Exercise
Drawing examples from two of Humfrey Gifford’s posmstudied in this unit,
discuss the style of Elizabethan poetry.

40 CONCLUSION

The Elizabethan poetry was important in the phakeEmglish poetry. The
Elizabethan period brought a lot of changes to modmglish poetry. Hitherto,
many of the new English poets still follow the Bleethan pattern of poetry
writing. Hence, it can be deduced that the ElizZadetperiod was as important in
the history of English poetry just like any otheripds.

50 SUMMARY

In this unit, we have been able to introduce theablethan poetry and its place
during the Renaissance in England. We have disdudse important trends of
Elizabethan period and most importantly, we alsmauced Humfrey Gifford to

you as an example of Elizabethan poet. In the onext we shall discuss the
sonnets of Shakespeare and Shakespearean style.

6.0 TUTOR-MARKED ASSIGNMENT
Discuss the significance of Elizabethan poetryemaissance England.
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1.0 INTRODUCTION

Shakespearean sonnets arguably set a templatedstr oh the sonnets written

during the Renaissance in England and even aftenould be easy for any student
of literature to identify William Shakespeare aseonf the architects of

Renaissance in England. Many English and non-Bmgleets have continued to
pattern their works after the Shakespearean stylhis unit, we shall examine the
life of Shakespeare briefly and some of his bealusibnnets.

2.0 OBJECTIVES

At the end of this unit, you should be able to
1. summarize the biography of William Shakespeare;
2. discuss some sonnets of Shakespeare;
3. explain the Shakespearean style of sonnets.

3.0 MAIN CONTENT

3.1  The Life of William Shakespeare

William Shakespeare was born on April 23, 1564Siratford-on-Avon. The son
of John Shakespeare and Mary Arden, he was probediligated at the King
Edward IV Grammar school in Stratford, where hered Latin and some Greek
and read the Roman dramatists. At eighteen, hdedatnne Hathaway, a woman
seven or eight years older than him. Together thesed two daughters: Susana,
who was born in 1583 and Judith (whose twin brothied in boyhood), born in
1585.

53



Little is known about Shakespeare’s activities fsw 1585 and 1592.
Shakespeare may have taught at school during #niedy but it seems more
probably that shortly after 1585 he went to Londofegin his apprenticeship as
an actor. Due to the plague, the London theatres wien closed between June
1592 and April 1594. During that period, Shakespganbably had some income
from his patron, Henry Wriothesley, Earl of Southmom, to whom he dedicated
his first two poems, “Venus and Adonis” (1593) afide Rape of Lucrece”
(1594). The former was a long narrative depictihg tejection of Venus by
Adonis, his death, and the consequent disappea@nbeauty from the world.
Despite conservative objections to the poem’s fiation of sensuality, it was
immensely popular and was reprinted six times dutite nine years following its
publication.

In 1594, Shakespeare joined the Lord Chamber Lanimpany of actors, the
most popular of the companies acting at court. 3891 Shakespeare joined a
group of Chamber Lain’s Men that would form a syadie to build and operate a
new playhouse: the Globe, which became the mosbuantheatre of its time.
With his share of the income from the Globe, Shpkase was able to purchase
New Place, his home in Stratford.

Though Shakespeare was regarded as the foremosatiBbof his time, evidence
indicates that both he and his contemporaries kdkepoetry, not plays, for
enduring fame. Shakespeare’s sonnets were compmtedten 1593 and 1601,
though not published until 1609. The edition, Tharets of Shakespeare, consists
of 154 sonnets, all written in the form of threeatyains and a couplet that is now
recognized as Shakespearean. The sonnets fallwot@roups: sonnets 1 — 126,
addressed to a beloved friend, a handsome and pobley man, and sonnets 127-
152, to a malignant but fascinating “Dark Lady” wnahe poet loves in spite of
himself.

Shakespeare is known to have invented thousandsmfs, often combining or
contorting Latin, French and native roots. His iegsive expansion of the English
language, according to the Oxford English Dictignancludes such words as:
arch-villain, birthplace, bloodsucking, courtshigewdrop, downstairs, fanged,
heartsore, hunchbacked, leapfrog, misquote, pagearddiance, schoolboy,
stillborn, watchdog, and zary.

3.2 The Sonnets of Shakespeare
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Nearly all of Shakespeare’s sonnets examine thetaide decay of time and the
immortalization of beauty and love in poetry. Shegeare’s sonnets are a
collection of 154 sonnets. Majority of the sonnglts— 126) are addressed to a
young man, with whom the poet has an intense ramaelkationship. The poet
spends the first seventeen sonnets trying to coevine young man to marry and
have beautiful children that will look like theiather, ensuring his immortality.
Many of the remaining sonnets focus on the powepastry and pure love to
defeat death and “all oblivious enmity” (55.9). Eerthe second sonnet is
analyzed:

When forty winters shall besiege thy brow,

And dig deep trenches in thy beauty’s field,

Thy youth’s proud livery so gazed on now,

Will be a tattered weed of small worth held:

Where all the treasure of the lusty days;

To say within thine own deep sunken eyes,

Were an all-eating shame, and thriftless praise.

How much more praise deserved thy beauty’s use,

If thou couldst answer “This fair child of mine

Shall sum my count, and make my old excuse’

Proving his beauty by succession of thine.

This were to be new made when thou art old.

And see thy blood warm when thou feel’st it cold.

In this sonnet, the speaker warns the addresseg aldoage. According to him, in
forty years more, that is, forty more years addedthe recipient's age, the
addressee will no longer be a youth. All his sttengust have gone by this time.
The speaker now advises this young man to replizatdeauty by having a son
who will stand for him after he must have gone.

The final sonnets (127 — 154) are addressed tooaipcuous and scheming
woman known to modern readers as the dark ladyh Bwt poet and his young
man have become obsessed with the raven-hairedresspn these sonnets, and
the poet’s whole being is at odds with his insdédbickly appetite” (147.4). The
tone is distressing with language of sensual fiegstincontrollable urges, and
sinful consumption. Here, sonnet 130 is analyzed:

My mistress’ eyes are nothing like the sun,

Coral is far more red, than her lips red.

If snow be white, why then her breasts are dun:

If hairs be wires, black wires grow on her head:

| have seen roses damasked, red and white,

But no such roses see | in her cheeks,

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

| love to hear her speak, yet well I know.

That music hath a far more pleasing sound:

| grant | never saw a goddess go,

My mistress when she walks treads on the ground.

And yet by heaven | think my love as rare,

As any she belied with false compare.
The speaker in this sonnet compares the beautysahistress with the sun. To
him, his mistress’ eyes glow like the sun. The kpe&keeps on praising his
mistress’ beauty negatively comparing parts of thedy with some elements of
nature like roses, the sun, snow, perfumes. Heamand her eyes, hair, cheeks,
breath, speech and walk. The language is sar@asditiighly ironical.

3.3  The Style of Shakespearean Sonnets

Shakespeare’s sonnets are written predominantlya imeter called iambic

pentameter, a rhyme scheme in which each sonreetcbnsists of ten syllables.
The syllables are divided into five pairs callethizs or iambic feet. An iamb is a
metrical unit made up of one unstressed syllablevi@d by one stressed syllable.
A line of iambic pentameter flows thus:

do REE /do REE /do REE /do REE /do REE
These examples are taken from the sonnets:
When | / do COUNT / the CLOCK / that TELLS / thelEI(Sonnets 12)
When IN / dis GRACE / with FOR / tune AND / m&YES
| ALL / a LONe / be WEEP / my OUT / Cast STATEI{8029)
Shall I / com PARE / thee TO / a SUM / ser’'s DAY?
Thou ART / more LOVE / ly AND / more TEM / per A3&hnets 18)

There are fourteen lines in a sonnet. In the cése $hakespearean sonnet, the
first twelve lines are divided into three quatramigh four lines each. In the three
guatrains, the poet establishes a theme or proatairthen resolves it in the final
two lines, called the couplet. The rhyme schemthefquatrain is abab cdcd efef.
The couplet has the rhyme scheme gg. This sonnettste is commonly called
the English sonnet or the Shakespearean sonnéisttoguish it from the Italian
Petrarchan Sonnet form which has two parts: a rhgroctave (abbaabba) and a
rhyming sestet (cdcdcd). The Petrarchan sonnet stgs extremely popular with
Elizabethan sonneteers; much to Shakespeare diedamnocks the conventional
and excessive Petrarchan style in sonnet 130.

Whereas sonnets are usually made up of fourtees,lthree of Shakespeare’s 154

sonnets do not conform to this structure. Sonndta8915 lines; sonnet 126 has 12
lines; and sonnet 145 which is written in iambicameter.
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Self-Assessment Exercise
Assess the aesthetics of two sonnets by Shakespeare

40 CONCLUSION

Shakespearean sonnets are very important in treepidnglish poetry. In
his sonnets, Shakespeare coined a lot of new vardslso consolidated his style
as the English style for sonnet writing insteadthad Petrarchan style. A lot of
modern poets have patterned their works after Sipsege’s sonnets. Wendy
Cope’s poetry is parodied after Shakespearean sonne

50 SUMMARY

In this unit, we have been able to introduce thensts of William Shakespeate
you. We have told you that the first 17 sonnetsaaidressed to a Youngman while
the ones from 127-154 are addressed to a promisauudi scheming woman. The
whole 154 sonnets are rich in English tradition.

6.0 TUTOR-MARKED ASSIGNMENT
Write a two-page essay on the sonnets of Shakespeaying close attention to
the poet’s thematic concerns and style of delivery.

7.0 REFERENCES AND FURTHER READING
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1.0 INTRODUCTION

The metaphysical poets came after the Elizabetbats@nd their poetry seems to
be very popular in England alone. These metaphlypisets may have been so
popular in the first half of the seventeenth centdrmis unit shall examine who

these poets were, their style of writing and howytlook over English poetry

during their time.

2.0 OBJECTIVES
At the end of this unit, you should be able to:
1. explain who are the metaphysical poets;
2. discuss the poetry of John Donne as being mysagai;
3. examine the works of Andrew Marvell as metaptsispoetry

3.0 MAIN CONTENT

3.1  Who are the Metaphysical Poets?

It is customary to refer to one group of poetsha first half of the seventeenth
century as Metaphysical. The term “Metaphysicalt®owas coined by the poet
and critic Samuel Johnson to describe a loose gobdwgritish lyric poets of the
17" century, whose work was characterized by the itiveruse of conceits and
their poetry revolved round love and religion. Téegoets were not really
connected together; in fact, most of them did weheknow or read each other.
Samuel Johnson referred to the beginning of therdeenth century in the chapter
on Abraham Cowley in his bookives of the Most Eminent English Paet a
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“race of writers that may be termed the metaphygoats”. This does not really
imply that he intended metaphysical to be usedsrirue sense, in that he was
probably referring to a witticism of John Drydenavaid of John Donne that, “he
affects the metaphysics, not only in his satired,ib his amorous verses, where
nature only should reign; and perplexes the minfighe fair sex with nice
speculations of philosophy, when he should enghge hearts, and entertain
them with the softnesses of love”. Probably, théy omriter before Dryden to
speak of a certain metaphysical school or groupmataphysical poets is
Drummond of Hawthornden (1585 — 1649), who in ohdiie letters speaks of
“metaphysical ideas and Scholastical Quiddities”.

There is no scholarly consensus regarding whiclergeenth century English
poets or poems may be regarded as in the “metagaiygienre. Colin Burrow,
writing for the Oxford Dictionary of National Biogphy, describes John Donne,
George Herbert, Henry Vaughan, Andrew Marvell, &dhard Crashaw as the
“central figures” of metaphysical poetry. In 192erbert Grieson published
metaphysical Lyrics and Poems of the Seventeentitu@e which collected
poems by Donne, Herbert, Vaughan, Marvell and Carew

3.2 The Background of John Donne

John Donne was born in 1572 in London, EnglandisHaown as the founder of

the Metaphysical Poets, a term created by Samielsdm, an eighteenth-century
English essayist, poet, and philosopher. The lgasstociated group also includes
George Herbert, Richard Crashaw, Andrew Marvelld dohn Cleveland. The

Metaphysical poets are known for their ability tare the reader and coax new
perspective through paradoxical images, subtle raeg, inventive syntax, and

imagery from art, philosophy, and religion usingeattended metaphor known as
a conceit. Donne reached beyond the rational aardhiwhical structures of the

seventeenth century with his exacting and ingenuousceits, advancing the

exploratory spirit of his time.

Donne entered the world during a period of theaalgand political unrest for

both England and France; a protestant massacreredaon Saint Bartholomew’s
day in France; while in England, the Catholics w#re persecuted minority.
Being born into a Roman Catholic family, Donne’sqmmal relationship with

religion was tumultuous and passionate, and atémére of much of his poetry.
He studied at both Oxford and Cambridge Universiiiehis early teen years. He
did not take a degree at either school, becausdot®so would have meant
subscribing to the thirty-nine Articles, the dootrithat defined Anglicanism. At
age twenty he studied law at Lincoln’s Inn. Two ngeater he succumbed to
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religious pressure and joined the Anglican Churéterahis younger brother,
convicted for his Catholic loyalties, died in pmsdonne wrote most of his love
lyrics, erotic verse, and some sacred poems inlB®#0s, creating two major
volumes of work: Satires, and Songs and Sonnets.

In 1598, after returning from a two-year naval elpen against Spain, Donne
was appointed private secretary to Sir Thomas Bgefonne secretly married
Anne More, the sixteen-year-old niece of Lady EgertDonne’s father-in-law
disapproved of the marriage. As punishment, hendidprovide a dowry for the
couple and had Donne briefly imprisoned.

Donne started writing the Divine poems in 1607 Pseudo-Martyr published in
1610, Donne displayed his extensive knowledge efléws of the church and
state, arguing that Roman Catholics could supporte$ | without compromising
their faith. In 1615, James | pressured him to retite Anglican Ministry by
declaring that Donne could not be employed outefc¢hurch. He was appointed
Royal Chaplain later that year. His wife died inlZ@éged thirty-three shortly after
giving birth to their twelfth child. The holy soniseare also attributed to this phase
of his life.

In 1621, he became dean of Saint Paul's Cathebiratis later years, Donne’s
writing reflected his fear of his inevitable deatte wrote his private prayers,
Devotions upon Emergent Occasiprduring a period of severe illness and
published them in 1624. He was best known for wscious, compelling style
and thorough examination of mortal paradox. Johnrigdater died in London in
1631.

3.3 John Donne’s Poetry
John Donne wrote several poems, and his poetiylisffwits and conceits. Most
of his poems express love, religion and fear otldeBhe first of Donne’s poems
we shall examine is the fifth of the Elegies, “HW&ture” probably written in the
last decade of the sixteenth century.
ELEGIE V — HIS PICTURE

Here, take my picture; though | bid farewell,

Thine, in my heart, where my soule dwells, sthatl.

‘Tis like me now, but | dead, ‘twill be more

When weather-beaten | come backe; my hand,

Perhaps with rude oares torne, or sun beams tnn’

My face and brest of hairecloth, and my head
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With cares rash sodaine stormes, being o’rsopread

My body’ a sack of bones, broke within,

And powders blew staines scatter'd on my skinne;

If rival fooles taxe thee to ‘have lov’d a man,

So foule, and course, as Oh, | may seeme than,

This shall say what | was: and thou shalt say,

Does his hurts reach mee? doth my worth decay?

Or doe they reach his judging minde, that hee

Should now love lesse, what hee did love to see?

That which in him was faire and delicate,

Was but the milke, which in loves childish state

Did nurse it: who now is grown strong enough

To feed on that, which to discus’d tasts seemaght
Note, to begin with, the ‘real-life’ situation. Thmoet is going away, perhaps, to
join the cadiz expedition of 1596-1697, an overgezsting, we might say, and he
gives his beloved a picture to remember him by.a¥eless, this is not a simple
poem, but one which holds and balances many ctinfiiemotions and attitudes.
It begins abruptly thus:

Here, take my Picture...

