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The benefits of education and of 
useful knowledge, generally diffused 
through a community, are essential 
to the preservation of a free eovern
ment. 

Sam Houston 

Cultivated mind is the guardian 
genius of Democracy, and while guided 
and controlled by virtue, the noblest 
attribute of man. It is the only dictator 
that freemen acknowledge, and the 
only security which freemen desire. 

Mirabeau B. Lamar 
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ROBERT MANNYNG'S VERSION OF THE 
TROY STORY 

BY ELMER BAGBY ATWOOD 

The first part of the Story of England by Robert 
Mannyng of Brunne1 is primarily a translation from 
Wace's narrative of the settlement of England. There 
is an interesting departure from Wace, however, in a 
digression of some 300 lines in which Mannyng recounts 
the events leading up to the destruction of Troy. As his 
authority on Trojan history he cites Dares Phrygius, and 
this is the source to which scholars have attributed the 
digression. 2 The present study is concerned with the 
validity of this attribution. 

After a complete genealogy of Brut, which (according 
to Zetsche3

) is essentially that given by Nennius, Robert 
begins his story of Troy by stating that the war raged 
for twenty-two years on account of Helen, who was 
"rauisched" by Paris. He then relates the first destruc
tion of Troy, which was brought about by lasan, son of 
Pelles, who won the ram with the fleece of gold. After 
lasan had ruined Troy, "sire Pryami" rebuilt it; but it 
was destroyed again and has never since been restored. 
This brief narrative, consisting of only twenty-five lines 
( 431-56), undoubtedly corresponds to the account given 
in chapters I-III of Dares' De Excidio Troiae Historia. 4 

Yet Mannyng's account is so lacking in detail that one 
could hardly demonstrate that the story derives directly 
from Dares rather than from some intermediate version, 

1 Edited by F. J. Furnivall, 2 vols. (London, 1887). 
2Aem. W. Zetsche, Ober den ersten Teil der Bearbeitung des "roman 

de Brut" des Wace durch Robert Mannyng of Brunne (Leipzig diss., 
1887), p. 10; F. J. Furnivall, op. cit., p. xviii; J.E. Wells, Manual of 
the Writings of Middle English (New Haven, 1926), p. 200. 

aop. cit., pp. 7-9. 
4 Ed. F. Meister (Leipzig, 1873). 
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such as the Roman de Troie of Benoit5 or the Historia 
Destructionis Troiae of Guido de Columnis. 6 Both of these 
sources contain all the information reproduced by 
Mannyng-except the twenty-two-year duration of the 
war, which, so far as I know, is original. But before 
reaching a decision, let us turn to the continuation of 
Mannyng's narrative. 

The remainder of Mannyng' s story is almost entirely 
concerned with the career of Paris, and can be divided 
into. three episodes. The first of these I shall call the 
Battle of the Bulls. 7 Paris, son of Priam, says Mannyng, 
was a keeper of beasts, since this was the custom in old 
times for knights and youths of noble blood : the Biblical 
knights, Moses and David, are cited as evidence. One day 
a bull comes from Greece and fights with one of Paris's 
beasts. The next day he returns ; the fight goes on for 
many days. Paris, who has been watching them, decides 
that the winner must be given a crown. After a long 
struggle the issue is decided : 

So longe pey foughte, pat atte laste 
}>e bole of Troye doun was caste. 
When Parys saugh his bole doun, 
}>e bole of Grece he gaf pe croun; 
& 1'at was gret curtesye, 
To gyue pe bole pe maistrie, 
& late hym gon corouned quit 
}>at hadde ydon his bole despit. ( 495-502) 

No trace of this story is to be found in Dares ; nor can 
it by any means be considered an invention of Mannyng, 
since the story of Paris's youth as a shepherd is told 
rather fully in two anonymous prose chronicles of the 
Trojan War: the Excidium Troiae 8 and the Compendium 

sEd. L. Constans, Societe des anciens textes frarn;ais, 6 vols. (Paris, 
1906-12). 

6Ed. N. E. Griffin, Mediaeval Academy Publication No. 26 (Cam
bridge, Mass., 1936). 

7Ll. 459-502. 
8 For text and discussion see Atwood, "The Rawlinson Excidium 

Troie--a Study of Source Problems in Mediaeval Troy Literature," 
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Historiae Trojanae-Romanae.n According to these sources, 
Paris was exposed in infancy because Hecuba, his mother, 
had dreamed a sinister dream which was interpreted to 
signify that her son would become the bane of Troy. After 
his exposure, he was found and reared by shepherds. The 
Excidium Troiae contains the fuller and better motivated 
account of the bulls, which runs as follows: Paris likes 
to watch fights between the animals, and the champion he 
crowns with a golden crown. One day Mars takes the 
likeness of a bull and overcomes Paris's favorite, where
upon Paris dutifully removes the crown from his bull and 
bestows it on Mars. Because of this Paris becomes 
renowned among the gods as a just and impartial judge.10 

The story is no doubt a product of the rationalistic late 
classical period, and developed from a desire to explain 
the choice of a shepherd as arbiter in the divine dispute 
of Juno, Minerva, and Venus. At any rate, the episode 
was immensely popular in medieval literature. Analogous 
versions are to be found in the Middle English Seege 
or Batayle of Troy; 11 the Old Norse Tr6jumanna Saga;12 

the Middle High German Gottweiger Trojanerkrieg 18 and 
the Trojanische Krieg of Konrad von Wurzburg;14 the 
Italian Jstorietta Trojana; 15 the Old Bulgarian Trojanska 

Speculum, IX (1934), 379-404, and "The Excidiurn Troie and 
Medieval Troy Literature," Mod. Phil., XXXV (1937), 115-128. 

9Ed. H. Simonsfeld, Neues Arch,iv der Gesellschaft filr iiltere 
deutsch,e Gesckicktskunde, XI (1886), 241-251. 

10Speculum, IX, p. 398. 
nEd. M. E. Barnicle, E. E. T. S., 0. S., No. 172 (London, 1927), 

II. 281-88. 
12Ed. J. Sigurdeson, Annaler for Nordisk OUlkyndighed og Historie, 

IV (Copenhagen, 1848), p. 20. 
is Ed. A. Koppitz, Deutsche Texte des Mittelalters (Berlin, 1926), 

11. 1764-86. 
14 Ed. A. von Keller, Biblioth,ek des Litterarisch,en V ereins, XLIV 

(Stuttgart, 1858), 11. 618-50. 
15Ed. E. Gorra, Testi inediti di Storia Trojan.a (Torino, 1887), p. 

381. 
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Priea; 16 and the Spanish General Estoria of Alfonso el 
Sabio11 and the Sumas de Historia Troyana of Leomarte.18 

In not one of these accounts, however, is the strange bull 
identified with Mars; it seems likely, therefore, that the 
Latin redaction (or redactions) of the story on which 
these versions were based suppressed the detail entirely. 
In nearly all of them, nevertheless, the incident is taken 
as an indication that Paris had a precocious sense of jus
tice, for which he became widely known. Indeed, accord
ing to Alfonso's General Estoria, people constantly come 
to Paris for a settlement of their disputes: 

... e por esta derechura que fazie, pues que el fue sonando por las 
tierras, vinien muchos a el con sus pleitos. (Fol. 45va) 19 

Evidently Mannyng also includes the episode from a 
desire to establish the competence of Paris as a judge; but 
he compresses the story considerably by having the three 
goddesses themselves observe the Battle of the Bulls and 
its outcome. 

Because of Mannyng's great freedom in this narrative, 
it is difficult to determine the exact nature of his source. 
That source could, naturally, not have been Dares, and it 
seems unlikely that it could have been the Middle English 
Seege, where it is merely related in general terms that Paris 
liked to watch his animals fight and that he regularly 

iGEd., with a Latin translation, in Starine (Jugoslavenska Akad
emija Znanosti i Umjetnosti), III (1871), p. 159. 

HMS Escorial Y I, 1-a photostatic copy of which was kindly lent 
me by the late Professor A. G. Solalinde of the University of Wis
consin. Fols. 45 rb, 45v•. 

isEd. A. Rey, Revista de Filologia Es]XLfiola, Anejo XV (Madrid, 
1932). Pp. 150-51. 

rnJt is interesting that the medieval writers should go to such 
trouble to present Paris as a just and impartial youth, and then 
should have him turn out so selfish and easily corruptible in the 
judgment of the goddesses. Possibly in order to show that his tempta
tion was too great to resist, The ExcUlium (p. 399) and the Com
pendimn (p. 243) have Venus take unfair advantage of the other 
goddesses by appearing nude before Paris-after which his sense of 
justice flees. 
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gave a crown to the winner. The closest parallel (in an 
available source) seems to be the Latin Compendium, 
which, unlike the Excidium, relates that the strange bull 
returned to battle more than once.20 Whatever source 
supplied Mannyng with the essence of his narrative, it 
must have been very closely related to this account. 

The second of Mannyng' s episodes is the Judgment of 
the Goddesses21-but Robert transforms them into "l>re 
wicches," who "in l>e eyr dide fare." These weird sisters 
observe the bull fight and Paris's decision, and marvel at 
his wisdom. Soon they begin to argue over their beauty, 
and they agree to let Paris decide the issue. For the prize, 
they resolve to make a ball of some kind, and they request 
Paris to award it to the fairest among them. Before the 
day set for judgment, the three come to Paris individually 
and offer bribes. Juno offers worldly position: 

"I schal pe graunte porow my power, 
In Troye schold neuere be py per." (553-4) 

Pallas offers wisdom: 

"Of wysdam y schal gyue pe grace 
Ouer alle oper in ilk a place." (561-2) 

Venus offers the fairest lady alive: 

"I schaJ ]>e gyue a loue of pris, 
]:>e fairest lady pat now lyues, 
ffor pe bal, ;;if pou hit me gyues." (580-82) 

After much soul-searching, Paris decides to award the 
ball to Venus, whereupon the other ladies are "for wrayth 
al mad." 

Now, this episode could hardly have come from Dares, 
since De Excidio Troiae Historia does not connect the 
Judgment with Paris's life as a shepherd; instead, the 
whole occurrence is set in a dream, which Paris relates 
at the council when the Trojans are considering sending 

2op. 242. 
21 LI. 503-612. 
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an expedition to Greece. In the dream, the three goddesses 
are brought before Paris by Mercury, who demands that 
he judge them. No mention is made of bribes offered by 
either Juno or Pallas; though Venus does off er the most 
beautiful woman in Greece. :: 2 The differences between the 
two accounts are especially significant when we consider 
certain of the medieval analogues which approach Man
nyng's account much more closely than does Dares. 

Most medieval versions of the Judgment introduce it 
by means of the episode of the divine feast and the malice 
of Discordia. 23 Such accounts are found in the Excidium,24 

the Compendium, 2 5 and numerous vernacular versions: 
Konrad's Trojanische Krieg,2 6 the Weltchronik of Jansen 
Enikel,2 1 the Libro de Alexandre,28 the General Estoria,29 

the Tr6jumanna Saga, 30 and the Trojanska Priea. 81 

Mannyng agrees with the Seege and the Istorietta Trojana 
in dropping the episode, and also in making the prize a 
ball instead of an apple ; but in both these accounts the 
goddesses find the ball rather than make it. 32 

In the bribes of Juno and Pallas, Mannyng is quite 
conventional. He seems closest to Hyginus33 and the First 
Vatican Mythographer34 in having Juno offer dominion 

22C. VII. 
23That is, in some form. There is a wonderful variety in these 

stories. See Mod. Pkil., XXXV, 125. 
24Pp. 397-8. 
25P. 243. 
2sL1. 813-1641. 
21Ed. P. Strauch, Mon. Germ. Hist., Scrip. qui Vernac. Lingua, Usi 

Sunt, vol. III (Hannover and Leipzig, 1900), 11. 13787 ff. 
2sEd. R. S. Willis, Elliott Monograms, No. 32 (Princeton and 

Paris, 1934), pp. 64-66. 
29Fols. 45°-46r•. 
30Pp. 18, 20. 
31 P. 159. 
s2Seege, 1. 512; Jstorietta Trojana, p. 382. 
S3Ed. M. Schmidt (Jena, 1872); Fable 92. 
S4Ed. Angelo Mai, Classici Auctores, vol. III (Rome, 1831), I, 208. 
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and Pallas wisdom; Ovid35 has Pallas off er victory in 
battle, and several medieval writers agree with him. 86 

Juno's offer of dominion (or wealth) takes a great variety 
of forms. In the First Vatican Mythographer,37 she offers 
the entire realm of Asia; in the Excidiurn, 38 she offers to 
increase Paris's wealth by causing his flocks to produce 
twin offspring; while in the Gottweiger Trojanerkrieg,39 

she offers all the treasures buried since Adam. It is hope
less to attempt to choose Mannyng's source from this 
mass of analogous versions. Neither the Excidium nor the 
Compendium will serve; in the former, Pallas is called 
Minerva and she promises victory rather than wisdom; in 
the latter, there is no mention at all of the bribes of Juno 
and Pallas. But the general similarity between Mannyng 
and these narratives40 is too strong to ignore, and it seems 
necessary to suppose that the source which he used bore 
some relation to these accounts. 

The third episode which Mannyng presents is the Rape 
of Helen.41 Venus, immediately after the Judgment, 
instructs Paris to prepare a ship laden with riches and 
to proceed to Greece in the guise of a merchant. Paris, 
upon his arrival, is greeted by Menelaus. He tells him 
that whoever wishes to see his wares must come aboard 
his ship. Helen hears of this and finally gets leave to 
visit the merchant vessel. After she comes aboard and is 
absorbed in an examination of the riches, Paris sets sail 
and takes her away to Troy. There follows a short account 
of Menelaus' wrath, and of the expedition which resulted 
in the final overthrow of Troy. 

sr,Heroides, XVI, 81-2 (Loeb Classical Library, London, 1914). 
asE. g., Trojanska Prica, p. 161; Jstoriett;a Trojana, p. 382; Libro 

de Alexandre, p. 70; Troju.manrw, Saga, p. 22: both. wisdom and 
strength in battle. 

37J, 208. 
asp, 398. 
aDLl. 2074-79. 
4oE. g., in the Excidiu.m Paris likewise sets a day for the judg

ment; the godde~ses come to him separately to off er bribes, etc. 
HLl. 613-730. 
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This episode likewise differs radically from the narra
tive of Dares. Venus, according to Dares, does not directly 
supervise Paris's plans; Paris undertakes his expedition 
ostensibly to avenge his aunt Hesione, who had been cap
tured by the Greeks. He does not pretend to be a mer
chant; he captures Helen in the temple of Diana and 
Apollo, instead of luring her on board his vessel; and he 
must needs overcome the oppidani in battle before he can 
make his escape.42 Mannyng's narrative shows a much 
closer correspondence to the Compendium at this point. 
The Compendium43 gives the principal events as follows: 
At Venus's counsel Paris prepares a ship and proceeds to 
Greece in the likeness of a merchant Menelaus receives 
him kindly and takes him into his palace. Paris is soon 
able to approach Helen alone; he woos her with words 
and gifts. By this means he wins her to his desire, and 
sails away with her to Troy. An almost identical account 
is given in the Libro de Alexandre,44 the only important 
difference being that Menelaus is absent at the time of 
Paris's arrival (as he is also in Dares). One manuscript 
of the Seege,45 moreover, mentions Paris's ruse of pre
tending to be a merchant when questioned as to his iden
tity. Now, in the Excidium, Venus does not give Paris 
instructions as to his behavior in Greece; she says merely 
"de Grecia accipies uxorem." 46 But since Paris is later 
mistaken for a merchant, 47 it seems quite evident that the 
Excidium gives us an abridgment of an episode which 
was originally something like that contained in the 
Comperulium. 

42C. IX-X. 
43P. 243. 
HPp. 74-6. 
46ffarley MS., 11. 654a-h. 
46P. 400. 
41Jdem. At least, this is strongly suggested when Helen sends word 

to Paris: "Si aliquod ornamentum quod regine placeat in uenalibus 
possit ferre." 
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It would obviously be rash to speak decisively about 
the sources actually used by Mannyng. The supposition 
that he made use of Dares rests on his short summary 
of the first destruction of Troy, which, as I have said, 
could have come from almost any intermediate version 
(even the English Seege could have supplied all the facts). 
The other episodes are distinctly not part of the Dares 
narrative. The most plausible conclusion, it seems to me, 
is that Mannyng did not use Dares at all. The De Excidio 
Troiae Historia was not a well known book in fourteenth
century England; even Chaucer seems to have known 
Dares only by reputation. 48 In the absence of more tan
gible evidence, it is permissible to suppose that Mannyng· 
cites Dares only for the prestige it will give his narra
tive, but that he actually draws upon other sources for his 
information. 

In two of Mannyng's episodes (the Battle of the Bulls 
and the Rape of Helen) the closest Latin source seems to 
be the Compendium Historiae Trojanae-Romanae, and 
there is no reason why he may not have drawn directly 
from that source. There is, however, an alternate possi
bility to be considered. As I have elsewhere attempted to 
show,49 the Compendium and the Excidium could hardly 
have been medieval in origin; they go back to a common 
body of classical material which must have been avail
able to medieval writers in a number of somewhat vary
ing redactions. If this view be correct, we have another 
quite possible explanation of Mannyng's source material. 
From some one of these redactions, embodying material 
common to the Compendium and the Excidium, he may 
have derived his three episodes concerning Paris, although 
he has no doubt allowed himself abundant freedom in 
combining and presenting them. 

•ssee Robert K. Root, "Chaucer's Dares," Mod. Pkil., XV (1917), 
1-22. Root holds that Chaucer mistook De Bello Troiano of Josephus 
I scan us for the narrative of Dares. 

49Speculum, IX, 395; Mod. Pkil., XXXV, 116 ff. 



THE REEVE'S TALE IN THE HANDS OF A NORTH 
MIDLAND SCRIBE 

BY MARTIN MICHAEL CROW 

I 

That Chaucer used dialect in the Ree,ve' s Tale to char
acterize the two Cambridge students, John and Aleyn of 
Strother, is common knowledge. 1 In the ninety-eight lines 
of dialogue assigned to the students, the language, in con
trast to Chaucer's normal South East Midland or London 
English, is full of Northern forms. We find examples of 
a (<OE. a) in place of Midland (and Southern) o; k for 
ch; s for sh.2 We find the present indicative third singu
lar and plural ending in -es or -s, in place of Midland 
(and Southern) third singular -eth and Midland plural 
-en. Of the present indicative of the verb be, we find is 
for all forms singular. 3 We find in the vocabulary a 
sprinkling of Northern words. 

Although Chaucer does not transpose the speech of the 
students consistently into Northern dialect, he distinguishes 
it sharply from his own. The best manuscripts preserve 
these distinctions, but others (e.g., Cambridge Ii, Hatton 

1 See W. W. Skeat, ed., The Comiplete Works of Chaucer (Oxford, 
1900), V, 121; and F. N. Robinson, ed., The Complete Works of 
Chaucer (Boston and New York, 1933), p. 791. See also J. R. R. 
Tolkien, "Chaucer as a Philologist: The Reeve's Tale," Transactions 
of the Philological Society (London, 1934), pp. 1-70. Tolkien studies 
Ellesmere, Hengwrt, Cambridge Gg, Corpus, Lansdowne, Petworth 
(the manuscripts of the Six-Text Edition), and Harley 7834. 

2see Samuel Moore, Histo~cal Outlines of English Phonology (Ann 
Arbor, 1929), pp. 82-85; Richard Jordan, Handbuck der Mittel
engliscken Grammatik, revised by H. C. Matthes (Heidelberg, 1934), 
pp. 69; 156, 161; 166; and Karl Luick, Historiscke Grammatik der 
Englischen Sprache (Leipzig, 1920), I, 359-60. 

3 Lorenz Morsbach, Mittelenglische Grammatik (Halle, 1896), pp. 
14-15.-Concerning the Northern forms of be in the present indicative 
(is, es in all persons singular and plural), see under be, New English 
Dictionary, I, 715. 
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Donat, and Northumberland) change nearly all the North
ern forms to Midland. In the Paris manuscript (Ps) ,4 
however, which shows Northern influence throughout, we 
have an interesting case: What happens here to the speech 
of the Northern students? 

4Bib. Nat., MS anglais 39.-This manuscript, one learns from the 
signature in the colophon, was copied by a scribe named Duxwurth. 
His signature appears also in Bib. Nat. MS Lat. 3436 (Dialogue of 
Anselm), where he gives his full name as Johannes Duxworth. Both 
the above mentivned manuscripts belonged to Jean d'Angouleme, who 
was a royal prisoner in England from 1412 to 1445. The handwriting 
of Ps, English pointed charter or "court hand," and certain facts in 
the life of the original owner of the manuscript, Angouieme (see G. 
Dupont-Ferrier, "La captivite de Jean d'Orleans, comte d'Angouleme," 
Revue historique, LXII [1896]), date the manuscript as probably before 
1430. For a description of Ps and details as to how Duxworth and 
Angouleme collaborated in the making of it, see M. M. Crow, Correc
tions and Unique Variants in the Paris Manuscript of Chaucer's 
Canterbury Tales (Chicago, 1934), reprinted from The University of 
Texas Studies in English, Vols. XV and XVI. 

For other descriptive notes and for specimens of Ps, see Dupont
Ferrier, "Jean d'Orleans, comte d'Angouleme, d'apres sa bibliotheque," 
Bibliotheque de lo f aculte des lettres de Pari:s (Paris, 189'7), III, 64; 
W. Gesenius, "Probe eines Chaucershen Manuscriptes der National
bibliothek in Paris," Herrig's Archiv fur das Studiumi der neuern 
Spracken und Literaturen, V ( 1849), 1-15; Furnivall, Corrections 
and Additions to A Temporary Preface (1868); Skeat, Works of 
Chaucer (Oxford, 1900), IV, xiii, No. 38; Zupitza, Specirnens of All 
the Accessible Unprinted Manuscripts of the Canterbury Tales, 
Chaucer Society Publications (1893)-includes from Ps the Doctor
Pardoner link and the Pardoner's Prologue and Tale; J. Halfmann, 
Das auf der Bibliotheque zu Paris befindlicke Manuscript der Canter
bury Tales (Kiel, 1898); P. Champion, "Librairie du comte 
d' Angouieme," Appendix II in La librairie de Charles d'Orleans 
(Paris, 1910), p. 121; Gaston Raynaud, "Catalogue des manuscrits 
anglais de la Bibliotheque Nationale," Cabinet historique (Paris, 
1883), XXIX, 582-583; E. P. Hammond, Chaucer, a Bibliogmphical 
Manual (New York, 1908), p. 200; William McCormick, Manuscripts 
of Chaucer's Canterbury Tales (Oxford, 1933), pp. 379-386. A de
tailed description of Ps will appear in Manly and Rickert's forth
coming edition of the Canterbury Tales. 
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II 

One of the few Canterbury Tales manuscripts with 
marked dialectal coloring, 5 Ps shows, among the Midland 
forms of the original, many Northern forms, both phono
logical and inflectional. 6 

Phonology.-There are a few examples of a ( < OE. a; 
OE. ii followed by 6; OE. a, WS. ea, followed by ld; and 
OE. a followed by ng) 1 for Midland (and Southern) o, as 
in stane, E 999; awne, E 1790; houshald, D 99; Zang, 
A 3264. The Northern mony (for many) occurs several 
times, e.g., A 1075.8 There are many examples of hard g 
for Chaucer's usual y,9 and of k, both initial and final, for 
Chaucer's ch,10 e.g., gyve, A 1296; gaf, D 74; gyfte, D 103; 

5MS Harley 1239, British Museum, a sister manuscript of Ps, also 
has decidedly Northern coloring. To about line A 1100 it uses con
sistently the Northern spelling qu ( qw) for wh, as in qW'IJch, qwan 
(quhan, qwhan), qwat, qwyle, qwy, qwhom, qwhere, qweder, qwyg'ht. 
After A 1100, however, the spelling qu (qw) begins to disappear; 
for about three hundred lines qu ( qw) makes a desperate stand, but 
finally yields completely to Midland wh. As the handwriting shows 
there is no change of scribes, we have here an example of a fifteenth
century scribe's modifying his spelling habits in order to conform 
with Midland usage. (Morsbach, op. cit., p. 14; Otto Jespersen, A 
Modern English Grammar (Heidelberg, 1922), I, 215; Jordan, op. cit., 
p. 12.) 

Other Northern peculiarities of Harley 1239 are the predominating 
use of -is for case endings of nouns and the use of -id preterit and 
past participle endings of weak verbs. In the present third singular 
indicative, -ith, which might be classed as semi-Northern, predomi
nates over -eth. Occasionally a Northern hard g for Midland y or 6 
is seen. Gud (for good) appears regularly, mony (for many) at least 
once, and ken (for know). Otherwise the dialect is Midland. (Luick, 
op. cit., I, 427; Jordan, op. cit., p. 231.) 

Unfortunately Harley 1239 lacks the Reeve's Tale; Harley and Ps 
cannot, therefore, be compared as to their treatment of the Northern 
students' speech. 

sof the examples which illustrate Northern forms in Ps, I have 
chosen none from the speeches of the Northern students. 

7Jordan, op. cit., pp. 69, 117, 82, 48-49; Luick, op. cit., p. 439. 
8Jordan, op. cit., p. 231. 
9/bid., p. 169. 
lOJbid., pp. 156, 161. 
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kirke, A 460; whilk, A 2064; dyke (for dich), B 4038; 
perke, A 2204; busk, A 1579; benk, D 247; pykke (for 
pich), A 3731; likerous (for lecherous), A 626; mekil 
(-yl), A 1359, E 1424, and elsewhere. Northern qwh is 
found once for wh, qwhich, B 984. Northern hundreth 
(-ith) 11 is used regularly for hundred, e.g., A 1851. 
Northern also is the preservation of l before k, as in 
whilk, A 2064.12 

Morphology.-It is here that the Northern characteris
tics in Ps are most noticeable, several Northern inflec
tional forms predominating throughout. In more than half 
of the examples, nouns form their regular plurals and 
genitives in -is (-ys) in place of Chaucer's -es,13 as in 
londys, A 14; wurdis, A 729; crowis, H 308.14 Two North
ern irregular plurals are ky (for kyn), B 4021; childer, 
C 67 and E 1071.15 Here may be noted also a tendency 
of the Ps scribe to use the Northern genitive singular 
without ending. 16 Chaucer has a few such forms, espe
cially in nouns of relationship ;11 the Ps scribe uses them 
more frequently and extends their use to other nouns than 
those of relationship, e.g., carpenter, gs., A 3861; em
perour, gs., B 151 ; archedekyn, gs., A 655. 

In pronouns, Northern influence is seen in the use of 
sho (for she), A 124, A 144, and elsewhere ;18 thaire (for 
hir), A 32, D 771, and elsewhere; thayni and ]Jem (for 

noN. kundrap, cogn. OE. hundred; see E. Sievers, An Old English 
Grammar, trans. and ed. A. S. Cook (New York, 1903), p. 238. 

120. F. Emerson, A Middle Engli.sh Reader (London, 1923), p. 
lxxii. 

1sJ ordan, op. tit., p. 126. 
HHowever, -es is nearly always found after y in the stem, e.g., 

bodyes, enemyes; but apotacarijs and electuarijs. 
15H. C. Wyld, The Growth of English, (London, 1907), pp. 133, 176; 

Emerson, op. cit., pp. lxxxviii-lxxxix. 
16/bid., pp. lxxxi, lxxxviii. 
11J. M. Manly, ed., Chaucer's Canterbury Tales (New Y9rk, 1928), 

p. 93. 
ISLuick, op. cit., I, 341. 
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hem) , 19 B 206, D 771. The Northern spellings of the pro
nouns whilk and qwhich have been already noted under 
phonology. 

In verbs, Northern influence is seen in the loss of n as 
well as e from the infinitive, e.g., hong, A 2410, and begyn, 
A 42, although both n and e may be retained.2

@ Two par
ticiples in -and occur : thryvand, B 1702, and trilland, D 
1864; also usand, A 3940, is used for usaunt, and haunt
and, C 330, for hauteyn, probably by analogy with North
ern participial forms. 21 In the present indicative, the first 
person singular may have no ending. The second person 
shows numerous examples of Northern -s, -is (-ys) end
ings in place of Midland (and Southern) -est, e.g., ridis, 
D 1386; herys, A 3366; gos, D 273; also smellist, G 256. 
The third person shows numerous examples of Northern 
-s, -is (-ys) in place of Midland (and Southern) -eth (th), 
e.g., gos, E 911; longis, D 1391; havys, A 1502; also 
clepith, D 1584. Werkis, B 4128, and doos, G 1397, are 
examples of the Northern usage of retaining -s or -is in 
the present plural when the verb is not immediately pre
ceded by a personal pronoun. In the preterit and in the 
past participles of weak verbs, Northern -id (-yd) endings 
are used regularly for Chaucer's -ed, e.g., percyd, A 2; 
bathid, A 3. Past participles of strong verbs usually end 
in -yn (-en), and may also drop the prefix y-, as in drawyn, 
A 2642 (for y-drawe). The imperative singular has no 
ending; the plural shows examples of the Northern -is 
ending, e.g., forgetis, B 4144; also wakith, D 1654. The 
subjunctive forms, usually without endings, show no dia
lectal peculiarities. 22 

As for adjectives, the strong and weak declensions pre
served by Chaucer tend in Ps to become one, Northern 
influence showing in the loss of inflectional final e in the 

i9Jbid., p. 388; Jordan, op. cit., p. 17. 
20Max Kaluza, Historische Grammatik der englischen Sprache 

(Berlin, 1907), II, 170. 
21Moore, op. cit., p. 84. 
22Jbid., pp. 84-85; Jordan, op. cit., p. 126. 
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majority of cases. 23 I find, for example, the yong sonne, 
A 7; his half cours, A 8; that ilk place, aft. B 531; fel 
Mars, vocative, A 1559; and fressh fiourys, A 90. Here it 
is seen that the inflectional e may be lost after the defi
nite article, after possessive and demonstrative pronouns, 
in the vocative case, and in the plural. In all these cases 
it may, however, be retained. 

Vocabulary.-Two words in the Ps vocabulary do not 
appear in Tatlock and Kennedy's Concordance to the Com
plete Works of Chaucer: quert (meaning heal,th) in a 
spurious line before D 2093, originally Northern; and 
mukke, muk (meaning dung), B 4226, probably of Scan
dinavian origin. 24 

With this large admixture of Northern forms in the 
original Midland, the dialect of Ps is best described as 
North Midland. 25 

2sMoore, op. cit., p. 84. 
24quart, quert (a. and sh.): app. ON. *kwert, neut. of *kwer-r. 

Early examples of the use of the word occur in the Northern Cursor 
Mundi and in t:he North Midland Chronicle of Robert Mannyng of 
Brunne.-N. E. D. 

mukke (sb.): Early Middle English muk, probably of Scandivanian 
origin; cf. ON. myki, fem., dung. ON. has cognate vb. rrwka,, to shovel 
(manure).-N. E. D. 

25The dialect appears to be North East Midland rather than North 
West. The only o<OE. a, followed by a nasal (a West Midland char
acteristic) is found in rrwny (many), which is not a West Midland 
word (see Jordan, op. cit., p. 231). An example of u<OE. y (i) 
occurs in furst (adj.), which is used throughout the manuscript; not 
much weight, however, can be placed upon this word as a sign of 
Western influence (see Luick, op. cit., I, 410-411). I believe the Ps 
scribe, John Duxworth, was a man of Lincolnshire. Some corrobora
tion for this statement may be drawn from the fact that Duxworth 
was a Lincolnshire name in the fifteenth century (see Early Lincoln 
Wills, ed. Alfred Gibbons [Lincoln, 1888]), and possibly from a study 
of the itinerary of Jean of Angouieme, for whom Ps was made, 
during the time of his enforced visit in England, 1412-1445 (see G. 
Dupont-Ferrier, "La captivite de Jean d'Orleans, comte d'Angouleme," 
Re'l11U h.istorique, LXII [1896], and P. Champion, Vie de Charles 
d'OrUa11.B [Paris, 1911], pp. 668-70). 
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III 

In this North Midland manuscript the speeches of the 
Northern students appear as follows (the starred forms are 
cancelled in the MS by a line drawn through them): 

b 
a 

[Aleyn spak furst] alheyl Symound in faith 
how farys thi fayre doughtir & pi wyf e 

Symond [ qd John] be god nede hath no peere 
He most serve hym self that hath no swayn 
or ellis he is a fool as clerkys sayne 
oure :rhaunciple I hope wil be ded 
so werkys ay the vaynes in his hed 
and therfore is I comyn and eke Alan 
to gry.11.de oure corne & bring yt ham agan 
I pray yow spede us heyn in that yee may 

by god right by the hopir wil I stand 
[quoth Johan] and se how the corn gas in 
for *pat 3et saugh I nevyr by my fadir kyn 

[Aleyn answerd and seid] wilt thou swa 
how that the hooper waggis til and fra 
than wil I be bynethe by my crown 
and see how the mele fallys doun 
In to the trowgh that shal be my disport 
for Johan in faith I may be of your sort 

*and y is als evyl a myllere as is yee 

[and gan to cry] harrow [and] welaway 
oure hors is lest Alan for goddis banys 
stert up on thi feet com out man al at anys 
allas oure warden has his palfray lorn 

what whilk way is he gane [he gan cry] 

allas [quoth Johan] Allan for Cristes peyne 
layd doun thi swerd and I wil myn alswa 
I is ful wight god wat as any ra 
by goddis hert he shal not escape us bathe 
whi ne hadde thou put the hors in the lathe 
II hayl Alan by god thou is a fon 

keep keep stand iosa war the rere 
ga whistle thou and I shal kepe hym heere 

A 4022-23 

A 4026-38 

A 4036-45 

A 4072-75 

A4078 

A 4084-89 

A 4101-02 
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alias [quoth Johan] pe day that I was born 
now ar~ we dryvyn bothe to hething & scorn 
oure corn is stoln men wil us foolys calle 
bothe the wardan & oure f elowys alle 
and namely the myller welaway A 4109-13 

now Symond [said this John] by seynt Cuthberd 
*and ay is thou mery & this is fayre answerd 

I have herd say a man shal take of two thynges 
suych as he f yndes or take suych as he bringes 
but specially I pray the host deere 
get us ~um mete and drynk & make us cheere 
and we wil pay truly at the f ulle 
with empty hand men may not hawkis tulle 
lo here oure silvyr redy for to spende A 4127-35 

[he punchid John & said] sleepis thou 
herdist thou evyr suylk a song or now 
lo suylk a company is betwix hem alle 
a wild fyre mot on here bodyes falle 
who herd evyr suylk a f erly thing 
ye thei shal have the floure of evyl endyng 
this long nyght ther tydes me no rest 
but yit no force al sh al be for the best 
for John [said he] als mot I thryve 
yif that I may yone wench wil I swyve 
sum easement has lawe shapyn us 
for Johan ther is a la we that says thus 
that yif a man in one poynt be agrevyd 
that in an othir he shal be relevyd 
oure corne is stolyn soothly yt is no nay 
and we have had an evyl fyt to day 
and sithen I shal have non amendement 
agayns losse I shal have easement 
be goddis soule yt shal non othir bee 

[this John answerd] Alan avise the 
the myllere is a perilous man [he said] 
and yif he out of his sleep abraid 
he myght doo us bothe a vilanye 

[Alan answerd] I count hym not a flye 

allas [quoth he] this is a wickid jape 
now may I seye that I is but an ape 
yit hath my fe1awe sumwhat for his harme 
he has the mylner doughtyr in his arme 
he aventuryd hym and has his nedis spedde 
and I lygge as a draff esek in my bedde 

A 4169-92 
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and whan this jape is told an othir day 
I shal be holdyn a daffe & a cokenay 
I wil aryse and aventure me -in fayth 
unhardy is unsely thus men saith 

[and said] fare wel Malyn my sweet wight 
the day is comyn I may lenger byde 
but eyYr more where so I go or ryde 
I am thyn owne clerk so have I seel 

[Aleyn upryseth and thought] or yt were daw 
I will go crepe in by my felaw 

be god [thought he] al wrong have I gon 
my bed is toty of my swynk to nyght 
that makys me that I go not aright 
I wot wel by the cradil *that I have mysgo 
here lyggith the mylner and his wyf e also 

[and said] thou Johan thou swyneshed awak 
for Crystes soule and here a noble game 
for by the lord that callid seynt Jame 
I have thryes in this short nyght 
swyvyd the mylner doughtir bolt up right 
while thou hast as a coward been agast 

A4201-10 

A4236-39 

A 4249-50 

A 4252~56 

A 4262-67 

A study of these passages shows that the dialect of the 
Northern students may (1) be preserved as in the orig
inal, ( 2) be changed to Midland, ( 3) be made more North
ern than in the original. 

(1) Northern a ( < OE. ii) for Midland (and Southern) 
o the Ps scribe preserves in these examples: ham, ga, gas, 
swa, alswa, fra, banys, anys, ra, batke,26 wat; k for ch in 
whilk and suylk. The present indicative third singular 
and plural may have the Northern endings -is, -ys, -es, or 
-s in place of Midland third singular -eth and plural -en: 
third singular forms, gas, has, says, waggis, farys, fallys, 
fyndes, bringes, tydes; third plural, werkys. Of the present 
indicative of the verb be, is appears for all persons singular: 
I is, thou is, he is, yt is. Northern words which the Ps 
scribe preserves include til (meaning to), lathe, fan, heth
ing; for the Northern kethen (meaning hence) and geen 

26The example in A 4087, which rimes with the Northern lathe. 
contrasts with bothe in A 4110, 4112, and 4191. 
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(meaning gone) of the original, the Ps scribe writes other 
Northern forms, heyn and gane. 

(2) In the following examples the Ps scribe substitutes 
Midland forms for the original Northern forms: bot he 
(for bathe), song, sb. (for sang), long (for lange), no (for 
na), non (for neen), owne (for awne), wrong (for 
wrang), go (for ga) ,21 two (for twa), who (for wha), 
holdyn (for halde), soule (for saule). Northern k is soft
ened to ch in suych (for slyk) ;28 sh appears for s in shal. 
Several examples of hath for has occur. Most (meaning 
must) is substituted for the impersonal boes, evyl (for 
ille), put (for pit), take (for taa), betwix (for ymel), 
here (for thair), yif (for gif, meaning if), sithen (for 
syn) .20 

(3) Such Northern dialectal coloring as the Ps scribe 
adds to the speech of the students is, in general, the same 
as that found throughout the manuscript and evidentJy, 
therefore, is not meant to distinguish the speech of the 
students. Northern lygge (pres. 1 sg.) and lyggith (pres. 
3 sg.) appear for lye and lyth.80 In the present tenses of 
verbs and in the case endings of nouns -is (-ys) frequently 
is substituted for -es, as in fallys, goddis, hawkis. Sleepis, 

211n A 4102, ga; A 4037, gas; A 4238, 4250, 4254, go. 
2s1n A 4130, .~uyck; A 4170, 4171, 4173, suylk. 
20However, syn (sin) occurs elsewhere in Chaucer.-Some of the 

Midland substitutions which I have here assigned to the Ps scribe 
may, of course, have been found by him in his exemplar-how many 
and which ones it is impossible to determine. 

aoJordan, op. cit., p. 172.-Forms of liggen, however, are used in 
various places by Chaucer, e.g., CT, B 2101, A 1011, Troilus, iv, 29, 
and are found in other Midland writings, e.g., Floris and Blauncheftur 
(MS Camb. Gg 4-27; M8 Trentham has lyth), line 217, and Tke 
Debate of the Body and the Soul (Laud MS 108), line 144. Both 
Floris and the Debate have many Southern characteristics, and 
Emerson, op. cit., p. 265, describes liggen as a Southern form. Be
side this form < OE. licgan is Northern ligge(n) < Scand. liggija. 
In the Ps manuscript I think the substitution of lygge and lyggitk 
for lye and lytk is due to Scandinavian influence and should there
fore, be classed as an added Northernisrn. 
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second person singular, shows a Northern -is ending in 
place of the Midland -est of Chaucer's slepest (A 4169). 
For the -ed verbal ending frequently -id (-yd) is substi
tuted, as in agrevyd, callUl,. From the past participle the 
prefix y- may be dropped, as in shapyn for yshapen. The 
present infinitive may lose the ending -( e)n, as in crepe 
for crepen. Northern is yee (second person plural) is sub
stituted for ar ye.31 Genitive singular without ending is 
mylner, A 4204, 4266, substituted for Chaucer's milleres. 

By a comparison of the list of Northern forms pre
served in Ps in the speech of the Northern students with 
a list of Northern forms found elsewhere in the manu
script, one sees that the dialectal passages in Ps do not 
stand out sharply. All of the Northern inflectional forms 
used by the students occur elsewhere in the manuscript, 
except is for am and are. Northern coloring in the stu
dents' speech in Ps depends almost entirely upon the 
increased number of a-sounds for a-sounds (at least three 
times as many as in all the rest of the manuscript) and 
upon the half dozen Northern words not found elsewhere 
in Ps. 

31Yee seems here (A 4045) to be singular in meaning. Several 
other manuscripts have is ye for ar ye: Cambridge Gg, Helmingham, 
Lansdowne, Selden, Trinity Coll. R 3-15 (Camb.), Petworth, and both 
the Caxtons. 



BROKE'S ROMEUS AND JULIET AS A SOURCE FOR 
THE VALENTINE-SILVIA PLOT IN THE TWO 

GENTLEMEN OF VERONA 

BY MOZELLE SCAFF ALLEN 

It is generally held that for the Proteus-Julia plot in 
The Two Gentlemen of Verona Shakespeare relied on the 
"Story of the Shepherdess Felismena" from the Dmna of 
Montemayor.1 But the Dian.a provided no foundation for 
the Valentine-Silvia plot. :i Oscar J. Campbell maintains 
that this story, as well as the "larger features even of the 
Julia-Proteus plot," embodies "conventions of the Italian 
drama,"~ and that the source "was some thoroughly 
Italianate play."4 Others have suggested that Shakespeare 
probably owed a debt to Broke's Romeus and Juliet 
(1562) /' which · he obviously used some time later as a 

isee Chambers, E. K., Willi.am Shakespeare, A Study of Facts and 
Pr8blems (2 vols., Oxford, Clarendon Press, 1930), I, 331. For a 
detailed and convincing presentation of this thesis see Thomas Perrin 
Harrison, Jr., "Shakespeare and Montemayor's Diana," The Univer
sity of Texas Studies in English, No. 6 ( 1926), pp. 72-120. Oscar J. 
Campbell departs from ihe usual point of view. Though he admits 
similarities between "The Shepherdess Felismena" and The Two 
Gentlemen, he finds that important elements in the play are com
monplaces of Italian comedy. See Professor Campbell's article, "The 
Two Gentlemen of Verona and Italian Comedy," Studies in Shake~ 
speare, Milton, and Donne (University of Michigan Publications, Lan
guage and Literature, Vol. I, New York, The Macmillan Company, 
1925), pp. 49-63. 

zsee Montemayor, "The Shepherdess Felismena," translated by 
Bartholomew Yonge, Shakespeare's Library (ed. William Carew 
Hazlitt, 2nd ed., 2 parts, 6 vols., London, 1875), Part I, Vol. I, pp. 
275-312. 

acampbell, op. cit., p. 56. 
4fbid., p. 62. 
5Broke, Arthur, "Romeus and Juliet," Shakespeare's Library (ed. 

William Carew Hazlitt, 2nd ed., 2 parts, 6 vols., London, 1875), Part 
I, Vol. I, pp. 69-204. For the date of Broke's poem, see p. 204. In 
the spelling of "Broke," I follow Hazlitt, though the usual modern 
spelling is "Brooke." 
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basis for his early romantic tragedy. Martin W. Sampson 
notes that Broke's poem doubtless contributed the rope 
ladder. 6 Because of resemblances between The Two Gen
tlemen of Vero?W, and Romeo and Juliet, Sir Arthur 
Quiller-Couch is led to believe that Shakespeare "was 
already acquainted with George [sic] Brooke's poem"' 
when he wrote The Two Gentlemen. This hypothesis, how
ever, has not gained universal acceptance. A number of 
Shakespearean critics are silent about a possible relation
ship between Romeus and Juliet and The Two Gentlemen 
of Vero?W,. 8 Neilson voices skepticism in a brief dismissal 
of the whole matter: "The alleged reminiscences of Sid
ney's Arca.dia and Brooke's Romeus and Juliet are unim
portant."0 In this paper I shall endeavor to show, on the 
contrary, that agreements between the poem and the 
comedy are both numerous and definite. 

Names of characters and places in The Two Gentlemen 
of Verona do not correspond with those in the Diana;10 

but they do more than once correspond with those in 
Romeus and Juliet. Verona, "a towne of auncient fame," 11 

is the scene for most of the happenings in Broke's poem. 

6The Two Gentfom.en of Verona, ed. Martin W. Sampson (The 
Tudor Shakespeare, New York, The Macmillan Company, 1912), 
pp. ix-x. 

1The Two Gentlemen of Verona, ed. Sir Arthur Quiller-Couch and 
John Dover Wilson (Cambridge University Press, 1921), p. ix. 

ssee J. Q. Adams, A Life of William Shakespeare (New York, 
Houghton-Mifflin Company, 1923); E. K. Chambers, op. cit.; Hardin 
Craig, Shakespeare, A Historical and Critical StU<ly (New York, Scott, 
Foresman and Company, 1932); Sidney Lee, A Life of William 
Shakespeare (London, John Murray, 1922); John Masefield, William 
Shakespea.re (Home University Library of Modern Knowledge, New 
York, Henry Holt and Company [1911]); Thomas Marc Parrott, 
William Shakespeare, A Handbook (New York, Charles Scribner's 
Sons [1934]). 

9The Complete Works of W illiam Shakespeare (Cambridge Edition, 
Houghton Mifflin Company, New York [1906]), p. 51. 

10see Montemayor, op. cit. 
11 Broke, op. cit., p. 75. 
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Verona, as the title of Shakespeare's play indicates, is the 
home of Proteus and Valentine. Broke mentions "The 
silver streame with chanell depe, that through the towne 
doth flowe."12 In the play both Valentine and Proteus 
leave Verona by boat. In I.i Proteus answers to Speed's 
inquiry about Valentine, "But now he parted hence, to 
embark for Milan" ;18 and Launce, setting out later with 
Proteus, refers to "the tide, and the voyage"14 and "the 
river."15 In III.i Shakespeare apparently forgets that the 
scene has changed from Verona to Milan, when the Duke, 
laying a trap for Valentine, is made to say, 

"There is a lady of Verona here, 
Whom I affect."1a 

He apparently means to imply that the imaginary lady 
lives in his own city of Milan. Perhaps Shakespeare was 
thinking of Romeus and Juliet, where the main events 
take place in Verona, and where the unhappy Romeus is 
indeed banished from Verona11 just as Valentine is about 
to be banished from Milan. The exiled Romeus, having 
departed from Verona, 

" ... spurd apace and carne withouten stop or stay, 
To Mantua gates, where lighted downe, he sent his man away, 
With woords of comfort, to his olde afflicted syre; 
And straight in mynd to sojorne there, a lodgeing doth he hyre."18 

12/bid. 
1sshakespeare, William, "The Two Gentlemen of Verona," The Com

plete Works of Sliakespeare, ed. W. J. Craig (Oxford Standard 
Edition, New York [no date]), pp. 26-50. Later references to the 
play are to this edition. 

1411.iii.58. 
1 5/bid., I. 60. 
iaLI. 81-82. The Duke may mean that the fictitious lady is a 

visitor from Verona. 
t7Broke, op. cit., p. 120. 
1snroke, op. cit., p. 150. 
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Valentine, banished from Milan, takes leave without 
announcing his destination ;19 afterwards, when arrested 
by outlaws, he states that he is traveling "To Verona."20 

Silvia, however, reports in a later scene that her lover is 
in Mantua: 

"Sir Eglamour, I would to Valentine, 
To Mantua, where, I hear he makes abode."21 

In the end, she finds Valentine in a forest near Mantua. 22 

The name "Julia" was probably suggested by "Juliet." 
And there can be little doubt that the "Friar Laurence"23 

who is said to have seen Silvia in the forest got his name 
from the "fryer Lawrence"24 of Broke's poem.25 

Several circumstances in the Valentine-Silvia plot cor
respond more or less closely with the circumstances in 
Romeus and Juliet. In the poem, a son and a daughter 
from two warring houses love each other at first sight, 
and, without knowledge of their parents, marry and con
trive to spend their nights together.26 The husband Romeus 
kills one of his wife's kinsmen and is exiled. The parents of 
the mournful Juliet, ignorant of her marriage, pledge her 
to one Paris and demand obedience in the matter of the 
second marriage. With the help of Friar Lawrence, Juliet 
extricates herself by taking a strange sleeping potion. In 

19Jil.i. 
ZQIV.i.17. 
~1 IV .iii.23-24. 
nV.iv. 
23V .ii.37. 
:! 4 Broke, op. cit., p. 99 and pa.ssim. 
25lt is possible that Shakespeare went to Paynter's "Rhomeo and 

Julietta" for the name "Don Antonio." (See Il.iv.55 of the play for 
this form of the name. See also Paynter's "Rhomeo and Julietta" in 
Shakespeare's Library (ed. Hazlitt, 2nd ed., 2 parts, 6 vols., London, 
1875), Part I, Vol. I, pp. 205-260. There the fa th er of Julietta is 
referred to as "Anthonie Capellet" (p. 209) or "Lorde Antonio" (p. 
234). The dedication of the second tome of the Palace of Plea.sure, 
which contains "Rhomeo and Julietta," was dated 1567. (See Hazlitt, 
op. cit., p. 63.) 

2eBroke, op. cit., pp. 83-115. 
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the play, Valentine loves the Duke's daughter Silvia, and 
is loved in return. 21 The beginning of their love is not 
shown; but Valentine declares that he lost his heart when 
first he beheld Silvia. "I have loved her ever since I saw 
her,"28 he says to Speed. The father's disapproval is feared 
not because of a feud but because the Duke wants Silvia 
to marry Thurio, who may be roughly identified with 
Paris. Valentine describes Thurio as 

"My foolish rival, that her father likes 
Only for his possessions are so huge."2 9 

But later, when the Duke expresses anxiety about the 
wedding, Valentine plays the hypocrite and praises his 
rival: 

". . . and sure, the match 
Were rich and honourable; besides, the gentleman 
Is full of virtue, bounty, worth, and qualities 
Beseeming such a wife as your fair daughter."so 

These qualities are much the same as those urged in favor 
of Paris. According to Juliet's mother, he is both hand
some and virtuous : 

"The person of the man, the fewters of his face, 
His youthfull yeres, his fayrenes, and his port and semely grace, 
With curious wordes she payntes before her daughters eyes, 
And then with store of vertues prayse, she heaves him to the skyes. 
She vauntes his race, and gyftes, that Fortune did him geve, 
Whereby (she saith) both she and hers, in great delight shall live."51 

Capilet, demanding obedience from his daughter, is equally 
enthusiastic. Paris is 

.,One of the greatest lordes, that wonnes about this towne, 
And for his many vertues sake, a man of great renowne. 
Of whom, both thou and I, unworthy are too much, 
So rich, ere long he shalbe left, his fathers welth is such, 

21see II.i; II.iv. 
28Il,i.74. 
29Il.iv.175-176. 
SOJil.i.63-66. 
s1Broke, op. cit. p. 157. 
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Such is the noblenes, and honor of the race, 
From whence his father came, and yet thou playest in this case, 
The dainty foole, and stubberne gyrle, for want of skill 
Thou dost refuse thy offred weale, and disobay my will."32 

Wealth and the support of the respective fathers are the 
only points that Paris and Thurio have in common. Paris, 
apparently, is not a fool, and he is never the conscious 
rival of Romeus. 

The Duke of Milan complains that Silvia is stubborn, a 
child lacking in duty to her father; and he resolves to dis
inherit her. "Cannot your Grace win her to fancy him 
[Thurio] ?"33 asks Valentine. And the Duke's answer 
expresses genuine paternal disapproval: 

"No, truf;i me: she is peevish, sullen, froward, 
Proud, disobedient, stubborn, lacking duty; 
Neither regarding that she is my child, 
Nor fearing me as if I were her father: 
And, may I say to thee, this pride of hers, 
Upon advice, hath drawn my love from her; 
And, where I thought the remnant of mine age 
Should have been cherish'd by her child-like duty, 
I now ~m full resolv'd to take a wife 
And turn her out to who will take her in: 
Then let her beauty be her wedding-dower; 
For me and my possessions she esteems not."3 • 

Perhaps the Duke learned his speech from Capilet, who, 
"wroth, disdainfull without measure,"35 lectures his re
fractory child on filial duty, and threatens to disinherit 
her if she persists in her refusal of Paris : 

"Listen (quoth he) unthankfull and thou disobedient childe; 
Hast thou so soone le~ slip out of thy mynde the woord, 
That thou so often times hast heard rehearsed at my boord? 
How much the Romayne youth of parentes stood in awe, 
And eke what powre upon theyr seede the fathers had by !awe? 
Whom they not onely might pledge, alienate, and sell, 
(When so they stoode in neede) but more, if children did rebell, 

32[bi.d., pp. 160-161. 
33111.i.61. 
3•111.i.68-79. 
ll=>Broke, op. cit., p. 169. 
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The parentes had the power, of lyfe and sodayn death. 
What if those goodmen should agayne receave the livyng breth, 
In how straight bondes would they thy stubberne body bynde? 
What weapons would they seeke for thee? what tormentes 

would they fynde? 
To chasten (if they saw) the lewdness of thy lyfe, 
Thy great unthankfulnes to me, and shamefull sturdy strife? . 
On lesse by W ensday ne-xt, thou bende as I am bent, 
And at our castle cald Freetowne thou freely doe assent 
To Counte Paris sute, and promise to agree 
To whatsoever then shall passe, twixt him, my wife, and me, 
Not onely will I geve all that I have away, 
From thee, to those that shall me love, me honor, and obay, 
But also too so close and to so hard a gayle, 
I shall thee wed for all thy lefe, that sure thou shalt not fayle, 
A thousand times a day to wishe for sodayn death."36 

The means by which Valentine plans to enter Silvia's 
room is that actually employed by Romeus to effect entry 
into Juliet's room after the marriage. Asked by Proteus 
whether Silvia loves him, Valentine reveals the secret: 

"Ay, and we are betroth'd: nay, more, our marriage-hour, 
And all the cunning manner of our flight, 
Determin'd of: how I must climb her window, 
The ladder made of cords, and all the means 
Plotted and 'greed on for my happiness."37 

Three times more the plans are reviewed: when Proteus 
determines to betray Valentine,38 when he actually becomes 
tale-bearer to the Duke, 39 and when Valentine is inveigled 
into offering the ladder device as a solution for the Duke's 
pretended difficulties. The last speech adds the detail of 
the hooks: 

"Why then, a ladder quaintly made of cords, 
To cast up, with a pair of anchoring hooks, 
Would serve to scale another Hero's tower, 
So bold Leander would adventure it."' 0 

asBroke, op. cit., pp. 160-161. 
STll,iv.180--184. 
ss11. TI..33-84. 
• 9111.i.38-40. 
40111.i.117-120. 
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Romeus, just married to Juliet, tells her how he proposes 
to come to her in secrecy : 

"Fayre lady, send to me agayne your nurce this afternoone. 
Of corde I will bespeake, a ladder by that time; 
By which, this night, while other sleepe, I will your 

window clime."41 

A servant obtains the ladder and affixes hooks: 

"[He] straight as he was charged, a corden ladder lookes, 
To which he hath made fast two strong and crooked 

yron hookes."4 2 

In this story Leander actually climbs Hero's tower: 

"[Juliet] in the windowe watcht the cumming of her lorde; 
Where she so surely had made fast the ladder made of corde, 
That daungcrles her spouse the chaumber window climes."u 

When the Duke of Milan discovers Valentine's ladder 
and a note promising enfranchisement to Silvia, he angrily 
banishes Valentine : 

"Go, base intruder! overweening slave! 
Bestow thy fawning smiles on equal mates, 
And think my patience, more than thy desert, 
Is privilege for thy departure hence .. 
But if thou linger in my territories 
Longer than swiftest expedition 
Will give thee time to leave our royal court, 
By heaven! my wrath shall far exceed the love 
I ever bore my daughter or thyself. 
Be gone! I will not hear thy vain excuse; 
But, as thou lov'st thy life, make speed from hence."44 

The decree pronounced against Romeus is the same, though 
his offense is different. After the death of Tybalt, Prince 
Escalus 

nBroke, op. rit., p. 108. 
42/bid., p. 110. 
49 Ibid., p. 111. 
UJll.i.157-169, 
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". . . geves sentence in a while, 
That Romeus, for Eleying him should goe into exyle."411 

Romeus himself hears the judgment from the lips of Friar 
Lawrence: 

"Thy hap quoth he, is good, daunger of death is none, 
But thou shalt live, and doe full well, in spite of spitefull fone. 
This onely payne for thee was erst proclaymde aloude, 
A banished man, thou mayst thee not within Verona shroude."•6 

Both Valentine and Romeus would prefer death to separa
tion from their respective ladies. Says Valentine: 

"And why not-death rather than living torment? 
To die is to be banish'd from myself; 
And Silvia is myself: banish'd from her 
Is self from self,-a deadly banishment! 
What light is light, if Silvia be not seen? 
What joy is joy, if Silvia be not by? 
Unless it be to think that she is by 
And feed upon the shadow of perfection. 
Except I be by Silvia in the night, 
There is no music in the nightingale; 
Unless I look on Silvia in the day, 
There is no day for me to look upon. 
She is my essence; and I leave to be, 
If I be not by her fair influence 
Foster'd, illumin'd, cherish'd, kept alive. 
I fly not death, to fly his deadly doom: 
Tarry I here, I but attend on death; 
But, fly I hence, I fly away from life."47 

Upon hearing later that Silvia's intercession for him has 
accomplished nothing except her own imprisonment, Val
entine briefly repeats this outburst: 

•11Broke, op. cit., p. 120. 
46Jbid., p. 131. 
47111.i.170-187. With the closing sentences of this speech compare 

a line from Broke, in which Juliet begs that she may accompany 
Romeus: "Thy absence is my death, thy sight shall geve me life." 
(Op. cit., p. 145.) 
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"No more; unless the next word that thou speak'st 
Have some malignant power upon my life: 
If so, I pray thee, breathe it in mine ear, 
As ending anthem of my endless dolour."48 

Romeus, with more violent physical demonstrations, makes 
the same lament: 

"He rises eft, and strikes his head against the wals, 
He falleth downe againe, and lowde for hasty death he cals. 
Come spedy death (quoth he) the readiest leache in love, 
Since nought can els beneth the sunne the ground of 

grief e remove, 
Of lothsome life breake downe the hated staggering stayes, 
Destroy, destroy at once the lyfe that faintly yet decayes. 
But you (fayre dame) in whome dame nature dyd devise 
With cunning hand to woorke, that might seeme wondrous 

in our eyes, 
For you I pray the Gods, your pleasures to increase, 
And all mishap, with this my death, for evermore to cease. 
And mighty Jove with speede of justice bring them lowe, 
Whose lofty pryde (without our gylt) our blisse doth 

overblowe. "4 s 

Friar Lawrence, in his long sermon to Romeus, puts the 
cause of distress more concisely : 

"Me thinkes I heare thee say the cruell banishment, 
Is onely cause of the unrest, onely thou dost lament, 
That from thy natife land, and frendes thou must depart, 
Enforsed to · flye from her that hath the keping of thy hart."50 

Proteus, in the play, enacts for a brief moment the role 
of comforter, which is the part of Friar Lawrence in the 
poem. With feigned innocence and sympathy he announces 
to Valentine : 

" ... thou art banished, 0, that's the news, 
From hence, from Silvia, Jl,nd from me thy friend."111 

48111.i.238-241. 
teBroke, op. cit., pp. 131-132. 
60/bid., p. 137. 
51 III.i.218-219. 
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Friar Lawrence makes a like announcement to Romeus 
in lines that have already been quoted. When Valentine 
asks whether Silvia knows of his banishment, Proteus 
gives a graphic account: 

"Ay, ay; and she hath offer'd to the doom
Which, unrevers'd, stands in effectual force-
A sea of melting pearl, which some call tears: 
Those at her father's churlish feet she tender'd; 
With them, upon her knees, her humble self; 
Wringing her hands, whose whiteness so became them 
As if but now they waxed pale for woe: 
But neither bended knees, pure hands held up, 
Sad sighs, deep groans, nor silver-shedding tears, 
Could penetrate her uncompassionate sire; 
But Valentine, if he be ta'en, must die. 
Besides, her intercession chaf'd him so 
When she for thy appeal was suppliant, 
That to close prison he commanded her, 
With many bitter threats of biding there."52 

The passage does not resemble anything Friar Lawrence 
says, but recalls the description of unhappy Juliet beseech
ing her father not to require her marriage: 

"The wofull daughter all bewept, fell groveling at his f eete, 
Which she doth washe with teares as she thus groveling lyes: 
So fast and eke so plenteously distill they from her eyes: 
When she to call for grace her mouth doth think to open, 
Muet she is: for sighes and sobs her fearefull talke have broken."H 

Juliet's father also remains adamant, despite the tears 
shed at his feet, and he at least threatens to confine his 
daughter to "so close and to so hard a gayle"5

• that she 
shall wish for death a thousand times a day. "And thinke 
not," he warns, "that I speak in sport, or mynd to breake 
my vowe."55 

HJil.i.228-237. 
HBroke, op. cit., p. 169. 
"Ibid., p. 161. 
Hf bid.. 
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Proteus, like Friar Lawrence, becomes philosophical and 
delivers a brief sermon on hope, fortitude, and submission 
to necessity: 

"Cease to lament for that thou canst not help, 
And study help for that which thou lament' st. 
Time is the nurse and breeder of all good. 
Here if thou stay, thou canst not see thy love; 
Besides, thy staying will abridge thy life. 
Hope is a lover's staff; walk hence with that 
And manage it against despairing thoughts."56 

The thought and the wording bear a striking resemblance 
to these passages from the very long discourse of Friar 
Lawrence: 

"A wise man in the midst of troubles and distres 
Still standes not wayling present harme, but seeks his 

harmes redres. . . . 
LikQ as there is no weale, but wastes away sometime, 
So every kind of wayled woe, will weare away in time. . .. 
Compare the present while, with times ypast before, 
And thinke that fortune hath for thee, great pleasure yet 

in store, 
The whilst, this little wrong, receive thou paciently, 
And what of force must nedes be done, that doe thou 

willingly .... 
To geve to Fortune place, not ay deserveth blame, 
But skill it is, according to the times, thy selfe to frame."11r 

Other lines that might well contribute to the philosophy 
of hope are: 

1. The description of the change wrought in Romeus 
by the counsel of Friar Lawrence: "So banisht hope r&
turneth home, to banish his despayre."118 

2. The advice of an instructed Romeus to a despairing 
Juliet: "And where there is no cause of greef e, cause hope 
to heale thy smart."110 

HIIJ.i.242-248. 
117Broke, op. cit., pp. 134-139. 
58Jbid., p. 139. 
59Jbid., p. 148. 
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3. The assurance of the Nurse to Juliet that Fortune 
will surely restore joy, and her subsequent injunctions: 
"Wherfore rejoyce a while in hope, and be ne more so 
sad" ;60 

". • • promesse me to f eede on hope, till I retorne 
agayne." 01 

The practical plans of Proteus for mitigating the un
happiness of Valentine are identical with those proposed 
to Romeus by Juliet and Friar Lawrence. Here Proteus 
speaks: 

"Thy letters may be here, though thou art hence; 
Which, being writ to me, shall be deliver'd 
Even in the milk-white bosom of thy love. 
The time now serves not to expostulate: 
Come, I'll convey thee through the city-gate, 
And, ere I part with thee, confer at large 
Of all that may concern thy love-affairs. 
As thou lov'st Silvia, though not for thyself, 
Regard thy danger, and along with me!"62 

In the poem, Juliet is the one who arranges for a corre
spondence through a third person : 

"Fayle not to let me have at fryer Lawrence hand, 
The tydinges of your health, and how your doutfull case 

shall stand."6S 

But it is Friar Lawrence who confers with Romeus about 
"his affaires at large," and who urges him to avoid danger: 

"To whom he doth wisely discoorse, of his aff aires at large. 
He telles him how he shall, depart the towne unknowne, 
Both mindfull of his frendes safetie, and carefull of his owne."64 

Romeus behaves obediently: 

"When Romeus had of his affayres with frier Lawrence spoken, 
Warely he walked forth, unknowne of frend or foe."65 

60fbid., p. 128. 
61fbid., p. 129. 
e21II.i.249-257. 
6sBroke, op. cit., p. 148. 
e4Broke, op. cit., p. 140. 
65fbid., p. 150. 
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Just as Juliet, grieving for her absent husband, is un
receptive to Paris, so Silvia, after Valentine's departure, 
"takes his going grievously,"66 is "lumpish, heavy, melan
choly,"67 and more than ever obstinate against Thurio. 
The Duke agrees with Proteus that "A little time ... 
will kill that grief,"68 but meanwhile he worries about the 
proposed match. 

"Thou know'st how willingly I would effect 
The match between Sir Thurio and my daughter,"89 

he says to Proteus ; 

"And also, I think, thou art not ignorant 
How she opposes her against my will."10 

Even with Valentine gone, "perversely she persevers so,"11 

complains the Duke ; and he asks help in making Silvia 
forget Valentine and give her love to Sir Thurio. 

Juliet's grief is described at greater length: 

"In absence of her knight, the lady no way could 
Kepe trews betwene her greefes and her, though nere so fayne 

she would; 
And though with greater payne she cloked sorowes smart, 
Yet did her paled face disclose the passions of her hart. 
Her sighing every howre, her weping every where, 
Her recheles heed of mate, of slepe, and waring of her geare, 
The carefull mother markes."12 

The real cause of Juliet's affliction is unknown to her 
parents, who at first suppose that she mourns "her coosin 
Tybalts death"7 3 but finally conclude that she laments 

66Jil.ii.14. 
67 Jbid., I. 62. 
6 8Jbid., I. 15. 
6911!.ii.22-23. 
70111.ii.25-26. 
71Jbid., I. 28. 
12Broke, op. cit., p. 152. For other descriptions of Juliet's grief 

see pp. 154, 162. 
7S/bid., p. 155. 
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being "unmaried."u Accordingly, Capilet begins negotia
tions, and, having selected Paris, supports him with as 
much zeal and parental determination as Silvia's father 
exhibits in behalf of Thurio. 