The poet’s feelings burst forth; he cannot stayféomality, or even for common
politeness. In both the literary and the socialssethis is an “unconventional”
poem. Then the poet implies that though the ladydae picture to remind her to
her lover, he doesn’t need a picture of her, bexdues image is engraved in his
heart “where his soul dwells”, and his love is dependent on anything physical.
Next is a wry and harsh allusion to death, to @i that he may not return. The
picture resembles him. It is a good “likeness’; pehot reality, but a ‘shadow’;
therefore, if he is dead, and becomes a ‘shadeillitresemble him still more.
Then he compares what he may be when he returrts wiliat the picture
represents him to be now. The grammar of the restesce is:

‘When... | come back’ the worse for wear, and other girls ask what you
can see in me — ‘this’ — the picture - ‘shall s#yat | was’. The vivid evocation of
perils and suffering — note that the energy Miy“body’s a sack of bones, broken
within/And powders blew staines scatter’d on myrs#i” is horrifyingly real, but
we also feel that the poet is ironically asking $gmpathy, and we are pulled up
short by the “rival fooles”. They are his sweeth'sagirlfriends, imagined tittering
at the strange, battered bearded figure that hg tmeahen”, and wondering what
she finds attractive in him. He tells her what &y e reply. She can point to the
picture and prove by its means that she fell irelexth “as proper a man as ever
went on neat’s leather”.

Next is one of the sixteen Holy Sonnets.
Death, be not proud, though some have called thee
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Mighty and dreadfull, for, thou art not so;

For, those, whom thou thinkst, thou dost oveowhr

Die not, poore Death, nor yet canst thou kill me.

From rest and sleepe, which but thy picture bee,

Much pleasure, then from thee, much more must flo

And soonest our best with thee do go,

Rest of their bones, and soul’s deliverie.

Thou'rt slave to Fate, Chance, Kings and Desperaén,

And dost with poison, warre, and siciknesse dwell

And popppie, or charmes can make us sleepe &s wel

And better than thy stroake; why swell’st thoenth

One short sleep past, we wake eternally,

And death shall be no more; death, thou shall die
The theme is simple. The language is plain, the @ssured and full of energy.
This is a lively poem about death, and a simplénadenial “for thou art not so”
establishes its feeling. Here we meet again thméhef death and sleep, of the
picture and reality. As sleep refreshes us, andeatslus from life, so does death.
Death has no power in himself; we die when it isfate to do so, or by accident,
or through the exercise of arbitrary power, or weeraurdered. Death, so to speak,
‘lives’ in bad and miserable company. Donne beletlgat death will no longer
live in the mortal bodies of humans. “One shoreplgast, we wake eternally”.
These clauses bring hope in the reader that onghdagan race shall be alive
eternally.

3.4  The Life of Andrew Marvell

Due to the inconsistencies of ambiguities withis ork and the scarcity of
information about his personal life, Andrew Marvdlas been a source of
fascination for scholars and readers since his imukd recognition in the early
decades of the twentieth century. Born in 1621, Mdhigrew up in the Yorkshire

town of Hull where his father, Rev. Andrew Marvelas a lecturer at Holy

Trinity Church and Master of the Chaterhouse. Ad agelve Marvell began his
studies at Trinity College, Cambridge. Four yeater two of Marvell’'s poems,

one in Latin and one in Greek, were published inaathology of Cambridge

poets. After receiving his B.A. in 1639, Marvelhged on at Trinity, apparently to
complete an M.A. degree. In 1641, however, hisdattirowned and Marvell

abandoned his studies. During the 1640’s, MarveNdlled extensively on the
continent, adding Dutch, French, Spanish, andaltalio His Latin and Greek.

Marvell spent most of the 1650’'s working as a tutiost for Mary Fairfax,
daughter of a retired Cromwellian general, then dae of Cromewll’'s wards.
Scholars believe that Marvell’'s greatest lyrics evarritten during this time. In
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1657, Marvell was appointed Milton’s Latin secrgtaa post Marvell held until
his election to parliament in 1660.

Marvell used his political status to free Milton,hav was jailed during the
Restoration, and quite possibly saved the elderbie. In 1678, after 18 years
in parliament, Marvell died rather suddenly of aeie Gossip of the time had it
that the Jesuits (a target of Marvell's satire) nh@ye poisoned him. After his
death he was remembered as a fierce and loyabpatri

3.5 The Poetry of Andrew Marvell
In the poems of Marvell, metaphysical wit is donmibhd_et us examineThe Fair
Singer”, one of his best poems. “The Fair Singer” is ghdliand charming love
lyric in which the metaphysical conceit is usedhwplayful ingenuity; indeed it
was in the skill with which the game was playe@, tbnvention exploited, that the
seventeenth-century reader of verse such as thisdfanuch of pleasure. The
Lady’s beauty is dazzling, her voice enchantingge Bhs made a conquest of the
poet who is her prisoner. The war-captivity contgitesolved in the last stanza,
where the lady’s beauty and voice become the wimdl sun, natural powers
against which the poet is helpless, as a ship nbghagainst an enemy bearing
down with the sun behind him.

To make a final conquest of all me,

Love did compose so sweet an Enemy,

In whom both Beauties to my death agree,

Joining themselves in fatall harmony;

That while she with her Eyes my Heart does bind,

She with her Voice might captivate my Mind.
Our last poem is the famous “To His Coy MistreS®ie poem is a metaphysical
poem written during or before the interregnum. Poem is considered one of
Marvell's finest and is possibly the best recogdizarpe diem poem in English.
Although the date of its composition is not knowrmay have been written in the
early 1650s’. At that time, Marvell was servingasutor to the daughter of Sir
Thomas Fairfax.

The speaker of the poem addresses a woman whcebkasstow to respond to his
sexual advances. In the first stanza, he deschib@she would love her if he were
to be unencumbered by the constraints of a norifedplan. He could spend
centuries admiring each part of her body and h&stance to his advances (i.e.,
coyness) would not discourage him.
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| would
Love you ten years before the flood:
And you should if you please refuse
Till the conversion of the Jews.
My vegetable love should grow.
Vaster than Empires, and more slow.
An hundred years should to go praise
Thine eyes, and on thy forehead Gaze;
Two hundred to adore each breast:
But thirty thousand to the rest.

In the second stanza, he laments how short hurf@nsli One life is over, the
speaker contends, the opportunity to enjoy one hamois gone, as no one
embraces in death. In the last stanza, the spem@es the woman to requite his
efforts, and argues that in loving one another wéhsion, they will both make the
most of the brief time they have to live.
Let us roll all our Strength, and all
Our sweetness, up into one Ball:
And tear our pleasures with rough strife,
Through the Iron gates of Life.
Thus, though we cannot make our sun
Stand still, yet we will make him run.
The poem is written in iambic tetrameter and rhynmesouplets. The first verse
paragraph “Had we...” is ten couplets long, the sdctiut at my back...” Six,
and the third “Now, therefore,”.seven. The logical form of the poem runs thus:
If....
but ....
Therefore ....

3.6 The Metaphysical Style

The Metaphysical style was characterized by wit areaphysical conceits. The
metaphysical conceits are unusual similes or metaplsuch as in Andrew

Marvell’'s comparison of the soul with a drop of dew an expanded epigram
format, with the use of simple verse forms, octiadyt couplets, quatrains or
stanzas in which length of line and rhyme schenierea the sense. The specific
definition of wit which Johnson applied to the schwas: “a kind of Discordia

Concors’ a combination of dissimilar images, orcdigery of occult resemblances
in things apparently unlike”. Their poetry divergisdm the style of their times,

containing neither images of nature nor allusianglassical mythology as were
common. Several metaphysical poets especially Imdime were influenced by
Neo-Platonism. One of the primary Platonic concdpisnd in metaphysical

poetry is the idea that the perfection of beautythe beloved acted as a
remembrance of perfect beauty in the eternal redmeir work relies on images
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and references to the contemporary scientific @gggphical discoveries. These
were used to examine religious and moral questioften employing an element
of casuistry (i.e. theoretical reasoning used tsolkee moral problems, often
evasive or arcane) to define their understandirgeosonal relationship with God.

Self-Assessment Exercise
Examine the craft of one metaphysical poet.

40 CONCLUSION

The Metaphysical poets, though not many, reallynged the phase of English
poetry. These poets with their wit and conceitsllml poetry lovers spell bound
during the Renaissance. Nevertheless, critical iopirof the school has been
varied. Some believed they were not successfueprasenting or moving the
affections. No matter what, the group may haveuariced T.S. Eliot's poetry who
praised them in his ess@e Metaphysical Poe{4921).

50 SUMMARY

In this unit, we have been able to introduce theagpigysical poets to you. We
have discussed how they influenced English Poeitly thheir wit and conceits
which were peculiar to their style of writing.

6.0 TUTOR-MARKED ASSIGNMENT
Who are the Metaphysical poets? Discuss any ofptems of any of them,
bringing out their metaphysical qualities.

7.0 REFERENCES /FURTHER READING
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MODULE 3 ENGLISH POETRY IN THE RESTORATION PERIOD A ND
THE 18™ CENTURY

This module examines the Restoration and th® déhtury period. The study
looks into turbulent days of England most espegidie Civil War that broke out
in England. The restoration period is an impor{aeriod in the history of poetry
in England. The module consists of four units adtbgr.

The first unit will discuss Satire. Satire is imfaort to be discussed in this module
because it was a tool employed during the Restordily many poets to critique
the English society.

The second unit will examine the "1l&entury classicism as related to the
Restoration. We shall look into the style of writipoetry during this time and the
major features of ¥8century classical poems will be examined.

The third unit will discuss the poetry of John Deyd Here, we shall analyse the
major poems of Dryden.

The fourth unit will examine the work of Alexandéope. We shall analyse his
major poems and look at his style of writing poetry

Unit 1: Satire in the 18century
Unit 2: 18" Century Classicism
Unit 3: John Dryden’s Poetry
Unit 4: Alexander Pope’s Poetry
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Unit 1 SATIRE IN THE 18TH CENTURY

Content
1.0 Introduction
2.0 Objectives
3.0 Main Contents
3.1 Whatis Satire?
3.2 The Nature of Satire
3.3 Satire in the 18 Century England
4.0 Conclusion
5.0 Summary
6.0 Tutor-Marked Assignment
7.0 References/Further Reading

1.0 INTRODUCTION

During the Restoration and the eighteenth centatire became a tool of writing
poetry, drama and even prose. Satire is an artietim, chiefly literary and
dramatic, in which human or individual vices, feli abuses, or short comings are
held up to censure by means of ridicule, derisibatlesque, irony, parody,
caricature, or other methods, sometimes with anirtb inspire social reform.

2.0 OBJECTIVES

At the end of this course, you should be able to:

1. Discuss what satire is;

2. Explain the nature of satire;

3. Discuss the nature of satire in thé't@ntury England.

3.0 MAIN CONTENT

3.1 Whatis Satire?

Satire is a genre of literature, and sometimeshicagnd performing arts, in which
vices, follies, abuses, and shortcomings are hpldouridicule, ideally with the

intent of shaming individuals, and society itsétfto improvement (Wikipedia).

The great English lexicographer Samuel Johnsomelgfisatire as “a poem in
which wickedness or folly is censured”, and moi@elate definitions are rarely
more satisfactory. In literary works, satire candmeect or indirect. With direct

satire, the narrator speaks directly to the readéth indirect satire, the author’'s
intent is realized within the narrative and itsrgtoAs funny as satire is, the
purpose of satire is usually meant to be funny; gisater purpose is often
constructive social criticism, using wit as a weapo

3.2 The Nature of Satire

A common feature of satire is strong irony or sancabut parody, burlesque,
exaggeration, juxtaposition, analogy are all fredlyeused in satirical writing.
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This irony or sarcasm often professes to approvéhefvery things the satirist
wishes to attack.

The word satire comes from the Latin word ‘Saturdahe subsequent phrase
‘lanxsatura’. Satur meant ‘full’, but the juxtaptisn with lanx shifted the
meaning to ‘miscellany or medley’: the expressianxl satura literally means “a
full dish of various kinds of fruits”.

For its nature and social role, satire has enjoyednany societies a special
freedom license to mock prominent individuals amdtitutions. The satiric
impulse, and its ritualized expressions, carrigstloe function or resolving social
tension. Institutions like the ritual clowns repmres a safety value which
reestablishes equilibrium and health in the cadlectimaginary which are
jeopardized by the repressive aspects of society.

3.3  Satire in the #8Century England

The 18 century was one in which exaltation of wit ands@a came to the
forefront of literature in the form of both Horatiand Juvenalian satires, which,
through keen observation and sharp nimblenessoobtit, exposed the superficial
follies and moral corruption of society during theoclassical period in Britain.
Underneath the enlightenment ideals of rationabtgler and knowledge, society
embraced a pervasive obsession with “decorum’cadi@a of established traditions
and vanities, as well as an innate sense of mauhlpalitical supremacy. Satires
during this period aimed to point out the shortawgsi of society through
ridiculing unaccepted standards of thought, exmpsBritain’s flaws and
chastising the hypocrisy of the time. Enlightenmemiters Alexander Pope and
Jonathan Swift used different mediums of satiréfedint types of logic, and
different targets of ridicule in order to shineight on separate aspects of British
society, providing much needed criticism of thefpse moral corruption of a
society that sometimes seemed to forget the tresdsdf its age.

Pope and Swift, well known for their sharply perbep works, both looked to
rhetorical masters of the rational, classical pastl their separate satirical
archetypes for inspiration. Pope, in his “The Rapehe Lock”, is Horatian in
tone, delicately chiding society in a sly but pléd voice by holding up a mirror
to the follies and vanities of the upper class.éPdpes not actively attack the self-
important pomp of the British aristocracy, but mtpresents it in such a way that
gives the reader a new perspective from which gilyea&iew the actions in the
story as foolish and ridiculous. A gentle mockefyhe upper class, more delicate
and lyrical than his brutal counterpart, Pope nlogless is able to effectively
illuminate the moral degradation of society to fmablic. Swift's “A Modest
Proposal” however, is a quintessential Juvenalatites shockingly revealing an
often-overlooked dimension of British colonialismithv regards to the lIrish
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through savage ridicule and disdainful contemptitter attack, Swift's morbid
tale delineates an immoral and perverse solutidretand’s economic woes using
bizarre yet brilliantly clear logic and a detacliede in order to attack indifference
to the poor. Swift's satirical tone, relying on liem and harshness to carry its
message, is much more ascorbic than his counterparfectly displaying
Juvenalian satire’s ability to shock and ridicule.

These two works of satire express their authorsfqamd dissatisfaction with their
society. Literature that pushes for reform of amgdksocial or political, acts along
with entrenched tradition itself, as a dialecticcta it is the synthesis of that which
is and that which is wanted that nudges society tertain direction. Both Pope
and Swift used their considerable literary taletdgsilluminate contemporary
society, forcing them to acknowledge the shortcgwmiaf the Neoclassical period
and to move forward into a new era of true enlightent with regards to social
and political morality.

Self Assessment Exercise
What are the attributes of satire?

40 CONCLUSION

Most of the Neoclassical works most especially poetas based on satire.
Nevertheless, the poetry of the Neoclassical denas also based on reason and
wit. Satire then became an important tool duriregyMeoclassical period when the
upper class had set itself pompously on the aftisngland, poets used satire to
deflate the pomposity.

5.0 SUMMARY
In this unit, we have been able to see the meamiirsgtire, its nature and how it
was being used in the #8entury England.

6.0 TUTOR-MARKED ASSIGNMENT
Discuss satire in relation with #&entury England.

7.0 REFERENCE/FURTHER READING

Atkinside, M. (1984). “Pleasures of the imaginationhe New Oxford Book of
Eighteenth Century Verse, Ed. Roger Lonsdale. Lan@xford University
Press, pp. 260-262.

Johnson, S. (1967). The lives of the English p(Ef§9-81). Ed. George Birbeck
Hill. 3 Vols. Reprint, New York: Octagon Books.

Pope, A. (1963). The Poems of Alexander Pope: A ©iMolume Edition of the
Twickenham Text with Selected Annotations. Ed. J8lutt. New Naven:
Yale University Press.
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UNIT 2 18 CENTURY CLASSICISM IN ENGLAND

Content
1.0 Introduction
2.0 Objectives
3.0 Main Contents
3.1 Whatis Neoclassicism?
3.2 Features of English Neoclassicism
3.3 Poetry in Neoclassical Period in England.
4.0 Conclusion
5.0 Summary
6.0 Tutor-Marked Assignment
7.0 References/Further Reading

1.0 INTRODUCTION

Neoclassical movement coincided with thd" T&ntury Age of Enlightenment and
continued into the early ¥9 century almost clashing with Romanticism.
Neoclassicism is a revival of the styles and spfitclassic antiquity inspired

directly from the classical period, which coincideudd reflected the developments
in philosophy and other areas of the Age of Enkghment, and was at the
beginning a reaction against the excesses of #megding style.