"Emong the rest was one inflamde with her desire, 
Who, County Paris cliped was, an Earle he had to syre. 
Of all the suters, him the fa th er liketh best, 
And easely unto the Earle he maketh his behest, 
Both of his owne good will, and of his frendly ayde, 
To win his wife unto his will, and to perswade the mayde."n 

Juliet resists : 

"Within herself she thought, rather then be forsworne, 
With horses wilde, her tender partes a sonder should be torne."1s 

Thurio's request that Proteus shall praise Thurio while 
slandering Valentine at least recalls the scene in which 
Juliet's Nurse praises the second lover. "Therefore," 
directs Thurio, 

"as you unwind her love from him, 
Lest it should ravel and be good to none, 
You must provide to bottom it on me; 
Which must be done by praising me as much 
As you in worth dispraise Sir Valentine."11 

The gossipy Nurse exalts Paris of her own accord: 

"She setteth foorth at large the fathers furious rage, 
And eke she prayseth much to her, the second mariage, 
And County Paris now she praiseth ten times more, 
By wrong, then she her selfe by right, had Romeus praysde 

bef ore."78 

The capture of Valentine by outlaws has no counterpart 
in Romeus and Juliet; but Valentine's complaint against 
Fortune, his invention about the cause of his banishment, 

HJbid. 
111Broke, op. cit., p. 157. 
18Jbid. 
HIII.ii.51-55. 
1sBroke, op. cit., p. 17 4. 
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and the description of him given by one of the outlaws 
are probably echoes from Broke's poem. "Crooked for
tune"79 thwarted him; else he might still be in Milan, 
says Valentine to his captors. Certainly there is nothing 
peculiar about the idea or the manner of expression. But 
the multiplicity of references in Broke to "wavering For
tunes whele,"80 "tickel Fortune,"81 or "Fortunes cruell 
will"82 would impress even the most indifferent reader. 
Moreover, Romeus is not content with a single epithet: 

"On Fortune eke he raylde, he calde her deafe, and blynde, 
Unconstant, fond, deceitfull, rashe, untruthful, and unkynd."83 

Called upon to give the reason for his banishment, Valen
tine invents one: 

". . . that which now torments me to rehearse. 
I kill'd a man, whose death I much repent; 
But yet I slew him manfully, in fight, 
Without false vantage or base treachery."84 

The pretended offense of Valentine is the real offense of 
Romeus, who slays Tybalt manfully, in a "fight begonne 
... by Tybalt,"85 and who afterwards expresses sorrow 
over the corpse of his "cosin dere."86 Just as Valentine 
holds himself "glad of such a doom,"87 which seems too 
severe to his questioners, so Romeus is said to be for
tunate because "daunger of death is none."88 "His 
frendes," however, "do think ... that Romeus hath 
wrong."89 Upon assurance from Valentine that he knows 

79IV.i.22. 
80Broke, op. cit., p. 115. 
8 1/bid., p. 136. 
82/bid., p. 144. 
83/bid., p. 133. 
8 4 IV .i.26-29. 
85Broke, op. cit., p. 120. For the account of the fight see pp. 116-119. 
86Broke, op. cit., p. 189. 
87JV.i.32. 
88Broke, op. cit., p. 131. 
so Ibid., p. 120. 
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"the tongues,"90 the outlaws invite him to become their 
general: 

"But to the purpose; for we cite our faults, 
That they may hold excus'd our lawless lives; 
And, partly, seeing you are beautified 
With goodly shape, and by your own report 
A linguist, and a man of such perfection 
As we do in our quality much want."91 

All the qualities here catalogued are among the virtues of 
Romeus. He is a young man 

"Whose beauty and whose shape so farre the rest did stayne: 
That from the cheefe of Veron youth he greatest fame dyd gayne";e2 

who "by painfull studies meane"93 has acquired "great 
learning.''H 

In the last scene of the play Valentine takes melancholy 
pleasure in the solitude of a forest because there, in sym
pathetic surroundings, he can meditate on his woes: 

"How use doth breed a habit in a man! 
This shadowy desart, unfrequented woods. 
I better brook than flourishing peopled towns. 
Here can I sit alone, unseen of any, 
And to the nightingale's complaining notes 
Tune my distresses and record my woes. 
0 thou that dost inhabit in my breast, 
Leave not the mansion so long tenantless, 
Lest, growing ruinous, the building fall 
And leave no memory of what it was! 
Repair me with thy presence, Silvia!"95 

The exiled Romeus also carries his grief to secret places: 

90IV.i.33. 
91/bid., 11. 63-58. 
92/bid., p. 77. There are many other references to Romeus's "sightly 

shape and bewties spotles hewe." (P. 83.) 
93/bid, p. 80. 
94/bid. 

1111V.iv.l-ll. 
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"But if in secret place he walke some where alone, 
The place it selfe, and secretness redoubleth all his mone. 
Then speakes he to the beastes, to f ethered f owles, and trees, 
Unto the earth, the cloudes, and to what so beside he sees. 
To them he shewth his smart, as though they reason had, 
Eche thing may cause his heavines, but nought may make 

him glad."96 

Both Silvia and Juliet resort to desperate means in order 
to avoid hateful marriages. Juliet goes to Friar Lawrence, 
resolved to die : 

"The mariage newes, a mischief newe, prepared by mishappe, 
Her parentes promisse erst to Counte Paris past, 
Her fathers threats she telleth him, and thus concludes at last: 
Once was I wedded well, ne will I wed agayne, 
For since I know I may not be the wedded wyf e of twayne, 
For I am bound to have one God, one fayth, one make, 
My purpose is as soone as I shall hence my jorney take, 
With these two handes which joynde unto the heavens I stret.ch, 
The hasty death which I desire, unto my selfe to reache."97 

Thus only, says Juliet, may she keep her "fayth un
broke."98 Friar Lawrence finds another means to avert the 
marriage, for 

"His conscience . . . condems it for a sinne 
To let her take Paris to spouse ..•. "99 

Rather than "suffer such adultery,"100 he determines to 
risk his fame and give Juliet a sleeping potion which will 
produce the appearance of death. She agrees to drink the 
mixture rather than fall into the hands of one "That hath 
no part of me as yet, ne ought to have at all."101 Silvia in 
her distress asks help of Sir Eglamour, a trustworthy man 
who has vowed chastity on the grave of his lady: 

96Broke, op. cit., p. 152. 
97Broke, op. cit., p. 163. 
9BJbid. 
99 Ibid., p. 164. 
JOOJbid., p. 165. 
101Jbid., p. 170. 
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"Thou art not ignorant what dear good will 
I bear unto the banish'd Valentine, 
Nor how my father would enforce me marry 
Vain Thurio, whom my very soul abhors. . . . 
Sir Eglamour, I would to Valentine, 
To Mantua, where, I hear he makes abode; 
And, for the ways are dangerous to pass, 
I do desire thy worthy company, 
Upon whose faith and honour I repose. 
Urge not my father's anger, Eglamour, 
But think upon my grief, a lady's grief, 
And on the justice of my flying hence, 
To keep me from a most unholy mat.ch, 
Which heaven and fortune still rewards with plagues."102 

Silvia's story is a repetition of Juliet's: her father would 
force her to marry a man whom she abhors. She, like 
Friar Lawrence, justifies a course which will prevent the 
"unholy match." Conventionally, there would be nothing 
unholy about a marriage between Silvia and Thurio, for 
Silvia is not bound to Valentine except by a promise. 
Surely Shakespeare had Juliet's plight in mind when he 
wrote "unholy match." 

When Eglamour agrees to accompany Silvia, since, like 
another Friar Lawrence, he knows that her grievances are 
"virtuously ... plac'd,"108 Silvia arranges to meet him at 

"Friar Patrick's cell, 
Where I intend holy confession."1°• 

In Ro-meus and Juliet "frier Lawrence cell"105 is the ren
dezvous of the lovers whenever they are in trouble. Juliet, 
like Silvia, can obtain permission to go to "shrift,"106 and 
she also makes use of this opportunity to carry out her 
private plans. The person who chances to see Silvia and 
Eglamour together is Friar Laurence, "As he in penance 

io21v .iii.14-31. 
lOSJbid., 1. 38. 
io•JV.iii.43-44. 
io6Broke, op. cit., p. 128. 
106fbid., p. 106. 
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wander'd through the forest." 107 The Friar's name and also 
his penance were very probably suggested by Romeus and 
Juliet. After the tragic deaths of the two lovers Friar 
Lawrence is acquitted, 

"But of him selfe he went into an Hermitage, 
Two rnyles from Veron towne, where he in prayers 

past forth his age."1os 

Though most of the borrowings from Romeus and Juliet 
are incorporated into the Valentine-Silvia plot, a few 
details from the same source appear in the Proteus-Julia 
plot, chiefly at points where it joins the other stories."1011 

Just as Proteus and Sir Eglamour are indebted to Friar 
Lawrence of the poem, so Speed, it would seem, owes 
something to the Nurse. Both are exasperatingly voluble 
and mercenary. Speed, in I.i, will not make a full report 
to Proteus before Proteus has given him money, and he 
holds a low opinion of Julia because he got "not so much 
as a ducat"110 from her. Juliet's Nurse agrees only for 
"promest hyre"111 to act as secret message-carrier for her 
mistress, and, when Romeus rewards her with "Vj crownes 
of gold,"112 she bows lower than she had bowed "in seven 
yeres twise"113 and immediately becomes "an Oratresse"114 

in his behalf. Observes Broke: 

"If any man be here whom love hath clad with care, 
To him I speake; if thou wilt speede, thy purse thou 

must not spare."1111 

101v .ii.38. 
1osBroke, op. cit., p. 204. 
109The opening scene of the play, in which Valentine teases Proteus 

for wasting his youth in service of a disdainful lady, recalls that in 
which a kinsman begs Romeus to turn from worship of a "thankeles 
wight" to employments befitting nobility. 

llOJ.i.147. 
111Broke, op. cit., p. 102. 
112Jbid., p. 104. 
llSJbid. 
lHJbid., p. 105. 
uGBroke, op. cit., p. 105. 
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Compare the answer of Speed (whose name may be a 
pun) to Proteus's request that he "open the matter in 
brief" :1111 "Open your purse, that the money and the mat
ter may be both at once delivered."111 

Though Speed's main purpose in withholding his news 
is to extract money from Proteus, he has another motive: 
he appreciates his momentary importance as possessor of 
coveted knowledge, and he wants to prolong that impor
tance by delaying the climax (or anticlimax) of a report. 
In this particular, too, the Nurse is before him. Returned 
with word from Romeus, she merely announces "good tid
ings"118 to an extremely anxious Juliet and then launches 
into a discourse on the virtues of Rome us. Juliet inter
rupts: 

"But of our mariage say at once, what aunswer 
have you brought? 

Nay soft quoth she, I feare, your hurt by 
sodain joye; 

I list not play quoth Juliet, although thou list 
to toye. "119 

The scene in which Proteus loses his heart to Silvia is 
merely suggested in the Diana.120 Romeus and Juliet sup
plied the love-at-first-sight motif and one simile by which 
it is made known. The mere sight of Juliet works a trans
formation in Romeus : 

"His former love, for which of late he ready was to dye, 
Is now as quite f orgotte, as it had never been: 
The proverbe saith unminded oft are they that are unseene. 
And as out of a planke a nayle a nayle doth drive, 
So novell love out of the minde the auncient love doth rive."121 

Proteus, having just met Valentine's Silvia, likewise for
gets his former affection : 

116}.i.137. 
111 Ibid., IL 139-140. 
11sBroke, op. cit., p. 104. 
119/bid. 
12osee Montemayor, op. cit. 
121Broke, op. cit., p. 84. 
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"Even as one heat another heat expels, 
Or as one nail by strength drives out another, 
So the remembrance of my former love 
Is by a newer object quite forgotten."122 

Other figures of speech and other circumstances in the 
poem and the play are teasingly but perhaps fortuitously 
alike. Definite parallels already listed make it clear, I 
think, that in writing The Two Gentlemen of Verona 
Shakespeare drew upon Broke's Romeus and Juliet for 
much of the material which he did not find in the Diana
in brief, for names of characters and places, for the basic 
situation in the Valentine-Silvia plot, and, what is most 
significant, for many details. The Duke's denunciation of 
Silvia, the device of the rope ladder, Valentine's lament, 
the comforting words of Proteus, the Duke's stubborn sup
port of Thurio, Silvia's tearful but equally stubborn resist
ance, her plea to Sir Eglamour, and her arrangement to 
meet him at Friar Patrick's cell, the fictitious crime of 
Valentine, the penance of Friar Laurence, and even the 
figure of speech which Proteus employs in declaring his 
sudden change of affections-all these have counterparts 
in Romeus and Juliet. Surely Broke's poem cannot be dis
missed as an altogether unimportant source for The Two 
Gentlemen of Verona. 

122n.iv.193-196. 



THE REWARDS OF AUTHORSHIP IN THE 
EIGHTEENTH CENTURY 

BY HARRY RANSOM 

I 

When Macaulay sought to emphasize the difficulties 
under which Samuel Johnson began his literary career, he 
contrived one of those generalities which are sufficiently 
true to pass for the whole truth. "Never," he declared, 
"never since literature became a calling in England, had 
it been less gainful than at the time when Johnson took 
up his residence in London. . . . Literature had ceased to 
flourish under the patronage of the great and had not 
begun to flourish under the patronage of the public."1 

Upon such statements many restrictions must be laid. 
Failure to qualify them has led to a belief that through
out the eighteenth century, authorship in general was 
poorly rewarded. It is the purpose of the present discus
sion to show that only in a limited sense is this true. 

Authors' accounts proved difficult for the most methodi
cal bookkeepers of Johnson's day; to audit these accounts 
at a distance of two centuries is beyond the resources of 
the modern student. Many of the most important docu
ments have been destroyed or are still in hiding; it is 
probable that for some time to come the purely financial 
phase of literary property will be but imperfectly known. 
It is possible, nevertheless, to review the more important 
facts, and in so doing to suggest something more than the 
spirit of the relationship between author and bookseller 
or the familiar outlines of the Distressed Poet's picture. 
It is undeniable that Grub Street, the hackney writer's 
garret, and the bailiff waiting below stairs are true 
remembrances of authorship in those times ; but so, too, 

1Critica.l, Historical, and MiBceUamou.s Essays (New York, 1886), 
VI, 179-180. 
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are flowered waistcoats and plum-colored breeches bought 
with the income of songs and stories; and so are villas 
at Twickenham and profitable book ventures planned 
over tavern wine. Yet it is the unromantic series of copy
right transactions which speak most definitely. Under 
separate classes of publication I wish to review some of 
the more important transactions and in their light to 
judge the rewards of authorship from the time of the 
first copyright act, 1710, until the end of the century. 

The purchase of manuscripts and the publishing of books 
was by no means an exact business in the eighteenth cen
tury. The several thousand authors whom Johnson imagined 
to have survived the days of Swift2 worked under a sys
tem in which a few aristocrats still scorned profit while an 
increasing number of drudges clung to the hope of living 
by authorship. There were, however, several marked 
changes. 

Foremost among these changes were the great decrease 
of patronage and the growing hostility to publication by 
subscription. 3 Economic forces acted powerfully in these 
developments. Literary patronage tended to decrease ac
cording to the widening distribution of wealth, and it 
decreased as learning spread and authors multiplied. With 
this change there came a growing independence among 
writers. Ben Jonson's lines to a new royal patron and 
Samuel Johnson's letter to Lord Chesterfield are charac
teristic of distinctly different attitudes. By the middle of 
the eighteenth century patronage in the strict sense had 
lost most of its significance. In 1757 Foote indicated to 
what extent he thought the system had declined: 

Patron! the word has lost its use; a guinea-subscription at the 
request of a lady, whose chambermaid is acquainted with the author, 
may be now and then picked up--Protectors ! Why, I dare believe 

2The Rambler, No. 145. 
3The origins of the latter system have been studied in a careful 

essay by Sarah Clapp, Subscription: A Chapter in the Hist<>rJJ of 
Bookselling, 1617-1688 (Austin, 1930), The University of Texaa 
Doctoral Dissertation. 
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there's more money laid out upon Islington turnpike in a month than 
upon all the learned men in seven years.4 

Patronage did not die suddenly; it faded gradually into 
the subscription system, which grew steadily in the days 
of Pope but became less popular in Johnson's later years. 
From the beginning of the eighteenth century there were 
objections to both methods of publication, and opposition 
to them continued unabated until they were largely sup
planted by the modern system of publishing. 5 

The second important development was the emergence 
of the professional author. 6 For two centuries the writing 
profession had been growing. Dryden had contributed 
much to its dignity, and since his time it had become 
more and more profitable. The professional writer, how
ever, was not yet firmly established. Some aristocrats 
looked down upon him for marketing his wit, while other 
writers resented him as a rival. Goldsmith describes these 
attitudes: 

A man here who should write, and honestly confess that he wrote 
for bread, might as well send his manuscript to fire the baker's 
oven; not one creature will read him; all must be court-bred poets; 
or pretend at least to be court-bred, who can expect to please. Should 
the caitiff fairly avow a design of emptying our pockets and filling 
his own, every reader would instantly forsake him; even those who 
write for bread themselves would combine to worry him, perfectly 

4Samuel Foote, The Author (London, 1757), I, i, pp. 2-3. 
5 Swift objectea to the subscription system on numerous occasions. 

See Swift's Works, ed. Walter Scott (London, 1884), XVII, 216; II, 
390. See also Johnson's Lives of tke Poets, ed. G. B. Hill (Oxford, 
1905), III, 50. A specific comment on the practice was published in 
Thomas Malton's Essay Concerning tke Publi.cation of Works of 
Science by Subscription (Montkly Review, LVII [1777], 322). In 
1790 Cowper barely made expenses on his translation of Homer 
(Cowper's Letters, ed. Thomas Wright [London, 1904], III, 487). 

6The general conditions of authorship are discussed by A. S. 
Collins in Authorship in tke Days of Joknson (London, 1927). This 
work contains a useful introductbn to the relations between authors 
and booksellers. 
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sensible that his attempts only served to take the bread out of their 
mouths.' 

James Ralph presents the same problem. 8 Both he and 
Goldsmith defend the professional writer against the "vol
unteer" on the ground that the man who writes for a 
living is more likely to know what to write and how to 
write than is the amateur. 

Among other new conditions perhaps the most impor
tant resulted from the creation of the author's bargain
ing power. In 1710 the Act of Anne, defining the author's 
ownership of his work, had strengthened the position of 
all writers, although until 1760 protection of literary 
rights was sought in Chancery rather than in courts of 
law. The author's absolute right to his unpublished manu
script was meanwhile established in the courts. There 
was a firmer basis, therefore, on which negotiations be
tween author and bookseller might be made; but these 
negotiations were by no means uniform. 

Even in a limited sense, royalties did not become com
mon in the eighteenth century. As early as 1710 Tonson 
agreed to pay Congreve £20 upon publication of a second 
edition of the Works, 9 a contract which bears close simi
larity to Milton's agreement for the sale of Paradise Lost. 
Later in the century it was not unusual for a bookseller 
voluntarily to give the author of a successful work an 
additional payment, but contractual agreements did not 
usually take into account the possible success of a book. 
So long as subscriptions were common, booksellers often 
paid authors with books, or with books and a sum of 
money. The customary agreement, however, was for an 
outright sale of the manuscript in consideration of a fixed 
sum. Although the Act of Anne specifically provided that 

1works, ed. Peter Cunningham (New York, 1881), IV, 423-424. 
BThe Case of Authors by Profession or Trade, Smted; mth Regard 

to Booksellers, the Stage and the Public (London, 1762), p. 58. 
9 See the contract in D. Crane Taylor's William Congreve (London, 

1931)' p. 206. 
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after fourteen years the right of copy should return to 
the author, agreements to sell perpetual rights continued 
regularly. For special classes of literature there were at 
different times recognized trade prices, but exceptions 
were constantly made by booksellers, especially in the case 
of authors who had already won fame. 

II 

Among poets, of course, Alexander Pope became the 
type of literary success. Compared with Milton's agree
ment for the publication of Paradise Lost, even his first 
sales were successful.10 These sums, however, are hardly 
to be compared with his later earnings. Pope's growing 
reputation and the memory of Dryden's success-no more 
memorable to a bookseller than Tonson's profits-induced 
Lintot to offer the poet £200 for each volume of a trans
lation of Homer, the subscription and presentation copies 
to be added to the consideration.11 The quarto volumes, 
six of them, were to be sold at a guinea apiece. At this 
rate 654 copies were delivered to subscribers, and Pope 
was richer by £5,320 4s. Immediately a pirated edition 
appeared. This work, imported from Holland, seriously 
jeopardized Lintot's profits, for he was forced to issue a 
duodecimo edition at half-a-crown the volume, "finely 
printed from an Elzevir letter." The aftermath was not 

io1n his Literary Anecdotes (London, 1814), VIII, 199-200, John 
Nichols reprints pages of Lintot's account book, including the follow
ing entries: 

£ s. d. 
1712 Statius, etc. 16 2 6 

Rape of the Lock 7 0 0 
To a Lady, etc. 3 16 6 

1713 Windsor Forest 32 5 0 
Ode on St. Cecilia 15 0 0 

1714 Additions to Rape 15 0 0 
1715 Temple of Fame 32 5 0 

Key to Lock 10 15 0 
1716 Essay on Criticism 15 0 0 

11see R. H. Griffith, Alexander Pope: A Bibliography, I, Pt. i 
(Austin, 1927), pp. 41-42, 121-122; and Septimus Rivington, The 
Publishing Family of Rivington (London, 1919), pp. 61 ff. 
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a happy one. Lintot's dream of large profits had been 
8hattered, and after the publication of the Odyssey he con
sidered asking a dissolution by Chancery of his contract 
with Pope. With an exchange of unpleasantries, Pope left 
him, to finish the quarrel in The Dunciad. 

Not all poets fared so well as Pope. Those who were 
unknown often sought a bookseller in vain. Of this num
ber Curll pretends to have helped many, but his boasted 
charity gave way at least once to gratitude for a poet who 
was not interested in the price of his wares. "I have made 
it wholly my business to print for poor disconsolate 
authors whom all other Booksellers refuse," he says sancti
moniously. "Only God Bless Sir Richard Blackmore he 
takes no Copy-Money."12 

One of the more interesting contracts for the publica
tion of poetry in the early eighteenth century is that by 
which Matthew Prior sold his rights in his Poems upon 
Several Occasions. By this agreement, a copy of which is 
in the Aitken Collection at The University of Texas, Prior 
assigned to Jacob Tonson, "his heirs and assigns forever," 
all rights in the edition. The poet was to receive 1,100 
copies of the work. For all remaining copies of the edi
tion Prior agreed to pay Tonson £900 and to give the 
bookseller £80 for corrections. From this undertaking the 
poet's income was 4,000 guineas. 

Thomson's copyrights, upon which the principal legal 
decisions were later to rest, did not bring large sums. 
Andrew Millar paid £137 10s. for Sophonisba and Spring. 
In 1738 John Millan bought from Millar the right to The 
Seasons and Thomson's other works for £105. Liberty, 
which Thomson considered his masterpiece, was a book-
5eller's failure; the poet thought of annulling his contract 
so as to bear the loss alone.13 

12Tke Poisoning of Edmund Curll, quoted in Notes and QuerieB, 
Sixth Series, xi ( 1885), 490. 

1aA complete account of the copyright transactions may be found 
in the special verdict of the jury, Millar ver8U8 Taylor, Burrow's 
Reports, Volume IV. According to the Gentleman's Magazine, XXXI 
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In 1738, when the copyright on old books had expired 
and new poets were numerous enough to supply both mis
cellanies and magazines, ten guineas was a round sum for 
a poem of good length. Thus Johnson received that 
amount for his London, although Dodsley had to pay some
thing for Johnson's pride. "Paul Whitehead had a little 
before got ten guineas for a poem," Johnson declared, 
"and I would not take less than Paul Whitehead."14 

The preciseness which Jacob Tonson had once practiced 
with Dryden, whose lines were counted one by one before 
money changed hands, was no longer the fashion. Young 
received 220 guineas for his Night Thoughts as a whole. 
Akenside asked, and probably received, £120 for his Pleas
ures of the Imagination. 1

" Collins refused to publish his 
Odes unless he were given ten guineas for them. It may 
be seen that income from poetry was uncertain, and that 
often it was meager. Even though Pope's lines probably 
do injustice to the earning power of Ambrose Phillips, 
many a self-styled poet, upon reading the Epistle to Dr. 
Arbuthnot, might have envied 

The Bard whom pilfer'd Pastorals renown, 
Who turns a Persian tale for half a crown. 

Of the poets who refused to enter the race for profit, 
Cowper and Gray are noteworthy. Cowper gave the copy
right of The Task to Joseph Johnson, his bookseller, and 

(1762), 238, Thomson's works were sold posthumously by subscrip
tion and the proceeds devoted to a monument in Westminster Abbey 
and to the relief of the poet's poor relations. 

14Life of Johnson, ed. G. B. Hill and L. F. Powell (Oxford, 
1935), I, 124. 

111Where no specific authority is cited for a transaction, I have 
relied upon the statement~ of Collins,, op. cit.; F. A. Mumby, Book
selling and Publishing (London, 1934); Charles Knight, Shadows of 
the Old Booksellers (London, 1927); Henry Curwen, A History of 
Booksellers, Th.<J Old and The New (London, 1873); C. H. Timperley, 
A Dictionary of Printers and Printing (London, 1842); and Charles 
Welsh, A Bookseller of the Last Century (London, 1885). 
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when the poem had proved immensely popular and John
son offered to return the rights to the author, Cowper 
declined. Dodsley paid nothing for Gray's Elegy, which 
proved to be one of the most profitable works of the cen
tury. Only once did Gray accept payment for his poetry; 
in 1757 he was given £40 for his Odes. He did, however, 
retain the right of reprinting his work in any one edition 
which he might elect to issue.16 

The price of poetry does not seem to have increased 
measurably during the century. In 1760, Churchill printed 
his Roscia.d privately because the booksellers would offer 
him no more than five guineas. Percy's Reliques were said 
to have sold for only £100, although later payments 
amounted to £200. Dodsley, whose treatment of poets was 
regularly fair, paid Anstey £200 for his New Bath Guide 
when two editions had been published. After ten years 
he returned the copyright to the author.17 

Goldsmith's experience in later years is an unhappy 
commentary on the booksellers' commercial opinion of 
poetry. For his Traveller the poet received only twenty 
guineas, though the poem won instant recognition. The 
Deserted Village won fame, but wealth continued to elude 
its author. In the closing lines he had addressed his muse 
in this sober vein : 

Dear charming nymph, neglected and decried, 
My shame in crowds, my solitary pride, 
Thou source of all my bliss, and all my woe, 
That found'st me poor at first and keep'st me so, 
Thou guide by which the nobler arts excel, 
Thou nurse of every virtue, fare thee well! 

16See the contract signed June 29, 1757 (Ralph Straus, Robert 
Dodsley [London, 1910], p. 164). 

17Parenthetically, it should be added that while the "return of 
copyright," so often recorded in connection with the literature of the 
period, may have been generosity on the part of the bookseller, it 
may quite as well have been a legal reversion under the copyright 
statute. 
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Against this valedictory his readers raised a fervent objec
tion. But Goldsmith was determined. "They will let me 
starve," he told the Earl of Lisburn at the well-laden board 
of the Royal Academy. "But by pursuing plain prose," he 
added, "I can make shift to eat, drink, and wear good 
clothes."18 

Toward the end of the century poetry found a more 
regular market. The principal legal controversies on the 
law of copyright had settled the relation of author and 
bookseller. Yet two of the greatest works of poetry to 
appear in those later years suffered neglect in the trade. 
Burns earned by subscription not more than £20 for Poems 
Chiefly in the Scottish D'ialect, and he lamented his in
ability to issue a second edition. In 1800 no value was 
assigned to the copyright of the Lyrical Ballads, and at 
the sale of his properties Cottle, the bookseller, obtained 
permission of Longman, to whom he transferred his busi
ness, to return rights in the book to the authors. Long
man's edition is said to have been published without 
profit.19 

III 

Fiction shares with the periodical essay the distinction 
of being relatively new among bookselling commodities of 
·the eighteenth century. Trade in novels accounted for 
much of the profit made from literature during this 
period. Of the great publishing successes in this field 
Robinson Crusoe was first; largely on Defoe's writings 
William Taylor built a fortune of £50,000. 20 Defoe, how
ever, was not rewarded proportionately. In a class of its 
own, Gulliver's Travels made a good bookseller's invest
ment. Under the name of Sympson, Swift was promised 
£200 "after six months if the success of the book would 

isQuoted by Temple Scott in Oliver Goldsmith. (New York, 1928), 
p. 242. 

19C. L. Longman, The HoWJe of Longman (London, 1936) p. 487. 
2osee the survey included in Henry C. Hutchins' Robinson CrWJoe 

and Its Printing (New York, 1925), pp. 1 ff. 
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allow." Success did allow; the first issue was exhausted 
in seven days. 21 

Richardson was responsible for his own prosperity; he 
usually retained the ownership of his novels, and his man
agement of these properties proved him astute in the ways 
of copyright. 22 As for Fielding, he had much to say in 
The Author's Farce concerning the relationship between 
writers and the trade. His account in Joseph Andrews of 
Parson Adams' negotiations for publishing the Sermons 
is mild burlesque of a widespread theory about the 
methods of booksellers-that the trade looked to profits 
first, to the taste of the town in so far as it affected profits, 
and to the welfare of authors if they could suit the taste 
of the town. Yet Fielding's own experience was far from 
grim. He is said to have offered Joseph Andrews for £25, 
but was persuaded by James Thomson to consult Andrew 
Millar, who promptly gave him £200 for the copyright. 
The demand for Tam Jones was so great that it became 
impossible to bind books fast enough to meet the sales. 
Besides the £600 paid for copyright, Millar gave Fielding 
an additional £100 because of the success of the novel. 
Amelia affords an even better example of an author's suc
cess and a bookseller's acumen. For his last novel Field
ing received an original payment of £1,000. Millar feared 
that he had overshot the mark; so upon offering discounts 
at the next booksellers' sale, he shrewdly declared that he 
was compelled to lay Amelia aside, the novel being too 
desirable a property to be sold in the usual manner. The 
entire impression was bought immediately.23 

The several accounts of the writing, sale, and publica
tion of Goldsmith's Vicar of Wakefield leave important 

21 Swift, Works, XVII, 17; Notes and Queries, First Series, XII 
(1855)' 198. 

22See the accounts under separate works in William Sale's bibliog
raphy, Samuel Richardson (New Haven, 1936). 

2acomplete accounts of the sales of Fielding's copyrights are given 
in W. L. Cross's Hi,story of Henry Fielding (New Haven, 1918). 
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question8 unanswered. 24 The novel was published in 1766. 
Among the facts which have not been exactly determined 
are the date of composition, the date of sale, the terms 
of sale, and Samuel Johnson's part in the negotiations. 
Between 1760 and 1766 Goldsmith received £40 or £60 
from Francis Newbery, or Francis and John Newbery. 
It appears that the three editions first published were 
unprofitable. 

Sterne lacked Richardson's working knowledge of the 
book trade, but in his early career he was active in arrang
ing the publication of his own works. From Dodsley alone 
he received £1,500, and Cross believes that he must have 
earned as much as that from Becket.25 At the beginning 
of his literary activity Sterne set down a curious state
ment concerning author's copyright in a letter to Caesar 
Ward of the York Courant. There he urged the printer 
not to change the copy lest he disturb the author's legal 
claim to his book. 26 Later arrangements for publishing 
Tristram Shandy are not much clearer than those for pub
lishing the Vicar. Of several accounts, that given by Cross 
is the most definite. 21 After the York booksellers had 
refused the book, Sterne wrote to the Dodsleys, offering 
them the copyright for £50. Robert Dodsley refused. 
Meanwhile a friend had offered Sterne £100 to further 
the publication; Sterne therefore asked Dodsley to sell his 
novel, printed in York, on condition that Sterne hold the 
copyright. These terms were modified; precisely how, we 
do not know. Cross believes that Dodsley was responsible 
for the printing, and that Hinxman of York sold the first 
copies of the first edition. Less than a month after the 
appearance of Tristram Shandy, the author assigned his 

Z4These report~ are summarized by Scott, op. cit., pp. 164-173, and 
by Charles Welsh, op. cit., pp. 55 ff. 

25The Life and T'imes of Laurence Sterne (New Haven, 1925), II, 
97, 175. 

26/bid., I, 169-170. 
21 Ibid., I, 175. 



58 Studies in Engli8h 

rights in the first two volumes to Dodsley in considera
tion of £250; but he retained ownership of all volumes 
then printed. Volumes III and IV sold for £380. In the 
same year Sterne sold his Sermons and the second edition 
of the first two volumes of the novel for £450. At Sterne's 
expense Becket printed Volumes V and VI, in which 
Sterne signed his name to discourage piracy. For his 
Sentimental Journey Sterne received £1,000 before the 
book was printed ; for future rights he was paid some
what less than 229 guineas. Thus his experience illus
trates the gradual change from the single sale of manu
script almost universal in 1710 to the more complicated 
system of royalty and divided right. 

Smollett was indefatigable in the pursuit of his profes
sion. He was not remarkably successful in the sale of 
individual works-Humphry Clinker brought only £210-
but he was both versatile and energetic in dealing with 
the trade. In commenting on his career, Robert Anderson 
emphasizes both these qualities: 

The booksellers were his principal resource for employment and 
subsistence. For them he held the pen of a ready writer, in the 
walk of general literature, comprehending compilations, translations, 
criticisms, and miscellaneous essays, and towards him they were 
always as liberal as the patronage of the public enabled them to be.28 

Smollett himself was not insentitive about the commercial 
side of authorship. He angrily denied that he would lend 
his name to booksellers : "That is a species of prostitu
tion," he said, "of which I am altogether incapable."29 

Minor fiction of the century sold irregularly. The story 
of Rasselas, its composition and its sale, is too familiar to 
be repeated here. For the work of those heavy hours John
son earned £125. Among other books Mrs. Radcliff e's 
Mysteries of Udolpho, which sold for £500, is said to have 
been the highest-priced novel in the period; but it has 
been seen that Fielding received larger sums. 

~ SLife of Smollett (Ediburgh, 1803), pp. 49-50. 
211Quoted by Rh-ington, op. cit., p. 44. 
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Playright developed as a separate branch of literary 
property. The question of production and publication of 
drama, the legal significance of public recitation and per
formance, and the business connection between authors 
and theater managers complicated the publishing of drama. 
Considered purely as books, the printed plays of the 
eighteenth century became increasingly desirable to the 
trade, and were accordingly valuable to authors. Before 
1715 a common author's fee for a full-length play in man
uscript was £50. By 1730 this value had approximately 
doubled, and toward the end of the century the customary 
price was £150. To this generalization there are, of course, 
many exceptions. so 

Addison was given fifty guineas for his Drummer, but 
less fortunate authors like Havard were sometimes re
fused the standard fee. For the extraordinary success of 
the Beggar's Opera on the stage Gay was well paid, 
receiving £693 for thirty-two of sixty-two nights. He sold 
the copyright of both the Opera and the Fables for ninety 
guineas. Steele had much the same experience with The 
Conscious Lovers. For a fourth part of the production he 
received more than £2,600, but Tonson secured the copy
right for £40. In the earlier part of the century other 
sales of dramatic copyright ranged from Cibber's £3 4s. 
6d. for Love' Last Shift to Rowe's £75 5s. for Lady Jane 
Grey. 