2.0 OBJECTIVES
At the end of this course, you should be able to:
1. Discuss Neoclassicism as an art movement inadg|
2. ldentify the features of Neoclassicism; and
3. Explain the nature of poetry during the Neoctadperiod.

3.0 MAIN CONTENT

3.1 Whatis Neoclassicism?

Neoclassicism like we have pointed out in the idtiction of this unit has to do
with the revival of the styles of classical peridthis period coincided with the
developments in philosophy and other areas of the &f Enlightenment. The
movement is often described as opposed to Romsmticihe revival can then be
traced to the establishment of formal archaeoldtpe writings of Johann Joachim
Winckelmann were important in shaping this movemanoth architecture and
the virtual arts. His books, thoughts on the Inutatof Greek works in Painting
and Sculpture were the first to distinguish shaipifween Ancient Greek and
Roman art, and define periods within Greek artitig a trajectory from growth
to maturity and then imitation or decadence thatiooes to have influence to the
present day. Winckelmann believed that art shoudd & “noble simplicity and
calm grandeur” and praised the idealism of Greg¢kimwhich he said that “not
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only nature at its most beautiful but also somegtbryond nature, namely certain
ideal forms of its beauty, which, as an anciergnnteter of Plato teaches us, come
from images created by the mind alone”.

In English, the term “Neoclassicism” is used priityaof the visual arts: the
similar movement in English literature which begamsiderably earlier is called
Augustan literature, which had been dominant forvessl decades, and was
beginning to decline by the time Neoclassicism I tvirtual arts became
fashionable.

3.2  Features of English Neoclassicism

The Restoration period clashed with the Neoclakpeaod in England. The poets
of the Restoration and eighteenth century saw detrp of the early seventeenth
century as excessive, even unrefined. They assdcihe intensity of the tropes in
metaphysical poetry with political and epistemotagiinstability. Although the
eighteenth century poets valued sociability, tipwrganeous overflow of powerful
feeling’ that for Wordsworth defined good poetry wieb no doubt have struck
eighteenth poets as unnecessarily impulsive. Betvieese two periods and the
styles associated with them, the poets of the eagtih century aimed for a
balance. Formally, this balance was best achiewveta work of Alexander Pope
as we shall see. Stylistically, Restoration andhteignth-century poetry was
dominated by the heroic couplet. This form featyvass or couplets of iambic
pentameter lines. That is, each line is composddrosyllables arranged into five
groups or ‘feet’ of unstressed and stressed sgaliloth line sin the pair and with
the same sound. Each line, then, can representda dfi balance within itself.
Moreover, the prevalence of this pattern also eckan expectation in readers, an
expectation against which the poet could play ueetgrd rhythms and rhymes.
The topicality of Restoration poetry, which todayakas the poetry seem
inaccessible, represents its own kind of balanea -attempt to counter-balance
the political pull of power contemporaries.

3.3  Poetry in Neoclassical England

Over the course of the Restoration and eighteemthtucy, poetry became
increasingly balanced. Poetry was dominated bypoets during this period: John
Dryden in the Restoration and Alexander Pope thiatdeast the first third of the
eighteenth century. Both of them, though, were gadawith the precedent and
influence of John Milton (1608-74). For severalsaas, Milton is not usually

thought of as a Restoration poet, but as his mogtortant poems were all
published after 1660 he certainly fits in any cdesation of Restoration literature.
Because the bulk of his public career spans thdign@ivil Wars of the 1640s

and the Interregnum of the 1650s, Milton is treatatberstandably, as a writer
from a generation before that of the Restoratioth@s. In that sense of the
Restoration, Milton is not a Restoration poet.
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Poetry during the Restoration period in England leyexl the use of satire. The
satire was highly political and social. Politicatise is mostly associated with
John Dryden while the social satire belongs to Ateler Pope. One thing is
important, poetry was written with Neoclassical téeas. Various rules were
followed and this made poetry somehow jerky. Moexppoetry was used for
both political and social commentary — for instgrideyden sided with successive
monarchs. Dryden’s “Absalom and Achitophel” and Meacknoe” reflect the
topical issues of the period.

Like Dryden, Alexander Pope could certainly wrigdigcal poetry. In its focus on
dullness, Pope’s Dunciad for instance, owes a teliryden’s “MacFlecknoe”.
However, Pope’s “essays” such as “An Essay ondditi” (1711) and “An Essay
on Man” (1733-4) also mark an important shift avitlpm the often topical poetry
of the Restoration and towards the general andeusaV claims associated with
the enlightenment.

Self-Assessment Exercise
What is difference between political satire andacatire?

40 CONCLUSION

The eighteenth century classicism in England wédomg with the Restoration.

Like it has been discussed, the most popular paetsnd this time were John
Dryden and Alexander Pope whose poetry turned ardamgland during the

eighteenth century. Both poets had thrived on @ af satire to elucidate most
topical issues of the period. Poetry then folloviled style of former Greek and
Roman epics.

5.0 SUMMARY

In this poem, we have been able to tell you theuneabf poetry during the
Neoclassical period in England. We reviewed thekaaf Milton, Dryden and
Pope. We said that Milton will not be adjudged at@eation poet because of the
period in which he wrote. We also informed you tthatving device used during
this period was satire.

6.0 TUTOR-MARKED ASSIGNMENT
Comment on English Neoclassicism in relation toRestoration period.

7.0 REFERENCES/FURTHER READING
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UNIT 3 JOHN DRYDEN'S POETRY
Content
1.0 Introduction
2.0 Objectives
3.0 Main Contents
3.1 The Brief History of John Dryden
3.2 Dryden’s Political Allegories
3.3 Analysis of Dryden’s “Absalom and Achitophel”
4.0 Conclusion
5.0 Summary
6.0 Tutor-Marked Assignment
7.0 References/Further Reading

1.0 INTRODUCTION

John Dryden wrote many poems during the Restorgbemod, especially his
political allegories. John Dryden had a varied eass a writer and often wrote on
highly topical subjects — so topical, in fact, tHatyden could write a poem
mourning the death of Cromwell in 1658 and a poésiraeca Redux’ celebrating
Charles Il in 1660, just two years later. The po#mt earned Dryden his
reputation for turning the contemporary into poesyAnnus Mirabilis (1667),
concerned with the events of 1666, the Fire of loondnd the defeat of the Dutch
navy. We shall look more into Dryden’s political carnwriting career in his
biography.

2.0 OBJECTIVES

At the end of this course, you should be able to
1. Discuss the brief history of John Dryden,;

2. Analyze Dryden’s allegorical poems; and

3. Discuss Dryden’s “Absalom and Achitophel”.

3.0 MAIN CONTENT

3.1 A Brief History of John Dryden

John Dryden was born in Northamptonshire, Englamdgust 9, 1631. He came
from a landowning family with connections to pamti@nt and the Church of
England. He studied as a king’'s scholar at thetigiess Westminster school of
London, where he later sent two of his own childi@ryden was trained in the art
of rhetorical argument, which remained a strondue¥nce on the poet’s writing
and critical thought throughout his life.

Dryden published his first poem in 1649. He enwblig Trinity College in
Cambridge the following year, where he likely sadliclassics, rhetoric, and
mathematics. He obtained his B.A. in 11654, gradgdirst in his class. In June
of that year, Dryden’s father died. After graduafi®ryden found work with
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Oliver Cromwell's Secretary of State, John Thurloarking a radical shift in the
poet’s political views. Alongside Puritan poetshddvilton and Andrew Marvell,
Dryden was present at Cromwell’s funeral in 1658 ane year later published his
first important poem, Heroic Stanzas, eulogizing ldader.

In 1660, Dryden celebrated the regime of King Gisltl with “Astraea Redux”, a
royalist panegyric in praise of the new king. lattipoem, Dryden apologizes for
his allegiance with the Cromwell government. Tho&gmuel Johnson excused
Dryden for this, writing in his Lives of the pogts779) that “if he changed, he
changed with the nation, “he also notes that thdieeavork was “not totally
forgotten” and in fact “raised him enemies”.

Despite this, Dryden quickly established himselfeafthe Restoration as the
leading poet and literary critic of his day. Foliog the death of William

Davenant in April 1668, Dryden became the firstadl Poet Laurete of England.
Dryden died on May 1, 1700 and was initially buriadSt. Anne’s Cemetery. In
1710, he was moved to the poets’ corner of Westannsbbey, where a
memorial has been erected.

3.2  Dryden’s Political Allegories

Traditionally, there is a tendency to see literatand the other arts as having a
fragile connection to politics at most. The aesthistabove the political. Dryden’s
poetry perfectly illustrates this late seventeeoémtury combination of the
literary and the political. Depending on the poditerary issues represent politics
and political issues can represent literary ondbsalom and Achitophel” (1681)
was published just before the treason trial of ®saiury, leader of the opposition
to James’ possible succession, and cast Charlige dsblical David, Shafterbury
as Achitophel and the Duke of Monmouth (Charlelfegjitimate son) as Absalom.
Understanding the poem, then, requires familiawitth the biblical story and the
principal players and stakes in the Exclusion &riRiemoving this poem from the
Exclusion Crisis would leave us with a 1,000 lireep on the Bible (as opposed
to a 1,000 — line poem which uses the Bible foefedce of the King’s position in
the Exclusion Crisis).

With “MacFlecknoe”, published 1682, Dryden invokdse same anxiety over
valid succession, but this time directs his attenttoward literary succession
skewing Thomas Shadwell: “for anointed dullnessmas made”. Ironically and

unfortunately for Shadwell, it is through “MacFlexe” that he is remembered
today. At the time, though, Shadwell had recerglket up Shaftesbury’s side and
published a work criticizing Dryden’s defence oé ttourt. In other words, again,
the literary and the political merge in any considien of late seventeenth-
century poetry. In this way, it is understandalblet tthe period has on the one
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hand resisted the Universalist claims often madegfeat literature while on the
other proved such a fruitful area for historicispeoaches to literature.

3.3  Analysis of Dryden’s “Absalom and Achitophel”

Like it has been pointed out in lesson 3.2, thenpde an allegory that uses the
story of the rebellion of Absalom against King Déveis the basis for discussion of
the background to the Monmouth Rebellion (1685¢ Bopish Plot (1678) and
Exclusion Crisis.

The story of Absalom’s revolt is told in the SecdBdok of Samuel in the Old

Testament of the Bible (Chapters 14 — 18). Absalebels against his father King
David. The handsome Absalom is distinguished byaextinarily abundant hair,

which is probably meant to symbolize his pride @S 14:26). When David’'s

renowned advisor, Achitophel joins Absalom’s reloel| another advisor Hushai
plots with David to pretend to defect and give Absa advice that plays into

David’s hands. The result was that Absalom takesatlvice of the double agent
Hushai over the good advice of Achitophel, who izpad that the rebellion is

doomed to failure, goes home and hangs himself.aldbs is killed (against

David’s explicit commands) after getting caughtiy hair in the thick branches
of a great oak. The death of Absalom causes Daxadneous personal grief.

Now in 1681 in England, Charles Il was in advangedrs. He had had a number
of mistresses and produced a number of illegitincdiédren. One of these was
James Scott the Duke of Monmouth, who was very [aooth for his personal
charisma and his fervor for the protestant causeurl€s had no legitimate heirs,
and his brother, the future James Il of England wasnly a Roman Catholic.
When Charles’ health suffered, there was a pantbenHouse of Commons over
the potential for the nation being ruled by a RonGatholic King. The Earl of
Shaftesbury had sponsored and advocated the ExclBdl, which would prevent
James Il from succeeding to the throne, but tHisazis blocked by the House of
Lords on two occasions. In the spring of 1681, fa ©Oxford Parliament,
Shaftesbury appealed to Charles Il to legitimize nkbouth. Monmouth was
caught preparing to rebel and seek the throne ,Shradtesbury was suspected of
fostering this rebellion.

The poem was possibly written at Charles’ behest] aublished in early
November 1681. On November 24th, 1681, Shaftesimay seized and charged
with high treason. A trial before a jury picked Wyhig sheriff's acquitted him.
Later, after the death of his father and unwillingsee his uncle, James Il became
King; the Duke of Monmouth executed his plans arehtinto full revolt. The
Monmouth Rebellion was put down, and in 1685 th&dwas executed.
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The poem tells the story of the first foment by mgkMonmouth into Absalom,
Charles as David and Shaftesbury as Achitopheéviéals Buckingham, and old
enemy of Dryden as Zimri, the unfaithful servanheTpoem heaps most of the
blame for the rebellion on Shaftesbury and makearl€s a very reluctant and
loving man who has to be king before father. Thempalso refers to some of the
Popish Plot furor.

Self-Assessment Exercise
Why would you consider John Dryden an importantgaon English poetry?

40 CONCLUSION

John Dryden could, therefore, arguably be takea psblic poet. He discussed in
verse the problems of his time, who talked to Baders on terms of easy equality,
and who sought to base his work on reason andatater Dryden tried to heal the
wounds left by revolution and Civil War. With thi3ohn Dryden remains one of
the best poets England ever had.

50 SUMMARY

In this unit, we have been able to look at the pyoet John Dryden. We examined
the biography of John Dryden. We also looked intoworks as allegorical and
analyzed his “Absalom and Achitophel”.

6.0 TUTOR-MARKED ASSIGNMENT
Highlight in detail, the literary qualities of Drgd’s “Absalom and Achitophel”.
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UNIT 4 ALEXANDER POPE’'S POETRY
CONTENTS
1.0 Introduction
2.0 Objectives
3.0 Main Contents
3.1 A short biography of Alexander Pope
3.2 The Style of Pope’s Poetry
3.3 The Analysis of Pope’s “The Rape of the Lock”
4.0 Conclusion
5.0 Summary
6.0 Tutor-Marked Assignment
7.0 References/Further Reading

1.0 INTRODUCTION

Alexander Pope remains one of the witty and irgehit satirists in England.

Pope’s poetry demonstrates the features of Neac#dslterature in England.

People today arguably see Pope as the greategslEngrse-satirist. He is great
by reason of an extraordinarily rich and rapid pdéynind. He works with a great
variety of satiric modes and devices: concise epignatic shafts; sly

juxtapositions; light mock-heroic as in “The Ragdete Lock”, the meaningful —

fantastic and atmosphere in “The Dunciad”; the-lifstory as of the London

citizen Sir Balaam, etc. In this unit, we shall exae the nature of Pope’s poetry
and an analysis of his poem.

2.0 OBJECTIVES

At the end of this unit, you should be able to
1. discuss the life of Alexander Pope;
2. explain the style of Pope’s poetry; and
3. analyze Pope’s “The Rape of the Lock”

3.0 MAIN CONTENT

3.1 A Short Biography of Alexander Pope

Alexander Pope was born Alexander and Edith Popledrspring of 1688. Pope’s
father was a linen-draper and a young convert tthdliaism. Pope’s father

moved his family from London to Binfield, Berkshine the face of repressive,
anti-catholic legislation from parliament. Descdbéy his biographer, John
Spencer, as “a child of a particularly sweet terfjard with a voice so melodious
as to be nicknamed the “little Nightingale”, theldiPope bears little resemblance
to the irascible and outspoken moralist of therlgi@ems. He was barred from
attending public school or university because efrRligion, Pope was largely self
— educated. He taught himself French, Italian,r,aind Greek, and read widely
discovering Homer at the age of six.
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At twelve, Pope composed his earliest extant wtllde to Solitude”; the same
year saw the onset of the debilitating bone deftyrthiat would plague Pope until
the end of his life. Originally attributed to theverity of his studies, the illness is
now commonly accepted as Pott's disease, a forrulzérculosis affecting the
spine that stunted his growth — Pope’s height didexceed four and a half feet —
and rendered him hunchbacked, asthmatic, frail, @ode to violent headaches.
His physical appearance would make him an easyettday his many literary
enemies in later years, who would refer to the pset “hump-backed toad”.

Essay on Criticismvas published anonymously in 1711 and establighederoic
couplets as Pope’s principal measure and attrabtedttention of Jonathan Swift
and John Gay who later became Pope’s friends. Tdtey formed the Scriblerus
Club, a congregation of writers endeavouring tarigatignorance and poor taste
through the invented figure of Martins Scriblerus.1712, Pope published “The
Rape of the Lock” which made him famous. Pope ghield many other works
before his death in 1744.

3.2  The Style of Pope’s Poetry

Pope’s ‘essays’, such as “An Essay on Criticisn1(l) and “An Essay on Man”
(1734) mark an important shift away from the oftepical poetry of the
Restoration and towards the general and universaing associated with the
enlightenment. In “An Essay on Criticism”, Popesseut to describe what is
required for good literary criticism. Against tremfiliar opposition between critics
and authors he argues that the best critics willtHee best writers. For Pope,
writers and critics ought to follow Nature. Popéisature” combines a late
Renaissance classicism with Newtonian mechanicasipt Following from
Newton’s discovery of universal mathematical foramlto explain natural
phenomena, Pope’s nature is a function of and cbobipavith rules. Pope offers
a vision of criticism that is consistent with hisnse of the relationship between
nature, rules and standardization.

With “An essay on Man”, the symmetry of Pope’s fasbrought to bear on some
of the same questions Milton had addressed infardift way in “Paradise Lost".
Like Milton in “Paradise Lost”, Pope begins with “@arden, tempting with

forbidden fruit’ (Norton Anthology, P. 2264, 1.8 Y)A But everything about the
form has been changed. Rather than an epic, Pppes is an epistle. Rather
than black verse, Pope was the heroic couplet, inypairs of iambic pentameter
lines. Where “An Essay on Criticism” seems to hamderstand literary criticism
in Newtonian terms, “An Essay on Man” understandswbidnian philosophy

through a carefully symmetrical poetic form. Neaglery line of “An Essay on

Man” is balanced with five syllables on either siwfea break called a ‘caesura’.
Such balance within each line is complemented bylittes’ rhyming in pairs.
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3.3 The Analysis of Pope’s “The Rape of the Lock”

In 1712, Pope published “The Rape of the Lock” enoit comical poem. It is a
humorous indictment of the vanities and idlenessl®f century high society.

Basing his poem on a real incident among familiesis acquaintance, Pope
intended his verses to resolve trivial issues anmvadriends and to laugh at their
folly.

The poem is perhaps the most outstanding exampleeiinglish language of the
genre of mock-epic. The epic had long been consitlene of the most serious of
literary forms; it had been applied in the cladssigariod, to the lofty subject

matter of love and war, and, more recently, by dfijtto the intricacies of the

Christian faith. The strategy of Pope’s mock epiparody epic is not to mock the
form itself, but to mock his society in its veryilime to rise to epic standards,
exposing its pettiness by casting it against trendeur of the traditional epic
subjects and the bravery and fortitude of epic &&roPope’s mock-heroic

treatment in “The Rape of the Lock” underscoresritiieulousness of a society in
which values have lost all proportion, and theiativs handled with the gravity

and solemnity that ought to be accorded to trulparant issues. The society
concerned in this work is one that fails to distirslp between things that matter
and things that do not. The poem mocks the meoritgys by showing them as
unworthy of a form that suited a more heroic cdtuifhus the mock-epic

resembles the epic in that its central concernsarneus and often moral, but the
fact that the approach must now be satirical ratien earnest is symptomatic of
how far the culture has fallen.

Pope’s use of the mock-epic genre is intricate exithustive. “The Rape of the
Lock” is a poem in which every element of the comperary scene conjures up
some image from epic tradition or the classical ldvaiew, and the pieces are
wrought together with a cleverness and expertiae rimkes the poem surprising
and delightful. Pope’s transformations are numeratisking, and loaded with
moral implications. The great battlers of epic baeoboats of gambling and
flirtatious tiffs. The great, if capricious, Greakd Roman gods are converted into
a relatively undifferentiated army of basically fileetual spirits. Cosmetics,
clothing, and jewelry substitute for armor and waapand the rituals of religious
sacrifice are transplanted to the dressing roontlamaltar of love.

The verse form of “The Rape of the Lock” is thediercouplet; Pope still reigns
as the uncontested master of the form. The cowplesists of rhymed pairs of
iambic pentameter lines (lines of ten syllablesheaalternating stressed and
unstressed syllables). Pope’s couplets do notifddl strict iambs, however,
flowering instead with a rich rhythmic variationathkeeps the highly regular
meter from becoming heavy or tedious. Pope digkebihis sentences, with their
resolutely parallel grammar, across the lines aattlimes of the poem in a way
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that enhances the judicious quality of his ideasrédver, the inherent balance of
the couplet form is strikingly well suited to a gedi matter that draws on
comparisons and contrasts: the form invites confitjons in which two ideas or
circumstances are balanced, measured or compaa@dshgne another.

40 CONCLUSION

Pope’s poetry really contributed a lot of Englisbepy as a whole. His wit and
intelligence made his poetry popular and his satisture made “The Rape of the
Lock” one of the best poems ever written in England

5.0 SUMMARY

In this unit, we have been able to introduce to tfwai work of Alexander Pope,
the nature of his poetry and the analysis of hjaded best poem, “A Rape of the
Lock”.

6.0 TUTOR-MARKED ASSIGNMENT
Discuss Pope’s “A Rape of the Lock” as a mock-hepmem.
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MODULE 4 ENGLISH POETRY AND THE ROMANTIC MOVEMENT
This module examines the Romantic Movement in Brdjldhe study also forays
the events of Romantic verses. With the agrariaan@wy taking over by the
mechanized farming, the Romantics became moreesitst in the environment
which was being eroded day by day. The module stssf four units altogether.

The first unit examines the background to the Rdmaviovement. In the unit,
the major features of Romantic period are copiod&gussed.

The second unit examines William Wordsworth and Roenantic Movement. In
this unit, the major poems of Wordsworth shall balgzed.

The third unit looks into the life of John Keats avivas one of the earliest
Romantic poets. John Keats’ background is examiaed,some of his poems are
analyzed.

The fourth unit examines William Blake. Blake’s graphy is studied in relation

to his poetry. His poems are analyzed to show thmahtic qualities as studied in
the first unit.

Unit 1: Background to the Romantic Movement

Unit 2: William Wordsworth and the Romantic Moverhen

Unit 3: John Keats’ Poetry

Unit 4: William Blake’s Poetry
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UNIT 1 BACKGROUND TO THE ROMANTIC MOVEMENT
Content

1.0 Introduction
2.0 Objectives
3.0 Main Content
3.1 Historical Overview
3.2 Literary overview
3.3 The Empire, Nationhood and the other Worlds.
4.0 Conclusion
5.0 Summary
6.0 Tutor-Marked Assignment
7.0 References / Further Reading

1.0 INTRODUCTION

The Romantic period was an important period in history of English Poetry.
The period was characterized with so many featwkegh the writers of the
period canvassed in order to react against somecessary rules which had
actually dominated the English poetry. We shoultl fooget that, the Romantics
were also products of the “-8entury classicism. It was these Neo-classical
features that many of the Romantics reacted tatleadrowth of industrialization
which had eroded the rustic way of living in Englan

2.0 OBJECTIVES

At the end of this unit, you should be able to
1. discuss the historical background of the Ronegretriod;
2. explain the literary overview of the period;
3. discuss the nature of the English Empire alseat.t

3.0 MAIN CONTENT

3.1  Historical Overview

Britain was still operating an agrarian economy whe Romantic period began.
When the Romantic period was almost getting tcertd, Britain had become a
highly industrialized nation with various towns amwdies. In the eighteenth
century there was no real class consciousnessiBiitad a limited aristocracy:
professional people, merchants and rural and unmakers. By 1830, something
like a modern class-consciousness had emerged maite clearly identifiable

upper, middle and working classes. Notions of ramiler, degree and station
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based on birth became supplanted by groupings rdldeds, capitalists and
labourers. In the late eighteenth century, the [adfmun of the British Isles began
to grow dramatically. The increasing size of thgudation expanded the labour
force, as well as the demand for goods and serviEesnomically this was
beneficial, as a larger labour force reduced thst ablabour and of the goods and
services produced, which in turn, acceleratedrndastrial process. The growth in
population also contributed to the process of udaion. The great commercial,
industrial and manufacturing cities of London, Maester, Glasgow,
Birmingham, Sheffield, Leeds and Bradford increasggdonentially in size. By
the mid-nineteenth century, Britain had become wWarld’'s first urbanized
society. The factory towns of England tended toobee rookeries of jerry-built
tenements, which the mining towns became long, tamows rows of company-
built cottages, furnishing minimal shelter. The badthg conditions in the towns
can be traced to lack of good bricks, the absehbeitWing codes, and the lack of
machinery for public sanitation; but they were athee to the factory owners’
tendency to regard workers as commodities andsibtienan beings.

There were substantial changes in agriculture @sdlintryside was transformed.
Agrarian capitalism reached a period of developm@&his period withessed the
decline of the independent smallholder often reféiio as “Yeoman’ (Poplawski,
2000), movingly presented in Wordsworth’s repreggons of what he referred to
as “Cumbrian statesmen’, such as Michael from higital Ballads”.

Eighteenth-century Britain became a society witmarked difference between
two spheres of activity, the public and the privateere developed an expanding
public sphere of political, civil and intellectuéfe, typified, in particular, by
growth of the coffee house as a venue for readimdy debating information. In
contrast, the private sphere involved family lifedathe care of education of
children. These two spheres were gendered as nrscand feminine
respectively. Notions of gender also underwentdefieition in the period, largely
due to the growth in the mode of sensibility, whicifluenced all aspects of
culture.

The late eighteenth-century was also a time whiggioas sects usually organized
around charismatic individuals and espousing apgptial brands of mystical
thought, multiplied. William Blake was, for a timattracted to the writings of the
Swedish mystic Emmanuel Swedenborg and attendetld¢leJerusalem Church
of his disciples in Eastcheap before repudiating@m borgian teachings irhe
Marriage of Heaven and He(l1990). This reading of political events in terofs
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biblical prophecy attracted both plebian and pobktediences. Enlightenment
notions of deism and skepticism also continuedughout the Romantic period.

In the late eighteenth century a growing consemsushe reform of the British
political system was beginning to emerge. In thB0k7Britain was still a mainly
agrarian country and the landed interest was pregont) despite the rapid growth
of urban centres. The country was governed inrterests of some two hundred
powerful aristocratic families (represented in Ha&use of Lords) and below them
a landed gentry (the ‘country gentlemen’) of sorB@@0 families. These families
effectively controlled government at central anchldevels.

3.2 Literary Overview

It may be very difficult to determine when the Rotie literature started;
however, the period is often described as covettiegyears between the 1780s
and the 1830s, although some critics may refer ldackhe 1760s and others
forward to around 1850 as significant dates. Definthe period is difficult
because the word “Romantic’ refers to a kind oftvwg which has been defined in
opposition to literature which came before it. Rati@sm is thus antithetical to
eighteenth century non-classicism, rather than atimaeation of already
established literary and artistic trends. One thihmag is important to grasp is that
the word “Romantic” itself was not used in the weg use it today by the writers
of the time, for whom it meant something pertaintog'romance’; nor did the
writers collected under the heading regarded thk@seas forming a coherent
group. By critical consensus the Romantic poetstla@esix male poets: William
Blake, William Wordsworth, Samuel Taylor Coleridgeercy Bysshe Shelley,
John Keats and Lord Byron. Together, they arguédiiyied a literary and artistic
movement known as “Romanticism”, which marked &qarod shift in sensibility.
Generally Romanticism was seen as marking a vigksxttion against eighteenth
century Enlightenment thought with its emphasisreason’ as the predominant
human faculty. Romanticism it is often said, waspired by the political,
revolutions of America in 1776 and France in 178f@l ahat the products of
Romanticism tended to be radical or revolutiondtkiters of the Romantic age
demonstrate the characteristics listed in the below

(1 Romantic poets affirm the creative powers of thagmation.

(i)  Romantic poets introduce us to a new way of loolahgature, which
becomes the main subject of their work. The Rormaniften argue
that the possibility of transcendence or ‘unitybeing’ can be achieved
through communion with nature. Their work exhikatreference for
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nature in its sublime aspect: mountains, glaciergsms, storms, as
well as strange and exotic settings.

(i)  Romantic poets tend to explain human society amdiétvelopment in
terms of an organic model, or a model borrowed frature, and they
reject materialist and mechanistic philosophies.

(iv) Romantic poets write about the nature of the imtlial self and the
value of individual experience.

(v)  Romantic thought shows a high regard for the fignfrihe artist, who is
variously described as sage, philosopher, propiteligious saviour.

Traditionally, Romanticism was seen to begin arotiedtime of the Revolution in
France and to develop certain stylistic and lingeisnnovations. These
innovations are reflected in the works of a numbemriters. William Blake
produced his prophetic and apocalyptic illuminateabks during the 1790s.
Blake’s personal vision, expressed in a highly sgicblanguage and form, was
seen by many to inaugurate a new kind of revolatipnwriting. Similarly the
publication in 1798 of Wordsworth and Coleridge’lsyfical Ballads”, which
contained, in addition to Coleridge’s “The Rimetlhé Ancient Mariner’, a series
of experimental ballads and lyric poems treatingticusubjects and their distress
in an elevated and tragic manner, can be seerrgjedion of eighteenth-century
poetics. Wordsworth’s later apologia for his poertise ‘preface of 1800’
defended the serious treatment of such subjectcamd be seen as a manifesto
for a revolutionary kind of poetry, for a revolutexry age. Wordsworth also
claimed that the “Ballads” ushered in a stylisggalution in poetry, banishing the
allegedly stilted diction of earlier neo-classipakts, preferring instead a language
closer to that of contemporary usage.

3.3 The Empire, Nationhood and the Other Worlds

What we describe as the Romantic Movement coincvwdéd the beginnings of a
modern British imperialism which involved the gowance and exploitation of
increasingly large portions of the globe as theet@anth century wore on. It also
involved conflict with other imperial formations #fe time, some expansive and
others in decline: European empires such as theckrand Russian, and non-
European empires such as the Turkish Ottoman amdthg Empire of China.
Romantic writers were not themselves imperialistthe literal sense of the term,
though some of them became implicated in the inapgniocess: Coleridge, for
instance, acted as a civil servant for the goveofiddalta, Sir Alexander Ball, and
Charles Lamb and Thomas Love Peacock both workethé British East Indian
Company. Many Romantic-period writers such as Waeadth, Coleridge, De
Quincey, and Jane Austen had family members whae werolved in colonial
trade or empire in one way or another, and it adgtaimpinged on their
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consciousness as a pressing fact of life. This alas the period in which
historians, like Linda Colley, argue that the ideh the British nation was
“forged”. Colley claims that Britishness was definagainst the “others” of
Catholic religion and the French nation. This coallsb be widened to include the
various other peoples, races and religions thatBhesh encountered in their
imperial history.

The responsibility and accountability of the mebiifan government for the
treatment of other cultures was becoming a causecoéasing concern and was
an important issue in the trial of Warren Hastifayshis administration of Bengal
from 1786 onwards. The speeches of Edmund Burke, prbsecuted the case
against Hastings, were among some of the maniiessabf colonial guilt at the
centre of British political life. Certainly thererea many affirmations of the
manifest destiny of Britons to civilize the worldh iRomantic writers.
Wordsworth’s “Excursion” (1814) contains the Wareté&s vision:

So the wide waters, open to the power,

The Will, the instinct, and appointed needs

Of Britain, do invite her to cast off

Her swarms, and in succession send them forth;

Bound to establish new communities

On every shore whose aspect favours hope

Of bold adventure...

Your country must complete
Her glorious destiny. Begin even now.
(Wordsworth, Excursion, PP. 295, 299).

The “Wanderer” predicts that the world will look Britain for moral and cultural
as well as political leadership, and that the cotmtimperial future will be
glorious, Coleridge, in later life, similarly argii¢hat “colonization is not only a
manifest expedient — but an imperative duty on GBrdain. God seems to hold
out his finger to us over the sea”. Similarly, diforal opponent of the Lake poets,
Anna Laetitia Barbauld argues for the identicakéige between colonization,
language and culture Bighteen Hundred and Eleven:

Wide spread thy race from Ganges to the pole,

Over half the western world they accerts rool:

... Thy stores of knowledge the new states shail kn

And think thy thoughts, and with thy Fancy glow;

Thy lockes, thy paleys shall instruct their youth

Thy leading star direct their search for truth;

Beneath the spreading platan’s tent-like shade,

Or by Messouri’s rushing waters laid,
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‘Old Father Thomas’ shall be the port’s theme,

Of Hagley’s woods the enamoured virgin dream,

And Milton’s tones the raptured ear enthrall,

Mixt with the roar of Niagara’s fall.

(11. 81- 96; Wu, Romanticism, P. 46)

Here Barbauld anticipates nineteenth-century Brit@uiltured imperialism, a
process by which the colonized accept the hegenuinyhe culture of the
colonizer.