Later in the century Sheridan obtained the unusually 
large sum of £200 for his rights in The Rivals, but in this 
sale both versions of the play may have been involved. A 
curious discrepancy appears between the fee of £100 which 
he probably received for the Duenna and the £700 which 
he made from the sale of the songs. 31 

A large part of Goldsmith's profits in both The Good
Natured Man and She Stoops to Conque1· had been mort-

sosee, for example, the lists printed by Nichols, op. cit., Vol. Vll'l. 
s1 Several conjectures as to Sheridan's earnings are printed by R. 

Crompton Rhodes in Harlequin Sheridan (Oxford, 1933), pp. 64-65. 
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gaged before publication to Francis Newbery. The book 
rights were valued at the customary £100. 

Editions of older plays were sold on the strength of 
annotations and prefaces. Arrangement or emendation of 
the text did not enter specifically into negotiations, for 
legal claim to the playright was def ended by booksellers 
on the ground of consecutive assignments which were sup
posed to go back to the author himself. The reputation of 
the editor seems to have been an important element in the 
agreements; ''labour and learning" were regularly cited as 
the editor's consideration in copyright contracts.32 

v 
During the eighteenth century the periodical was a pow

erful force in the establishment of literary reputations, 
and in general the writers of periodical essays were not 
poorly paid. The most famous paper, the Spectator, was 
held in shares, and profits were divided accordingly. When 
Addison and Steele sold the copyight in 1712, they received 
£1,150 for the right to all essays under this title, written 
and unwritten. Throughout the century the price of sin
gle periodical essays ranged from one to six guineas. For 
each of his two weekly contributions to the Public Ledger, 
Goldsmith received a guinea. Johnson had written a 
preface for the Chronicle at this rate, but for his Rambler 
essays he received two guineas apiece and a share of the 

32During the eighteenth century the following sums were paid for 
representative editions of Shakespeare's plays: 

Rowe 
Hughes 
Pope 
Fenton 
Gay 
Whalley 
ThP.obald 
Warburton 
Capell 
.Johnson 

" 

£ s. 
36 10 
28 7 

217 12 
30 14 
35 17 
12 0 

652 10 
600 0 
300 0 
376 0 
100 0 

" Subscription (1300 0 

d. 
0 
0 
0 
0 
6 
0 
0 
0 
0 
0 
0 
0) 
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profits. The World paid three guineas; the Monthly Review 
occasionally gave distinguished authors four. 33 In 1783, 
when Johnson heard that Shebbeare received six guineas 
a sheet, he protested: "Sir, he might get six guineas for 
a particular sheet, but not communibus sheetibus."84 

VI 

In 1710 the Act of Anne had been passed professedly to 
"encourage learning." Whether the statute was respon
sible or not, authors of learned works came to be gener
CJUsly rewarded. The earliest contests concerning literary 
property included suits on Clarendon's History of the 
Rebellion and Burnet's History of His Own Times. Prop
erty in such works steadily increased in value. The later 
histories illustrate this fact. For his principal work Hume 
received £3,400. In 1758 Smollett, who had been hired by 
the booksellers to offset the popularity of Hume, was given 
£2,000 for a similar history. In 1767 Lyttleton's Henry II 
was bought for £3,000. Several years later Henry's His
tory of England brought £3,300. In 1769 Robertson re
ceived £4,500 for his Charles V, sometimes said to be the 
largest sum paid to an English author before 1770. Of his 
own work Gibbon wrote : 

After the perilous adventure had been declined by my timid friend 
Mr. Elmsley, I agreed, on very easy terms, with Mr. Thomas Cadell, 
a respectable bookseller, and Mr. William Strahan, an eminent 
printer; and they undertook the care and risk of publication, which 
derived more credit from the name of the shop than from that of 
the author.sis 

For the first volume, the publishers allowed Gibbon two
thirds of the profits. For the first edition, his earnings 

ss1n 1771 Percival Stockdale demanded an increase in the fee of 
two guineas which he was then receiving from the Critical Review. 
He pointed out that Griffiths paid four guineas (Memoirs of Percival 
Stockdale [London, 1809], II, 67). 

34Life of Johnson, IV, 214. 
8~The Autobiogra.plt..ies of Edward Gibbon, ed. John Murray (Lon

don, 1897), p. 310. 
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reached almost £500 ; his total income from the history 
was £6,000. In view of such earnings as these, Goldsmith's 
modest £250 fees for the Grecian History and the History 
of Rome make him seem poorly paid; yet for a different 
kind of "history," the work which proposed to survey all 
animated nature, he received £800. 

Payment to authors of other works ranged from the £5 
which Johnson received for translating Lobo to the £14,000 
which Blackstone made from the Commentaries. An im
probable account has it that Millar offered Mallet £3,000 
for the copyright of Bolingbroke's works and that Mallet 
ref used, only to discover that Bolingbroke was not salable. 36 

Because Johnson more than once defended booksellers, 
his connection with them is significant from the begin
ning. That beginning was as modest in prose as it was 
in verse. For the Life of Savage Johnson received fifty 
guineas. The Dictionary, one of the principal cooperative 
publications of the century, was bought for £1,575, the 
same sum being paid for Chesterfield's Letters. For the 
Lives Johnson received only £300, approximately the sum 
which Sheridan was paid for his Life of Swift. Unlike 
Fielding, Johnson did not enjoy consecutive increases in 
his sales of copyright. Although the booksellers' profit on 
his works was disproportionately large, he appeared to 
be content with what he received.37 For the Life of John
son Boswell was offered £1,000, which he refused. Having 
borrowed the money to publish his biography, he made 
£1,550 on the first edition.38 

VII 

It is thus apparent that the booksellers' methods of pur
chasing author's rights in literature change with the sea
son, the author, the type of work, and the public demand. 

s6The quarrel concerning the ownership of Bolingbroke's works is 
reported at length in A Short State of the CC£Se, with, Relation to G' 

Claim, Made by Rickard Franklin (London, 1754). 
31Life of Johnson, III, 111. 
3SSee F. A. Pottle, TM LiterCW71 Career of Ja:nUJB BosweU, Esq. 

(Oxford, 1929), p. 167. 
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Concerning the trade's fairness to men of letters there is 
no general agreement. Comments vary from Fielding's 
good-natured fun with Bookweight to Wolcott's angry 
description of booksellers drinking champagne from 
authors' skulls. On this point of difference no conclusion 
is possible without a clear distinction between the classes 
of booksellers. About men like Dodsley, Millar, and Mur
ray, the testimony is uniformly favorable. The heartless 
driver of bargains appears among the "Catch-penny 
booksellers," against whom vigorous charges were made 
throughout the century. In reviewing Foote's The Author 
in 1757, the Monthly Rei.iiew-a constant friend of the 
established booksellers-attacked charlatans in the trade: 

We have ... the pleasure of seeing the character of a Catch-penny 
Bookseller humorously exposed: these pests of the public, and of 
literature, cannot be too severely treated by the Muses, on whom 
they have reflected so much dishonest, so much impudent scandal.39 

The cheerful, undeviating self-interest of the established 
booksellers was never treated more lightly than by Defoe 
nor more sensibly than by Samuel Johnson. Observes 
Defoe, explaining why his Review has been reduced in 
size: 

The Necessities of Trade, not improperly call'd the Iniquities of 
the Times, compel us to this Alternation, the Publishers of this 
Paper honestly declaring, that while they make it a whole sheet, 
they get nothing by it; and tho' the Author is very free to give the 
World his Labour for God's sake, they don't find it for their 
Convenience to give their Paper and Print away. •0 

Johnson's reply to Boswell's expression of regret that the 
Dictionary had not brought more money is consistent 
with all his later statements about the book trade: "The 
booksellers are generous, liberal-minded men."0 To the 

a&The Monthly Review, XVI (1757), 361. 
•oReview, I, No. 5 (March 18, 1704). 
• 1Life of Johnson, I, 304. James Ralph, despite his usually hostile 

tone, justified the bookseller on the same score (Op. cit., pp. 2~1). 
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Master of University College Johnson sent the following 
wise statement on the subject: 

The booksellers, who, like all other men, have strong prejudices in 
their own favour, are enough inclined to think the practice of print
ing and selling books by any but themselves, an encroachment on the 
right of their fraternity; and have need of stronger inducements to 
circulat.e academical publications than those of one another; for, of 
that mutual cooperation by which the general trade is carried on, the 
University can bear no part. . . . I suppose with all our scholastick 
ignorance of mankind, we are still too knowing to expect that the 
booksellers will erect themselves into patrons, and buy and sell under 
the influence of a disinterested zeal for the promotion of learning.'2 

From the author's point of view the writing profession 
is often portrayed as either enslaved by economic tyranny 
or courageously rebellious against it. The tradition of 
Grub Street was one of the hardiest in English literature. 
In commending Johnson, Pope describes him as choosing 
to die upon the road rather than to starve at the mean 
tasks of authorship. Fielding treated the author's plight 
with alternate whimsy and impatience. Swift decried the 
'"shoals of wretches who wrote for bread."43 Law pic
tured Dr. Whitby plodding up and down the streets of 
London with a manuscript which the booksellers had con
spired not to buy. With evidence of his own from which 
to argue, Goldsmith often touched upon the plight of the 
writer. At one time he declared: 

The poet's poverty is a standing topic of contempt. His writing· 
for bread is an unpardonable offense. Perhaps of all mankind an 
author in these times is used most hardly.4 4 

Not all contemporary testimony is to be taken quite 
seriously. Both playwright and novelist exaggerated 
bookselling customs for the sake of effect. Comments in 
verse usually require strict limitation. In the early part 
of the century, satire such as Pope's in the Dunciad is 

42Life of Johnson, II, 425. 
4 3He did not condemn the professional writer as compared with the 

"volunteer." See Works, XVII, 398. 
HWorks, IV, 54. Cf. IV, 48. See also Ralph, op. oit., p. 2. 
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likely to be personal, and distinguished for acerbity 
rather than accuracy. Later in the century sentimental
ism tinges many lines describing the pitiable state of 
genius abandoned to cruelty of slave-driving booksellers. 
Thus William Whitehead summons up this pathetic 
vision: 

Lords of the Workhouse see the Tyrants sit, 
Brokers in Books, and Stock-jobbers in Wit, 
Beneath whose Lash, oblig'd to write or fast, 
Our Confessors and Martyrs breathe their last! 411 

With full recognition of the more imaginative accounts, 
it is wise to follow the method of judgment suggested at 
the beginning of this discussion-that is, to base conclu-
8ions squarely on the evidence of copyright contracts. 
Against such conclusions must be stated two objections: 
first, that the record of manuscript sales is incomplete, 
and, second, that a certain amount of confusion results 
when all types of literature and all kinds of writers are 
considered at once. Nevertheless, several basic facts are 
clear. 

In the first place, Johnson did not exaggerate when he 
credited the booksellers with generosity, although this 
generosity was not manifested in any consistent system 
of payment. In a restricted and highly speculative busi
ness, payments to writers of salable literature was gen
erally as fair as the immediate prospect allowed. If in 
the light of a book's later reputation injustice was done 
the author, this injustice must be attributed largely to 
the absence of a system of royalties. In the second place, 
the principal effect of external regulations, such as the 
copyright act, was to raise the author's position as a 
bargaining agent. For every book, however, a special 
agreement was made between author and bookseller; there 
were no standard contracts of guarantee. Finally, it is 
apparent that the author's rewards, high or low, were sub
ject to economic influences in the book trade far broader 

o A Charge to th.e P06t8 (London, 1762). 
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and more profound that the attitude of individual book
sellers. Advertisement, cooperative publication, and new 
methods of distribution increased the commercial impor
tance of books. A growing public demanded more and 
more literature of every sort. This uneven progress in 
bookselling affairs greatly benefited professional men of 
letters; often such writers were extraordinarily well paid. 
It was from a later peak in this same development that 
Macaulay looked back to the conditions of authorship in 
the days of Johnson. 



LEIGH HUNT AND THE RAMBLER 

BY WILLIS WINSLOW PRATT 

In writing of Leigh Hunt's method of criticism, R. 
Brimley Johnson says, "Many of his essays are practically 
reproductions from some volume in his possession with 
his own underlinings and marginal notes transcribed."1 

Hunt's copy of Johnson's Rambler, now in the Cornell Uni
versity Library, contains a good many such notes and 
underlinings in his own hand; but, so far as I can dis
cover, he did not write a formal essay on The Rambler. 
These marginalia, hitherto unpublished, reveal much of 
what Hunt would probably have said had he written upon 
Johnson's essays. Reflecting the variety of subjects in The 
Rambler, the notes and underscored passages would pro
vide material for half a dozen of the informal essays that 
Hunt wrote with such apparent ease. 

Volumes III and IV of the original four-volume set of 
The Rambler are in the library of President Andrew D. 
White, of Cornell. It is the edition printed for J. Parsons, 
No. 21, Paternoster-Row, in 1793, and the two volumes, 
in duodecimo, are bound together in the original calf. 
There is no record that President White ever owned Vol
umes I and II, and I have been unable to locate them. 
The two volumes extant in his library are perhaps part 
of the 450 volumes of Hunt's library purchased soon after 
Hunt's death by James T. Fields, and brought by him to 
Boston. Mr. Fields gave away many of the books, and the 
rest were scattered later, after the death of Mrs. 
Fields. In her informal essay on the collection of A Shelf 
of Old Books, Mrs. Fields remarks upon the large number 
of broken sets. 2 A note on the inside of the front cover 
states that probably the same rogue who stole Volumes I 
and II also cut out the autograph on the title-page of 

1R. Brimley Johnson, Leigh Hunt (1896), p. 113. 
:?Annie (Adams) Fields, A Skell of Old Books (New York, 

1894) ' p. 18. 
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Volume III. I have compared the handwriting with speci
mens of Hunt's holograph in The University of Texas 
Library, and there is no doubt that the notes are in his hand. 
For example, the writing of Johnson's name in a Hunt docu
ment of 1859 is identical with the name as it is written 
in The Rambler annotations of the same year. 

These annotations, two of which are dated 1859,3 throw 
light upon Hunt's life during his last days, and reveal the 
consistency of his opinions to the end ; they also reflect 
the general attitude of the Romantic writers towards the 
work which Johnson regarded as his best claim to literary 
fame. For these reasons I feel that they will be of some 
interest to J ohnsonians and "Leontians" alike. 

Hunt's acquaintance with Johnson's writings was made 
early; he read him, along with Dryden, Pope, and Gib
bon, while he was in grammar school at Christ's Hospital. 
A few years later he counted the Lives of the Poets among 
his favorite books. But his romantic sensibility seems to 
have turned him away from Johnson's austerity fairly 
soon, and he never returned. Hunt's temperament, which 
indeed was sunny-that perhaps was the quality most 
often spoken of by those who knew him-was never com
patible with Johnson's, especially with the morose char
acter revealed in The Rambler. In 18104 Hunt already 
referred to Johnson as "a complete hypochondriac"; two 
years after, he called Johnson's criticism of Julius Caesar 
"sorry," and made a blanket condemnation of Johnson's 
taste in poetry, "it is, at best, like most of his criticisms, 
only so much gratuitous opinion without analysis, with
out argument; but at bottom, I am afraid, it is an addi
tional betrayal of his absolute unfitness for poetical criti
cism, at least with regard to works of a higher order . . . 
his taste so ready on all occasions to pollute itself with 

3 Apparently all the noY.!s were made during the same reading, for 
the ink is alike throughout. The few pencil markings in the volume 
are in the same hand, and occur together on pages where there are 
no passages marked in ink. 

4 The Examin~r, 19 Aug. 1810, No. 138, p. 613. 
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political prejudices,-when we find him really insensible 
to the infinite and glorious variety of Milton's numbers 
... then he signs his own condemnation, and leaves us 
still in want, as we certainly are to this day, of a true 
critical authority with respect to our great poets." 5 Nearly 
fifty years later Hunt echoes the spirit, and even the 
vocabulary, of this criticism, in his annotations to The 
Rambler. 6 But, however much Hunt may have disliked 
Johnson's criticisms, he was by no means indifferent to 
him, and he often quotes him in essays published during 
the 1820's and 30's. After 1840, however, Johnson's name 
appears less frequently in Hunt's writings. 

In 1859 Hunt was living quietly in Hammersmith, where 
he had moved seven years before. Although his strength 
was declining, he was still busy correcting his Autobiog
raphy, writing essays under the title of "The Occasional," 
in The Spectator, visiting, though infrequently, his friends 
in London, and reading. He seems to have reread many 
of his old favorites during his last years: Chaucer,7 in 
1857, Spenser8 in 1858. As might be expected, he did not 
approach The Rambler with the same enthusiasm he felt 
for these poets. The first annotation in ihe book reveals 

r.The ExaminPr, 29 Mar. 1812, No. 222, p. 204. 
6Hunt had a t.endency to repeat criticisms almost verbatim. Com

pare, for example, the annotation (quoted below, p. 5 ff.) to the last 
of The Rambler papers, with the following passage from The Religion 
of the Heart ( 1853), p. 216: "Johnson, in the Rambler, furnishes 
more available lessons for the conduct of every-day life, than might 
be supposed from his tendency to melancholy and his magniloquent 
versions of common-places." 

1 A marginal note reproduced by Mrs. Fields from Hunt's copy of 
Chaucer (op. cit., p. 58) states, "Finished my third regular reading 
of this great poet and gocd-hearted man, whom I admire more than 
ever, September the first, 1867." 

sffunt's copy of Spenser in the South Kensington Museum contains 
the following (from a note quoted in full by Edmund Charles 
Blunden, Leigh Hunt [London, 1930], p. 344): " ... the more I read 
Spenser, the more I see in him-and get out of him .... Here, if any-
where, I have attained the end of the 'wings of the dove,' and 'been 
at rest.'" 
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Hunt's general attitude towards Johnson. At the begin
ning of the essay, No. 107, Johnson attempts to answer 
the criticism of readers who have found the tone of the 
papers too solemn, and Hunt describes him "as wanting 
either in candor or in self-knowledge: probably in some
what of both." He felt that Johnson was loath to admit 
his lack of versatility, and compares him unfavorably in 
this to Addison and Steele. The final note, in Volume IV, 
'vhich serves to date the marginalia, expresses the idea 
hgain, "The self-knowledge of this concluding paper is not 
profound; nor is its self-complacency very comfortable. 
Had Johnson written nothing but the 'Rambler,' it is not 
improbable that he would by this time (1859) have been 
forgotten. It is simply little but a heap of magniloquent 
commonplaces & those one-sided and gloomy."9 

Hunt's youthful optimism never left him, and conse
quently a.t seventy-five, when he turned back to Johnson's 
essays, he had little sympathy with the pessimism with 
which so much of The Rambler is charged. 

The feelings with which Hunt read many of the gloomy 
passages are indicated by exclamation marks in the 
margin. Apparently he read such passages with mingled 
surprise, incomprehension, and disapproval, for he places 
two exclamation marks opposite each of the following: 

To hope happiness and immortality is equally vain. Our state may 
indeed be more or less embittered as our duration may be more or less 
contracted; yet the utmost felicity which we can ever attain will be 
little better than alleviativn of misery; and we shall always feel more 
pain from our wants than pleasure from our enjoyments.10 

So full is the world of calamity, that every source of pleasure is 
polluted, and every retirement of tranquillity disturbed.u 

Such is the emptiness of human enjoyment, that we are always 
impatient of the present. Attainment is followed by neglect, and 
possession by disgust.12 

9 No. 208. 
lONo. 165. 
11No 203. Hunt underlines "every" in this quotation. 
12No. 207. 
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When Johnson asks, "What can Merit effect from its 
own force, when the help of art or friendship can scarcely 
support it ?"1s Hunt replies, "Everything, if merit it be:
nothing, if the only supporters be 'art or friendship.' " 
He also underlines and marks in the margin Johnson's 
statement, "But the truth is that no man is much regarded 
by the rest of the world,"14 but he makes no comment. 

The religious pessimism of Johnson likewise occasions 
disapproval, but this time more vehement. Hunt's pre
occupation with Christianity had resulted in his little 
manual of faith, The Religion of the Heart, in 1853. Its 
doctrine is a sort of Unitarianism, and one of its funda
mental principles is that there is no punishment after 
death. Consequently, when Hunt comes upon Johnson's 
statement that man openly transgresses the Saviour's 
commands to forgive injuries and to forego "under the 
8anction of eternal misery, the gratification of the desire 
which every man feels to return pain upon him that in
flicts it,"15 Hunt underlines "eternal misery" and declares, 
"that is to say, everlasting non-forgiveness!!! endless 
return of pain for the return of pain transitory!! ! !." 
Johnson concludes his essay thus, "Of him that hopes to 
be forgiven, it is indispensably required that he forgive 
... and to him that refuses to practice it, the throne of 
mercy is inaccessible, and the Saviour of the world has 
been born in vain,"16 and Hunt exclaims "! ! ! ! ! What mer
ciless havoc does superstition make with the finest dictates 
of reason and humanity! and how preposterous is its in
consistency!" In another essay, when Johnson advocates 
retirement from the world as a proper repentance for 
man "who is forming the only plan in which miscarriage 
cannot be repaired, and examining the only question in 
which mistake cannot be rectified,"11 Hunt underlines the 

isNo. 146. 
HNo. 159. 
15No. 185. 
t6Jbid. The underlining is Hunt's. 
11No. 110. 
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passage, as above, and places three exclamation marks in 
the opposite margin. 

Again, reflecting the preoccupations of his time of life, 
Hunt marks almost every reference to old age, but with
out comment. He marks Johnson's statement that not only 
writers, but commanders of armies easily outlive their 
noisy and popular reputation, and "shrink at last into 
cloisters and colleges."18 Referring to the several thou
sand authors in London, Johnson says that only a few are 
not mere "drudges of the pen, the manufacturers of liter
ature." But "these men," he continues, "deserve our kind
ness if not our reverence."19 He puts among them "the 
humble authors of journals and gazettes who portray the 
times for their contemporaries."20 Hunt underlines the 
passage and marks it in the margin. Perhaps he looked 
back upon his life as editor of a dozen "journals and 
gazettes" with some such feeling as Johnson expresses 
here. 

Of Hunt it is usually remembered that until his 
last years he was seldom free from poverty. He seems 
not, however, to have allowed it to make him miserable, 
at least for long. When Johnson makes a passing refer
ence to poverty as "certainly and invariably despised,"21 

Hunt underlines the statement and places two large, clear 
exclamation marks in the margin beside it. He also marks 
the passage in which Johnson condemns those, "the mean
est and cruellest of the race," who allow their love of 
money to regulate all their conduct. 22 

Hunt's continued interest in the social abuses he had 
fought against so long is admirably reflected in these 
notes. The essay on the disproportion between crime and 
punishment is marked with apparent approvaVs as is 

1sNo. 145. 
191bid. 
20/bid. 
21No. 168. 
22No. 175. 
:! 3 No. 114. 
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Johnson's condemnation of elaborate legal documents to 
keep men from "violation of promise."24 Hunt's comment 
on Johnson's realistic picture of the London prostitute's 
life of misery25 is typical of the ardor of his temperament, 
"Alas! Alas! and always alas !-but the dreadful social 
injustice is at length gaining the general attention of the 
community. (1859) ." 

Remembering, perhaps, his disgust at the frivolities of 
high society in Carlton House half a century earlier, Hunt 
marks a passage in which Johnson describes those who 
waste their summer in the country where they have homes, 
"side by side as in London," in which they live only for 
cards and dancing, "and talk of the happiness and beauty 
of the country, of happiness which they never felt, and 
beauty which they never regarded."26 

Hunt's friendships with the greatest poets of his age, 
and his own faith in poetic truth, made him resent John
&on' s aspersions upon the integrity of poets. He is partic
ularly disturbed by Johnson's inference that poets, in 
writing historical narrative, trust to their own invention 
and are thus "in danger of those inconsistencies to which 
everyone is exposed by departure from truth."21 Hunt 
underlines "truth," places two exclamation marks in the 
margin and exclaims, "A poet departing from 'truth' !" 
He likewise questions Johnson's statement that the poets 
who surrounded Morad, a great and good vizier, were the 
first to forsake him when his friends turned from him in 
envy.28 Again Hunt places an exclamation mark beside 

2•No. 131. 
211No. 171. 
2sNo. 135. 
21No. 190. 
2SJbid. It is noticeable that Hunt seldom marks passages in the 

narrative papers. In this story Abouzaid is deserted by all those 
whom he has tried to help, because of their envy of his position, 
and he is left alone, disillusioned, "to form in solitude some new 
scheme of pleasure or security." Hunt comments thus upon this 
passage, "Very improbable. The Rambler is full of these unexpected 
consequences, pushed to excess." 
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the passage, underlines the word "poets," and declares, 
"That, I swear they were not. That is to say, if they had 
any poetry in them at all, or were not all Dr. Youngs." 

Some of Hunt's most vehement criticism is directed 
against Johnson's strictures upon his favorite poets, 
Spenser, Milton, and Shakespeare. Opposite the passage 
in which Johnson describes the Spenserian stanza as "at 
once difficult and unpleasing; tiresome to the ear by its 
uniformity, and to the attention by its length," 29 he writes, 
"Why alas would Johnson write on these subjects?" with 
three exclamation marks opposite the passage. Hunt be
lieved that Johnson had no ear, and felt that his inability 
to appreciate music explained his insensibility to poetic 
harmony. In the Preface to The Story of Rimini80 (1816), 
he had arraigned Pope and all the other Neo-Classic poets 
on this score, declaring that they were sensible only to "a 
marked and uniform regularity," mistaking mere smooth
ness for real harmony. He added, "One of the most suc
cessful of Pope's imitators, Dr. Johnson, was confessedly 
insensible to music." 

Hunt is more specific in his opposition to Johnson's 
opinion of Samson Agonistes. After he has condemned it 
as wanting a "middle," Johnson concludes by calling it a 
drama "which ignorance has admired and bigotry ap
plauded. "31 Prefacing his note with two exclamation 
marks, Hunt retorts, "Also which critical ignorance has 
hypercriticised, and political bigotry selected for attack." 
Such criticism was too much for Hunt; it outraged him 
both as literary critic and as political liberal; thus, 
Johnson had apparently provoked the critics of his own 
day, for when he published his second essay, on the "sen
timents" of Milton's drama, he begins with a defense of 
the literary critic who, when he "attempts to shew; how
ever modestly, the failures of a celebrated writer, shall 

29No. 121. 
30P. xiv. See also Louis Landre, Leigh, Hunt, L'Oeuvre (Paris, 

1936), II, 116 ff. 
81 No. 139. 
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surely irritate his admirers, and incur the imputation of 
envy, captiousness, and malignity."32 Hunt underlines 
"malignity" and writes after it, "(In this case justly)." 
Johnson continues, "With this danger full in my view, I 
shall proceed to examine the sentiments of Milton's 
tragedy" ;33 Hunt underlines the passage as above and 
says, "Mark his consciousness." To Johnson's criticism 
of several anachronisms in the play, Hunt replies, "What 
did the author of 'Irene' do?" He protests against John
son's statement that the seriousness and solemnity of 
tragedy necessarily rejects all pointed or epigrammatical 
expressions, remote conceits, and opposition of ideas, with 
the remarks, "By no means. Extremes meet in tragedy as 
t::lsewhere, often with the terrible effect." 

After several more marginal outbursts on minor points, 
Hunt comes to Johnson's adverse opinion of the harmony 
of Milton's rhythms: "The versification is in the dialogue 
much more smooth and harmonious than in the parts 
allotted to the Chorus, which are often so harsh and dis
sonant, as scarce to preserve, whether the lines end with 
or without rhymes, any appearance of metrical regular
ity."34 Hunt exclaims, "(That is your insensibility to the 
'wild enthusiasm,' which you nevertheless, after the opin
ion of more learned and musical critics, ventured to speak. 
See p. 158.) " 35 Even when Johnson speaks with approval 
of certain passages in the drama, he seldom does so with 
conviction, and Hunt, resenting his lack of enthusiasm, 
feels that it is really "blame contrived in praise." John
son concludes this second paper with such a passage, and 
Hunt declares, "Everybody who knew Johnson must have 

a2No. 140. "However modestly" in this quotation is also under-
lined. 

33lbUl. 
84 /bid. 
s!IHunt is here referring to Johnson's statement that Milton's 

tragedy is worthy of examination as "a just and pleasing mixture 
of Seneca's moral declamation, with the wild enthusiasm of the 
Greek writers." 
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known what his 'purpose' was in writing this paper, and 
must have blushed or rejoiced according as he respected 
or disliked him." 

Johnson's criticism of Shakespeare in these two volumes 
of The Rambler appears incidentally in an essay on the 
disgust a reader feels for mean and low terms. 86 He illus
trates his point with two words from Macbeth; he quotes 
Macbeth's speech, 

Come, thick night! 
And pall thee in the dunnest smoke of hell, 

and says, "dun might come or go without any other notice 
than contempt; a stable word."87 He also objects to Mac
beth's use of a knife to murder Duncan, for, he says, "who 
does not at least, from the long habit of connecting a knife 
with sordid offices, feel aversion rather than terror?" 
Opposite both passages Hunt is content with double excla
mation marks, and no more. 

Hunt's criticism of Johnson, and particularly of The 
Rambler, is that usually shared by his Romantic contem
poraries. Lamb, Hazlitt, and DeQuincey were in agree
ment that the style of The Rambler was artificial and 
pedantic, its ideas, for the most part, platitudes. Cole
ridge declared ( 1833) that "sentence after sentence in the 
Rambler may be pointed out to which you cannot attach 
any definite meaning whatever."88 In the Preface to his 
edition of Boswell's Life of Johnson (1831), John Wilson 
Croker objected to Boswell's zeal in defending Johnson's 
style against the attacks of "some shallow criticks"; he 
observes, "Johnson's style, especially in the Rambler, is 
frequently turgid, even to ridicule; but," he adds, "he has 
teen too often censured with a malicious flippancy."ae 

36No. 168. 
31Jbid. 
3 BTable Talk, ed. T. Ashe (London, 1884), p. 266. Cf. also 

Coleridge's remark, "Dr. Johnson's fame now rests principally upon 
Boswell." (Ibid., p. 239.) 

s0James Boswell, Life of Johnson, ed. John Wilson Croker (1931). 
I, 89, note. 
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DeQuincey felt that Johnson allowed his political preju
dices to influence his literary judgments, and attributed 
Johnson's malignity toward Milton to "his republican and 
regicide politics" ;•0 and, as we have seen from these mar
ginalia, Hunt agreed with him.41 

Hunt's criticism of the style of the Rambler usually fol
lows the tone of his contemporaries. When Johnson's 
"Camilla" expresses in ponderous, balanced phrases how 
much she despises her own sex, 42 Hunt writes ironically, 
"Camilla had, at all events, learnt to talk Johnson." 
Occasionally, however, he marks his approval of a witty 
turn of phrase ;•3 for example, he writes "good" in the 
margin opposite Johnson's remark that The Rambler hav
ing neglected one species of human infelicity, now has a 
chance to "enjoy a new calamity without disturbance. n" 
Of the essay on the advantages of living in a garret, he 
observes, "This is one of Johnson's best ventures at live
liness in the Rambler."45 

Hunt's opinions as expressed in these marginalia reveal 
some of his virtues as a critic, and also his limitations. 

•o"On Milton" (1839), Works, ed. David Masson (1896) X, 410. 
'1The tenacity of the influence that Romantic criticism had upon 

Johnson's reputation as a writer is shown in a statement made by 
Walter Raleigh (Six Essays on Johnson [Oxford, 1910], p. 12) that 
it was the general opinion that Johnson's writings were little more 
than a treasury of commonplaces. Nobody, he said, ever reads the 
Rambler. And a writer on Johnson's reputation in the Times Literary 
Supplement (Sept. 1, 1921, p. 553) declares that only recently is 
there a real disposition to regard Johnson's works seriously. 

42No. 115. 
oJohnson's conception of wit (No. 194) is unsatisfactory to Hunt. 

Jl•hnson says, "Wit, you know, is the unexpected copulation of ideas, 
the discovery of some occult relation between images in appearance 
remote from each other: an effusion of wit, therefore, presupposes 
an accumulation of knowledge .... " Hunt writes, "Not so. I have 
known wits, who possessed very little knowledge." 

44No. 109. 
oNo. 117. Cf. Johnson's phrase, "no man rejoices in his aerial 

abode, but on the days of payment." Hunt writes, "Not well put 
that." 
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Something of his catholicity of taste is reflected in them, 
much of the liberal and enthusiastic spirit with which he 
always approached literature. On the other hand, Hunt's 
mind was not of sufficient stature to see the great human
ity of Dr. Johnson; he could not penetrate beyond the 
pervading gloom of the Rambler essays to the wisdom that 
Johnson had won out of bitter suffering in a world that 
Hunt's romantic temperament never allowed him to experi
ence. While his criticism of specific passages is often just, 
he seldom goes beyond particular passages to comment 
upon general concepts. This, I think, reveals the funda
mental limitation of all his critical writing. 

Though I have called attention to the marginalia which 
seem to me significant, I have appended below a complete 
list of all the annotations, and references to all the marked 
passages in the book. Perhaps I should make some apology 
for including references to marks obviously unimportant, 
but I felt that they might have some significance of which 
I was unaware, and I hesitated to exclude them. I have 
omitted the textual corrections; they are many and reveal 
the care with which in his old age Hunt read these essays. 