Self-Assessment Exercise
How would you describe the attitude of the propasest romanticism to the
government of their age?

4.0 CONCLUSION

We must not forget that the Romantic Movement se#dshe importance of the
emotions and feelings in human relationships. Fasound the 1740s onwards a
number of thinkers argued that humans possessadnate moral sense which
manifested itself through the emotions in feelimjsympathy and benevolence
for others. This movement has been linked to tbe of the middle classes in the
eighteenth century and their growing concern withrieformation of manners.

50 SUMMARY

In this unit, we have been able to see the hisibrieview, the literary overview
and the state of empire and nationhood in Britainmly Romanticism. We have
been able to make you see what was in vogue diRomganticism and we also
highlighted the major features of Romanticism.

6.0 TUTOR-MARKED ASSIGNMENT
In a sound essay, demonstrate the uniqueness cdiRimnpoetry
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UNIT 2 WILLIAM WORDSWORTH AND THE ROMANTIC
MOVEMENT

Content

1.0 Introduction

2.0 Objectives

3.0 Main Content
3.1 A Brief History of William Wordsworth
3.2 Wordsworth’s Poetry
3.3 The Style of Wordsworth

4.0 Conclusion

5.0 Summary

6.0 Tutor-Marked Assignment

7.0 References / Further Reading

1.0 INTRODUCTION

William Wordsworth is believed to be the father Bhglish Romanticism.
Wordsworth’s poetry became popular with the puliicca of Lyrical Ballads
(1798) in collaboration with Samuel Taylor ColergdVordsworth became a poet
laureate in 1843. This unit will capture his lifeidily, and we shall also be
looking at his poetry and its style poetry.

2.0 OBJECTIVES
At the end of this unit, you should be able to:
1. appreciate Wordsworth’s poetry;
2. identify specific themes of Wordsworth’s poetry

3.0 MAIN CONTENT

3.1  Brief Life History of William Wordsworth

William Wordsworth was born on 7th April, 1770 iro€ker-Mouth, Cumberland
in the Lake District. His father was John WordsworSir James Lowther’s
attorney. The magnificent landscape deeply affetdmdsworth’s imagination
and gave him a love of nature. He lost his mothleen he was eight and five
years later his father. The domestic problems ségdrWordsworth from his
beloved and neurotic sister Dorothy, who was a waportant person in his life.

With the help of his two uncles, Wordsworth enteadldcal school and continued
his studies at Cambridge University. Wordsworth en&is debut as a writer in
1789, when he published a sonnet in the Europeayakiiae. In that same year he
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entered St. John’s College, Cambridge, from wher@olok his B.A in 1791. In
1795 he met Coleridge. Wordsworth’s financial diba became better in 1795
when he received legacy and was able to settleaaed®wn, Dorset, with his
sister Dorothy, with Coleridge’s encouragement hisdclose contact with nature,
Wordsworth composed his first master—work, “Lyridzdllads”, which opened
with Coleridge’s “Ancient Mariner”. About 1798 heasted to write a large and
philosophical autobiographical poem, completed i8035, and published
posthumously in 1850 under the title “The Prelude”.

Wordsworth spent the winter of 1798-99 with histegisand Coleridge in

Germany, where he wrote several poems, includiegetiigmatic ‘Lucy’ poems.

After he retuned, he moved to Dove Cottage and 8821he married Mary
Hutchinson. They cared for Wordsworth’s sister Dioydfor the last years of her
life. Wordsworth’s second verse collection appeared807. His central works
were produced between 1797 and 1808. In latetlitedsworth abandoned his
radical ideas and became a patriotic, conservapublic man. In 1843, he
succeeded Robert Southey as England’s poet lauMatelsworth died on April

23, 1850.

3.2  Wordsworth’s Poetry

Wordsworth’s poetry is largely concerned with Natudis ideas about Nature are
radical and philosophical. In his ‘Lines Composedew Miles above Tintern
Abbey’, Wordsworth celebrates and romanticizes mreatihe poem begins in the
present and refers to Wordsworth’s first visit iat€rn Abbey in 1793: ‘five years
have passed; five summer, with the length/of fowegl winters!” (11.1-2). The first
twenty lines or so suggest the tranquility and hlarynthat the poet has now
achieved in the present. The signs of human agtitlite cottages, the pastoral
forms, the orchards and the wreaths of smoke,laticbin with the landscape as
human and natural activity coalesce and merge:€fste the very door’ (1. 17).
The opening few lines evoke a calm and meditativieoam Wordsworth now
moves from the external landscape to describevirsioner state f consciousness.
He describes what he has gained personally sirsciréi visit to the Wye Valley.
He had been able to carry the landscape he fimgtisehis mind and thus has
calmed and healed his psyche. The memory of thaéstape first glimpsed in
1793 has brought him restoration in his ‘hours efaviness’. This ‘weariness’ is
associated rather vaguely by the poet, with theenadism of city or urban life (l.
23-30). More than this, Wordsworth claims that miemory of the landscape has
led to a growth in his moral sense. It has made &ibetter man (Il. 30-5). He
says that he has also attained a sense of spigtéram the vision he had of the
Wye Valley those five years ago. He describes & sifilightened perception in
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which he is no longer aware of the physical andenmtforms of nature but is
instead aware of an inner, spiritual force whiclhnpeates the natural world and
exists within humanity as well. The experience csmntarough sense but
transcends the sense; the physical eye is ‘ma@¢ loyithe power of harmony’. At
such moments, Wordsworth claims that we achievetgal insight and that we
see ‘into the life of things’ (11. 33-48); a ‘blessmood’ in which we lose our
sense of self and become aware of a transcendesg ¢ unity, and of ourselves
as a part of that unity. Thus Wordsworth claimshhs gained three things since
his first visit to the Wye Valley: the smoothenimgluence that the landscape has
had on his mind, making him feel less stressedadirdated; his moral sense has
been increased almost unconsciously; and he haweelcthe gift of spirituality.

In “The Solitary Reaper”, the poet enjoins hisdmstr to behold a “Solitary
Highland lass” reaping and singing by herself ifiedd. The poem presents real
human music encountered in a beloved, rustic getiihe song of the young girl
reaping in the fields is incomprehensible to theader, but he appreciates its tone,
its expressive beauty, and the mood it createsmwitim. To an extent, this poem
ponders the limitations of language, as it doehénthird stanza (“Will no one tell
me what she sings?”). The speaker simply praisebdéluty of music and its fluid
expressive beauty, the “spontaneous overflow of gew feeling” that
Wordsworth identified as the heart of poetry. Byaqgihg this praise and this
beauty in a rustic, natural setting, Wordsworthsash the values of Lyrical
Ballads. The poem’s structure is simple and itglege is natural and unforced.
The final two lines of the poem (“its music in mgdrt | bore /long after it was
heard no more”) return the focus of the poem toféimiliar theme of memory,
and the soothing effect of beautiful memories oman thoughts and feelings.

In another poem, “I wandered lonely as a cloud” rél¢avorth revisits the familiar
subjects of nature and memory, this time with atipalarly simple musical
eloguence. The plot is extremely simple, depictithg poet’s wondering and his
discovery of a field of daffodils by a lake, the mary of which pleases him and
comforts him, when he is lonely, bored, or restl&dse characterization of the
sudden occurrence of a memory — the daffodils Kflagon the inward eye/which
is the bliss of solitude” — is psychologically asubut the poem’s main brilliance
lies in the reverse personification of its earlyargias. The speaker is
metaphorically compared to a natural object, a ddfoand the daffodils are
continually personified as human beings, dancing ‘@4ossing their heads” in “a
crowd, a host”. This technique implies an inhenamty between man and nature
making it one of Wordsworth’s most basic and effectmethods for instilling in
the reader the feeling the poet so often deschhmself as experiencing.
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3.3  The Style of Wordsworth

Wordsworth’s poetry is large, and his poetry isitel/ on nature. Meanwhile his
poetic legacy rests largely on a vast number ofpbisms varying in length and
weight. Most of his themes remain consistent batigemainly on nature. In the
preface to his “Lyrical Ballads”, Wordsworth argueat poetry should be written
in the natural language of common speech, ratlaar ih the lofty and elaborate
dictions that were then considered “poetic”. Heuagythat poetry should offer
access to the emotions contained in memory. Anarpees that the first principle
of poetry should be pleasure, that the chief dditpaetry is to provide pleasure
through a rhythmic and beautiful expression ofifegfor all human sympathy, he
claims, is based on a subtle pleasure principleisi@he naked and native dignity
of man”. Many of Wordsworth’'s poems such as “TinteAbbey” and the
“Intimations of Immortality” deal with the subjects childhood and the memory
of childhood in the mind of the adult in particyl@hildhood’s lost connection
with nature, which can be preserved only in memvprdsworth’s images and
metaphors mix natural scenery, religious symbolamd the relics of the poet’s
rustic childhood such as cottages, hedgerows, mishand other places where
humanity intersects gently with nature.

Wordsworth’s poems initiated the Romantic era bylkasizing feeling, instinct,
and pleasure above formality and mannerism. Mosthef poems like “The
Solitary Reaper” are written in a tight iambic &streter.

Self-Assessment Exercise
Using copious examples from two of his poems, erantihree themes explored
by Wordsworth.

4.0 CONCLUSION

Wordsworth’s poetry has occasioned an immense anajutiscussion. The aims,
it will be remembered, largely concerned dictiondanhoice of subject.

Wordsworth, in conscious revolt against the Gottocror novel, was to deal with
humble and rustic life and he employed a selectibfanguage used by men.
Discussion has always centred not only on the aimason Wordsworth’s success
or otherwise in adhering to them, but on such thiag the particular of his
relationship with nature.

5.0 SUMMARY
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In this unit, we have been able to discuss therpagtWilliam Wordsworth. You
have been introduced to the brief history of Woroldtv and how he started his
writing. We also analysed his major poems are “tiomposed a few Miles
above Tintern Abbey”. “The Solitary Reaper” andvondered lonely as a cloud”.

6.0 TUTOR-MARKED ASSIGNMENT

Write a well-argued essay which elucidates Worddw®r concept of
romanticism.
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UNIT 3: JOHN KEATS’ POETRY

Content
1.0 Introduction
2.0 Objectives
3.0 Main content
3.1 A Brief Biography of John Keats
3.2 Keats’ poetry
3.3 The Style of Keats’ Poetry
4.0 Conclusion
5.0 Summary
6.0 Tutor-Marked Assignment
7.0 Further Reading

1.0 INTRODUCTION

John Keats was probably one of the best RomarKieats’s genius was intense
and his feelings for beauty, perfection and artemtablished in most of his odes.
Keats did not live long as we shall see in the t@pby, yet his poetry is regarded
as part of the best Romantic poetry.

2.0 OBJECTIVES

At the end of this unit, you should be able to
1. identify John Keats’ poetic style and concerns
2. iompare his poetry with Wordsworth’s

3.0 MAIN CONTENT

3.1 A Brief Biography of John Keats

John Keats was born on October 31, 1795 in Lon#ienwas the oldest of four
children. Keats lost his parents at a very young. &tjs father died when Keats
was eight and his mother died six years later difetoulosis. His maternal
grandmother appointed Richard Abbey and John Ralvi8andell as Keats’
guardians. When Keats was fifteen, Abbey withdréw ftom the Clarke School,
Enfield, to apprentice with a surgeon and studyioied in a London hospital. In
1816 Keatsbecame a licensed surgeon, but he never practicegrbfession,
rather he ventured into poetry writing. Keats meigh Hunt, an influential editor
of the Examiner who published his sonnets. Hurd aloduced Keats to a crop
of literary giants of his time such Percy Byssheli®ly and William Wordsworth.
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The group’s influence enabled Keats to see hig fidume. “Poems by John
Keats”, published in 1817. This volume was heagilticized by the critics of the
day.

Keats spent the summer of 1818 on a walking touNamthern England and
Scotland, returning home to care for his brothennT who was suffering from

tuberculosis. During this period, Keats met Fanmgvh whom he fell in love

with; some of his finest poetry was written betwd@&18 and 1819. Keats mainly
worked on “Hyperion”, a Miltonic blank-verse epit the Greek creation myth.
He stopped writing “Hyperion” upon the death of hiother, after completing

only a small portion, but in late 1819 he returnedhe piece and rewrote it as
“The Fall of Hyperion”. That same autumn, Keats tcacted tuberculosis, and
died in Rome on February 23, 1821 at the age oftyvBve, and was buried in

the protestant cemetery.

3.2 Keats’ Poetry
Keats’ poetry is of a truth in volumes but his gesha poems are, by common
consent, the four “Odes”, on the “Nightingale”, “éunn”, “the Grecian Urn” and
“Melancholy”. In them he expresses and harmonibesthemes of beauty and
death, the immortality of art, the relentless pag%if time, the fears that he ‘may
cease to be... before high-piled books in charctesgHike rich garners the full
ripen’d grain’. We must always remember that Kdatsw all about tuberculosis;
he had had a medical training, had nursed his éroffom who died of the
disease, and recognized his own symptoms. All tbesrstriking therefore is the
poise and balance of these poems, their lucid t®athre. Their mellifluous
beauty, and the richness of their imagery have ntlaglm popular, and arguably
an important influence on the poets of the Victorlge. Here is the “Ode to
Autumn”.

Season of mists and mellow fretfulness,

Close bosom — friend of the maturing sun;

Conspiring with him how to load and bless

With fruit the vines that round the thatch-eanas,

To blend with apples the moss’d cottage-trees,

And fill all fruit with ripeness to the core;

To swell the gourd, and plump the hazel shells

With a sweet Kernel; to set budding more,

And still more, later flowers for the bees.

Until they think warm days will never cease,

For summer has o’er-brimm’d their clammy cells.
Autumn brings the fruition of the year, and its tthearhis may be sad but it is
inevitable, and a necessary part of the cyclefef lis music is not a funeral marc,
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but part of life, a harmony ‘nor harsh nor gratithgpugh of ample power / To
chasten and subdue’. A rich and calm resignatioposas the acceptance of
nature’s, of life’s rhythm.

Keats spreads Autumn’s riches in profusion. Note& nauch of the work is done
by verbs: run, load, bless, bend, fill, set, buddimow ‘bosom-friend’, and
‘conspiring’ contrive to suggest to mysterious neagitimacy, a power creating
life and wealth everywhere.

In the second verse autumn is personified, butishi® frigidly conventional neo-
classic literary device. Autumn is not describdgs god, or goddess share in the
season’s tasks. Threshing with flails, reaping veitiythes and sickles, gleaners,
and handworked cider-presses were all common cpsights; Keats is not being
fanciful or picturesque, but realistic. The figurfethe gleaner is active; we feel the
weight and balance of her burden as she crossqsahk bridge. The other three
figures are in a land of timeless repose, careléssys’'d, patient. The reaper
recalls death, but even his sickle is suspended ratdre’s bounty, the corn,
remains ungathered; nature’s beauty, the flowersyamns undestroyed. One is
lulled into a kind of trance.

In his “Ode to a Nightingale” Keats explores createxpression and the mortality
of human life. In this ode, the transience of kied the tragedy of old age is set
against the eternal renewal of the Nightingaleisosous music. The speaker says
“Thou wast not born for death, immortal bird”. Thpeaker rejects the “drowsy
numbness” he experienced in “Ode on Indolence”’abse in “Indolence” the
numbness was a sign of disconnection from expegiembile in “Nightingale” it

is a sign of too full a connection: being too happyhy happiness”, the speaker
tells the Nightingale. The song of the nightingalents the speaker to flee the
human world and join the bird. His first thoughtasreach the bird’s state through
alcohol but he rejects that later and longs tohao through poesy.

The nightingale’s music brings about the speak@ogtic inspiration.
Later, the poet imagines himself in the forest wiita nightingale. The music later
encourages the speaker to embrace the idea of,dyfiminlessly succumbing to
death. When the nightingale flies away, the realidéyvned on him, and then he
shouted “forlorn” for he recognizes that he hasdeeng in illusion.

3.3  The Style of Keats’ Poetry
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Most of Keats’ odes are written in ten-line stanZd® first seven and the last two
lines are usually written in iambic pentameter. Highth line of each stanza is
written in trimeter with only three accented syl&binstead of five. “Ode to a
Nightingale” is different from other odes becauserhyme scheme is the same in
every stanza. Meanwhile, every other ode varighenorder of rhyme in the final
three or four lines except “to psyche” which has thosest structure of all the
odes. Each stanza in “Nightingale” is rhymed ABABEXDE, Keats’s most basic
scheme throughout the odes. Keats’ poetry is cteiaed by sensual imagery
and beauty.