VOL. III 

PAGE LINES 

8 7-14 

8 15-27 

11 15 

13 2 
13 5-6 

13 10 

15 7-13 
17 23-28 

line down margin; "L." at left of line. (V, 227, 
6-15) 46 

line down margin; note at left of line, "This is 
wanting either in candour or in self-knowledge: 
probably in somewhat of both. The plain truth was 
that he did not possess the lively and versatile 
powers of Steele and Addison." (V, 227, 16-29) 
"eternal punishment" underlined; two exclamation 
points in margin opposite. (V, 231, 13) 
"sapere aude" underlined. (V, 233, 7) 

"at ille 
Labitur, et labetur in omne volubilis aevum" under
lined. (V, 233, 10-11) 
"That runs, and, as it runs, for ever will run on." 
underlined. (V, 233, 16) 
line down margin. ( V, 236, 2-9) 
line down margin. (V, 239, 23-28) 

46Ref erences in parenthesis are to the Murphy edition of Johnson's 
Works ( 12 vols., London, 1820). 
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17 27-28 

18 1-8 

23 12-13 

24 13-14 

26 12-14 

26 19-20 

26 33-i.l5 

28 23-28 
29 35-40 
31 11-18 

32 1-4 
33 1-7 

33 12-18 
33 19-20 

35 5-10 
36 6-7 

38 15 

38 26-35 
39 1 

40 19-28 

40 35-37 

41 30-36 

42 1-17 

43 3-4 
43 29-33 
44 1-3 
44 8-9 
44 22-32 
45 3-16 
46 22-25 
46 30-33 
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"that he may enjoy a new calamity without dis
turbance" underlined; "Good." in margin opposite. 
(V, 239, 27-28) 
line down margin; "L." at left of line. (V, 240, 
6-14) 
"though the knowledge of his existence is the origin 
of philosophy" underlined; note, "How so?" in 
margin opposite. (V, 247, 1-3) 
two exclamation marks in margin opposite; "safety" 
underlined. ( V, 248, 12-13) 
"who is forming the only plan in which miscarriage 
cannot be repaired, and examining the only question 
in which mistake cannot be rectified" underlined; 
three exclamation marks in margin opposite. (V, 
250, 33; 251, 1-2) 
line down right margin; note in left margin, "Not 
true. Vide rigid-Sabbath-keeping, dram-drinking 
Scotland." (V, 251, 7-9) 
caret at end of ~entence; note in margin, "Common 
sense." (V, 251, 24-26) 
line down margin ( V, 254, 19-25) 
line down margin (V, 256, 9-15) 
line down margin; check in margin opposite. (V, 
258, 3-11) 
line down margin. (V, 259, 2-5) 
line down margin; "the pains of pleasure and the 
deformities of beauty" underlined. (V, 260, 10-17) 
line down margin. (V, 260, 22-28) 
"single" underlined; note in right margin opposite, 
"often in a married state too." (V, 260, 29-30) 
line down margin; "hopes" underlined. (V, 263, 1-7) 
two exclamation marks in margin opposite. (V, 264, 
12-13) 
"Ferocula" underlined; note in margin, "tremendous 
name!" (V, 267, 20) 
line down margin. (V, 267, 31-33; 268, 1-8) 
"Misothea" underlined; note in margin, "strange 
name." (V, 268, 15) 
line down margin; check opposite marked passage. 
(V, 270, 11-20) 
two exclamation marks in margin opposite. (V, 270, 
27-28) 
line down margin; "1751" in margin opposite. (V, 
272, 5-11) 
line down margin; "L" at left of line. (V, 272, 
12-30) 
line down margin. (V, 273, 25-27) 
line down margin. (V, 274, 21-25) 
line down margin. (V, 275, 1-3) 
line down margin. (V, 275, 8-10) 
line down margin. (V, 276, 24-33; 276, 1-2) 
line down margin. (V, 276, 12-26) 
line down margin. (V, 276, 33; 277, 1-3) 
line down margin. (V, 277, 9-12) 
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45 38-39 
48 23-24 

49 11-16 
49 30 
56 15-16 
59 7-8 

60 37-38 

62 10 

64 2-7 
64 9 

64 12-16 
65 6-23 
65 29-36 
66 1-7 

67 27-29 
81 11-13 

83 21-26 

85 12-15 
91 9 

104 15-37 
124 15-31 
136 37-40 
137 1-2 
142 6-32 

149 18-19 
151 32-36 
162 13-16 

162 26-31 

162 32 

163 11-18 

163 23-27 
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line down margin. (V, 277, 17-19) 
slight marks at left margin, "X" at end of line; note 
"X" at bottom of page, "Camilla had, at all events, 
learnt to talk Johnson." (V, 281, 6-8) 
line down margin. ( V, 282, 4-9) 
"Charybdis" underlined. (V, 282, 24) 
check mark in margin. (V, 291, 19-20) 
note in margin, "not well put that." "rejoices", 
"days of payment" underlined. (V, 295, 14-15) 
line down margin; "L" at left of line. (V, 297, 
25-26) 
note at end of paper, "This is one of Johnson's best 
ventures at liveliness in The Rambler." (V, 299, 19) 
line down margin. (V, 302, 8-15) 
"a few years" underlined; note in margin, "query 
the 'few years'." (V, 302, 17) 
line down margin. (V, 302, 21-24) 
line down margin. (V, 303, 23-33; 304, 1-8) 
line down margin. (V, 304·, 14-22) 
note on left margin, "I wonder he should say all 
this;" two exclamation points on right margin oppo
site. (V, 304, 27-33; 305, 1-2) 
line, in pencil, down margin. (V, 307, 1-3) 
three exclamation marks in margin opposite; 
"difficult", "unpleasing'', "tiresome", "uniformity", 
"length" underlined. "X" marked at end of line 13; 
note "X" in margin, "Why, alas! would Johnson 
write on these subjects?" (V, 325, 26-28) 
two exclamation marks in margin opposite; "truth" 
underlined; note in right margin, "A poet departing 
from 'truth'!" (V, 329, 3-8) 
check mark in margin. (V, 331, 18) 
two exclamation marks in margin; "echo" under
lined. (V, 339, 20) 
line down margin. (V, 356, 26-32; 357, 1-20) 
line down margin. (V, 386, 1-18) 
line down margin, in pencil. (V, 402, 16-19) 
line down margin, in pencil. (V, 402, 20-22) 
line down margin, in pencil. (V, 409, 13-33; 410~ 
1-8) 
line dowu margin, in pencil. (V, 418, 32-33) 
line down margin. (V, 422, 4-9) 
two exclamation marks in margin opposite; note in 
space below, "Also, which critical ignorance has 
hypercriticised, and political bigotry selected for 
attack." (V, 436, 7-9) 
two exclamation marks and note, "See above", in 
margin opposite; "however modestly", "malignity" 
are underlined; note following "malignity," "(In 
this case justly)". (V, 436, 23-26) 
"With this danger full in my view" underlined; 
note in margin, "Mark his consciousness." (V, 436, 
27) 
note in margin, "What did the author of 'Irene' 
do?" (V. 437, 13-21) 
note in blank space beneath passage, "The word 
'alp' it.self means a mountain." (V, 437, 27-33) 
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164 17-21 

166 4 

166 13 

166 27 

166 4-8 

166 18-22 

167 29 

168 14-16 
168 16-19 

171 17-18 
176 26-29 

190 32-39 
191 1-39 
192 1-24 

196 19-38 
196 11-16 
196 32-34 

204 17-36 
206 12-23 
213 3-8 

213 29 
216 7 
218 9 

221 8-9 
224 2-4 

224 20-23 
231 13-15 
240 30-39 
242 1-40 
242 1-18 
243 14-21 
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note in margin, "By no means. Extremes meet in 
tragedy as elsewhere, often with the terrible effect"; 
lines 20-21 underlined. (V, 438, 29-32) 
"this kind" underlined; "q." in margin opposite. 
(V, 439, 20) 
two exclamation marks in margin opposite; 
"despicable" underlined; note in margin, "Modest 
indeed this!" (V, 440, 1) 
two exclamation marks opposite; "loquacity" under
lined; note in margin, "Cause confounded with con
sequence." (V, 440, 17) 
note in margin " (That is your insensibility to the 
'wild enthusiasm', which you nevertheless, after the 
opinion of more learne<;l and musical critics, ven
tured to speak. See p. 158.)" (V, 440, 28-30; 441, 
1-3) 
underlinings throughout the passage; note in mar
gin, "Blame contrived in praise." (V, 441, 13-18) 
note in margin, "Johnson might have objected to 
this image of 'setting God behind' "; line 29 is 
underlined. ( V, 442, 30) 
underlined. (V, 443, 22-24) 
note in space below passage, "Nonsensical metaphor! 
for how is a 1 uxuriance lopped which is left remain
ing? Everybody who knew Johnson must have known 
what his 'purpose' was in writing this paper, and 
must have blushed or rejoiced according as he re
spected or disliked him." (V, 443, 24-28) 
check mark in margin opposite. (VI, 5, 4-6) 
two exclamation marks in margin opposite. (VI, 
11, 27-31) 
line down margin, in pencil. (VI, 30, 27-33) 
line down margin, in pencil. (VI, 31, 1-33) 
line down margin, in pencil; lines 8-9 underlined. 
(VI, 32, 1-33; 33, 1-6) 
line down margin, in pencil. (VI, 36, 33; 37, 1-20) 
"q." in margin opposite. (VI, 38, 4-6) 
note below passage, "Everything, if merit it be:
nothing, if its only supporters be 'art or friend
ship'." (VI, 38, 25-27) 
line down margin. (VI, 49, 8-27) 
line down margin. (VI, 50, 13-25) 
line down margin; "tua per suspiria" underlined. 
(VI, 59, 24-29) 
check mark in margin. (VI, 60, 15) 
check mark in margin opposite. (VI, 64, 4-5) 
"so insolent as doubt" underlined; check mark in 
margin. (VI, 66, 30) 
"q." in margin opposite. (VI, 70, 18-19) 
two exclamation marks in margin opposite. (VI, 
74, 14-16) 
line down margin. (VI, 75, 14-16) 
line down margin. (VI, 83, 31-33) 
line down margin. (VI, 96, 31-33) 
line down margin. (VI, 97, 9-33) 
line down margin. (VI, 98, 1-33; 99, 1-7) 
line down margin. (VI, 100, 16-24) 
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253 14-20 
254 36-40 

255 1-16 

255 18-25 
11 7-18 
13 1-7 
13 12-32 
15 35 
16 22-23 
26 6-9 

39 24-25 

40 18-21 

41 4-6 

44 3 

45 5-11 

45 28--30 
47 22-37 
50 1-7 
56 12 

58 33-39 
59 1-4 
59 14 

60 2 

71 25-35 

80 10-15 
82 1-2 
84 8 

88 33 
102 16-19 
104 13-28 
109 31-32 

110 4-13 
111 30-40 
112 1-16 
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line down margin. (VI, 107, 10-33; 108, 1-8) 
"q." in margin opposit.e. (VI, 114, 15-23) 
line down margin; lines 36-37 underlined. (VI, 116, 
17-33) 
line down margin; lines 14-15 underlined. (VI, 117, 
1-6) 
line down margin. (VI, 117, 8-16) 
line down margin. (VI, 128, 16-28) 
line down margin. (VI, 130, 17-24) 
line down margin. (VI, 130, 29-33; 131, 1-19) 
check mark in margin opposit.e. (VI, 134, 11-12) 
line down margin. (VI, 135, 13-14) 
two exclamation marks, in pencil, in margin oppo
site. (VI, 147, 25-27) 
two exclamation marks, in pencil, in margin oppo
site; "certainly" and "invariably despised" under
lined. (VI, 165, 13-14) 
two exclamation marks in margin opposite. (VI, 
166, 16-19) 
two exclamation marks in margin opposite. (VI, 
167, 6-8) 
"everyone else" underlined; "q" in margin. (VI, 
171, 10-11) 
two exclamation marks and note, "Very strange too, 
this." in margin opposite. (VI, 172, 20-27) 
line down margin. (VI, 173, 14-16) 
line down margin. (VI, 176, 6-23) 
line down margin. (VI, 179, 16-23) 
note at end of essay, "Alas! alas! and always alas!
But the dreadful social injustice is at length gain
ing the general attention of the community. (1859)" 
(VI, 188, 6) 
line down margin. (VI, 191, 11-17) 
line dovn1 margin. (VI, 191, 18-24) 
"oraculous" underlined; "q." in margin opposite. 

(VI, 192, 2) 
"obtund" underlined; check mark in margin oppo
site. (VI, 192, 27) 
line, in pencil, down margin. (VI, 208, 32-33; 209, 
1-10) 
line down margin. (VI, 220, 8-13) 
line down margin. (VI, 223, 1-2) 
note at end of essay, in pencil, "(a great want 
here.)"; caret in margin. (VI, 225, 28) 
check mark in margin opposite. (VI, 232, 3) 
line, in pencil, down margin. (VI, 250, 23-25) 
line, in pencil, down margin. (VI, 253, 10-25) 
"eternal misery" underlined; "x" after "misery"; 
note "x" at bottom of page and along margin, ''that 
is to say, everlasting non-forgiveness!!! endless re
turn of pain for the return of pain everlasting!!!!" 
(VI, 260, 3) 
line down margin. (VI, 260, 16-26) 
line down margin. (VI, 262, 24-33) 
line down margin. (VI, 263, 1-19) 
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113 9-11 

130 13-14 

131 10 

132 38 

133 12-14 
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134 20-26 
145 14-38 
146 23-28 
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150 11-12 

160 10-14 

177 8-9 

177 15-23 

177 30-33 
178 21-22 
178 36-37 
179 1 
179 14-40 
180 1-40 
181 1-40 
182 1-3 
183 1-11 

183 26-36 

186 6-7 

186 20-21 

189 4-9 
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passage underlined and followed by " ! ! ! ! ! " ; "throne 
of mercy is inaccessible" is underlined twice; note 
at end of essay, "What merciless havoc does super
stition make with the finest dictates of reason and 
humanity! and how preposterous is its incon
sistency!" (VI, 264, 25-26) 
"poets" underlined; two exclamation marks in mar
gin opposite, and note, "That, I will swear, they 
were not. That is to say, if they had any poetry in 
them at all, or were not all Dr. Youngs." (VI, 
288, 9) 
"grave is howling" underlined; two exclamation 
marks in margin, and note, "a grave howling! I" (VI, 
289, 16) 
"x" at end of paragraph; note "x" at bottom of 
page, "Very improbable. The Rambler is full of these 
unexpected consequences, pushed to excess." (VI, 
291, 25) 
two exclamation marks in margin opposite. (VI, 
292, 7-8) 
check mark in margin opposite. (VI, 293, 21-22) 
line down margin. (VI, 294, 9-15) 
line dowp margin. (VI, ·307, 32-33; 308, 1-26) 
several short dashes down margin. (VI, 309, 19-26) 
two exclamation marks in margin opposite. (VI, 
313, 17-18) 
underlined; note in margin, "Not so. I have known 
real wits, who possessed very little knowledge, yet 
were very quick in the seizure of ludicrous com
binations." (VI, 314, 10-11) 
line down margin, crossed by two oblique lines. (VI, 
327, 24-28) 
"a friend should not be hated for little faults" un
derlined; line down margin opposite. (VI, 351, 5-6) 
line down margin; lines 17-18 underlined. (VI, 
351, 11-20) 
underlined; line down margin. (VI, 351, 29-32) 
check mark in margin opposite. (VI, 352, 21-22) 
line down margin. (VI, 353, 7-8) 
line down margin. (VI, 353, 9-12) 
line down margin. (VI, 353, 25-32; 354, 1-33 
line down margin. (VI, 355, 1-33) 
line down margin. (VI, 356, 1-33) 
line down margin. (VI, 357, 1-13) 
note in margin, "Suppo[s]ing [?] the poverty not 
to amount to destution [sic], all this is often true." 
(VI, 359, 4-16) 
note in margin, "Who are the poets that do this? 
I never met with them." (VI, 360, 4-12) 
two exclamation marks in margin opposite; "all" 
underlined. (VI, 363, 6) 
two exclamation marks in margin opposite; "every" 
underlined. (VI, 363, 21-22) 
several dashes down margin; passage set off with 
lines above and below running to the margin en
closing note, "He has said this before. What does 
it mean?" (VI, 367, 6-11) 
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two exclamation marks in margin opposite. (VI, 
886, 8-9) 
check mark opposite. (VI, 392, 20-24) 
two exclamation marks in margin opposite. (VI, 
396, 19-23) 
note at end, "The self-knowledge of this concluding 
paper is not profound; nor is its self-complacency 
very comfortable. Had Johnson written nothing 
but the 'Rambler', it is not improbable that he would 
by this time (1859) have been forgotten. It is 
simply little but a heap of magniloquent common
places & those one-sided and gloomy." (VI, 397) 
Table of Contents Vol. I. "X" marked in pencil 
before No. 5, "Meditation of the Spring," and No. 13, 
"Duty of Secresy. Invalidity of all Excuses for 
betraying Secrets." 



THE ENGLISH SOURCE OF PUSHKIN'S SPANISH 
THEMES 

BY ROBERT C. STEPHENSON 

When Pushkin was exiled to his father's estate at Mik
hailovskoe, in August of 1824, he was only twenty-five 
years of age, but he was already conscious of his destiny 
to be the first truly national poet of his native land and to 
make over the complicated map of Russian literature, as 
Napoleon had made over that of Europe, by abolishing the 
independent little principalities of eighteenth-century genres 
and setting up the empire of realism, a realism, to be sure, 
which did not hesitate to borrow anything of value from 
the romanticism then in vogue in the West. He, therefore, 
accepted his enforced solitude as an opportunity to take 
stock of himself, and, being a classicist as much by nature 
as by training, he soberly concluded that what most un
fitted him for the tasks confronting him was a deficient 
education. This he set to work to remedy. To discover 
Russia, he turned to the peasants and house-servants of 
his father's estate. "Guess," he writes to his brother, 
"what I am doing. All morning I work at my note-books. 
Then, after a late dinner, I go for a gallop. In the evening 
I listen to folk-tales, with which I eke out my wretched 
€ducation. What a treasure these tales are! Every one 
of them is sheer poetry."1 For the task of literary inno
vator, on the other hand, he realized that he must pre
pare himself by serious and orderly reading. During this 
period of his life many of his letters to his brother are 
full of formidable lists of books which he must have at 
once.2 "Buy, beg, borrow or steal it for me," he says of 
one such work. 3 But distance from the booksellers was not 

ipuskkin: Pism.a, edited with an Introduction and Notes by B. L. 
Modzalevsky (Moscow, Leningrad, 1926), I, Letter 105 (November, 
1824), 97. 

2see, for example, PUmia, Vol. I, Letters 103, 122, 127, 137, 141. 
s[bi.d., Letter 122 (February, 1825), p. 117. 
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the only difficulty to try him. There was the question of 
language. French he had known, as the fashion then was, 
even before he could speak Russian, and when he was a 
mere school boy in the lyceum at Tsarskoe Selo, where his 
nickname was "Frenchy ,"4 the Director wrote of him in 
a report that went to the Tsar, "His imagination is in
flamed by all the erotic productions of French literature, 
which he already knew almost by heart when he entered the 
Lyceum."5 French, though, would not serve his purpose. 
It was too closely bound up with the official Russian liter
ature of the eighteenth century to serve as a source of 
fresh inspiration. Nor would German do, for French 
training had made this language distasteful to him, and 
besides it was associated in his memory with some of the 
worst aspects of the curriculum of Tsarskoe Selo. He might 
have turned to Italian, the beloved second tongue of 
Batyushkov, his early idol and master. In the Lyceum he 
had begun to read Tasso ;6 at Mikhailovskoe, in 1825, he 
translated some fourteen octaves from the twenty-third 
canto of Orlando Furioso; throughout his life he liked to 
make playful use of Italian tags in his letters, especially 
in letters to, or about, women ; and the Italian classics 
were among his favorite sources for epigraphs, as a casual 
examination of his works will show. But his feeling for 
Italian was apparently too private and informal a senti
ment to influence his art. 

Byron's enormous popularity decided the issue. English, 
without any question, was the language Pushkin needed. 
As early as 1822 he had realized that it, rather than the 
French he knew so well, was to determine the course of Rus
sian. "Russian literature," he wrote to Gnedich, "is begin
ning to imitate English. I think that [the new influence] 
will be more beneficial than that of French poetry, which is 
weak and affected."1 Now, in a letter to Prince Vyazemsky, 

4 V. Veresaev, Pushkin v Zhi.zni (2 vols., Moscow, 1936), I, 69. 
5 Jbid., p. 84. 
6Pisma, I, 244. 
1Pisma, I, Letter 37 (June 27, 1822), 32. 
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he says, "I need to know English-and it is one of the 
inconveniences of my exile that I have no means of learn
ing it while there is still time. Damn my persecutors !"8 

Yet, for all the hopelessness of this outburst, he had made 
and continued to make respectable progress in teaching 
himself. Five years earlier, in Southern Russia, along 
with his friends the younger Raevskys, who had had an 
English governess, 9 he had begun to read Byron in the 
original, and during his two years in Mikhailovskoe he 
read Shakespeare, in preparation for writing Boris 
Godunov. The result of this study, according to one of 
his friends, 10 was that by 1829 his pronunciation of Eng
lish was comical and unintelligible, but his first-hand 
acquaintance with English writers was enviable. 

No doubt English and other equally solid studies left 
him no margin of time or energy for Spanish, which, 
because of his passionate love for folk-poetry, should have 
attracted him. Perhaps the notoriously low level reached 
by Spanish literature in the 1820's repelled him. Yet he 
knew what an important rOle the ballad and the drama 
of Spain had played in the Romantic revival in other 
Western nations. Whatever the reasons, however, we find 
him writing to Katenin in 1825, "I do not know Span
ish."11 And he was never to learn it. Before his exile 
came to an end, in 1826, he could say to Nikolai Raevsky, 
"Je sens que mon ame s'est tout-a-fait developpee, je puis 
creer."12 The time for forging his tools and learning to 
use them was over. Thereafter his letters, in so far as 
they discuss literary matters, are no longer full of talk 
of getting ready to work. Instead, they make enthusiastic 
report of the progress of the work itself. These later let
ters are more like the one that he wrote to Vyazemsky 

BJbid., Letter 177 (c. September 12, 1825), p. 160. 
9Veresaev, op. cit., I, 147, 151. 
lOJbid., II, 21. 
nPisma, I, Letter 178 (September 12, 1825), 161. 
12Jbid., Letter 162 (c. July 31, 1825), p. 148. 
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when he had finished his Boris Godunov. "[When] I fin
ished my tragedy," he says, "I read it out loud and clapped 
my hands and shouted, 'Good for you, Pushkin, good for 
you, you old son of a bitch !"13 

The phrase with which he dismissed Spanish, "I do not 
know it,'' may serve as an epigraph to this paper, for, if 
he knew nothing of the language, it will soon be apparent 
that he likewise knew little or nothing of the literature of 
Spain, even in translation, and made next to no use of Span
ish themes, though he did write a ballad about Roderick, the 
last of the Goths, and a magical little play, The Stone 
Guest, about Don Juan. Yet without himself owing any 
great debt to Spanish literature, he caused Russian to owe 
a great deal to it by inducing Gogol to read Don Quijote 
and giving him the plot for Dead Souls, upon which Don 
Quijote was to exercise a profound influence, to the greater 
glory of both Russia and Spain. 

But what about references to Spanish and the use of 
Spanish themes in Pushkin's own work? One of his mis
cellaneous prose fragments, a pleasant little sketch with 
the date of 1831-32 for sole title, describes an after-theatre 
party at a Russian villa.14 On a balcony, away from the 
chattering, tea-drinking, card-playing mob that fills the 
drawing-room, two men, one of them a Spaniard and the 
ether probably Pushkin himself, sit and talk under the 
spell of the luminous northern night. But if we eaves
dropped we should only be disappointed. One of them is 
a poet and the other is a Spaniard; and so they talk about 
anything but literature,-about women, for example. And 
this is the way it always turns out when you look for 
traces of direct Spanish influence upon Pushkin. A famil
iar Spanish name appears, a poem is called "A Spanish 
Serenade," or a Spaniard enters upon the scene, and you 
listen for evidence that the author really knew something 
about Spain or Spanish literature. But it's ten to one that 

ta/bid., Letter 185 (October-November, 1825), p. 167. 
HPushkin, Complete Works (Slovo edition, 6 vols., Berlin, 1921), 

V, 65 f. This work is hc:-eafter referred to as Pushkin. 
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the Spanish name is misspelled, or the serenade is a con
ventional little verse in which the adjective Spanish is 
merely an excuse for a guitar, a balcony window, and a 
mantilla, or the Spaniard that enters does so only to talk 
nonsense about women. This is doubly disappointing in 
the case of the Spaniard just mentioned, since his conver
sation repeats the substance of a passage that had ap
peared a year earlier in The Stone Guest. For this reason 
I like to believe that he was Don Juan himself, incognito, 
preparing to make a second appearance in Russian, per
haps in one of the novels that Pushkin did not live to 
write. 

In his poems and stories, so far as I can find or remem
ber, Pushkin, unlike Turgenev, never makes passing refer
ence to any scene or character in Spanish literature. This 
is hardly strange, perhaps, in the least allusive of the 
gre.at writers. But he carries this silence upon things 
Spanish to the almost offensive extreme of never once even 
using the adjective quixotic. In his random critical re
marks and reviews, on the contrary, he does at times 
speak of Spanish literature and Spanish writers in a way 
that implies an easy, first-hand acquaintance with the sub
ject. For instance, in a short essay upon European liter
ature in general, he says, 

In Spain and Italy popular poetry already existed before the appear
ance of the national geniuses. There were poems before Ariosto's 
Orlando, there were tragedies before the compositions of De Vega and 
Calderon.15 

One might think from this that Pushkin knew pre-seven
teenth-century Spanish literature, and, as a matter of 
fact, he did know something about the ballad. But the 
odd reference to Lope as De Vega, and the truistic tone 
of the whole passage mark it as one of the vague, second
hand impressions that we carry away from a reading of 
encyclopedias or histories of general literature. He speaks 
of Lope in two other notes, and each time turns this name, 

15Pushkin, VI, 272. 
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clearly one that he rarely saw, into the surname L6pez. 
The first of these notes implies either a curious definition 
of the adjective classical or a complete ignorance of Lope's 
work. It reads : 

Without a doubt classicism will triumph in its struggle with 
romanticism. Dante, Ariosto, L6pez, Calder6n and Cervantes are 
classicists,16 

The other note looks like a reference to Lope's Arte nuevo 
de hazer comedias en este tiempo, for Pushkin is speaking 
of the need to modify the rules of art to meet the demands 
of an age, and writes, 

Lopez de Vega and Racine yielded to the current of the times. But 
genius, whichever direction it may take, always remains genius, and 
the judgment of posterity will separate the gold from the dross.11 

But there is hardly any single sense of the phrase in 
which two such oddly coupled writers as Racine and Lope 
"yielded to the current of the times." It is a reasonable 
assumption that Pushkin did not know Lope at first hand. 

Of Calderon, whom the Germans had introduced to the 
rest of Europe, he naturally had a more detailed knowl
edge. It is true that in a letter to N. N. Raevsky, just be
fore his active period of poetic composition, he said, "I have 
read neither Calderon nor Vega,"18 once more using Lope's 
name in a strange fashion. Later, though, he may even 
have hoped to read Calderon in the original, since a 
four-volume Spanish edition of this author (Leipzig, 
1827-1830) 18

• was found among his books after his death, 
and he makes specific reference to the Calder6nian style. 
For example, in a paragraph about bold figures of speech 
he remarks that Calderon once called lightning "the fiery 

i6Pushkin, VI, 36. 
17/bid., p. 500. 
1BPisma, I, Letter 162 (c. July 31, 1825), 148. 
18aAccording to B. L. Modzalevsky, Biblioteka A. S. Puskkina (St. 

Petersburg, 1910), p. 183, when these volumes were examined after 
Pushkin's death, the leaves were found uncut except for the play 
El magico p1·odigioso, and there were no marginal notes. 
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tongues of heaven discoursing with earth."19 Now, of 
course, Calder6n may actually have said this. It would be 
presumptuous to declare that he did not make this, and 
many other even more violent figures of speech in the 
course of writing 120 comedias, 70 autos, and 20 entre
meses, mojigangas, and jacaras. But in his better-known 
comedies, the ones, if any, that Pushkin would have read, 
or heard discussed, this figure is not to be found. Other, 
and bolder, because more conceptual, figures do occur, but 
not this one. I have a notion that Calderon's "tongues of 
fire" will prove to be the companion phrase to a famous 
quotation from Lope. In an article published in the Edin
burgh Review in 1841, an anonymous critic of the Spanish 
ballads praised them for being what, according to him, 
Lope de Vega had called "an Iliad without a Homer,"
a phrase, which, while as good as any that Lope ever 
wrote, is not to be found in his extant works. At any 
rate, the fiery figure of speech Pushkin may have found, 
or thought he found, either in one of Calderon's plays or in 
a rhetoric, but it is impossible to guess where he could have 
found reason for a remark about Calder6n's Coriolanus. It 
occurs in a paragraph on anachronisms, where it reads, 
"Calderon's brave Coriolanus challenges his opponent to 
a. duel and hurls a glove at him."20 At the very least, this 
is a case of mistaken identity: Coriolanus, who appears 
in Las armas de la hermosura, neither challenges anyone 
to a duel nor, so far as one may gather from the text, is 
possessed of a glove to hurl at his opponents. We must 
conclude, I believe, that if Pushkin speaks with more 
authority about Calder6n than about Lope, it is only 
because he is less specifically misinformed about the latter. 

Among Pushkin's lyrics there are three short verses, 
two of them songs, not so much upon Spanish themes as 
upon the romantic conventions which, abroad, were 
thought to be Spanish themes. In none of these does the 

1epushkin, VI, 61. 
20/bid., p. 142. 
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phrasing, the form, or the content, suggest the slightest 
acquaintance with the Spanish lyric. The earliest of the 
three, A Spanish Serenade, written in 1824, when Pushkin 
was still an exuberant rimester, is of interest only for its 
graceful pattern, and because the author obviously took 
pleasure in finding rimes for Guadalquivir, which are by 
no means common in Russian: 

A SPANISH SERENADE 

Night winds, a-shiver 
Across the river, 

Repeat 
The beat 

Of Guadalquivir. 

See, the golden moon is paling, 
Hush, somewhere guitars are played, 

Yonder, at an iron-railing, 
Leans a slender Spanish maid. 

Night winds, a-shiver 
Across the river, 

Repeat 
The beat 

Of Guadalquivir. 

Shine, my darling, from behind your 
Cloudy shawl, like sudden stars, 

Give me, darling ever kind, your 
Little hand between the bars. 

Night winds, a-shiver 
Across the river, 

Repeat 
The beat 

Of Guadalquivir.21 

The second verse, a romantic ballad belonging to the year 
1830, is completely devoid of regional color, and has noth
ing but the single adjective Spanish, in the first line, to 
localize it. The third, likewise written in 1830, is an 

21Pushkin, I, 409. This translation, metrically exact except for the 
feminine endings in the refrain, is meant to serve only as evidence 
that even Pushkin's verse pattern is unlike Spanish. 
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impudent little song of an incidental interest out of all 
proportion to its poetic worth. For it begins as a para
phrase of a serenade by the English poet Barry Cornwall, 
a fact which, as will soon be apparent, marks it as a part 
of Pushkin's first preoccupation with the legend of Don 
Juan. Barry Cornwall's verse runs as follows: 

Inesilla, I am here: 
Thy own cavalier 
Is now beneath thy lattice playing: 
Why art thou delaying? 

He hath ridden many a mile 
But to see thy smile: 
The young light on the flowers is shining 
Yet he is repining. 

What to him is a summer star, 
If his love's afar? 
What to him the flowers perfuming, 
When his heart's consuming? 

Sweetest girl! why dost thou hide? 
Beauty may abide 
Even before the eye of morning, 
And want no adorning. 

Now upon their paths of light, 
Starry spirits bright 
To catch thy brighter glance are staying: 
Why art thou delaying?22 

Perhaps for the sake of a rime for Inesilla, Pushkin sets 
the scene of the verse in Sevilla, with corresponding 
changes in the tone and subject matter: 

I am here, Inesilla, 
Beneath your window, 
While Sevilla is shrouded 
In darkness and slumber. 
Straightway and boldly, 
Though muffled in cloak, 
With sword and guitar, 
I come to your window. 

22rke Poetical Works of Milam, Bowles, WilBon and BaA"r'I/ Corn.waU 
in One Volume (Paris, 1829), "Barry Cornwall," pp. 177-178. 
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You sleep? With my guitar 
I shall reuse you. 
If your old husband wakes, 
I shall slay him. 
A silken ladder 
I have brought to the window . . . 
You hesitate? Surely there's not 
A rival there? 
I am here, lnesilla, 
Beneath your window 
While Sevilla is shrouded 
In darkness and slumber.22a 

He makes equally drastic changes in the rhythm, as the 
following metrical equivalent of the first stanza will show: 

I come, Inesilla, 
Our trysting to keep, 
While round me Sevilla 
Is dark and asleep. 

This is the only one of the three stanzas to sound half-way 
Spanish, but it must of course be accounted an English 
item in Pushkin's work. 