Self-Assessment Exercise
Discuss the romantic qualities of Keats’ “Ode tdightingale”.

40 CONCLUSION

Keats’ contribution to English poetry is not in dhraeasure. His active years of
writing poetry were short, yet he produced the kirfigpoetry which the English
people have continued to read for a very long tikeats’ appreciation of beauty
is felt in most of his poems. Had Keats lived londee probably would have been
the best English poet ever lived. Nevertheless, t&aa still very much
remembered among the Pantheon of English poets.

50 SUMMARY

In this unit, we have briefly outlined the histarlyJohn Keats. We discussed that
Keats was one of the best English Romantics whdribomed in his own small
measure to the English poetry from nineteen yeansventy-five years old. We
also analyzed few of his odes of which are “OdeAtgumn” and “Ode to a
Nightingale”.

6.0 TUTOR-MARKED ASSIGNMENT

Do you agree with the assertion that there aretpaihconvergence between John

Keats’ and William Wordsworth’s poetry? Support yaanswer with relevant
examples.

7.0 REFERENCES /FURTHER READING
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UNIT 4 WILLIAM BLAKE'S POETRY
Content

1.0 Introduction
2.0 Objectives
3.0 Main content
3.1 A Brief Biography of William Blake
3.2 William Blake’s poetry
3.3 William Blake’s Style of Poetry
4.0 Conclusion
5.0 Summary
6.0 Tutor-Marked Assignment
7.0  Further /Further Reading

1.0 INTRODUCTION

William Blake was one of the earliest English Roti@amoets. Blake’'s poetry
emphasizes the importance of recognizing the ptdcmstinct and intuition in

human life. Blake was in rapport with the new rexmnary thought. Blake is
obscure in his poetry mainly because of his usgyofbols. In this unit, we shall
consider his poetry — its nature and style. Bubkeethis, we shall examine his
background.

2.0 OBJECTIVES
At the end of this unit, you should be able to

1. summarize Blake’s biography

2. highlight Blake’s revolutionary poetry

3. compare and contrast Blake’s poetry with attleas other Romantic poets.
3.0 MAIN CONTENT
3.1  Summary of William Blake’s Life History
William Blake was born in London on November 285770 James and Catherine
Blake. Two of his six siblings died in infancy. Rncearly childhood, Blake spoke
of having some visions. His parents tried to disage him from lying, but they

observed that he was different from his peers amdvas not forced to attend
conventional school. He learned to read and writhcame. At age ten, Blake
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expressed a wish to become a painter, so his gasent him to a drawing school.
Two years later, Blake began writing poetry. Whentiurned fourteen, he was an
apprentice to an engraver because he could natdafii@ cost of an art school.
One of his assignments during his apprenticeship wadraw the Westminster
Abbey which actually exposed him to Gothic stylesnf which he drew his

inspiration throughout his career. After his seyear term ended, he studied
briefly at the Royal Academy.

In 1782, he married an illiterate woman named QatbeeBoucher. Blake taught
her to read and to write, and also instructed helraftsmanship. Later, she helped
him print the illuminated poetry for which he ismembered today. In 1784, Blake
set up a print shop with a friend and former fellapprentice, James Parker, but
the business failed. For the remainder of his Bleke made a meager living as an
engraver and illustrator for books and magazindskeBs first printed work,
Poetical Sketches (1783), is a collection of apjrenverse, mostly imitating
classical models. The poems protest against waeanty, and King George llI's
treatment of the American colonies. He publishesl iost popular collection,
Songs of Innocence 1789 and followed it in 1794 withongs of Experience

Blake was a nonconformist who associated with sahé¢he leading radical

thinkers of his day, such as Thomas Paine and Méajstonecraft. In defiance of
18" — century neoclassical conventions, he privilemeagination over reason in
the creation of both his poetry and images, asggttiat ideal forms should be
constructed not from observations of nature buinfianer visions. In his final

years, he was cohered by the admiring friendship gfoup of younger artists
who called themselves “the Ancients”. In 1818 he dadin Linnell, a young artist
who helped him financially and also helped to @ea¢w interest in his work.
Linnell also in 1825 commissioned him to desigasttations for Dante’s Divine
Comedy, the cycle of drawings that Blake workeduotil his death in 1827.

3.2 William Blake’s Poetry

William Blake’s poetry addresses a lot of issuesinB a nonconformist, Blake’s
poetry radically examines some ideas and feelingglware a result of intense
probing into the springs of his own being and cbi@a For instance, Blake wrote
against transatlantic slave trade. Blake’s “LitB&ck Boy” from his Songs of
Innocenceraises issues about the representation of slaveghee limits of the
abolitionists’ sympathy. His black boy accepts arehies of colour which the
poem’s readership affirms despite their humaniteféelings:
My mother bore me in the southern wild,
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And | am black, but O! my soul is white;
White as an angel is the English child.
But | am black, as if bereav’d of light.

Blackness, rather than having any positive assons is equated with
bereavement in the traditional Christian semiotidsEvangelical abolitionist
writing. The boy has imbibed this view of colouprn his mother who ascribes
their shared blackness to the action of the sukind of degeneration from an
original and untarnished white. The poem conclugél a vision of interracial
fraternity round the “tent of God” with the blaclky shading the white English
boy from the searing radiance of God’s love:

I'll shade him from the heat ill he can bear
To learn in joy upon our father’s knee.

And then I'll stand and stroke his silver hair,
And be like him, and he will then love me.

The boy has assimilated a Eurocentric view of \weld, accepting the
Christian notion of a white male father as God, mhoe desires to resemble, to
“be like him” and be loved by him. Blake’s poem megents a speaker in a state of
innocence and the poem may function, as other poertige series, as an ironic
rebuttal of the hypocritical Christian evangelisalithe poet so despised.

Innocence and Experience are “contrary stateseohtiman soul” as claimed by
Blake. Here is a poem “Chimney Sweeper” from $omgs of Innocence.

When my mother died | was very young.

And my father sold me while yet my tongue

Could scarcely cry, “weep! Weep! Weep! Weep!

So your chimneys | sweep and in soot | sleep

There’s little Tom Dacre, who cried when his head,
That curl'd like a lamb’s back, was shav'd: ssaid

‘Hush, Tom! Never mind it, for when your headseb
You know that the soot cannot sport your white ha

And so he was quite, and that very night,

As Tom was a — sleeping, he had such a sight!
That thousands of sweepers, Dick, Joe, Ned, ackl J
Were all of them lock’d up in Coffins of Black.

And by came an Angel who had a Bright key,
And he open’d the coffins and set them all free;
Then down a green plain leaping, laughing, they,r
And wash in a river, and shine in the sun.
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This is a poem about injustice and cruelty whiclarbesome resemblance in
general tone. It appears to offer a trite and cotmig moral, and might be taken
for a kind of tract reconciling the poor to theit.lYet the poem is enough tinged
with Blake’s peculiar vision to make such an acdeaeem crude. Blake is really
celebrating and romanticizing the indestructibilitythe state of innocence, even
in the midst of misery.
Next, the chimney sweep in the world of experience.

A little black thing among the snow,

Crying ‘weep!, Weep! in notes of woe!

‘Where are thy father and mother? Say?’

‘They are both gone up to the church to pray.

‘Because | was happy upon the health,

‘And smil'd among the winter’s snow,

‘They clothed me in the clothes of death,

‘And taught me to sing the notes of woe.

‘And because | am happy and dance and sing,

‘They think they have done me no injury,

‘And are gone to praise God and his priest andkin

‘Who make up a heaven of our misery’.
Here is a directed, dynamic indictment of the siycighich exploits such cruelty,
and the religion which condones it. The orthodoroaption of the Jealous God,
the legalistic, sterile, negative morality of orgaed religion, supporter and
justifier of the state’s cruel power, all combintedoppress the poor. And perhaps
the worst thing about them is their insensitiven&é® child is still in the world of
innocence; he can laugh and sing; therefore thesupde themselves they have
done him no injury.

3.3  William Blake’s Style of Poetry

Blake is perhaps no more subversive of inertly eoional morality than are the
majority of significant writers, but with his sthng forms and methods he seemed
to his contemporaries all the more dangerous. Biakeights are often embodied
in poetry of great force and beauty; sometimesvis®nary narratives and his
paradoxes seem confused and are certainly obdaunés successful poems he is
vividly illuminating, and his symbols among thenchains, blossoms, garden,
lamb, tiger, trees, churches, the village greeid,gose, thorns — are wonderfully
used in what we cannot but call an expression sdem and spiritual health.
Most of his poems are a kind of narrative in firegular rhythm, lines end-
stopped, and the statements direct and explicitusielly relies on the use of
couplets and quatrains.
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Self-Assessment Exercise

Enumerate and substantiate with illustrations, sofmt#he societal ills addressed
by Blake in two of his poems.

40 CONCLUSION

William Blake is arguably a romantic poet. Mosthié poems address the societal
ills in England during his time. He kicks againtvery, industrialization and
religion. His poetry has been critiqued negativbly many critics. Yet, Blake
romanticizes most of the things he talks aboutsmpbetry.

5.0 SUMMARY

In this unit, we have been able to talk about thetyy of William Blake. The unit
traces the life of Blake to his death as we disedis®ome of his major ideas and
also looked at his style of poetry.

6.0 TUTOR-MARKED ASSIGNMENT

How is Blake’'s poetry different from or similar tdbohn Keats’ and William
Wordsworth’s poetry?
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MODULE 5 THE VICTORIAN AND THE 20 ™ CENTURY
ENGLISH POETRY

This module examines the Victorian Poetry and tBéh Zentury Poetry. The
module looks at the historical and literary ovewseof the Victorian and the 20

century periods. The study includes the works obdrbBrowning and Mathew
Arnold and also the works of T.S. Eliot and W.B.a¥®eall of whom belong to the
Victorian and the 20century respectively. The module consists of fmits.

The first unit examines the background to the Mfiaeto Poetry. In this unit, an
attempt is made to look at the Victorian period, history, its government, its
religion, and its literature.

The second unit examines the works of Robert Brogirand Mathew Arnold,
respectively. In this unit, the major poems of bpbets are examined.

The third unit examines the background of the 2@thtury in England. Both the
historical and literary overviews of the period aml discussed.

The fourth unit examines the works of T.S. Eliodaw.B. Yeats respectively.
Their styles of poetry are well discussed.

Unit 1: Background to the Victorian Poetry
Unit 2: Robert Browning and Mathew Arnold: The Exales of
Victorian Poets
Unit 3: The 20th Century English Poetry
Unit 4: T.S. Eliot and W.B. Yeats: The Example26th Century English Poets
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UNIT 1 BACKGROUND TO THE VICTORIAN POETRY
Content

1.0 Introduction
2.0 Objectives
3.0 Main Content
3.1 Historical Overview
3.2 Literary Overview
3.3 Science, Nature and Crises of Faith
4.0 Conclusion
5.0 Summary
6.0 Tutor-Marked Assignment
7.0 References/Further Reading

1.0 INTRODUCTION

The Victorian period was a significant era in Eslliliterature. The Victorian

period is associated with the English monarch, Quéietoria. Several features
characterized this period. Perhaps most importast thve shift from a way of life

based on ownership of land to a modern urban ecgnomsed on trade and
manufacturing. By the beginning of the Victorianipd, the Industrial Revolution

had created profound economic and social changelsiding a mass migration of
workers to industrial towns where they lived in navban slums. We shall see
how various poets reacted to this in the main gunte

2.0 OBJECTIVES
At the end of this unit, you should be able to:

1. Give a historical overview of the Victorian era;
2. ldentify the features of the Victorian period;

3.0 MAIN CONTENT

3.1  Historical Overview

Given the dramatic changes that occurred througtimuteign of Queen Victoria
(1837-1901), it is fitting that 1832, the year thla first Reform Act passed, is

often taken to mark the beginning of the periodhdligh the French Revolution
was long over the time before the Victorian era dmegthe revolution still
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influenced the period. Confidence in the Torieatad as frustration with their
ability to ensure economic prosperity increasece @lternative party, the Whigs,
was able to unite various groups dissatisfied withstatus quo.

There were various calls for reform of an electeydtem that had been in place
since the 1680s. While industrial cities such ashéh&ster, now home to the
factories on which the British economy increasinggpended, had no political
representation, small towns with few inhabitantsghmi benefit from the
representation of two MPs in the House of Commadbsly landowners who
comprised about 5 percent of the population coole.v

First presented in March 1831, the Reform Bill wiefeated in the House of
Commons. After a general election increased theg#/majority, a revised bill
was submitted to and passed by the House of Comino@stober of the same
year. Its defeat in the House of Lords spawneds ribtoughout the country. A
further revised bill was passed in March of théolwing year and, after a series of
dramatic measures that included Earl Grey resignthg Great Reform Act
became Law in 1832. The Reform Act successfullymielated small
constituencies and gave more appropriate repragenta a variety of countries
and cities that represented national strengthsimtedests. The number of men
eligible to vote doubled to include many more ot tmiddle class. More
significantly, the passage of the Act seemed toaletnate the capacity of the
House of Commons and of voting people generalljake precedence over the
desire of the House of Lords and even the soverdigstocrats lost politically
and economically, and the Whigs retained a majontthe House of Commons
for most of the elections held until 1874.

Religion played a key role in many of the reformtiatives undertaken in
Victorian Britain. An Evangelical wing within theh@rch of England supported
such organizations as the society for the Promatio@hristian Knowledge and
the society for the propagation of the Gospel imelgm lands. Bible, religious
tracts and missionary societies prospered undeintheence of an Evangelical
revival inherited from the eighteenth century. Qrmeeworthy leader was Lord
Ashley, the Earl of Shaftburg, a vocal critic ohwry in the colonies who also
worked to improve conditions of factory work, tooprde education for poor
children, and to treat the mentally incompetent a&oety.

3.2  Literary Overview
Victorian literary history provides many exampldsirmovative appropriation of

both forms and themes inherited from the eighteeetitury and the Romantic
era. In her introduction t¥ictorian Poetry: Poetry, Poetics and Politidsobel
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Armstrong warns of the danger of seeing Victoriaetpy as “on the way to
somewhere”. “Whether on the way from Romantic pgetr on the way to

modernism”, she writes, “it is situated between tumds of excitement, in which
it appears not to participate”. Armstrong may lgit; for Victorian poets engaged
in complicated and innovative ways with the sammues of subjectivity and
individuality that preoccupied generations bothobefand after them.

Tennyson’s poetry is instructive in this regards lHoemsChiefly Lyrical (1830)
attracted the attention of Henry Hallam. Hallamogaruzed Tennyson’s striking
ability to convey intense emotion and to renderdistinctive character of various
poetic personas. At the same time, he warned tled @gainst indulgence in
melancholic mood, against too-ready acceptanceoafidtic poetry of sensation.
Certainly, Tennyson’'s early poetry justified Hallamcritique. Poems like
‘Mariana’ and ‘The Lotos — Eaters’ seem positivahtithetical to the embrace of
work and the duties of the everyday that by midiagnwould seem central to the
ethos of Victorian culture. Ernest Jone’s “The fil€ell”. For example, strongly
endorses commitment to everyday struggle:

But never a wish for base retreat

Or thought of a recreant part,

While yet in a single pulse shall beat

Proud marches in my heatrt.

(Chartistpoetry.html).

During the course of his career, Tennyson garnaredputation and audience
comparable to that of Dickens, and his poetry sffepecial insight into the
complicated and sometimes paradoxical tastes amsibéigies of the Victorian
reading publicln Memoriam a poem that Queen Victoria compared to the Bible
in its consolatory powers, is actually far more reggive of doubt than of faith. In
its relentless representation of emotional andled®ial ambiguity, it offers our
best evidence of Tennyson’s appeal.

Almost all Victorian literature concerns itself withe troubled relationship of the
public and the private and in this too, Tennysqmetry is representative. The
long, almost novel-length narrative poems of thet®dian Age evidence the era’s
prosperity especially after mid-century, to expenmwith poetic form. Three
prominent examples of this sub-genre of Victoriaetpy can be found in Robert
Browning’s The Ring and the Boqid869), Tennyson’sdylls of the King(1862)
and Elizabeth Barret BrowningAurora Leigh(1856).