The way is now clear for a discussion of the two com
positions, The Stone Guest and Roderick, which come near
est to being direct borrowings from Spanish. The more 
important, though not the more curious of the two, is The 
Stone Guest, Pushkin's version of the story of Don Juan. 
In his History of Russian Literature Prince Mirsky places 
it among Pushkin's greatest works: 

... The Stone Guest shares with The Bronze Horseman the right to 
be regarded as Pushkin':oi masterpiece. It is less ornate and less 
apparently saturated than The Horseman. From beginning to end it 
never once abandons the diction of prose, but it even outdoes Tlul 
Horseman in the limitless psychological and poetic suggestiveness of 
its severely unornamented verse. It is the story of Don Juan's last 
love affair-with the widow of the man he had murdered-and of hia 
tragic end. It is Pushkin's highest achievement on the subject of 
Nemesis-his greatest subject. For the flexibility of the blank verse, 
for the infinitely subtle marriage of colloquial with metrical rhythm, 

22aPushkin, II, 63. 
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for the bound.le~ pregnancy of the dialogue, for the subtly distilled 
atmosphere of the south-and of atonement-it has no equal. In spite 
of its Spanish subject, it iEI of all Pushkin's works the most charac
teristically Russian-not in any metaphysical sense of that much 
abused word, but because it achieves what can be achieved only in 
Russian, in being at once classical, colloquial, and poetical, and because 
it embodies in their perfection all the best aspirations of Russian 
poetry-its striving toward selective, unornamental, realistic and 
lyrical perfection. It is also of Pushkin's works the one that most 
defies translation-for in it the poetical and emotional value of every 
word is put to the fullest use, and fully exhausted, and the natural 
possibilities of Russian rhythm (at the same time colloquial and 
metrical) are made to yield all they can.ia 

Of the sources of The Stone Guest he writes : "Pushkin 
probably did not know Tirso de Molina's play; the sources 
for his The Stone Guest are Moliere and the libretto of 
Don Giovanni,"2

' a statement which should be corrected 
to read that Pushkin almost certainly did not know 
Tirso's play for the following two reasons, which are good 
and sufficient. In the first place, whenever we can find 
that he did know a possible source for his play, we 
discover that he borrowed definite details from it; i.e., 
from Barry Cornwall, from Moliere, and from the libretto 
of Don Giova.nni. It is, therefore, impossible to believe 
that, had he known the Burlador, which was by far the 
most congenial to his romantic and tragic purpose, he 
would have failed to make use of it. Except for the title, 
however, there is not a single detail, not so much as a 
word in his play to suggest a knowledge of Tirso's work. 
And even the title, while more accurate than Moliere's 
subtitle, must have come to Pushkin indirectly, probably 
through commentaries upon Moliere; for, if he had known 
the complete title of the archetype, or if he had known 
enough about the theme to realize how closely it is associated 
with the city of Seville, he would never have placed the 
action in Madrid when there was nothing to gain in 

2aprince D.S. Mirsky, A History of Russian Litera.ture (New York, 
1927), pp. 124-126. 

2•Prince D. S. Mirsky, Pushkin (London, 1926), p. 164. 
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doing so. In the second place, if he had known a Spanish 
version of the play--or, incidentally, next to anything at 
all about Spanish itself,-he would surely have given his 
heroine a less barbarous name than Doiia Ana de Solva. 
The very least he could have done to show his respect for 
Tirso was to call the heroine Doiia Ana de Ulloa. 

When we examine Pushkin's borrowings from Moliere 
and the libretto of Don Giovanni, generally supposed to 
be the chief source of his play, we wonder how it happens 
that the Russian critics, who have spent exactly a hun
dred years in subjecting every scrap of Pushkin's work 
to microscopic examination, have failed to discover some
thing decidedly strange in this particular story of Don 
Juan. Except for, first, the scene in which the hero and 
his servant accost the Commander's statue, a scene which 
Pushkin turns into a brief composite of Moliere and Da 
Ponte, and, second, the manner of Don Juan's final dis
appearance, which he could hardly dispense with but did 
alter in everything but the essential detail, Pushkin is in
debted to his recognized sources for only the names of 
his characters. His Don Juan, though a cad and a bounder 
like Mozart's, is a different, a nineteenth-century, a 
Byronic personage, who suffers from spleen and seems to 
perish only because he falls genuinely in love with Dofia 
Ana. Pushkin borrows two names from the libretto. His 
servant is Leporello, not Sganarelle, and his heroine is 
Dona Ana, not Elvire. The single character to come from 
Moliere is Don Carlos, whom the requirements of the con
densed plot have changed from the heroine's brother into 
her brother-in-law. This is literally all that Pushkin owes 
t-0 Moliere and Da Ponte. Obviously, such a play is a 
curious version of the story of Don Juan. 

From Barry Cornwall, the third of the recognized 
sources, critics commonly agree with Prince Mirsky that 
Pushkin borrowed only the idea of writing a play in con
densed and lyrical style. They might add that he also bor
rowed from him the idea of employing blank verse for 
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this purpose. He borrowed even more than this, some
thing essential to his version of the story, but what it is 
must wait for telling upon the synopsis of the play. That 
synopsis, however much Prince Mirsky would deplore it, 
must be examined. This, then, is the situation out of 
which Pushkin has built The Stone Guest: 

Scene One. The graveyard of a monastery, outside 
Madrid. It is not quite dark. Enter Leporello and Don 
Juan, the latter muffled in his cloak. Don Juan has found 
exile unbearable. Though he tries to hide his identity, he 
does not greatly fear detection, for the king, who loves 
him, has banished him only to save him from the Com
mander's vengeful relatives. Don Juan talks of his former 
escapades, of the lovely Inez, who is dead, and of the bril
liant Laura, whom he will visit at nightfall. A monk in
terrupts his memories to tell him that Dona Ana de Solva 
is coming to pray at the tomb she has erected in this 
graveyard to the memory of her husband, the Commander 
Don A.Ivar de Solva, slain in a duel by a certain Don Juan, 
a godless and desperate fellow. Don Juan, who, to the 
reader's amazement has never seen Dona Ana before and 
must have slain her husband for some most irregular rea
son, asks whether she is pretty, learns that so far as a 
monk may judge she is certainly that and more, and when 
she passes by, in widow's weeds and a long cloak, is able 
to infer, from the fleeting apparition of a tiny slipper, the 
dazzling beauty of all that is hidden. Philanderers, like 
scientists, can make these reconstructions. He falls in love 
with her, but for all that rushes off to Dona Laura's as 
soon as it grows dark. 

Scene Two. An after-theatre party in the home of Dona 
Laura, the brilliant actress, who agrees with her guests 
that she was at her best for that night's performance, 
plays her guitar and sings them a song, so beautifully 
that even gloomy Don Carlos is moved. The song is not 
given in the text, but we may reasonably suppose that 
Pushkin had in mind "I come, Inesilla," since it is suited 
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to the scene. When Don Carlos learns that it was com
posed by Don Juan, his brother's murderer and the man 
who preceded him in Doiia Laura's complaisant good 
graces, he grows furiously angry, abuses Don Juan, and 
insults Doiia Laura. But his fury is shortlived, and he 
begs Doiia Laura's pardon and outstays the other guests. 
He and Laura stand for a sentimental moment at the bal
cony window, while Laura speaks of the night in words 
which are an example of the self-contained style in which 
Pushkin objectified his own most painful feelings. I trans
late this passage because it shows how personal a vehicle 
he made of the old story : 

Come; open the balcony window. The sky is so quiet, 
The warm air is so still. The night is piercing sweet 
With lemon and laurel. A bright moon 
Shines in the dense dark blue--
And the watchmaI!'s trailing cry is clear. 
But far away, in the north-in Paris-
Perhaps the heaven is covered with clouds, 
And a cold rain falls and the wind blows.211 

While he wrote these lines Pushkin was enjoying a brief 
period of peace, security, and happiness. But he remem
bered, and the lines express, the wretched preceding year, 
when he had been summoned back from the Caucasus in 
disgrace, only to find Russia more intolerable than ever 
and to have his second request for permission to visit 
Western Europe, like his fantastic application for a place 
with the Ambassador to Pekin, unctuously refused. 

But to return to the sypopsis. As Doiia Laura and Don 
Carlos stand sentimentally in front of the open window, 
there is a knock and Don Juan appears. Without wasting 
time in useless blushes, Doiia Laura throws herself into 
his arms. He kisses her, but puts her aside to ask who the 
inconvenient third person is. Don Carlos introduces him
self and insists upon fighting then and there. Of course 
Don Juan demurs, out of a nice feeling for the proprie
ties, but, finding Don Carlos obdurate, he gracefully 

211Pushkin, III, 374. 
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accedes and puts him under lasting obligation with a neat 
and mortal thrust through the heart. Then he and Dofia 
Laura turn to the more serious business of renewing old 
memories and making up for lost time, which they do in 
a thoroughly unconcerned fashion, after only a word or 
two of perfunctory regret for the irregularity of the 
situation. 

Scene Three. The graveyard once more, in front of the 
Commander's statue. Don Juan has hidden Don Carlo's 
body in this neighborhood, and has spent a day or two in 
haunting the Commander's tomb at the hour at which 
Dofia Ana comes there to pray. She has noticed him and 
thinks that he is one of the monks. He accosts her. There 
follows a strange, an incredible, but in its way a convinc
ing dialogue in which the lady is manoeuvered from her 
first natural cry, "Heavens, here at my husband's tomb? 
What if someone should come?," into confessing that he 
has driven her prayers quite out of her head and that in 
some more seemly place, say her home, and at another 
less disturbing moment, tomorrow perhaps, he may see 
her again. When she has retired in great agitation and 
Leoporello has put in a quiet appearance, Don Juan, whose 
elation must find an outlet in bravado, sends Leporello to 
challenge the Commander's statue, in a scene which, as I 
have said, is a condensed composite of Le Festin de Pierre 
and Don Giovanni. The difference, required by the con
densation of the story, is that Pushkin's Don Juan invites 
the Commander to follow him to Dofia Ana's the next 
night and stand watch at her door. 

Scene Four. A room in Dofia Ana's home. Dofia Ana 
is protesting that she will, that in fact she ought to, 
remain true to Don Alvaro. Don Juan, who has been mak
ing frank and violent love to her, begs her not to torture 
his conscience with mention of Don Alvaro. What guilty 
secret can he possibly be harboring, Dofia Ana inquires, 
but Don Juan evades her question and goads her into a 
perfect frenzy of curiosity and compassion. Finally he 
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asks her what she would do if she had Don Juan, her hus
band's murderer, on his knees before her. 

"I should plunge my dagger through his heart." 
"Then where is your dagger-I am Don Juan.,,2e 

The violent physical and moral revulsion which this con
fession induces in Dona Ana shakes her into realizing, as 
nothing else could, that she loves Don Juan. She forgives 
him, she kisses him, she finds excuses for him, and when 
they hear a knock, she thinks first of all of his safety, of 
hiding him from her friends and her husband's relatives. 
But it is too late. The Commander stalks in. Dona Ana 
faints. Don Juan bravely offers his hand to the stony 
avenger, and, crushed in an icy grip, sinks to the floor, 
uttering Dona Ana's name with his last breath. 

Except for the hero's reputation and the conventional 
rOle played by the statue, the essential part of this story 
is clearly not the Don Juan legend at all. It is the much 
older and better tale of the Matron of Ephesus, to which 
what is borrowed from Don Juan merely lends a tragic 
turn. The parallel is obvious. Dona Ana, too, has erected 
a tomb to her husband's memory, and, if she does not 
immure herself in it to die at his side, she does at least 
devote her every waking thought to it and spends hours 
m tearful prayer before the statue. Dofia Ana, too, has 
renounced all social intercourse, and refuses to have speech 
with living men. Furthermore, it is at her husband's tomb 
that Don Juan first espies her, and it is there that he 
boldly begins to make love to her. In the old tale, as it 
appears in Petronius, the young widow had fasted until 
she was wan and indifferent. So the soldier who intruded 
upon her pious solitude at last persuaded her to share his 
supper. The pleasant languor that followed upon this meal 
led her to reflect that life was worth living after all and 
the young soldier worth living with. For the supper and 
its effect Pushkin has substituted Don Juan's startling 
confession. This is a logical translation of comical into 

2epushkin, III, 393. 
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poetic and tragic device. Perhaps the parallel between the 
final detail of Petronius's story and Pushkin's is not so 
clear or convincing. Petronius's young soldier has been 
stationed at the public gibbet to watch the body of a 
crucified thief, under pain of losing his own life if he 
permits the relatives of the dead man to carry the body 
away and bury it. This they of course do while he is mak
ing love to the young widow. But no great harm follows, 
for the widow says, "Here, hoist my husband's body up 
onto the cross in place of the one that has disappeared. I 
have no further use for it." In Pushkin the only parallel 
to this occurs at the penultimate moment when the Com
mander has knocked upon the door but not yet entered. 
"Hide yourself," cries Dofia Ana, who will let her hus
band's murderer go unpunished if only her lover may 
escape. 

It is an interesting fact again, and apparently over
looked by the Russian critics, that we may even point out 
the genesis of the device which Pushkin substitutes for 
the supper in Petronius's tale. Among Barry Cornwall's 
Dramatic Scenes, which, it is generally admitted, inspired 
Pushkin's Little Tragedies, there is a sketch of marital 
jealously and revenge. It bears no relation to the Don 
Juan story, but significantly enough it has the simple title 
Juan, and in it the jealous hero confesses to his young 
wife that he is the murderer of her former husband. 21 It 
is hardly to be doubted that this is the starting-point for 
the act of imagination by which Pushkin proceeded to 
fuse three stories, an insignificant English sketch, a merry 
Milesian tale, and a Spanish tragedy, into the seamless 
unity of his "incompressible" little drama. 

One brief parenthesis and I shall have finished with 
Pushkin's Don Juan. In 1890, just sixty years after the 

27Though the device of the confession clearly comes from Barry 
Cornwall, the line "Then where is your dagger?," and what imme
diately follows this may be borrowed from Richard Ill, Act I, scene ii, 
11.174-220, as Dr. R. A. Law has reminded me. 
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first draft of The Stone Guest, Chekhov wrote a uproar
iously funny one-act piece with the title The Bear, or, as 
it has been translated into English, The Boor. Under a 
disguise which, so far as I can learn, none of the critics 
has penetrated, this is once more the story of the all-too
easily consoled Matron of Ephesus. Once more, as in 
Pushkin, the widow, struggling stoutly to be faithful to 
her memories, is brought to realize the true state of her 
feeling by a violent shock only. The burly invader of her 
mournful privacy has actually challenged her to a duel, 
and she has accepted, has measured off the proper distance 
and is standing with a pistol levelled at his head when 
she brusts into tears at the realization that she cannot 
possibly shoot a man who is brutal and rude, perhaps, but 
very nice for all that. Chekhov, who, like all educated 
Russians, knew Pushkin practically by heart, could not 
have written The Bear or put this scene into it without 
being directly and consciously influenced by The Stone 
Guest. This means that an insignificant little dramatic 
sketch, an English composition that few professors of 
English bother to read, influenced two of the most impor
tant Russian writers, one the great poet of the beginning, 
and the other the equally great story-writer and dramatist 
of the close, of the nineteenth century. 

Pushkin's Roderick28 is by no means so important a 
work as his The Stone Guest. In fact, Prince Mirsky, who 
is reluctant to pass by the merest trifle in Pushkin's work 
without a word of praise, does not even mention it in 
either his Pushkin or his History. But to the student of 
Spanish, Roderick is both interesting and curious. It is a 
ballad, written in 1833, perhaps under the immediate in
spiration of Trueba y Cossio's The Gothic King, which is 
part of The "Romance" in the History of Spain, a work 

2svariously dated. The Ladyzhnikov and Slovo editions give the 
year as 1833; the critical edition of 1935 (Moscow-Leningrad, 6 
vols.) and the Tomashevsky one-volume edition (Leningrad, 1935) 
give the year as 1835; and the nine-volume centenary edition (Moscow
Leningrad, 1935) tentatively accepts the latter date. 
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written in English and published in London in 1830, but 
soon thereafter translated not only into French and Span
ish but actually into Russian as well. At most, though, 
Trueba y Cossfo's work served to give Pushkin's imagina
tion a mechanical fillip, for his source is quite a different 
one, is, indeed, one of Trueba's own sources. 

What makes Roderick interesting from the start is the 
fact that in every respect but one it does not merely re
semble, it actually is a Spanish ballad. Not a Spanish 
ballad translated into Russian, as Lockhart's Specimens 
are Spanish ballads translated into English, and distorted, 
in the process, into the semblance of English ballads upon 
Spanish themes,-nothing like this, but an authentic Span
ish ballad that happened to get written in Russian, with 
all the directness, sobriety, sparseness, and epic baldness 
of diction of the original, and with the rhythm and, as 
far as Russian permits, the prosody of that original. 
Roderick is printed in the form of quatrains, which, as 
Professor Morley's investigations show, would keep it 
from resembling a ballad of the old, traditional type. But 
the fashion in which the verse is printed, even though it 
certainly represents Pushkin's own preference, is purely 
arbitrary. There is nothing stanzaic about the four-line 
groups except the fact that they regularly end with a 
pause, and this, since it is sometimes marked by only a 
comma, is certainly no greater than the pause at the end 
of each thirtieth or thirty-second syllable in the Spanish 
ballad. Instead of saying that Roderick consists of twenty
eight quatrains, we may therefore say, without any falsi
fication of its form, that it rather consists of 112 lines. 
It is written in trochaic octosyllables, the odd lines 
feminine in ending and the even ones masculine, with 
coincidence of rhythmic and logical stress on the seventh 
syllable. Only the uninterrupted regularity of the rhythm, 
more or less necessary in so powerfully accentual a lan
guage as Russian, keeps it from being the exact metrical 
equivalent of the romance with oxytonic assonance, for 
that, too, frequently consists of alternately feminine and 
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masculine trochaic octosyllables, with a required accent on 
the seventh syllable of each line. Even so, we might think 
the metrical parallel to the romance an accident if the Rod
erick were rimed; trochaic octosyllables, in the alternation 
of masculine and feminine rimes that Russian borrowed 
from French, are frequent in Pushkin's work, though by 
no means so frequent as . iambic octosyllables. But the 
Roderick is not rimed. For that matter it is not assonated 
either, and the absence of assonance is all that keeps it 
from being an exact reproduction of the romance. 

On the surface, it is, therefore, a reasonable conjecture 
that Pushkin imitated the pattern of the Spanish ballad 
at first hand, and either overlooked or deliberately omitted 
the assonance. This is the theory accepted by Toma
shevsky, one of the greatest of the Pushkin scholars, and, 
so far as I can find, the only editor to discuss the form of 
the Roderick. 29 For all the weight of authority with which 
it is propounded, however, the theory seems to be wrong. 
It is true that Pushkin had seen Spanish ballads in the 
original. 29

• They were to be found in the appendix to 
Southey's Roderick, which, in the French translation of 
1820, was among Pushkin's books, and from which he took 
his materials. Furthermore, the Spanish Romancero may 
have been fairly widely known in Russia in 1830, either 
in French translation or in some other form.3° Certainly 
one romance, La doncella guerrera, had become a Russian 
folk-ballad some time in the eighteenth century, though 

29A. Pushkin: Works, edited with a Biographical Sketch and Notes 
by B. Tomashevsky (Leningrad, 1935), p. 896: "Pushkin employed 
the measure of the Spanish romance (unrimed trochaic tetrameter; 
Spanish writer3 employ assonance in place of rime)." 

211•Modzalevsky's Biblioteka A. S. Pushkina, p. 198, lists the revised 
Spanish (London, 1825) edition of Depping's Sammlung der besten 
alten . . . Romanzen as among Pushkin's books. There is no way of 
telling whether Pushkin already owned this work at the time of 
writing Roderick. 

a0 Pardo-Bazan, La revolucwn y la novela en Rusia (Madrid, 3rd 
edition, n.d.), p. 271 says, though without satisfactory reasons, 
";. Conoci6 Gogol el Romancero del Cid y los romances espafioles en 
general? Creo que no sera temerario afirmar que si." 
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none of the critics has noticed this. 31 But there is one in
surmountable obstacle in the way of accepting Toma
shevsky's otherwise plausible opinion. It does not explain 
Pushkin's rejection of assonance. It is true that in English 
the romances were turned into rime, and in German usually 
into unrimed quatrains. As to Spanish assonance we have 
furthermore the earnest assurance of Menendez y Pelayo82 

that even an Italian would fail to notice it. But Pushkin 
is precisely the poet who would have pounced upon it if he 
had been imitating the romance directly from the original, 
even from an original that he only half understood. In its 
commonest form, as feminine vowel rime of even-num
bered lines, it would have been only too visible to a 
poet used to the much more obscure assonance of Russian 
folk-ballads. Pushkin himself had written imitations of 
just such folk verse, and he would have been struck by 
the close kinship between the romance and the ballada, 
which, in rhythm and language as well as the use of 
assonance, is far closer to the romance than any other folk 
poetry. 

The true explanation of the form in which he cast his 
Roderick seems to be that he was following a Russian 
model in which the whole problem of how to translate the 
romance had already been solved for him, though not in 
ideal fashion. This model, dated 1789 and therefore one 
of the earliest Romantic borrowings from the Romancero, 
is Karamzin's translation of the ballad of Guarinos into 
unrimed quatrains, probably after Heinrich Bertuch's 
translation of the same poem into German. 33 Parentheti-

s1Bailad No. 6, "Devushka-Voin," in V. I. Cherynshevsky's Ruaskaya 
BaUcu:la (Moscow-Leningrad, 1936) , pp. 9-11. 

a2Marcelino Menendez y Pelayo, Tratado de los romances viejos (2 
vols., Madrid, 1903), I, 104. 

aaA. Kucherov, in Karamzin i Poety ego Vremeni (Moscow-Lenin
grad, 1936), pp. 441-441, declares that Karamzin must have trans
lated the romance from a German version. But Depping, Sammlung 
der besten alten ..• Romanzen (Leipzig, 1817), note upon the ballad 
"Guarinos," implies that up to that time only Bertuch had translated 
the "Guarinoe" into German. 
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cally, it may be remarked that, although the editors of 
Pushkin themselves seem to have overlooked Karamzin's 
ballad, the Spaniards, on the other hand, had already 
heard of it in Pushkin's own lifetime. At the end of 
"Guarinos" (No. 402 in the Romancero general) Duran 
writes, "Los primeros versos de este romance ban quedado 
como proverbiales, y son tan populares que Depping los 
supone traducidos en ruso y cantados por los paisanos de 
Siberia." Guarinos did not become a Russian folk-song, but 
the translation into Russian had indeed been made, as we 
have seen, and in 1825, in the hands of the exiled Decem
brist conspirators, it really was carried into the wilds of 
Siberia. 

There can be no doubt that Karamzin's Guarinos was 
the model for Pushkin's Roderick. It has the same ar
rangement into unrimed quatrains consisting of octo
syllables with alternately feminine and masculine endings, 
after the fashion set by the German translations. Even if 
we did not know that Karamzin had been one of Push
kin's early models, we should find this similarity too close 
to be mere coincidence. 

The content of Pushkin's ballad is as surprising as the 
form. This is a brand-new version of the story. After six
teen lines of introduction, which reduce the compass of the 
ballads about Count Julian's revenge, Pushkin chooses to 
leave the Battle of Guadalete as soon as possible and fol
low Roderick's subsequent wanderings to the point which, 
in the traditional ballads, brings the king's inglorious 
career to a ghastly close. This second and principal part 
of the poem is cut to the exact measure of the ballads that 
deal with the same part of the story, but certain redupli
cative materials are excised, and the ending is unique. In 
the typical traditional ballad the wounded king wanders 
away from the battlefield. He meets a shepherd, who 
shares an unsavory crust of bread with him and directs 
him to a hermitage. To the hermit Roderick reveals his 
ill-starred name and his purpose to do penance in the 
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herimitage. The hermit consents to this, prays to be enlight
ened as to the means that Roderick must take to gain 
salvation, and in answer to his prayers learns that the 
sinner must be walled up alive in a vault with a serpent. 
Roderick cheerfully consents to being entombed, and when 
the old man asks him how he fares, at the end of the first 
three days, replies, 

Basta ahora no me ha tocado 
porque Dios no lo queria; 
Ruega por mi el ermitaiio, 
porque acabe bien mi vida.u 

But when next the hermit comes to enquire, the king, who 
is groaning in great pain, tells him, 

La culebra me comia, 
C6meme ya por la parte 
que todo lo merecia, 
por donde fue el principio 
de la mi muy gran desdicha. 8 5 

Shortly thereafter he dies and, as he has certainly deserved 
to do, goes straight to Heaven. 

Pushkin's ballad resembles this in outline only. To begin 
at the same point in the story: Roderick deserts the field 
of battle and wanders for three days until he reaches a 
cave in which he finds a cross, a shovel, an empty grave, 
and, beside the grave, the body of a hermit long dead but 
miraculously preserved from decay.86 He buries the her
mit's body, prays over it, and thereafter makes his home 
beside the grave, living upon river water and wild fruits 
and digging his own grave, for he hopes to die. Now the 
foul fiend begins to tempt him, day and night, with visions 

a.nuran, Romancero general, 2 vols., Vol. I, No. 606, pp. 410-411, in 
Biblioteca de autores espafioles (Madrid, 1930), Vol. X. 

S5Jbid. 
86The miraculous preservation of the corpse, which appears in 

neither the romances nor Southey's Roderick, was probably taken 
from the Russian lives of the saints. A similar detail is to be found 
in Boris Godunav, Pushkin, III, 270-271. 
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of the past that give him no rest and prevent him from 
praying. But the grateful hermit intercedes for him in 
Heaven and is permitted to make a radiant appearance to 
him in a dream and to say, 

Arise and go out into the world. 
You have lost your royal crown, 
But God will give you 
Victory over your foes 
And peace of sou1.s1 

Whereupon the king awakes and after bidding farewell 
to his hermitage goes out into the world again. 

When we compare this story with the legendary history 
of Roderick we are most struck by the condensations. The 
shepherd and the hermit are reduced to a single figure, 
and that a corpse; and Roderick and Pelayo become one, 
for it is clearly stated that Roderick himself is to go forth 
and win back his kingdom. The condensation would be 
an important clue to the source of the poem if we were 
forced to make a logical search for that source. Clearly, 
though it has never been remarked before, this is another 
example of what Prince Mirsky called the application to 
n longer work of the lyrical method of concentration. Only, 
this time the method of lyrical condensation is applied to 
an epic work, not to a drama. There is still another clue. 
When he was writing The Stone Guest, Pushkin made his 
interest in Barry Cornwall's work very clear by translat
ing one of this poet's lyrics. In the same fashion, not long 
before writing Roderick, he quoted in one of his critical 
articles a prose passage from Southey.38 

Southey's Roderick, which appeared in 1814 and was 
translated into French prose in 1820, is, as I have said, 
the source of the ballad which looks as if it might come 
directly from the Spanish. This has been noticed before, 
but the exact manner in which Pushkin made use of the 
original remains to be explained. The Roderick is a huge 

MPushkin, II, 103. 
sspushkin, VI, 110. 



The English Source of Pushkin's Spanish Themes 109 

epic, or, as the author calls it, a "tragic poem," in 259 
pages of blank verse. Obviously Pushkin's little ballad is 
not an epitome of all of this. Southey's work is divided, 
though into short parts, nothing so formal as cantos, 
merely episodes of varying lengths, and Pushkin's ballad 
derives from the first two of these, which fill nineteen 
pages of blank verse, and narrate Roderick's adventures 
from the last day of the battle until, after his long seclu
sion, he set forth into the world once more, not as the 
prospective conqueror pictured in Pushkin's verses but only 
as a humble pilgrim on his way to arouse his countrymen 
and their last hero, Pelayo. 

An examination of the source shows that Pushkin con
densed much more material than he would have found in 
a Spanish ballad. In the first place he had to omit a pro
fusion of descriptive detail. Then there were new inci
dents and characters to telescope. Besides the shepherd 
of the original ballads, in Southey's Roderick a monk 
appears, to lead the fugitive king to a refuge; and it is 
this monk who dies and becomes Roderick's advocate in 
Heaven, but it is Roderick's mother who appears in a 
vision to counsel him to seek out Pelayo. 

Pushkin's poem, however, is no mere poetical condensa
tion of a passage from Southey. At one and the same time 
a fine original work and an ingeniusly constructed cento, 
it succeeds in telling what is an entirely different and 
more shapely story, though it contains scarcely an idea, 
scarcely a word that is not a faithful translation of an 
idea or word standing at relatively the same point in 
Southey's poem. In the literal sense of the phrase, it is a 
poem from within a poem, for without any reshuffling of 
the parts, it parallels the course of the epic within which, 
but for the difference of language, it might stand. Here 
is a brief specimen of what I mean. In one passage 
Southey writes, 
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From his horse he dropped,
Whether with human impulse, or by Heaven 
Struck down, he knew not,-loosened from his wrist 
The sword chain, and let fall the sword, whose hilt 
Clung to his palm. a moment ere it fell, 
Glued th.ere with M 001·ish g01·e. His royal robe, 
His horned helmet and enamelled mail 
He cast aside, and taking from the dead 
A peasant's garment, in those weeds involved 
Stole like a thief in darkness from the field. 
Evening closed round to favor him.so 

Read in order, the underscored words run : 

From his horse he dropped,
... let fall the sword, whose hilt 
Clung to his palm a moment ere it fell, 
Glued ther~ with Moorish gore .... 
His horned helmet and enamelled mail . 
HE> cast aside ... 
Stole . . . from the field. 
Evening closed round to favor him. 

But these are the puzzle pieces that make the picture in 
Pushkin's ninth and tenth quatrains. What is more, they 
are not the pieces of a puzzle that has been scattered into 
utter confusion, but they stand in proper order, each near 
its alloted place, not neatly groined into position, it is true, 
but turning a complementary fa~e to its neighbor, as when 
the puzzle has already been fitted together upon a table 
when a violent blow causes it to fly apart without falling 
into disarray. Here is a literal translation of Pushkin's 
two quatrains, in which the close parallel is obvious: 

Weary at last, 
Roderick alighted from his horse. 
His sword, caked with blood, 
He unglued from his palm, 

UT'h.e Poetical Works of Robert Soutke'JI (Boston, n.d., 10 vols. in 
5), V, 18-19. I have underscored the phrases which Pushkin made 
use of. 
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Threw down his leathered helm 
And gl6a,ming armor, 
And, saved by the darkness of night, 
From the battlefield he fled. •0 

I choose this passage not because it proves my point, 
any passage would do that, but because of the adjectives 
feathered and gleaming. Southey wrote "horned helm" 
and "enamelled armor." In its Russian form "enamelled 
armor" could scarcely have been fitted into the verse, but 
in Russian as in English "horned helm" and "feathered 
helm" have exactly the same metrical value. This example 
gives the measure of Pushkin's few deliberate departures 
from the diction bf his model. Perhaps it means that he 
was following the French prose translation of 1820, in 
which, as Southey complains,n there are blunders. 

In conclusion it must be admitted that while Pushkin's 
only important compositions upon Spanish themes are two 
works with an English source rather than a Spanish one, 
still he has so imbued them with authentic Spanish color 
and feeling as almost to warrant Dostoyevsky's words 
about him: 

The greatest of the Western poets have lacked Pushkin's genius for 
putting himself in the place of the foreigner, understanding his soul, 
penetrating to the secret depths of his being and giving voice to his 
aspirations. • • • Even Shakespeare's Italians are almost all of them 
just so many Englishmen. Pushkin alone possessed the power to 
make himself completely over in alien likeness. . . . Read his Stone 
Guest, and if it weren't for Pushkin's signature, you would never 
realize that it hadn't been written by a Spaniard.•2 

•oPushkin, II, l 04. 
• 1Southey, op. cit., Introduction, p. 6. But Pushkin may simply 

have preferred the phrase "feathered helm," which occurs so often 
in his Ruslan i LJ/udmila as to amount to an epic tag. 

• 2A. G. Tseitlin, Pv.skkin: Sbornik Kriticheskikk Sta,tei (Moscow, 
1937)' p. 234. 



COTTON MATHER'S ANNOTATIONS ON THE FIRST 
CHAPTER OF GENESIS 

BY THEODORE HORNBERGER 

In his diary for 1693, Cotton Mather states that 
"Towards the latter End of the Summer now running I 
began one of the greatest Works, that ever I undertook 
in my Life."1 His reference is to his Biblia Americana, a 
commentary on the Bible, begun, he goes on to say, with 
"many cries unto the God of Heaven," in the hope that 
"all the Learning in the World might bee made gloriously 
subservient unto the Illustration of the Scripture." For a 
quarter of a century this ambitious project occupied a 
generous portion of Mather's time, as the six fat volumes 
of manuscript at the Massachusetts Historical Society 
mutely testify. It would seem to the harassed scholar that 
the book publishers of 0 Id and New England were willing 
to print practically anything that Cotton Mather wrote,
his bibliography includes more than four hundred and 
forty separate titles,-but at the Biblia Americana they 
firmly and wisely balked. Worthington Chauncey Ford 
was not far wrong when he wrote of it: 

No more futile labor has come down to us. It is a great undigested 
mass of material, drawn from many sources, and with no evidence of 
design or settled plan. Marking his industry, it also indicates the ill
regulated activity of Mather's labors, and his tendency to scatter 
rather than concentrate his energies.2 

My excuse for resurrecting this monument to an author's 
failings is that it offers further evidence of Cotton 
Mather's interest in science, a subject which has been 
widely but not exhaustively explored. 3 The purpose of this 

1 Diary of Cotton Mather, ed. W. C. Ford, Coll. Mass. Hist. Soc., 
7th series, VII (Boston, 1911), 169. 

2/bid., p. 170. 
sFor a convenient summary of the various articles of Professors 

G. L. Kittredge and K. B. Murdock, see American Literature, VI, 418 
(January, 1935). 
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paper is to present that evidence in outline form, com
menting briefly upon its significance. 

It is common knowledge that since the time of Augus
tine much of the conflict between science and Christian 
theology has raged around the Mosaic account of the cre
ation, regarded for centuries as a literal and authorita
tive description of the origin of the world and of all living 
things. 4 Because of this, commentaries on the first chapter 
of Genesis are of great value as indices to the relation 
between science and theology in any given age. 5 I am con
cerned, therefore, with two questions: ( 1) What are the 
"Treasures of Illustrations" which Mather brought to the 
Mosaic cosmogony from "the Volumes of this Age"? and 
(2) What is their meaning, in terms of the history of 
American thought? 