Browning’s more crucial legacy lies with the drammahonologue, though he did
not invent the form. Writing of the Victorian lovaffair with the dramatic
monologue, E. Warwick Slinn notes that “from itception in the 1830s and
1840s, its use spread rapidly, flooding the litgrararket and requiring puzzled
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reviewers to learn to describe its idiosyncrasiad amplications” (‘Poetry’ in

Tucker, Companion to Victorian Literature and Crétup. 313). The form is
especially interesting in the way it reflects aneeging understanding of the
nature of identity. Browning gravitated to distudbg@syches and in poems
included in Dramatic Lyrics (1842) andMen and Womer(1855) readers are
invited to reckon with their hidden histories, sdrdecrets and immoral thoughts.

Where Browning’s poetry conveys energy and entlsnsjaMatthew Arnold’s
projects what he called in “The Study of Poetry'hagh seriousness”. Arnold was
well known for his emphasis on “the dialogue of thend with itself”. Arnold
would seem to share with Browning, and, indeed watmost every other
Victorian poet, an interest in exploring and represg subjective states of mind.

3.3 Science, Nature and Crises of Faith

At the beginning of Victorian reign, tenets of nalutheology, most especially the
belief that nature reveals evidence of God’'s destgntinued to enable many to
accept that their religious beliefs and the sciensitudy of natural phenomena
could peacefully co-exist. The Earl of Bridgewat€ommissioned William
Whitwell’'s three Bridgewater Treatises (1833 — #®)llustrate the goodness of
God as manifested in the Creation, Scholars disagnejust how much advances
in the study of geology, which undermine the bilitmescale, came also to
undermine confidence in natural theology, with s@®eing it as the foundation of
a widespread crisis of faith and others emphasit#igmany people who were
able to refashion the story of the creation so their faith remained intact. Even
without the new understanding of time and spacergimg from the fields of
geology and astronomy, mid Victorians had to codtenth an array of other
challenges of their faith, among them utilitarigmlpsophies that questioned the
usefulness and rationality of religion and the ghss of scholars who advocated
the historical and essentially secular approachht Bible known as Higher
Criticism.

Darwin’s evolutionary idea of “Natural Selection’adte it difficult to embrace the
idea of God at the helm of creation and in contfalhe processes by which man
and animals adapted to their environments. Tennysion Memoriam (1850)
provides intriguing evidence of the influence oferging scientific knowledge
before eitheiThe Origin of Specieser Essays and Revievesrived on the scene.
Tennyson is known to have read LyelRinciples of Geology(1830-3) and
Chamber’sVestiges of the Natural History of Creati¢t844), and the influence
of these and other scientific studies can be seehis famous elegy. Some
scholars point to Tennyson’kyrics 56 and 123 as illustrative of the poet
attempting to come to terms with Lyell’s theorytbé& way fossil records and rock

110



strata revealed steady physical change in the daathresulted in the extinction of
entire species. At times, the poet conveys onlyskisse of awe and wonder, as
when in Lyric number 123 he writes.
There rolls the deep where grew the tree,

O earth, what changes has thou seen!

There where the long street roars hath been

The stillness of the central sea.

(In Memoriam. P. 91).

In this particular section dh Memoriam, Tennyson adapts his understanding of
the changing earth to a more personal apprehemdioglationships transformed
into memory; other portions of the poem revealraggfle to accept a scientific
understanding of the world. Lyric number 56 begins:
So careful of the type? but no.
From scarped cliff and quarried stone
She cries, A thousand types are gone:
| care for nothing, all shall go.
(In Memoriam, P. 41)

The lyric goes on to post Man as heroically trugstin a beneficent God whose
law is love. Throughoutin Memoriam, Tennyson makes deliberate use of
punctuation to emphasize emotions, raise questams,express resignation. He
evokes the resignation of having to live withous\aars to desperate questions:
O life as futile, then, as frail!
O for thy voice to soothe and bless!
What hope of answer, or redress?
Behind the vell, behind the veil.

Though many critics find in the poem evidence ttedigious faith is in conflict
with scientific understanding, such an interpretatfails to capture Tennyson’s
nuanced representation of the kaleidoscopic relghip between faith, belief,
knowledge, the unknown, feeling, trust, proof, ustending, truth and wisdom in
human experience.

To acknowledge the significance of religious largguan Victorian literature, and
to attend to manifestations of religious beliefainvriter who embraced scientific
understanding or methodology, is not to downplag trery real ways that
literature of the period records crises of faitbss of faith is the central theme of
Mathew Arnold’s mid-century poem, “Dover Beach” §1§, in which he writes
that “The sea of faith”.

Was once, too, at the full, and round earth’ssho

Lay like the folds of a bright girdle furl'd;

But now | only hear
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Its melancholy, long withdrawing roar.
(Gunningham, Victorians, 533)

Carlyle, Tennyson, John Stuart Mill, George EliBiskin, Swinburne, Samuel
Butler and Edmund Gosse, and many others, eachrierped a distinctive
version of what is now often considered a classatdvian paradigm for the loss
of belief in religious certainties and authority.

Self-Assessment Exercise
Explain the significance of religion in the Victan era.
4.0 CONCLUSION

The Victorian period indeed witnessed a lot of changbgh also influenced the
literature of that period. The colonial extensidrBatain in Africa, Australia and
the Caribbeans to Asia brought a lot of wealth tgai. Corruption — physical,
social, political and religious — became rampantot?of people had begun to lose
their faith. The loss of faith is well capturedtire works of George Eliot, Thomas
Hardy, Alfred Tennyson and Mathew Arnold. The Vitam Age was also known
to have been hypocritical about its immoral affairs

5.0 SUMMARY

In this unit, you have been introduced to the \fieto Age, most especially its
influence on English poetry. You have been told,tli& Victorian period began
from 1832, the year the first Reform Act was pass@d also informed you that
several writers and poets emerged during this gexral their writings contributed
to English literature up till today.

6.0 TUTOR-MARKED ASSIGNMENT

“The Victorian period was a period of innovationealth and crises of faith”.
Discuss.
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UNIT 2 ROBERT BROWNING AND MATHEW ARNOLD: THE
EXAMPLES OF VICTORIAN POETS
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3.0 Main Content
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3.2 The Poetry and Style of Robert Browning
3.3 A Brief Account of Mathew Arnold’s Life
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5.0 Summary
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1.0 INTRODUCTION

Robert Browning and Mathew Arnold are important tdian poets. Robert

Browning may have started writing poetry before iMat Arnold and Mathew

Arnold may have been more of a critic than a pbeth poets’ works dominated
the Victorian era. In the course of this unit, vilalsthen examine the lives of the
poets, the contents and forms of their works.

2.0 OBJECTIVES
At the end of this unit, you should be able to:
1. Discuss the poetry of Robert Browning as a Viatoliterary production;
2. Assess Mathew Arnold’s contribution to Victoripoetry.
3.0 MAIN CONTENT
3.1 A Short Biography of Robert Browning
Robert Browning was born May 7, 1812, in Camberwgtigland. His mother was
an accomplished pianist and a devout evangelicalstidn. His father, who

worked as a bank clerk, was also an artist schotansquarian, and collector of
books and pictures. His rare book collection of enibran 6,000 volumes included
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works in Greek, Hebrew, Latin, French, Italian, &mhnish. Much of Browning’s
education came from his well-read father. It isidyadd that he was already
proficient at reading and writing by the age ofefihA bright and anxious student,
browning learned Latin, Greek, and French by theethe was fourteen. From
fourteen to sixteen he was educated at home, aitetw by various tutors in
music, drawing, dancing, and horsemanship. At the af twelve he wrote a
volume of Byronic verse entitled “Incondite”, whichis parents attempted,
unsuccessfully, to have published. In 1825, heagatllection of Shelley’s poetry
from his cousin which he liked so much that he ddke more of Shelley’s works
for his thirteenth the birthday, and declared f&liha vegetarian and an atheist in
emulation of the poet. In 1828, Browning enrollédtae University of London,
but he soon left, anxious to read and learn abws pace. The random nature of
his education later surfaced in his writing, legdito criticism of his poems’
obscurities.

In 1833, Browning anonymously published his firsajar work, Pauling and in
1840 he publishe&ordellg which was widely regarded as a failure. He alsmlt
his hand at drama, but his plays, including Straffean for five nights in 1837.
The techniques he developed through his dramatimotogues, especially his use
of diction, rhythm, and symbol, are regarded asiost important contribution to
poetry, influencing such major poets of the twehtieentury as Ezra Pound, T.S.
Eliot, and Robert Frost.

After reading Elizabeth Barrett's Poems (1844) andesponding with her for a
few months, Browning met her in 1845. They wereradrin 1846 against the
wishes of Barrett's father. The couple moved tcaRasd then Florence, where
they continued to write. The Browning society wasrfded while he still lived, in
1881, and he was awarded honorary degree by Okfoineersity in 1882 and the
University of Edinburgh in 1884. Robert Browningedion the same day that his
final volume of verse, Asolando, was published 889.

3.2  The Poetry and Style of Robert Browning

Of the works of Robert Browning, we need to consimige aspect. He attempted,
notably in the volumes entitleflen and Womelj1855) andDramatis Personae
(1864), to use in his verse the rhythms of spokaguiage and to convey character
by means of the dramatic monologue; but these mhythre rarely convincing.
The ‘speech’ is too often a jerky jumble of archass distorted syntax and
romantic clichés. Let see this in his well-knownepg My Last DuchessAn
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Italian renaissance duke is showing the portraihisflate wife to the emissary
who is arranging his next marriage.
That’s my last duchess painted on the wall,
Looking as if she were alive. | call
That piece a wonder, now: Fra Pandolf's hands.
Will't please you sit and look at her? | said
‘Fra Pandolf’ by design, for never read
Strangers like you that pictured countenance,
The depth and passion of its earnest glance,
But to myself they turned (since none puts by
The curtain | have drawn for you, but I)
And seemed as they would ask me, if they durst,
How such a glance came there; so, not the first
Are you to turn and ask me thus, Sir, ‘twas not
Her husband’s presence only, called that spot
Of joy into the Duchess’ cheek; perhaps
Fra Pandolf chanced to say ‘Her mantle laps
‘Over my lady’s wrist too much’, or ‘Paint
‘Must never hope to reproduce the faint
‘Half-flush that dies along her throat:’ such stuff
Was courtesy, she thought, and cause enough
For calling up that sport of joy. She had
A heart — how shall | say? — too soon made glad
Too easily impressed; she liked whate’er
She looked on, and her looks went everywhere
Sir, ‘twas one! My favour at her breast,
The dropping of the daylight in the West
The bough of cherries some officious fool
Broke in the orchard for her, the white mule
She rode with round the terrace — all and each
Would draw from her alike the approving speech,
Or blush, at least. She thanked men — good! Bunkidth
Somehow — | know not how — as if she ranked
My gift of a nine-hundred — years- old name
With anybody’s gift...

The poem has a roughness of surface which givas lg#ast the appearance of
vigour. It is ingeniously arranged to make the s¥adork out for himself the
implications of the story; the duke’s pride, hisaiment of his wife as one of his
possessions, his jealousy, his cruelty, her defaghbooken heart and his proposing
to add another unfortunate young woman to his ctilie are the issues in the
poem. Nevertheless, Browning has more in mind giaply creating a colourful
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character and placing him in a picturesque hisébrscene. Rather, the specific
historical setting of the poem harbours much sigaifce: the Italian Renaissance
held a particular fascination for Browning and hisntemporaries, for it
represented the flowering of the aesthetic andhtiiman alongside, or in some
cases in the place of, the religious and the matals the temporal setting allows
Browning to again explore sex, violence, and adstheas all entangled,
complicating and confusing each other: the lushoé#ise language belies the fact
that the Duchess was punished for her natural $iexu@ahe Duke’s ravings
suggest that most of the supposed transgressiokgptace only in his mind. Like
some of Browning’s fellow Victorians, the Duke ses#s lurking in every corner.
The reason the speaker here gives for killing thheH2ss ostensibly differs from
that given by the speaker of “Porphyria’s Lovert faurder Porphyria; however,
both women are nevertheless victims of a male @édsirinscribe and fix female
sexuality.

3.3 A Brief Account of Mathew Arnold’s Life

Mathew Arnold is popularly known for his criticabsays. He was born in 1822
and began his career as a poet, winning early reftog as a student at the Rugby
School where his father. Thomas Arnold had earregtbmal acclaim as a strict
and innovative headmaster. Arnold also studied atlidd College, Oxford
University. In 1844, after completing his undergratk degree at Oxford, he
returned to Rugby as a teacher of classics. Affarymg in 1951, Arnold began
work as a government school inspector, a positidnchv afforded him the
opportunity to travel throughout England and thetoeent. Throughout his thirty-
five years in this position, Arnold developed atemest in education, an interest
which fed into both his critical works and his pgeEmpedocles on Etn@852)
and Poems (1853) established Arnold’s reputation as a poetia 1857 he was
offered a position, which he accepted and held @867, as professor of poetry at
Oxford. Arnold became the first professor to leetur English rather than Latin.
During this time Arnold wrote the bulk of his mdamous critical worksEssays
in Criticism (1865) andCulture and Anarchy1869), in which he sets forth idea
that greatly reflect the predominant values of\fietorian era.

3.4  The Poetry and Style of Mathew Arnold

Discussing the poetry and style of Mathew Arnoldynmat be so difficult. We
need to reckon with most of his essays on criticidmmold wrote extensively on
social and cultural issues, religion, and educati@h us examine his most popular
poem “Dover Beach”.

The sea is calm to-night.
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The tide is full, the moon lies fair

Upon the straits; on the

French coast the light

Gleams and is gone; there

Cliffs of England stand.

Glimmering and vast, out in the tranquil bay
Come to the window, sweet is the night-air
Only, from the long line of spray

Where the sea meets the moon-blanch’d land
Listen! You hear the grating roar

Of pebbles which the waves draw back, and flings,
At their return, up the high strand,

Begin, and cease, and then again began,
With tremulous cadence slow, and bring

The eternal note of sadness in.

Sophocles long ago

Heard it on the Aegan, and it brought
Into his mind the turbid ebb and flow
Of human misery; we

Find also in the sound a thought,
Hearing it by this distant northern sea

The Sea of Faith

Was once, too, at the full, and round earth’s shore
Lay like the folds of a bright girdle furl’d.

But now | only hear

Its melancholy, long, withdrawing roar,
Retreating, to the breath

Pf the nigh-wind, down the vast edges drear

And naked shingles of the world.

Ah, love, let us be true

To one another! For the world, which seems

To lie before us like a land of dreams,

So various, so beautiful, so new,

Hath really neither joy, nor love, nor light

Nor certitude, nor peace, nor help for pain,

And we are here as on a darkling plain

Swept with confused alarms of struggle and flight,
Where ignorant armies clash by night.
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The poem is about the human misery. Nature is usedraw a comparison
between the fights of nature and the human misEng. poem consists of four
stanzas which have a different amount of lines. fitst stanza consists of 14
lines, the second of six, the third of eight anel ldest line contains nine lines. The
rhyme is irregular. Arnold expresses shock on thisisc of faith during the
Victorian period. In the beginning of the poem,éx@resses how calm everything
is just like any other night. However, as the pgamgresses, he mentions how
Sophocles heard the sadness on the Aegean Sedd Anemtions the “Sea of
Faith”, this metaphor actually stands for the churdn mentioning the “Sea of
Faith”, he reveals what while it looks calm andmal on the surface, the sea is
singing a song of sadness and despair. Duringithes people began questioning
religion and turning to Darwinism. Arnold now pasthat love should replace the
darkness that has overtaken the world.

Self-Assessment Exercise

Do you think it is appropriate to categorize Math&mold as a Victorian poet?
Support your response with a discussion of onasopbems.

40 CONCLUSION

In this unit, we have explained how Mathew ArnolitiaRobert Browning both
contributed immensely to English Poetry during Yhetorian period. Browning’s

“My Last Duchess” and Mathew Arnold’'s “Dover Beaat®@main part of the best
British poetry collections. Both Browning and Ardahfluenced the writings of
W.B. Yeats, T.S. Eliot and many of the modern poets

5.0 SUMMARY

In this unit, you have been exposed to the backgtsewf Mathew Arnold and
Robert Browning, how they wrote poetry and theytest.

6.0 TUTOR-MARKED ASSIGNMENT

Discuss Robert Browning and Mathew Arnold as Vietorpoets, using two of

their poems, one of each, as examples.