Mather's manuscript contains approximately fifty folio 
pages of commentary on the first chapter of Genesis. His 
general method in these pages is the same as that which 
he used in The Christian Philosopher (London, 1721) ; 
that is to say, he lifts his material wholesale, sometimes 
copying long passages verbatim, but more frequently sum
marizing his sources in a free paraphrase, to which he 
added at more or less appropriate intervals a pious com
ment of his own. 6 The result is not as chaotic as one might 
expect; Mather's selections are usually germane to the 
text, while their very heterogeneity furnishes something 
of a key to his reading and thinking. 

4 See A. D. White, A History of tke Warfare of Science with 
Theology in Christendom (New York and London, 1932), I, 1-88. 

tiThat such commentaries have other uses as well is suggested by 
an article by Arnold Williams, "Commentaries on Genesis as a Basis 
for Hexameral Material in the Literature of the Late Renaissance," 
Studies in Pkil.olo1111, XXXIV, 191-208 (April, 1937). 

6Prof essor Murdock has described this method, as it may be 
observed in Tke Ckristian Pkilosopker, in his Selections from Cotton 
Matller (New York, 1926), both in his introduction, pp. xliv-liv, and 
in his not.es tO his selections from the work itself, pp. 286-382. 
Further analysis will appear in a discussion of this same book by 
the present writ.er, contributed to Mr. T. J. Holmes's forthcoming 
Cotton Matker Bibliography. 
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Many authors are paraded in these pages. Among them 
are Greek and Latin writers of many different ages: 
Plato, Aristotle, Iamblicus, Strabo, Cicero, Pausanias, Dio
genes Laertius, Simplicius; Jewish scholars: Philo Judaeus, 
Josephus; Church fathers: notably Augustine; contempo
rary Protestant divines, English, French, Swiss, and 
American: Robert Fleming, Robert Jenkin, Jacques 
Saurin, Pierre J urieu, Jean Leclerc, Thomas (or Robert) 
Parker ;1 one or two famous physicians: Sir Thomas 
Browne, Daniel Sennert; a contemporary Dutch mathe
matician and natural theologian: Bernard Nieuwentyt; and 
two contemporary botanists: Richard Bradley and Nehe
miah Grew, the latter being also the author of a famous 
book on natural theology. Even though Mather's acquaint
ance with most of these writers, as well as with others 
whom he names, was doubtless second-hand, the list is 
significant; its marked contemporaneousness is in accord 
with Mather's avowed purpose. 

It is not with these writers, however, that I am here 
concerned. They and the illustrations drawn from them 
occupy less than twenty of Mather's fifty pages. Upon 
analysis, it appears that more than three-fifths of his 
space is given over to matter derived from six books. I 
shall take up each of these in the order in which it appears 
in Mather's manuscript. 

The first is Thomas Pyle's Paraphrase with Notes on the 
Books of the Old Testament, a work which attempted the 
same task that Mather had set himself: to make com
ments on Scripture "agreeable to the Modern Discov
eries." Its use shows that Mather was working on the 
Biblia Ani.ericana as late as 1717, for the first volume of 
Pyle's Paraphrase was published at London in that year. 

7 Mather transcribes a short Latin manuscript "written by Mr. 
Robert Parker, a New English Divine; but One well-known in England 
by some of his Learned Works." Robert Parker does not seem to 
have come to New England, but his son Thomas (1695-1677) was 
pastor of the church at Newbury, Massachusetts. There are articles 
on both men in the D. N. B. 
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For illustration of the method, let me recall the Mosaic 
account of the first day of the creation, in Genesis I, 3-5 : 

3 And God said, Let there be light: and there was light. 
4 And God saw the light, that it was good: and God divided the 

light from the darkness. 
5 And God called the light Day, and the darkness he called Night. 

And the evening and the morning were the first Day. 

In Pyle's paraphrase, which Mather quotes for three 
pages, there is, I believe, an unmistakable suggestion of 
Newtonian science : 

. . . the first thing done, was such a Separation of the Gross and 
heavier, from the lighter, and more fine Parts of the Chaos, as 
might in a Good measure prepare the Earth (as in like Manner the 
rest of the Planets) for the Reception of Light, from the Sun, and 
Stars, for the use and benefits of its inhabitants, and by its Warmth 
to Nourish the plants and animals it was to be stored withal. And 
then by Means of regular, & proper Motions, to cause a Continual 
Succession of Light, & Darkness upon the Several Parts of the Earth. 
These Causes and Effects obey'd the Will of the Almighty Creator, 
who saw them most Perfectly to Answer the Wise and Good Ends 
He designed them for. this was the Work of the first Day, and hence 
is dated the Beginning of our Day and Night.a 

Because of the references to heavier and lighter parts of 
the choas, combined with the provision of "regular, & 
proper Motions," it is reasonable to believe that Pyle could 
not have written this paraphrase had he not had in mind 
Newtonian notions of gravitation and astronomical law. 
This impression is supported by Pyle's comments on the 
heavenly bodies, placed by God "at Such convenient Dis
tances with respect of their bigness and the powers they 
have on other Bodies about them, ... with Such Perfect 
Wisdom and Proportion" as completely answered all good 

s1 have followed Mather's punctuation, capitalization, and spelling. 
Abbreviations made above the line have been spelled out. The same 
principles have been followed in the quotations from the Biblia 
Americana given hereinafter. I have not attempted to number the 
pages; that is in itself an editorial task of some delicacy. For per
mission to use this material I am indebted to the courtesy of the 
Council of the Massachusetts Historical Society. 
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purposes. In a mild way, in short, Pyle sought to inter
pret the Creator's actions in terms of "Modern Discov
eries." 

The next book which Mather used extensively was 
William Whiston's New Theory of the Earth (London) 
1696), and there is evidence that he studied this work 
carefully long before he had heard of Pyle. 0 Nearly eight 
pages are devoted to a meticulous summary of Whiston's 
slightly unorthodox argument that 

the Mosaic Creation is not a Nice and philosophical Account of the 
Origin of AU Things, but an Historical and True Representation of 
the Formation of our Single Earth out of a confused Chaos, and of 
the successive & visible changes thereof, each day, till it became the 
Habitation of Mankind. 

Whiston, in other words, set back to an indefinitely re
mote date the origin of the sun and other heavenly bodies, 
That he, too, was influenced by Newtonian concepts is 
faintly suggested by his interpretation of the verses already 
quoted: 

The Visible part of the First Dayes Work, was the production of 
.Ugh.t, or its Successive. Appearance in all the parts of the Earth; 
with the Consequent Distinction of Darkness and Light, Night and 
Day upon the face of it. The Subsidence of the Earthy and O~ 
Masses, that were before this on the upper Regions of the Chaos, 
did in some Degt-ee admitt the Rayes of the Sun. As the Mass of the 
upper Chaos was separated from the heavier Abyss beneath, so it 
again divided itself into diverse orbs, which gave the Light some 
Access to our Earth. 

At the time he made this summary, Mather had apparently 
no objection to Whiston's theory, although he prefaced it 
by the statement that he did not necessarily concur with 
every point that he would offer. 

91'The Sentiments which I will first offer you," Mather says, "have 
Mr. William Whiston for the Author of them." The difference in the 
character of the handwriting also suggest.a that the section is one of 
the earliest which Mather inserted. 
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In 1702, however, Mather laboriously summarized, in 
ten crowded pages, a brand-new book, Edmund Dickin
son's Physica Vetus et Vera. 10 And, impressionable reader 
that he was, he introduces his summary with this state
ment: 

The Theoriea of the Creation (particularly what I Last offered you 
[i.e., Whist.on's]) invented by our Modern philosophers, do certainly 
make too bold with the Moaaio, and lnapired History thereof. 

The book which led him to this conservative position had 
a grandiose but crackpot thesis : that all the difficulties of 
the Mosaic account of the creation arise from misunder
standing by Biblical scholars of Moses's natural philoso
phy. Dickinson, in other words, sought to wrest the truth 
from a Hebrew text which he felt had been misinterpreted 
by many generations of commentators trained in the un
sympathetic tradition of Aristotle. Moses, he argues, was 
fundamentally a corpuscularian, or atomist, like Demo
critus ; his account of the first day of creation may be 
annotated, therefore, as follows: 

In the Beginning was Universal Matter by God first Created of noth
ing; a wondrous Congeries of all sorts of Particlea, unform'd and 
unmov'd, and Every where separated from one another with Empty 
Spaces. This Univ6rBal Ma.tter was putt into Motion, by the Spirit 
of God, and not Left unto a fortuitous Motion and Concurse. Thus 
was there given unto Matter, that Force which we call Nature; for 
Nature is nothing but that Motion which the Spirit of God has im
printed upon Matter, and which He perpetually governs with His 
infinite Wisdome. The Atoms of this Universal Matter, must not be 
supposed Absoluul11 Indivisible, 'tis enough, that they were very 
Mmute Particles. And the Motion at first given to the Atoms we 
may suppose t.o have been Twofold. The first Motion, may be called, 
A Motio'lt of Preparation. This might be Tran.verse, or Across, in· 
which the Various Meetings of the Atoms one with another, gave an 
Opportunity for Such whose Figures were agreeable with one another, 
to join, and stick together, in Bodies, that from this First Concretion, 
would soon grow into Elements. The Second Motion may be called, 

10Dickinson, Mather aaya, "baa now in this present year, 1702, 
presented us, with a curious Treatise of above three hundred pages 
in Quarto." 
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A Motion of Sepa;ration. This might be Circidar. And the first 
Essay of it might be the producing of Fitre or Ligkt. 

This will suffice, I think, to show that Dickinson belonged 
to a stage of seventeenth-century thought which slightly 
antedates the Newtonian stage. The corpuscularian philos
ophy was devised and named by Robert Boyle, who sought 
in it to combine the atomism of Pierre Gassendi and the 
vortices of Rene Descartes, hoping thereby to find a work
ing hypothesis for scientific description of such phenomena 
as motion and magnetism.11 Because it synthesized the 
non-mathematical scientific thought of the period, corpus
cularianism was widespread in England between the 1660's 
and the end of the century, when it was outmoded by New
tonianism. As early as 1689, Mather had declared that the 
corpuscular was the "only right" philosophy ;12 it is not 
surprising, therefore, that he was fascinated by Physica 
Vetus et Vera, hodge-podge though it was of Hebrew, 
classical, and scientific learning, confused and specious. 
Dickinson's work was a trifle old-fashioned, but it was 
pro- rather than anti-scientific, 13 and it was written in 
the spirit of Descartes and Boyle, the great philosophical 
leaders of Mather's youth. 

The fourth book to which Mather is considerably in
debted is Richard Bentley's Folly and Unreasonableness 
of Atheism, (London, 1693), from which he derives the 

11see E. A. Burtt, The Metaphysical Foundations of Modern 
Physical Sc.ience (London and New York, 1925), pp. 160-170. 

12Jn Early Piety Exemplified (London, 1689), reprinted in 
Magnalia Christi Americana (Hartford, 1855), II, 158. See also 
S. E. Morison, The Puritan Pronaos (New York, 1936), p. 261, and 
T. Hornberger, "Samuel Lee," Osiris, I, 352-353 (January, 1936). 

13This is more than can be said for John Hutchinson's somewhat 
similar Moses' Principia (London, 1724). The self-taught Hutchin
son discarded the vowel points in Hebrew so that he could refute 
what he regarded as dangerous implications in Newtonian physics 
and astronomy. See Leslie Stephen, History of English Thought in 
the Eighteentk Century (London, 1876), I, 389-392, and other works 
cited in T. Hornberger, "Samuel Johnson of Yale and King's College," 
New England Qua.rterly, VIII, 393-395 (September, 1936). 
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larger part of seven pages. This work, which consists of 
Bentley's famous Boyle lectures, some of them written 
after extensive conversations with Newton himself, is one 
of the earliest theological applications of Newtonian 
science. It proves, Mather asserts, 

That by Common Motion, the Matter of the Chaos, could never con
vene into such Masses, as the planets now are; or that if they should, 
yett they could not acquire any of those Revolutions, about the Sun, 
which they are now carried withal, or if Such Revolutions were 
Acquired, yett they could not bee continued. 

Hence, to create and continue the world, there was pro
vided a power of gravity: 

This Universal Attraction, or gravitation, is an Incessant, Regular 
and Uniform Action, by Certain, and Established Lawes, according 
to the Quantity of Matter & Longitude of Distance; and it cannot bee 
Destroyed, nor Impaired, nor Augmented, by any thing, neither by 
Motion, nor Rest, nor Scituation, nor posture, nor Alteration of 
Form, nor Diversity of Medium. 

This is not a Magnetical power, nor the Effect of a Vortical 
Motion. 

All these things are fully Demonstrated by Sir Isaac Newton; 
and they can bee ascribed unto none, but the Great GOD, that formed 
all things. 

Which is, of course, a whole-hearted interpretation of the 
creation in terms of the New Science. 

It is hardly conceivable that Mather regarded Bentley as 
unorthodox, for he made use in his published writings of 
this very argument. 14 Yet he added, at the end of this 
glorification of Newtonian science, a page-long quotation 
to quite another effect, derived from Matthew Hale's Prim
itive Origination of Mankind, Considered and Examined 
according to the Light of Nature (London, 1677). Hale, 
expressing his preference for the Mosaic over the scien
tific account of creation, used the familiar analogy of a 
watch, discovered in a field by an intelligent people unac
quainted with mechanical engines. The Epicureans among 

HSee, for example, The Christian Philosopher, pp. 84-85, and 
Mam.ductio ad Ministerium (Boston, 1726), pp. 47-52. 
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them would explain the watch, Hale says, as an accident.al 
concretion of atoms; the Cartesians would account for its 
motion by a "Materia Subtilis" and "certain Globular 
Atoms apt for Motion"; the Aristotelians would dismiss 
these and other theories with the assumption that the 
machine and its circular motions had existed from eternity. 
Yet the watchmaker who made that watch would laugh 
at such descriptions of his handiwork. Likewise, Hale 
thinks, learned hypotheses of the origin of the world are 
no more than "a great Deal of Dust raised," for the "Divine 
Narrative" of Genesis is better than them all. 

There remains one more important annotation: a page 
of notes on Robert Hooke's theory of what happened dur
ing the first day of creation, developed in his Posthumous 
Works (London, 1705). According to Hooke, 

the Central Earth is in the Mosaic Account, represented as a Vacuum, 
and an Abyss Enclosed with Darkness. That is, the Water followes 
next above it, which covered it all round on Every side. Above this is 
the Air; and then the ..Ether, which is called by the Name of Light. 

In the Fourth verse, the Hebrew runs, And God divided between tluJ 
Ligkt, and between the Darkness. . . . God caused a Twofold Separa
tion; One in the middle of the ..Ether; and another in the middle of 
the Darkness, which covered the Central Earth, or the Abyss. This 
covering of Darkness was the Water, which is often called the Abyss. 
The former of these is afterwards and allwayes called . . . The 
Firmament of Heaven; to distinguish it from the Latter, which is 
called ... The Firmament in the middle of the Water. 

This notion Hooke probably derived in part from Thomas 
Burnet's Sacred Theory of tke Earth, which first appeared, 
in Latin, in 1681.15 The ideas are familiar to students of 
literature through Steele's comments in Tke Spectator, No. 
146, or through the Latin ode which Addison addressed 
to Burnet. Mather knew of Burnet's theory as early as 
1689,16 but his inclusion of Hooke' version of it in the 

15See John Hunt, Religious T'/wu.gkt in Engl,a,nd (London, 1870-
1873), II, 223-225, and White, Warfare of Science witk Tkeolog'IJ, I, 
227. 

16See Work upon the Ark (Boston, 1689), p. 46. 
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Biblia Americana, like his respect for the work of Edmund 
Dickinson, lends his annotations a slightly old-fashioned, 
pre-Newtonian flavor. 

In fact, to sum up Mather's notes on Genesis, as they 
have been presented here, a certain ambivalence is ap
parent in his thinking on his central problem. Obviously, he 
was strongly attracted, here as elsewhere, by the possibility 
of turning contemporary science to a theological use. 
Equally obviously, he was hesitant about going too far in 
that direction ; he was occasionally repelled by the pros
pect of making "too bold" with the Mosaic account. He 
coulti find it possible to approve of Pyle, Whiston, and 
Bentley up to a point, but beyond that point he was cau
tious and noncommittal ; there might be something in the 
more conservative positions of Dickinson, Hale, and Hooke. 
This vacillation lies behind his somewhat uncritical han
dling of sources. 

By and large, however, it is clear that he was on the 
side of the rationalists in the rather delicate matter of 
interpreting Genesis. The section of the Biblia Americana 
which has been examined here must be regarded as further 
proof of his essential rationalism. He was willing, not to 
say anxious, to reconcile the Scriptural text with what he 
regarded as scientific fact. If I read aright his curiously 
inconsistent selections, he recognized that his science was 
uncertain; yet the whole spirit of his work tends towards 
reconciliation of new facts and hypotheses with Scripture 
rather than toward refutation of them. The insistence 
upon the sacredness of the text, upon divine revelation in 
the words of Moses, which made later conflicts between 
science and theology exceedingly bitter, is largely miss
ing in Mather, implicitly rejected by the very inclusive
ness of his annotations. 

Finally, these notes add further weight to the growing 
opinion that Cotton Mather, long known either as a witch
hunter or as the last representative of a decadent Puri
tanism, was no anachronism, but an important pioneer 
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figure in the American equivalent of the Age of Enlight
enment. The Christian Philosopher, which was written to 
demonstrate "that Philosophy is no Enemy, but a mighty 
and wondrous Incentive to Religion," is not an isolated 
instance of a passing interest; it was originally, an entry 
in Mather's diary suggests,17 a part of the collection of 
materials for the Biblia Americana, the expression, in 
other words, of a quarter century's effort to fetch to
gether, "by a laborious Ingenuitie," the treasures of his 
age. Both that book and the bulky manuscript which I 
have in part described support the usual conclusion that 
Mather's mind was unoriginal. Yet, for those students of 
American colonial thought who are concerned with the 
routes by which ideas crossed the Atlantic, Mather has an 
abiding value. His annotations on the first chapter of 
Genesis, drawn largely from six books of the forty-year 
period between 1677 and 1717, show better than any other 
of his writings the source of his great interest in Newton
ian science. They reveal, moreover, unless I am greatly mis
taken, the first stage in the American assimilation of the 
Newtonian world-view. 

11see Diary, Coll. Mass. Hist. Soc., 7th series, VIII (Boston, 1912), 
332. 



DID POE READ DANTE? 

BY JOSEPH CHESLEY MATHEWS 

The extent of Edgar Allan Poe's knowledge of Italian 
in general, and of Dante in particular, has been a matter 
of interest to several scholars. The most important among 
them have been Professor H. M. Belden, who in a recent 
article pointed out certain resemblances between Poe's 
"The City in the Sea" and Dante's City of Dis, and Pro
fessor Killis Campbell, who, in 1925, published a study of 
"Poe's Reading." Professor Campbell contents himself 
with the statement, but without citation or reference, that 
Poe "had . . . some acquaintance with . . . Dante," and 
that he quoted Dante twice and ref erred to him eleven 
times, "several of his references indicating that he had 
read the Divine Comedy. But no one has brought 
together the scattered passages in Poe's writings which 
resemble passages in Dante, or has sought to determine 
just how much of Dante Poe actually read. 

During his one year at the University of Virginia (from 
February 14 to December 15, 1826), Poe was a member of 
Professor Blattermann's class in Italian, and seems to 
have acquired a reading knowledge of the language. Mr. 
William Wertenbaker, also a member of that class, wrote, 
in 1869, that Poe was "tolerably regular in his attend
ance, and a successful student," and that Professor Blat
termann once commended him for a translation into Eng
lish verse of a portion of a lesson in Tasso. Though Pro
fessor Campbell did not feel "so certain" of Poe's knowl
edge of Italian, he observed that Poe's quotations from 
that language "are with few exceptions accurate," and he 
thought it tolerably certain that Poe could have made 

1See "Poe's 'The City in the Sea' and Dante's City of Dis," in 
American Literature, VII, 332-334 (Nov., 1935), and "Poe's Reading," 
in Tke University of Texas Studies in English, V, 196 and 190. 
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some headway in the translation of it. 2 But whether in 
his course in Italian Poe became acquainted with any of 
the writings of Dante, I cannot learn. I have been unable 
to discover anything concerning the details of this course 
other than that some of Tasso was read in class, and that 
some of the students borrowed from the University Library 
works by Petrarch, Boccaccio, Palladio, Sismondi, and 
Guicciardini. The catalogue of the Library published in 
1828 shows a copy of the Divina Commedia, 3 vols. (Milan, 
1804), but we do not know whether the work was there 
in 1826; and even if it were, Poe seems not to have used 
it, for, in the MS. list of books borrowed from the Library 
in 1826, there is no record of his, or of any one's, having 
taken out any work by Dante. s I have been unable, more
over, to verify the assertion Una Pope-Hennessy makes in 
her biography of Poe, that he bought a second-hand copy 
of the Divine Comedy at Sanxey's book store in Richmond. 
But there is in Poe's "The Literary Life of Thingum Bob, 
Esq.," parts of which are autobiographical, a passage in 
which Thingum Bob says that he bought from an old book
stall "a translation of one Dante's 'Inferno.'" It is con
ceivable, therefore, that Poe may have owned a copy of 
the Inferno in translation.• 

2J. A. Harrison, Life and Letters of Edgar Allam. Poe (New York, 
1902 and 1903), I, 36, 39, 45-47; G. E. Woodberry, TM Life of Edgar 
Allan Poe (Boston, 1909), I, 32; Killis Campbell, TM Mind of Poe 
(Cambridge, Mass., 1933), pp. 9f ., and "Poe's Reading," pp. 188, 196. 

8This information about the Library of the University of Virginia 
was sent to me by letter, Feb. 10, 1936, by J. C. Wyllie, Curator of 
the Virginia Collection. It is interesting to know that there was in 
Mr. Allan's home a marble bust of Dante by Canova; and it is 
thought that it was there before Poe left, on March 19, 1827 (J. H. 
Whitty, The Complete Poems of Poe, Boston, 1911, pp. xxvf.; infor
mation received from Rev. C. S. Green, who interviewed Mr. Whitty 
in Richmond for me, in March, 1936; and H. Allen, lsrafel, New 
York, 1927, I, 127, 130, 179, 190-193). 

•See Una Pope-Hennes'3y, Edgar Allan Poe (London, 1934), p. 33; 
but she wrote me in 1936 that she could not remember the evidence 
for her statement. Concerning the autobiographical elements in 
"Thingum Bob," see Pope-Hennessy, op. cit., p. 27; and Allen, lsrafel, 
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In any case, he did in some fashion become acquainted 
with Dante's works. Mr. Howard Paul, writing in 1892 
his "Recollections of Edgar Allan Poe," stated that Poe 
used to quote entire passages from Dante. Paul, as a boy, 
knew Poe, when in 1843 Poe was on the staff of The Satur
day Mu.seum, which was owned and edited by Paul's uncle, 
T. C. Clarke. 11 And there are in Poe's writings a number 
of references to Dante and the Inferno, three quotations, 
and several instances of resemblance, some more striking 
than others. 

Some of Poe's references to Dante antedate his connec
tion with The Saturday Museum. Poe first mentioned 
Dante's name in September, 1835, in a review of Southey's 
The Early Naval History of England; but the reference 
is so general as to indicate nothing definite concerning 
his knowledge of the Italian poet, though it would seem 

1 vol. ed. (New York, 1934), pp. 112-114, 413, 485. For the refer
ence in "Thingum Bob" to the Inferno, see The Complete Works of 
Edgar Allan Poe, ed. J. A. Harrison (New York, 1902)-hereafter 
referred to as Works-VI, 4. Mr. Whitty, of Richmond, writes, "Poe· 
was a good customer of Sanxey's in olden times" (op. cit., p. lxxxii); 
but he knows of no record of any of Poe's purchases from the store, 
and of no evidence that Poe ever owned a copy of the Divine Comedy 
(letter to me, Mar. 7, 1936, from Rev. C. S. Green). See also Israfel,. 
I, 261, 392. 

As Cary is the only translator of Dante Poe ever mentioned (see 
below, p. 129), we would guess that his copy of the Inferno in English, 
if he owned one, was Cary's version. And as Cary's translation of 
the Divina Cummedia was published in England in 3 volumes in 1814, 
1819, and 1831 (P. Toynbee, "A Chronological List of English Trans
lations from Dante," Boston, 1906), it is quite conceivable that Poe 
might have obtained a copy of volume I, the lnferno,--or of all three 
volumes, for that matter. Cary's translation was published in Phila
delphia in 1822, but in two volumes (T. W. Koch, Dante in America, 
Boston, 1896); the first contained the Inf. and thirteen cantos of the 
Purg. There might also have been in the U. S. copies of Boyd's 
translation of the Inferno, published in England in 1785 and 1802; 
or of Wright's (1833), Rogers' (1782), Howard's (1807), or Hume's 
(1812)-(Toynbee, op. cit.). 

"Munsey'1 Magazine, VII, 554 (Aug., 1892); Whitty, op. cit., xlv; 
M. E. Phillips, Edgar Allan Poe tke Man (Chicago, 1926), I, 782; 
"Howard Paul," in Appleton's Cyclopedia of American Biograplt,y. 
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to imply that he had read either some of Dante's verse, 
or some comment on it. Speaking of the impossibility of 
comparing Irving and Southey because there are no points 
of approximation between them, he added, "Why not say 
at once, for it could be said as wisely, and as satisfactorily, 
that Dante's verse is superior to that of Metastasio." 6 The 
following year, in his review of Drake's The Culprit Fay 
and Halleck's Alnwick Castle (April, 1836), he included 
the Inferno among several examples of "entire poems of 
the purest ideality."1 Nine years later, in his article on 
N. P. Willis (January, 1845), he mentioned the title 
Inferno; speaking of Moore's being a fanciful poet, he 
remarked: "had he written the Inferno, there he would 
have been fanciful still."8 Five years later, in "About 
Critics and Criticism" (January, 1850), he again men
tioned Dante's name.9 These instances might all be termed 
mere allusions to Dante. 

An extended reference occurs in Poe's review, in Janu
ary, 1836, of Rem.iniscences of an Intercourse with Mr. 
Niebuhr, the Historian, by Francis Lieber, in which he 
wrote: 

A translation [by Lieber]1o of an Essay on tke Allegory in tke first 
canto of Dante, written by our historian [Niebuhr] during his 
perusal of the poet, and intended to be read, or perhaps actually read, 
in one of the learned societies of Rome, is appended [by Lieber] to 

aworks, VIII, 49. 
7 Works, VIII, 299. In his review of Alcipkron: A Poem (Jan., 

1840) he gave again the list of poems which he regarded as imagina
tive or ideal, and included the Inferno (Works, X, 66). (Harrison 
has pointed out that Poe had the review of Tke Culprit Fay, etc., in. 
mind when writing the present review.-Works, X, 60.) Again (in 
Oct., 1842) he mentioned the Inferno, in much the same manner, in 
"The Landscape Garden" (Works, IV, 269); and still again (Mar., 
1847) in "The Domain of Arnheim" (Works, VI, 186). 

sworks, XII, 38. He repeated this remark (June, 1845) in "Fifty 
Suggestions" (Works, XIV, 183) . 

In his review of Longfellow's Voices of the Night (Feb., 1840) he 
did not notice the pieces translated from Dante (Works, X, 71-80). 

9 Works, XIII, 197. 
10Brackets are mine. 
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the present volume. Mr. L. copied it, by permission of the author 
[Niebuhr], from the original in Italian, which was found in a copy 
of Dante belonging to Mr. Niebuhr. This Essay, we think, will prove 
of deeper interest to readers of Italian than even Mr. Lieber has 
anticipated. Its opinions differ singularly from those of all the com
mentators on Dante-the most of whom maintain that the wood 
(la Belva) in thiR famous Allegory, should be understood as the con
dition of the human soul, shrouded in vice; the hill ( il colle) encircled 
by light, but difficult of access, as virtue; and the furious beasts 
(le /ere) which attack the poet in his attempt at ascending, as carnal 
sins-an interpretation, always putting us in mind of the monk in the 
Gesta Romanorum, who, speaking of the characters in the Iliad, 
says-'My beloved, Ulysses is Christ, and Achilles the Holy Ghost: 
Helen represents the Human Soul-Troy is Hell-and Paris the 
Devil.'11 

In this passage he appears to be familiar with canto I of 
the Inferno and certain commentaries upon it; but a com
parison of what he says with Lieber's work reveals the 
latter as the source of his remarks, and casts doubt upon 
the extent of his knowledge. 1 ~ Upon another occasion, in 
"Marginalia" (November, 1844), he declared, "I make no 
E:xception, even in Dante's favor :-the only thing well 
said of Purgatory, is that a man may go farther and fare 
worse." He could hardly have made such a remark if he 
had read the Purgatorio; and I suspect that he was merely 
applying to Dante a facetious saying which he had found 

11 Works, VIII, 163f. 
12The first two sentences of the passage quoted above from Poe 

were based upon Lieber's introductory note. And the first paragraph 
of Lieber's translation of Niebuhr's essay is as follows (the portions 
used by Poe I have italicized) : 

It w generally believed by all the commentators of Dante, that in 
th.e allegory with which his divine poem begins, the wood ("la selva") 
in which the poet wanders about during night, ought to be explained 
by the state of the human soul, enveloped in vices and passions; 
th.e hill ("il colle") surrounded by the beamis of the sun, as the 
allegory for virtue; and tkc wild beasts ("le f ere") which assail him 
in ascending the mountain, by the vices of carnal appetite, pride, and 
avarice. This interpretation seems to me absolutely erroneous, and 
incapable of being made to agree with the sense of many passages. 
(F. Lieber,. Reminiscences, Addresses, and Essays, Philadelphia, 1881, 
p. 146.) 
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somewhere.13 In his review of The Drama of Exile, and 
Other Poems (January, 1845), he remarked that" 'The Cry 
of the Children' . . . is full of a nervous unflinching 
energy-a horror sublime in its simplicity-of which a 
far greater than Dante might have been proud," and he 
gave an excerpt from that poem as a specimen of "wild 
Dantesque vigor."14 Such statements seem to imply a 
knowledge of the Inferno, but do not necessarily. And one 
may wonder what Poe meant by "a far greater than 
Dante," especially in the matters of energy and sublime, 
horror. 

From the evidence considered up to this point, it 
appears that he may have read the Inferno and that he 
probably had not read the Purgatorio. In "Pinakidia" 
(August, 1836) he referred to Dante four times, and 
thrice quoted from him.15 First, he remarked that "Dante 
left a poem in three languages-Latin, Proven~l, and 
Italian,"16 with reference, I judge, to the canzone begin
ning 

Ai f als ris ! per que traitz avetz, 

which answers the description, and which was in Poe's day 
attributed to Dante. Secondly, he said, 

13Works, XVI, 6. Compare the following lines from Whittier'• 
"The Wreck of Rivermouth" (1864): 

As the Celt said of purgatory, 
One might go farther and fare worse. 

14 Works, XII, 16, 31. 
15Works, XIV, 43, 46, 56. 
16Thomas Gray had noted, in his "Observations on the Pseudo

Rhythmus" ( 1760-61), that Dante had written a canzone in three 
languages; and Gray had quoted three lines of "Ai fals risl" to 
illustrate the fact (P. Toynbee, Dante in Englisk Literature, New 
York, 1909, I, 237). This canzone is classed with "Rime Dubbie" 
both in Moore's ed. of Dante's works (Oxford, 1924) and in the Testo 
Critico (Firenze, 1921). But it was included by C. Lyell in Th.e 
Canzonie1·e of Dante (London, 1835) and Tke Lyrical Poems of Dante 
(London, 1845). (Verses 140-147 of Purgatorio XXVI are in 
Provencal, and are presumably Dante's. C. H. Grandgent, ed., 
La Divina Commedia, Boston, 1933, p. 569, note.) 
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Pulci ... has a passage expressly alluding to a western continent. 
Dante, two centuries before, has the same allusion. 

De vostri sensi ch e del rimanente 
Non vogliate negar l' esperenza 
Diretro al sol, del mondo sensa gente.11 

(But Dante's allusion was to the hemisphere of water, and 
not to a western continent.) 18 Thirdly, 

In Cary's 'Dante' is the following passage 
And pilgrim newly on his road with love 
Thrills if he hear the vesper bell from far 
That seems to mourn for the expiring day. 

Gray has also 
The curfew tolls the knell of parting day.1e 

Fourthly, 

Dante gives the name of sonnet to his little canzone or ode be
ginning 

0 voi che per la via d' Amor passate.20 

If these observations were original with Poe, and if the 
quotations were at first hand, they would suggest that he 
had read some of the Vita Nuova, Canzoniere, and Inferno, 

11/nf. XXVI, 115-117. The reading given here is from the Southern 
Literary Messenger, II, 575 (Aug., 1836); in Works, XIV, 43, correc
tions have been made by Scartazzini's ed. as follows: De > De'; 
ch> ch'; esperenza > esverienza; sensa > senza. 

1sGrandgent, op. cit., p. 236, note to line 117. W. H. Prescott, in 
his article on "Italian Narrative Poetry" (In the North American 
Review, XIX, 349, Oct., 1824), quoted a passage from Pu lei in which 
that author speaks of another continent beyond the ocean, then added 
a note that "Dante, two centuries before, had also expressed the same 
belief in an undiscovered quarter of the globe," and quoted in 
Italian Inferno XXVI, 115-117. 

19The Dante passage is from Purg. VIII, 4-6, in Cary. In "Mar
ginalia" (Sept., 1845) Poe repeated this quotation from Cary's Dante, 
and the one from Gray (Works, XVI, 75). Gray had years before 
pointed out the source of his line when he published the Elegy. 
And these lines from Cary appeared in an article in the Nor. Am. 
Rev. (XXXVII, 524f., Oct., 1833) which Poe might have seen. 