7.0 REFERENCES/FURTHER READING
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1.0 INTRODUCTION

The twentieth century in Britain has a lot of pleas€he first forty years of the
twentieth century saw both the consolidation okatary- and-a-half's industrial
growth and development, and a decisive transitimwatds the now-familiar
modernity of our own technologically advanced, rrdssiocratic and mass-
consumerist society. New innovations in science @uthnology such as motor
car, cinema, wireless telegraph, the aeroplane erdtric power gave the
twentieth century a new look. Nevertheless, thestRWorld War was a severe
blow on the century.

2.0 OBJECTIVES

At the end of this unit, you should be able to
1. Highlight the major historical events of the hkieth century;
2. Explicate the forms and styles of the twentethtury.

3.0 MAIN CONTENT
3.1 Historical Overview

After the death of Queen Victoria in 1901, thintmrted to change gradually. The
new century saw a continuing reaction against whate perceived as deeply
entrenched Victorian values and attitudes, esggcial religion and morality.
Although there were no major upheavals organizestjtutional religion in this
period in Britain, the profound impact of ninetdementury science, philosophy
and thought continued to be widely felt and theees wertainly a spreading and
deepening crisis of faith among artists and int#lials, whose questioning and
search for alternative systems of belief were nts® ancreasingly influenced by
the recently established fields of anthropology emshparative religion.
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Several features are known to have dotted the tetententury. First is the global

war. This global war was the First World War whimoke out in 1918. Masses of
dead bodies littered the streets, plumes of pogas drifting through the air,

hundreds of miles of trenches infested with ratesé are some of the indelible
images that have come to be associated with Wodd M{1914-1918). It was a
war that unleashed death, loss, and suffering amarecedented scale.

Another crucial feature of the twentieth centuryadical artistic experiment. The
boundary breaking art, literature, and music offtrs# decades of the century are
the subject of the topic, “Modernist Experiment’mang the leading aesthetic
innovations of this era were the composer Igor \@8teky, the cubist Pablo
Picasso, and the Futurist F.T. Marinetti. The wanfeartistic energy in the avant-
garde European arts soon crossed the English Chaasenstanced by the
abstraction and dynamism of Red Stone Dancer (184)3by the London-based
vorticists, and modernists include such Englishtevsi as Ezra Pound, T.S. Eliot
who also responded to the stimulus and challengdefEuropean avant-garde
with manifestos, poems, plays, and other writingsis topic explores the links
between continental experiment and the modernisiovations of English
language poets and writers during a period of erdiaary ferment in literature
and the arts.

The twentieth century also witnessed the emergeasfceew nations out of

European colonial rule. Ireland was the oldest wifai’s colonies and the first in

modern times to fight for independence. Politicalhd ideologically, too, society
continued to become more pluralistic and democratiad the Victorian trend

towards a more diverse social — class structurdaowkr, less deterministic social
networks continued apace.

3.2 Literary Overview

The literature of the first third or so of the twieth century is usually defined in
terms of its rejection of the values, attitudes amdctices of the immediately
preceding Victorian age — or at least of those etspef the age that had come to
stand for a ‘Victorianism’ defined, among other nip, by hypocrisy and
puritanical narrow-mindedness. Reaction againsth sud@torianism had been
gathering pace since at least the 1880s, but @ftexen Victoria’s death reaction
became outright rebellion as a new age of skeptieiad searching critique began
to assert itself and all the assumed Victorian tie=ri were challenged and
guestioned. Indeed, this questioning spirit is ppaithe outstanding characteristic
of early twentieth- century literature.

The wars of the period inevitably added impetus @&adde to anti-Victorian
critique, and if the experience and consciousnésso, with all the ramifications

122



of its newly realized potential for destruction,sman all-pervasive feature of the
literature of the period. Especially after 1914 rwaelf supplied the direct and
indirect subject matter for innumerable literaryktéee The resulting literary
experiments and debates gave rise to an extraawiigimich and diverse range of
writings, and this has meant that there is stillamirely settled ‘map’ of the
literature of the period. For some writers, evewaals the end of the period, it
was effectively ‘business as usual’ where, althoisghes may well have changed,
the tried and tested techniques of the Victoriansld still more or less suffice. In
the second half of the twentieth century, the stashdnodel of literary critical
classification for these years, especially in tietdfof fiction, has been one which
identifies two major trends or modes of writing,fided principally by their
different stylistic and technical features.

3.3 Forms, Genres and Styles

Modernism and realism have always been identifiedhe two main lines of

stylistic development within this period. Modernistiting has been seen as the
genuinely new, original and authentic art of thatagey while realist art has been
considered as simply a continuation of worthy butnmded nineteenth-century
forms. From another point of view, modernist ars leeen considered obscure,
elitist and out of touch with everyday experienedile realist art has been

embraced for its direct relevance to people’s linestriving to present an accurate
and truthful representation of historical and podit actuality. As a broad

categorization of stylistic tendencies at leastaih be helpful still to distinguish

between these two modes of modern writing.

David Lodge helpfully elaborates on the distinctibetween modernism and

realism as follows:
Modernism turned its back on the traditional idéaad as imitation and
substituted the idea of art as an autonomous fcti@ne of its most
characteristics slogans was Walter Pater’'s asgertidll art constantly
aspires to the condition of music” — music beingalbarts, the most purely
formal, the least referential... the fundamental gple of aesthetics before
the modern era was that art imitates life... but be ttnd of that
(nineteenth) century it had been turned on its hdafe imitates art’,
declared Oscar Wilde, meaning that we composeddhlgy we perceive by
mental structures that are cultural, not naturabrigin, and that it is art
which is most likely to change and renew thosecstings when they
become inadequate or unsatisfying... (T)raditionalisen... does not
aspire to the condition of music; rather it aspitesthe condition of
history... it regards literature as the communicatbra reality that exists
prior to and independent of the act of communicatio

(‘Modernism, Anti-Modernism and PostModernism”.BR- 6).
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In the work of archetypal modernists such as Ydalst and Pound, modernism
produced a ‘poetry that distinguishes itself frordioary referential discourse by
violently dislocated syntax and bewildering shifsregister... in which there are
no narrative or logical climaxes but instead vilbyanggestive, ambiguous images
and symbols’ (Lodge, P. 6).

Meanwhile, poets like Rudyard Kipling, Thomas Har@obert Bridges, W.H.
Davies, Walter de la Mare and John Masefield startdnost strongly in contrast
to the modernist for largely continuing to use nealirverse forms rather than free
verse.

Self-Assessment Exercise
Explore five events that characterized the twemtoentury.

40 CONCLUSION

The twentieth century seems the most interestinglgnaecause it was the most
debatable century. The wars, economic recessiomespread corruption,
disillusionment all made the twentieth century ppé@t England something worth
of attention. Both Yeats and Eliot became forenpostts of the period.

5.0 SUMMARY

In this unit, you have been exposed to the factoinich made the twentieth
century writers wrote the way they wrote. We tratteslbackground of that period
from the death of Queen Victoria in 1901. We codeldithat the major schools of
writers then were the modernists and the realists.

6.0 TUTOR-MARKED ASSIGNMENT
What factors influenced the twentieth-century wagtin Britain?

7.0 REFERENCES/FURTHER READING
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UNIT 4 T.S. ELIOT AND W.B. YEATS: THE EXAMPLES OF  20TH
CENTURY ENGLISH POETS
1.0 Introduction
2.0 Objectives
3.0 Main Content
3.1 A Brief Biography of T.S. Eliot
3.2 The Poetry and Style of T.S. Eliot
3.3 A Brief Account of W.B. Yeats
3.4 The Poetry and Style of W.B. Yeats
4.0 Conclusion
5.0 Summary
6.0 Tutor-Marked Assignment
7.0 References/Further Reading

1.0 INTRODUCTION

The two poets, T.S. Eliot and W.B. Yeats contridu¢éelot to what is known as
modernist poetry. Their works contain some fragmeftthe World War and the
disillusionment that followed. Their biographies driefly given and then their
works are explicated.

2.0 OBJECTIVES
At the end of this unit, you should be able to:
1. relate the accounts of Eliot and Yeats lives;
2. analyze the poetry of T.S. Eliot and W.B. Yestsnodernist works.

3.0 MAIN CONTENT
3.1 A Brief Biography of T.S. Eliot

Thomas Stearns Eliot was born in Missouri on Septa6, 1888. He lived in St.
Louis during the first eighteen years of his lifedaattended Harvard University. In
1910, he left the United States for the Sorbonaeiny earned both undergraduate
and master degrees and having contributed severam$ to the Harvard
Advocate.

After a year in Paris, he returned to Harvard tespe a doctorate in philosophy,
but returned to Europe and settled in England ih419he following year, he
married Vivienne Haigh-Wood and began working imd#on, first as a teacher
and later for Lloyd’s Bank. It was in London thadtdE came under the influence
of his contemporary Ezra Pound who recognized begtip genius at once, and
assisted in the publication of his work in a numb&magazines, most notably
“The Love Song of J. Alfred Prufrock” in 1915. Hisst book of poemsPrufrock

and Other Observationsvas published in 1917, and immediately estabdighien
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as a leading poet of the avant-garde. With theigafobn of The Waste Lanth
1922, Eliot’s reputation began to grow to nearlytiity proportions; by 1930, and
for the next thirty years, he was the most domirfequre in poetry and literary
criticism in the English-speaking world. Eliot recsd the Nobel Prize for
literature in 1948, and died in London in 1965.

3.2 The Poetry and Style of T.S. Eliot

Eliot is well known for two of his poems, TW¥aste LandandThe Love Song of
J. Alfred Prufrock. We are going to examindhe Waste land With its
bewilderingly fragmented, imagistic evocation adtarile and broken civilization,
Eliot's The Waste Landhas long been considered an archetypal text efahy
modernism, providing a conveniently concentratedngple of almost all the
major features associated with that label. Althodlgh poem’s wide range of
cultural reference suggests many other relevartegtntoo (urbanization, popular
culture and entertainment, and the developing diedf anthropology and
comparative religion), the First World War is pgshats most obvious shaping
context.

The war is explicitly alluded to in the semi-comm&partee of the women in the
pub in Part Il of the poem, and literal echoeshaf war can be head in lines like
‘Cracks and reforms and bursts in the violet &ait Vv, 1, 373); but the impact
and aftermath of the war is deeply embedded inptbem’s all-pervasive and
many-faceted sense of death and loss, fracturelisodentation. The imagery of
death and desolation is everywhere, from the vast bection sub-title, ‘The
Burial of the Dead’, through to the fourth, ‘Dedily Water’. The land is dead,
trees are dead, the bones of dead men lie in gamnet alleys, ‘Rattled by the rat’s
foot only, year to year’ (Part lll, 1.195):

He who was living is now dead

We who are living are now dying

(Part V, II. 328-9).

As this last line suggests, though, the poem ismahy simple way a memorial to
the men who literally died in the war. It is alsbnot more so, a lament for the
living death that the war symbolically bequeathedhe world in marking the end
of a cultural cycle and the shattering of its fumeatal values, beliefs and
aspirations. The city of modernity is now an “Urr€gy’, a hellish ghostly waste
land, full of ‘Falling towers’ and the walking unale —
‘A crowd flowed over London Bridge, so many,
| had not thought death and undone so many’.
(Part 1, 11. 62-3)
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As the recurrent imagery of dryness and sterilipkes clear, the poem is in this
sense actually about the spiritual death of westérilization, and the poem’s

fragmented web of allusions to Christianity andséwious other religions, myths
and rituals is intended to evoke the anguished mmodearch for new sources of
faith and meaning in the world.

The narrative disjunctions and the sudden shiftfooftion and language in the
poem are clearly functional to this sense of protbapiritual disorientation in the
modern world. Eliot’s waste land may probably bepaitual one, nevertheless, it
captures the meaninglessness and fragmentatidghe tfentieth century.

3.3 A Brief Account of W.B. Yeats

William Butler Yeats was born in Dublin, Ireland 1865. His father, John Yeats
was a painter. He spent his childhood in countigdSlwhere his parents were
raised, and in London. He returned to Dublin atdbe of fifteen to continue his
education and study painting, but quickly discodehe preferred poetry. Yeats
became involved with the Celtic Revival, a movemagainst the cultural
influences of English rule in Ireland during thectrian period, which sought to
promote the spirit of Ireland’s native heritageoligh Yeats never learned Gaelic,
his writing at the turn of the century drew extee$y from sources in Irish
mythology and folklore. Also a potent influence brs poetry was the lIrish
revolutionary Mewed Gonne, whom he met in 1889,0canan equally famous for
her passionate nationalist politics and her beauty.

Yeats was deeply involved in politics in Irelanddan the twenties, despite Irish
Independence from England, his verse reflectediméss about the political
situation in his country and the rest of Europerapeling the increasing
conservatism of his American counterparts in Londia®. Eliot and Ezra Pound.
His work after 1910 was strongly influenced by Paumecoming more modern in
its concision and imagery, but Yeats never abamdldme strict adherence to
traditional verse forms. W.B. Yeats was awarded\bbel Prize in 1923 and died
in 1939 at the age of 73.

3.4  The Poetry and Style of W.B. Yeats
Yeats wrote a lot. Some of his best poems are “Byam” and “Among the
School Children”. His poems reflect on modernityngspowerful images and
symbols. In “Byzantium”, Yeats imagines himself it the symbol city towards
which he was sailing. Yeats’ symbols change theniBcance. Most of his
poems have common meanings, associations, themes) hny poem these are
part of a whole and their range of reference isrotled by the structure of the
poem itself.

“Byzantium”
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The unpurged images of day recede;

The Emperor’s drunken soldiery are abed;
Night resonance recedes, night-walker’'s song
After great cathedral gong;

A starlit or a moonlit dome disdains

All that man is,

All mere complexities,

The fury and the mire of human veins.

Before me floats an image, man or shade,

Shade more than man, more image than a shade;
For Hades bobbin bound in mummy — cloth

May unwind the winding path;

A mouth that has no moisture and no breath
Breathless mouths may summon;

| hail the superhuman:

| call it death —in — life and life — in — death

Miracle, bird or golden handiwork,

More miracle than bird or handiwork,

Planted on the star-lit golden bough,

Can lime the cocks of Hades crow,

Or, by the moon embittered, scorn aloud

In glory of changeless metal

Common bird or petal

And all complexities of mire or blood.

At midnight on the Emperor’s pavement flit
Flames that no faggot feeds, nor steel has lit.
Nor storm disturbs, flames begotten of flame,
Where blood-begotten spirits come

And all complexities of fury leave.

Dying into a dance,

An agony of trance,

An agony of flame that cannot single a sleeve.

If one ponders the superbly modulated first linegtho$ poem, one will discover
that of its five stresses, three come together len gecond, third and fourth
syllables; the last two are regularly spaced. Sarcharrangement gives a calm,
solid conclusive feeling to the second half of lihe.

In the first stanza, the drunken soldiery and tightn- walkers are silenced by the

great cathedral gong, the curfew that ends dayahdrs in night, symbol, like the
dome of the sky, ‘the artifice of eternity’, all stgibe the serenity of the city. In
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“Sailing to Byzantium” the speaker stated his des$or be ‘out of nature’ and to
assume the form of a golden bird. In “Byzantiunhie bird, appears, and scores of
dead spirits arrive on the backs of dolphins, tofdrged into “the artifice of
eternity” — ghostlike images with no physical prese (“a flame that cannot single
a sleeve”). The narrative and imagistic arrangenm@nthis poem is highly
ambiguous and complicated; it is unclear whethemt¥ éentends the poem to be a
register of symbols.

The speaker’'s demonstrated preoccupation with ‘tframages” has led some
critics to conclude that the poem is really anguhy of the process by which
fantasies are rendered into art.

Self-Assessment Exercise
“The poetry of W. B. Yeats and T.S. are perfectnepkes of modernist poetry”.
Expatiate.

40 CONCLUSION

The two poems discussed in this unit seem to by difficult to interpret. But
you should understand that it is part of the fezgiof twentieth century poetry to
use images and symbols. The two poems by EliotYaats are full of mythical
symbols which may better be understood by the geoplkhe twentieth century.
Nevertheless, we tried to interpret and analyzedlmems as simple as possible
for you to understand.

5.0 SUMMARY

In this unit, we have discussed the poetry of Eiad Yeats. We also highlighted
their literary and cultural backgrounds. We trisdnauch as possible to familiarize
you with the styles of their writing.

6.0 TUTOR-MARKED ASSIGNMENT
How modernist is T.S. Eliot'$he Wastelandr W.B. Yeats’ “Among the School
Children™?
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