20The sonnet referred to is in the Vita Nuova, VII, and there 
Dante speaks of it as "questo sonetto." 
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in Italian, and some of the Purgatorio in Cary's transla
tion. There is, however, no way of knowing that the obser
vations were original with him, and the quotations at first 
hand; and, since he himself stated that most of the pieces 
in "Pinakidia" were not original (Works, XIV, 40), we 
are obliged to doubt that these observations concerning 
Dante were. Indeed, he never mentioned or quoted from 
the Vita Nuova or Canzoniere anywhere else, nor did he 
ever quote any more from the Divine Comedy. 

There still remain to be considered, though, the resem
blances in Poe's writings to passages in Dante, and a final 
reference to a particular passage in the Inferno. The ex
pression "the memory of past bliss is the anguish of 
today," from the first paragraph of "Berenice" (March, 
1835) , may be an echo of 

N essun maggior do lore 
Che recordarsi del tempo f elice 
Ne la miseria.21 

In Poe's review of Philothea: A Romance (September, 
1836) , the clause "we turn to these pure and quiet pages 
with that species of gasping satisfaction with which a 
drowning man clutches the shore," 212 reminds one a little of 
Inferno I, 22-24, 

E come quei che, con lena aff annata, 
U sci to fuor del pelago a la riva, 
Si volge a l'acqua perigliosa e guata. 

In "Elenora" ( 1841) there is a passage23 which contains 
four phrases that somewhat resemble phrases in the fifth 
canto of the Inferno. The narrator of the story says of 
himself and Elenora, "Love entered within our hearts"; 
the consciousness that they loved came "one evening"; 
"We spoke no words during the rest of that sweet day," 
and their words even upon the morrow were "tremulous" 

21 Works, II, 16; and Inf. V, 121ff. 
22w orks, IX, 146. 
2aworks, IV, 238f. 
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and few. Francesca said of herself and Paolo, "Amor, 
ch'al cor gentil ratto s' apprende, / Prese costui ... / Mi 
prese" (Inf. V, 100-104); the consciousness that they 
loved came "one day" (line 127) ; as for the book they 
had been reading, "That day we read no farther in it" 
(line 138) ;24 and Paolo kissed her mouth "tutto tremante" 
(line 136). 

One of the most striking instances of resemblance is in 
the poem "The City in the Sea" (1831) .25 Professor Bel
den already has called attention to several parallels be
tween this poem and Dante's description of the City of 
Dis. In Poe's poem (lines 36-41) the water is described 
as being still, and in Dante's it is likened to the water 
at Aries, "where the Rhone stagnates" (Inf. IX, 112). 
Poe's lines, 

and 

But light from out the lurid sea 
Streams up the turrets silently-
Gleams up the pinnacles far and free (14-16), 

The waves have now a redder glow (48), 

recall Dante's words, "I discern its mosques ... red as 
if they had come out of the fire" (Inf. VIII, 70-73, Tem
ple Classics translation). The lines, 

While from a proud tower in the town 
Death looks gigantically down (28-29), 

remind one of the rising up of three hellish Furies upon 
the summit of the high tower of the City of Dis (Inf. IX, 
35-38) . 26 The lines, 

But lo, a stir is in the air! 
The wave-there is a movement there! (42-43) 

2•Cp. "ne rispuos' io/ Tutto quel giorno" (Inf. XXXIII, 52f.). 
25 W arks, VII, 49f. See the second sentence of this article, and 

note 1. 
26Include in the comparison, also, the lines, 

'Vegna Medusa, si 'l farem di smalto,' 
Dicevan tutte riguardando in giuso (IX, 52f.). 

Incidentally, Belden errs in speaking of Medusa as one of the three 
Furies; Dante names them in lines 46-48 of canto IX. 
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suggests Dante's description of the coming of the angel 
who is to open the gates of the city: "And now there 
came, upon the turbid waves, a crash of fearful sound, at 
which the shores both trembled" (Inf. IX, 64-66) .21 And 
the lines, 

There open fan es and gaping graves 
Yawn level with the luminous waves (30-31) 

remind one of the many sepulchres within the City of Dis, 
the lids of which were lifted (Inf. IX, 104-121). In addi
tion to the parallels pointed out by Belden, it is to be 
observed that Poe at first called his City "The Doomed 
City," then "The City of Sin"; and that in the last two 
lines of the poem he associated the City with Hell. More
over, Poe called his City the city of Death (lines 1-2); 
and Dante's City of Dis is in "lo regno de la morta gente" 
(VIII, 85). The shrines, palaces, towers, and Babylon
like walls of the City in the Sea, and the water surround
ing it (lines 1-11, 18), remind one of the mosques (Inf. 
VIII, 70f.), high tower (VIII, 2; IX, 36), and walls (VIII, 
78) of the City of Dis, and the Stygian swamp surround
ing it (VII, 100-VIII, 81; IX, 31f). In Poe's poem the 
water is melancholy as well as still (lines 9-11, 24f) ; in 
Dante's, it is "tristo" (VII, 107) and "morta" (VIII, 31). 
The lines, 

and 

No rays from the holy heaven come down 
On the long night-time of that town (12f.), 

A heaven that God doth not contemn 
With stars is like a diadem, 

which followed line 11 in the 1831 edition of Poe's 
Poem's,28 remind us that Dante's Hell receives no light 

27 Inf. IX, 67, should be included in the comparison: 
Non altrimenti fatto che d'un vento. 

28Killis Campbell, The Poems of Edgar Allan Poe (Boston, 1917), 
p. 60. 
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from sun, moon, or stars. The red glow of the waves, and 
the light streaming up the turrets in Poe's City (lines 
14-16, 48) recall not only Inferno VIII, 70-73, but also 

11 f oco etterno 
Ch'entro l'affoca le dimostra rosse (VIII, 73f.), 

and the "cima rovente" of "l'alta torre" (IX, 36). Finally, 
in the City in the Sea the graves yawn level with the waves 
(lines 30-31); in the City of Dis the plain containing the 
sepulchres is on the same level as the Styx. 29 These are 
the points of likeness between Poe's poem and the passage 
in Dante. And it is Belden's conclusion that "Dante's Dis 
bears more resemblance, in imagery and suggestion, to 
Poe's spectral city than any of the other 'sources' that 
have been proposed" (loc. cit.). If Poe was influenced 
here by Dante, he necessarily had read cantos VIII and 
IX of the Inferno. 

Then, in the "Narrative of A. Gordon Pym" (February, 
1837), there are several details in Pym's dreams30 which 
may have been suggested by passages in the Inferno. 
Pym's dreaming of serpents, and the mentioning of deserts 
right afterward, reminds one of Dante's words, 

terribile stipa 
Di serpenti . . . . . . . . . . 
Piu non si vanti Libia con sua rena.31 

Pym's being embraced by immense serpents, too, is paral
leled by Vanni Fucci's having one serpent coil about his 
neck and another about his arms (Inf. XXV, 5ff.), and by 
Agnello's being embraced by a six-footed one (Inf. XXV, 
50ff.). And his having the serpents gaze into his face 
reminds one of the experience of Buoso, although the lat
ter was not being embraced: 

Elli 'l serpente, e quei lui riguardava (XXV, 91). 

211"The sixth circle is apparently on the same level as the ftfth"
Grandgent, op. <:'it., p. 80, note for line 71. 

aoworks, III, 28. 
st[nf. XXIV, 82-85. 
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Pym's dream that he stood naked amid the burning sand
plains of Zahara calls to mind the burning sand of round 
three in the seventh circle with the souls upon it naked 
(XIV, 13-15", 19, 28f., 37-39). Then, the strange trees 
endowed with a human vitality suggest the trees of round 
two in the seventh circle, which had human voice and 
blood ; and the trees' crying for mercy in shrill, piercing 
accents of the most acute agony and despair parallels the 
wailing of the trees in Hell, especially the cry of the one 
from which Dante broke a branch.82 

Finally, in "The Literary Life of Thingum Bob, Esq." 
(December, 1844) , Thingum Bob says, 

From the rubbish of an old boow-stall, in a very remote corner of 
the town, I got together several antique and altogether unknown or 
forgotten volumes. The bookseller sold them to me for a song. From 
one of these, which purported to be a translation of one Dante's 
"Inferno," I copied with remarkable neatness a long passage about a 
man named Ugo lino, wh,1 had a parcel of brats. 

He also copied passages from Shakespeare, Milton, and a 
translation of Homer, signed them all "Oppodeldoc," and 
despatched them as original compositions to the four prin
cipal magazines, with a request for speedy insertion and 
prompt pay. 

Every one of the Magazines .. . gave Mr. "Oppodeldoc" a complete 
using-up .... The "Hum-Drum" gave him a dressing after this 
fashion: 

"'Oppodeldoc' (whoever he is) has sent us a long tirade ec:mcem
ing a bedlamite whom he styles 'U golino,' who had a great many 
children that should have been all whipped and sent to bed without 
their suppers. The whole affair is exceedingly tame--not to say 
fiat."88 

Whether Poe himself purchased (or owned) a translation 
of the Inferno or not, he read somewhere the story of 
Ugolino, which is from canto XXXIII of the Inferno. 86 

82/nf. XIII, 22, 28ff., 33-39, 43f ., lOlf., 118. 
83Works, VI, 4f. He mentioned Dante's name again on p. 8. 
34But he did not have to read the story in a copy of the Inferno. 

G. W. Featherstonhaugh's tragedy, The Death of Ugolino, was pub
lished in Philadelphia in 1830; a translation of the episode was 
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When he wrote that Ugolino "had a parcel of brats," "a 
great many children," he showed knowledge of Ugolino's 
having his sons with him (cf. especially Inf. XXXIII, 
38-39) ; and when he wrote of their needing to be 
"whipped and sent to bed without their suppers," he seems 
to have been alluding to their weeping in their sleep and 
asking for bread (loc. cit.). 85 

It must be admitted that the evidence bearing on our 
problem is scanty. But we have seen that Poe was able 
to read Italian a little, and that there is some reason to 
believe that he owned a translation of the Inferno. And it 
is reasonably certain, judging from the number of times 
he refers to the Inferno, and from the instances in his 
writings of resemblance to passages in it, that he read 
all, or at least considerable parts, of it. His one quotation 
from the Purgat01·io appears to have been taken at second 
hand, and his single allusion to it seems to show that he 

included in E. D. Griffin's Remains, compiled by F. Griffin (New 
York, 1831); and the story was sketched in an article on Dante in 
the Nor. Am. Rev., XXXVII, 506-536, in Oct., 1833 (these references 
from Koch's bibliography, op. cit.). And the passage had been trans
lated by Chaucer (c. 1386), Thomas Gray (c. 1737), T. Roscoe 
(1823), and a dozen other English writers of the 18th and early 19th 
century (Toynbee, "English Translations from Dante," p. xv). 

s5In "The Domain of Arnheim" (March, 1847) he spoke of "the 
art of a creator" apparent in nature; of the Almighty's design being 
"one step depressed"; of "a landscape whose . . . vastness and 
definitiveness, ... beauty, ... shall convey the idea of care, or 
culture, or superintendence, on the part of beings superior, yet akin 
to humanity;" of "the art intervolved" which assumes "the air of 
an intermediate or secondary nature--a nature which is not God, ... 
but which still is nature in the sense of the handiwork of the 
angels that hover between man and God" (Works, VI, 187f.). These 
ideas of art in nature, and nature's being the handiwork of angels 
resemble Dante's ideas, as expressed in the Paradiso, of "the power 
called Nature, which is governed by God, not directly, but through 
his ministers, the ... angels" (Grandgent, "Preliminary Note" to the 
Par., D. C., p. 650; "Argument" to Par. II, pp. 663f.), and of the 
effects of this arrangement as works of art (Par. VIII, 97-108; II, 
127-148, and Norton's note 27 to Par. II). But there is no reason 
to believe that Poe had read the Paradiso. 
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had not read it. There is no evidence at all that he ever 
read the Paradiso. His one quotation from the Vita Nuova, 
and his one reference to a canzone once supposed to be 
Dante's, were probably second-hand; and to Dante's other 
works he never even alludes. There is no convincing evi
dence, therefore, that he read more than the Inferno; and 
he may have done his reading of this poem in translation. 
Furthermore, we may say, in conclusion, that Poe cer
tainly shows no depth of feeling for Dante, and that he 
was not profoundly moved by him. 



THE MASQUE OF THE RED DEATH AND 
I PROMESSI SPOSI 

BY CORTELL KING HOLSAPPLE 

Various suggestions have been made as to the literary 
sources of Poe's The Masque of the Red Death, but none, 
so far as I know, mak~ any reference to Manzoni's 
I Promessi Sposi, a translation of which he is known to 
have reviewed. Long ago W. D. Armes offered it as his 
opinion that the tale was "based on incidents in Harrison 
Ainswo!°th's Old St. Paul and Disraeli's Vivian Grey."1 

Killis Campbell accepted this, stating that in this story 
Poe was "pretty clearly indebted"2 to Ainsworth, and 
"possibly also"8 to Disraeli. He went on to add, as his 
own suggestion, that possibly Poe "had read De Quincey's 
Klosterheim, which exhibits more than one point of simi
larity with The Masque." 4 Elsewhere, he puts forth the 
idea that Poe's tale "may well have been suggested by one 
of Willis's letters to the Mirror (June 2, 1832), in which 
a brief account is given of a similar entertainment in 
Rome, at which he [Willis] witnessed a 'cholera waltz' and 
a 'cholera gallopade' and a figure impersonating the pesti
lence."5 Poe's activities in 1832 were, as is well known, 
obscure; one cannot be sure that at that time he read the 
Mirror, although the likelihood that he did so is very 
strong. Another proposal as to the origins of The Masque, 
that of Dame Una Pope-Hennessy, is that "Prince Pros
pero comes straight out of the Decameron, and ... [that 
the] apartments are reminiscent of the seven coloured 
palaces of the Princes de Serandip [sic] whose adventures 

iw. D. Armes, "Poe and Plagiarism-Theory and Practice," Trans
actions of the A rnerican Philological Association, 1907, p. xxxi. 

2Killis Campbell, The Mind of Poe (Cambridge, Mass., 1933), p. 171. 
sKillis Campbell, "Poe's Reading," Texas Studies in English, V 

( 1925), 181. 
4fbid., pp. 184-185. 
s Poe's Short Stories, ed. Killis Campbell (New York, 1927), p. xxi. 
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Poe may have come across as a boy."0 While it had previ
ously been suggested that Poe had "apparently ... read 
the Decameron,"1 no one else, so far as I know, had urged 
his acquaintance with Mally's Voyages et aventures des 
trois princes de Sarendip. It is true that in each of these 
various proposals the work cited may have been read by 
Poe; the case would be stronger if other evidence demon
strated that the material had actually been read by him. 
Such evidence is not wanting in the case of I Promessi 
Sposi, for Poe reviewed a translations of it for the South
ern Literary Messenger in May, 1835. As the nature of 
his review makes it practically certain that he had read 
the book, 9 it is fitting that a discussion of the origin of 
The Masque should include a mention of Manzoni's novel. 

There are numerous parallels between the two stories,
parallels that suggest the indebtedness of the American to 
the Italian. The duration of the Red Death, as described 
by Poe, was long; the plague was noticeable '"especially 
upon the face of the victim" ; the progress of the disease 
included a "sudden dizziness" ; the symptoms exhibited 
"profuse bleeding at the pores" ; the pest shut its victims 
"out from the aid and sympathy of his fellow-men"; "the 
whole seizure, progress and termination of the disease, 
were the incidents of half an hour" ; and the setting, 
furthermore, is apparently medieval and Italian.10 These 
features are paralleled in I Promessi Sposi. One reads of 
the extended duration of the plague ;11 when a victim is 
stricken, his servant first noted the appearance of the 

6Una Pope-Hennessy, Edgar Allan Poe (London, 1934), pp. 140-141. 
1 Texas Stu.dies in English, V, 190. 
sManzoni's I Promessi Sposi, translated by G. W . Featherstonhaugh 

(Washington, 1834). This translation has been inaccessible to me 
except through microphotographs of selected pages furnished by the 
Library of Congress. 

9Texas Studies in English, V, 166, n. 3. 
10Poe's Complete Works, ed. J. A. Harrison (New York, 1902), 

IV, 250. 
11 Manzonio, op. cit., pp. 198-199. 
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malady in his face ;12 the afflicted one "felt himself ill at 
ease, low spirited, a weakness in his limbs, a difficulty 
of breathing" ;13 the disease was marked by "symptoms 
of spasms, palpitation, lethargy, and delirium, with dis
coloration of the flesh and buboes."14 Clearly the experi
ences of the hero in Milan when the plague was raging 
served to emphasize the fact that the victims were ex
cluded from the society and sympathy of others; "the 
deaths were rapid, violent, and not unfrequently sudden, 
without any preceding indications of sickness" ;15 the set
ting of the story is medieval and Italian. And a sugges
tion for the color of The Masque appears when certain 
prominent characters are described as being clothed in 
"red dresses."16 Moreover, in Poe's review, the only por
tion of the volume quoted gave "a picture of some of the 
horrors of the plague, as it raged in Milan."11 

The ways of creative literary genius are devious, and 
our efforts to trace them may never be wholly satisfac
tory. Poe's use of these sources, if indeed he used them, 
is entirely legitimate. It seems, then, that certain of the 
ideas which appear in The Masque, published in 1842, had 
been in his mind years earlier; they may possibly have 
been suggsted by his reading as early as 1832. Late in 
1841 or early in 1842, stimulated by necessity, Poe's mem
ory and imagination combined to generate and produce 
The Masque. And, even if the sources listed should be sup
plemented by additional research, the originality of Poe's 
work in this tale is not to be denied. 

12/bid., p. 210. 
13/bid. 

H/bid., p. 199. 
16/bid., pp. 199-200. 
16/bid., p. 221. 
11The Southern Literary Messenger, I (May, 1835), 522. 



SOME EVIDENCES OF HAWTHORNE'S INDEBTED
NESS TO SWIFT 

BY ALICE LOVELACE COOKE 

Jonathan Swift held apparently a peculiar fascination 
for Hawthorne and occupied no mean place in his literary 
background. I say peculiar because, in spite of evidence 
of an unflagging interest in his writings, Hawthorne did 
not, it appears, wholly admire the great satirist. His 
childhood response to Gulliver's Travels, if an early jour
nal attributed to him may be trusted, offers a significant 
beginning for tracing his criticism of Swift: 

I have read 'Gulliver's Travels' but do not agree with Captain 
Britton that it is a witty and uncommonly interesting book; the wit 
is obscene, and the lies too fal,se.1 

In 1830, he borrowed from the Athenaeum Library Swift's 
complete works. 2 In 1835, he wrote in his note-book in 
reference to some pigs: 

What ridiculous looking animals! Swift himself could not have 
imagined anything nastier than what they practice by mere impulse 
of natural genius.8 

In a biographical sketch published in 1838, he continued 
the same attitude toward Swift: 

On careful examination of his [Fessenden's] works, I do not find 
in any of them the ferocity of the true bloodhound of literature
such as ... Swift ... which fastens upon the throat of its vic
tims, and would fain drink his life-blood. 4 

Writing in his note-book twelve years later, he declared: 

1George Parsons Lathrop, A Study of Hawthorne (Boston: J. R. 
Osgood and Company, 1876), p. 95. 

2/bid., p. 340. 
8Tke American Note-Books, Old Manse Edition (Boston and New 

York: Houghton Mifflin, 1900), p. 2. All references to Hawthorne's 
work in this study are to this edition. 

•Miscellanies, p. 49. 
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Of a bitter satirist,-Swift, for instance, it might be said, that a 
person or thing on which his satire fell shrivelled up as if the Devil 
spit on it.ci 

Still later in Our Old Home, he referred to Swift's fable 
of the Yahoos as wicked. 6 

During these years in which he was consistently voicing 
his disapproval of Swift as a satirist, Hawthorne was, 
however, drawing on him for allusions. These are fre
quently merely direct references to Gulliver's Travels, and 
are without any implication beyond that of stirring a 
responsive chord of delight in Swift's whimsicality. His 
remark to his juvenile readers in his sketch Sir Isaac New
ton (published in Grandfather's Chair in 1841) is a typi
cal example: 

As Captain Lemuel Gulliver had not yet discovered the island of 
Lilliput, Isaac did not know that there were little men in the world 
whose size was just suited to his windmill.7 

At another time, however, the allusion is somewhat sharp 
in tone. He wrote, for instance, in Our Old Home, that 
one of the queer characters who called upon the consul
author during his England days "had hardly been paral
leled since the days of Gulliver and Defoe," and, he added, 
"his best story was about a race of men (if men they 
were) who seemed so fully to realize Swift's wicked fable 
of the Yahoos, that my friend was exercised with psycho
logical speculations whether or no they had any souls."8 

In commenting on his visitor's story, Hawthorne remarked 
that the "figments" of it might have been wrought in his 
own mind,9 a direct admission of his playing with Swift's 
ideas. Another reference suggests an acquaintance with 
even the less familiar of Swift's writing: 

~Tke American Note-Books, p. 502. 
60ur Old Home, p. 234. 
1The Wkole History of Grandfatker's Chair and Biograpkical 

Sketckes, p. 292. 
sour Old Home, pp. 23ff. 
9lbid., p. 27. 
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I remember Dean Swift's retort to Sergeant Bettesworth .•. 'of 
what regiment, pray sir?'10 

The American Note-Books, moreover, afford evidence 
not only of Hawthorne's interest in Swift, but also of his 
intention of turning to account some of Swift's ideas. Here 
an isolated observation is recorded in the exact manner of 
hints that were, as we know, later utilized in stories by 
the author: 

Brobdingnag lay on the northwest coast of the American Con
tinent.11 

Again, in 1850, a date not far from that of Hawthorne's 
legend of The Pygmies published in his Wonder Book, is 
this passage : 

'Where's the man-mountain of the Liliputs?' cried a little boy as 
he looked at a small engraving of the Greeks getting into the wooden 
horse?12 

Another expressly acknowledges Hawthorne's intention of 
using Swift as a model for a story: 

A prophecy, somewhat in the style of Swift's about Partridge, but 
embracing various events and personages.13 

Such references to Swift (and they are illustrative 
rather than exhaustive) extending, as they do, over a 
period of more than thirty years, lead naturally to an 
inquiry as to how far Hawthorne was indebted to Swift 
for ideas and literary patterns. Even though in such mat
ters one tags and classifies with caution, I have found, I 
believe, in six of Hawthorne's shorter narratives convinc
ing evidence of his indebtedness to Swift. 

10Jbid., p. 475; for an account of Swift and Bettesworth see The 
Prose Wm·ks of Jonathan Swift, edited by Temple Scott, Bohn's 
Standard Library (London: G. Bell and Sons, 1922), pp. 261-271. 
All references to Swift's works in this study are to this edition. 

11 Tke American Note-Books, p. 348. 
l2fbid., p. 505. 
13/bid., p. 347. 
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One theme developed conclusively by both Hawthorne 
and Swift is that of the necessity of death to alleviate 
the horrors of old age. Swift treats this theme forcefully 
in Gulliver's third voyage through the story of the Struld
brugs, while Hawthorne expounds it in The Journal of the 
Solitary Man and his several stories dealing with the elixir 
of life; but his story Doctor Heidegger's Experiment seems 
to me most plainly an echo of Gulliver's experience with 
the Struldbrugs. Hawthorne's reading, from the classical 
legends to the more modern Wandering Jew, was, to be 
sure, full of the incompatibility of immortality and human 
nature; but it is in Swift particularly that the ugliness, 
the impotency, and the utter uselessness of old age find 
the most eloquent expression. That Hawthorne meditated 
on this theme is evident from several observations in his 
note-books, but the following story seems most probably 
to go back to Swift : 

Curious to imagine what murmurings and discontent would be 
excited, if any of the great so-called calamities of human beings were 
abolished,-as, for instance, death.14 

In Doctor Heidegger's Experiment three old men and a 
woman who, the author remarks, should long have been 
in their graves, prove conclusively to Dr. Heidegger 
through their disgusting antics that old age brings little 
peace and that immortality would not be at all desirable 
unless old age were eliminated. Swift's Struldbrugs teach 
exactly the same lesson. But the similarity between the 
two accounts is more than a general one. Not only are the 
four venerable friends made as useless and unattractive 
as the Struldbrugs, but other striking parallels are found. 
When Captain Gulliver is asked to relate how he would 
employ himself if he were to live forever, he answers: 

. . . if it had been my good fortune to come into the world a 
Struldbrug, as soon as I could discover my own happiness by under
standing the difference between life and death, I would first resolve 
by all arts and methods whatsoever to procure myself riches. In the 

14The American Note-Books, p. 30. 
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pursuit of which by thrift and management, I might reasonably 
expect in about two hundred years, to be the wealthiest man in the 
kingdom. In the second place, I would from my earliest youth apply 
myself to the study of arts and sciences, by which I should arrive in 
time to excel all others in learning. Lastly, I would carefully record 
every action and event of consequence that happened in the public, 
impartially draw the characters of the several successions of princes 
and great ministers of state, with my own observations on every 
point. I would exactly set down the changes in customs, languages, 
fashions of dress, diet and diversions. By all requirements, I should 
be a living treasury of knowledge and wisdom, and certainly become· 
an oracle of the nation. 

I would never marry after three score ... 15 

In a word, Captain Gulliver would be a rich man, a states
man, a learned man in arts and sciences. Lessons in diet 
and diversion should make him a wise man, whereby, I 
take it, he means a temperate man. After three score years 
he would cease to think of marriage. The five characters 
in Dr. H eideggers' Experiment personify to the letter 
these five desires when coupled with the frailties of 
human nature; Mr. Melbourne has been a prosperous mer
chant; Mr. Gascoigne is a ruined politician; Dr. Heideg
ger is learned in arts and sciences ; Colonel Killigrew is 
a rake who has wasted his years in intemperance and the 
pursuit of sinful pleasures; the widow Wycherly is a 
coquette who has never ceased to seek matrimony. In these 
characters Hawthorne sets forth in allegory just what 
Captain Gulliver enthusiastically points out should be the 
basis of immortal life; physical well-being, a knowledge of 
arts, sciences, politics, diet, and diversions, to bring wis
dom, and, finally, a period of serenity as a result of all 
loss of passion. Furthermore, Dr. Heidegger points out to 
the four derelicts that, with the experiences of a lifetime 
to guide them, it would be a sin and shame if they did 
not become models of virtue and wisdom. Captain Gulli
ver expresses practically the same thought when he first 
hears of the Struldbrugs. But the four creatures in Dr. 
Heidegger's Experiment remain, as do the Struldbrugs, 

15Gulliver's Travels, p. 218. 
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the worst examples of senility. In the end Dr. Heidegger 
and Captain Gulliver are forced to draw practically the 
same conclusion. Captain Gulliver declares : 

The reader will easily believe, that from what I had heard and 
seen, my keen appetite for perpetuity of life was much abated. I 
grew heartily ashamed of the pleasing visions I had formed, and 
thought no tyrant could invent a death into which I would not run 
with pleasure from such a life.16 

Dr. Heidegger echoes the same lesson: 

Yes, friends, ye are old again, . . . and lo, the Water of Youth is 
all lavished on the ground. Well-I bemoan it not; for if the fountain 
gushed at my doorstep, I would not bathe my lips in it. . . . Such is 
the lesson ye have taught me.11 

The last voyage in Gulliver's Travels may have lent 
something to The New Adam and Eve. Hawthorne's note
book, it is true, contains the germ of the story in this 
passage: 

The race of menkind to be swept away, leaving all their cities and 
works. Then another human pair to be placed in the world, with 
native intelligence like Adam and Eve, but knowing nothing of their 
predecessors or of their own nature and destiny. They, perhaps, to be 
described as working out this knowledge by their sympathy with 
what they saw, and by their own feelings. 18 

On the same page of the note-book is another passage, not 
attributed to Swift, but suggestive of his Yahoos: 

A singular fact, that, when man is a brute, he is the most sensual 
and loathsome of all brutes.19 

Many incidents in The New Adam and Eve seem to me to 
be founded upon Hawthorne's curiosity as to what sort of 
development mankind would undergo if governed solely 
by instinct and passion, as were the original Yahoos cast 

l&(lulliver'B Travels, p. 223. 
UTwice-Told TaleB, I, 323. 
1sTke American Note-BookB, p. 27. 
19/bid., p. 27. 
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on the island of the Houyhnhnms. The situation in Gulli
ver' s Travels is reversed by Hawthorne. Instead of tak
ing Adam and Eve to a paradise, or even to such an ideal 
country as the land of the Houyhnhnms, the author brings 
them to a familiar, every-day world, a modern city, in 
which all the artificiality of civilization remains, but from 
which man himself has departed. Instead of taking 
Swift's point of view that the institutions of civilization 
are destructive agencies, and that man is dominated by 
his bestial nature, Hawthorne shows that man has an in
stinctive desire for institutions which fill his religious, 
moral, and cultural needs. He later designated, we recall, 
the fable of the Yahoos as wicked; hence his contrasting 
point of view. He indicates, however, much in the man
ner of Swift, that mankind often perverts these institu
tions so that they do not meet man's needs. 

Except for his difference in point of view, which leads 
to some striking contrasts, as if Hawthorne intended 
subtly to show the fallacy of Swift's conception and to 
point out its wickedness, the story follows Swift in gen
eral outline and even, in several cases, in incident. For 
example, the bewildered pair, Adam and Eve, make a tour 
of the city, and the author records their naive and ingenu
ous wonder. Like the simple-minded Houyhnhnms in Gul
liver's Travels, the two cannot understand the meaning 
of such relics of civilization as courts of justice, prisons, 
or banks-these are symbols of man's perverted state. Nor 
can they eat anything prepared for a modern state din
ner, nor can they drink the choicest wines; but they make 
a meal off of the proverbial apples, and quench their thirst 
with water. The food of civilized man is as distasteful 
and unappetizing to them as it was to Captain Gulliver 
when he was forced to return to a Yahoo-ruled world. 
They see the portraits of some of the former inhabitants 
of earth; but they fail to recognize them as men and women, 
"beneath the disguise of a preposterous garb, and with 
features and expressions debased, because inherited 
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through ages of moral and physical decay."20 This inci
dent recalls Gulliver's and the Yahoos' failure, for just 
such reasons, to recognize each other as belonging to the 
same race. Adam and Eve, however, visit a dry-goods 
store at the very outset of their tour, and Eve with intui
tive taste drapes herself in a silvery gauze material, 
whereupon Adam garbs himself in a mantle of blue velvet. 
Swift has a good deal to say, in Gulliver's fourth voyage, 
about wearing clothes, and reiterates that the Yahoos and 
Horses, unlike perverted man, had no need for clothes. 
Hawthorne intimates that the need for clothes represents 
one of man's higher instincts. After donning clothes, 
Adam and Eve proceed to church, not declares the author, 
to show off their fine clothes (a Swiftian thrust), but to 
get closer to the spire pointing upward. Within the 
church, their impulse to look upward is cut off by the 
ceiling; hence they have to go outside and kneel at the 
threshold of the church to "give way to the spirit's nat
ural instinct of adoration toward a beneficent Father."21 

Hawthorne emphasizes purity and simplicity in religion. 
Swift's bestial Yahoos had no spiritual instincts whatever, 
and his ideal Horses had substituted philanthropy for 
religion. Next Adam and Eve wander into a library, and 
Adam, without understanding at all the meaning of books, 
feels impelled to linger, believing that somehow here is 
the key to the riddle of why they had been sent hither. 
The Houyhnhnms, on the other hand, had no letters, but 
their knowledge was all traditional. The New Adam o,nd 
Eve was published in February, 1843, a date close to that 
of the references in the note-book about Swift and the 
Partridge prophecy and to the reference in 1842, quoted 
above, about the location of Brobdingnag. This fact, 
together with the fact that the observation about man 
and the brutes occurs on the same page of the note-book 
with the sypopsis of the story, adds some weight to the 

20Mosses from an Old Manse, II, 15. 
21Mosses from an Old Manse, II, 10. 
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view that the general resemblances to Swift's story were 
not merely accidental. 

With a little more certainty Earth's Holocaust may be 
traced to Swift, in a small part to Gulliver's Travels but 
more especially to Swift's Partridge Papers. It seems, 
indeed, to be the story that grew out of Hawthorne's 
expressed intention, already mentioned, to develop a 
"prophecy somewhat in the style of Swift about Part
ridge, but embracing various events and personages."n 
The whole sketch of Earth's Holocaust may be taken as a 
thinly veiled hit at one William Miller's prophecy of the 
imminence of the millennium. Miller attracted consider
able attention in the thirties and forties, and so wide
spread was his influence, that his followers were known 
as Millerites. The millennium was, according to Miller, to 
be consummated in a short time, in accordance with bibli
cal prediction, through destruction by fire. In Hawthorne's 
narrative, the author gives an account of a huge bonfire 
which frees the world from all the evils various reform
ers have ascribed to it. Miller is not mentioned by name; 
but he is specifically referred to as Father Miller, and 
pleasantly ridiculed by Hawthorne in The Hall of Fantasy, 
The New Adam and Eve, and The Christmas Banquet. 
From these sketches it is quite evident that Hawthorne 
was interested in Miller, and that he was amused at the 
seriousness of the prophet and the credulity of his fol
lowers. In a word, Miller's whole activity offered excel
lent material for a narrative in "the style of Swift's about 
Partridge." The famous Partridge was, as is generally 
known, also regarded as a prophet by a large following, 
and Swift was greatly amused at the unquestioning 
acceptance of Partridge's predictions. A particular pas
sage in Swift's account may easily have given Hawthorne 
a starting point: 

June. This month will be distinguished at home by the utter dis
persing of those deluded enthusiasts, commonly called Prophets; 

-:.~The American Note-Books, p. 347. 
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occasioned chiefly by seeing the time come, that many of their 
prophecies should be fulfilled, and then finding themselves deluded 
by contrary events.2s 

Hawthorne follows Swift, in turning Miller and other 
reformers to ridicule, by appearing gravely to accept their 
extravagant claims, and then showing their absurdity by 
outdoing the prophets in exaggeration. Swift also includes 
a prediction that a doubtful victory will be "celebrated" 
by a bonfire, 24 and mentions in another instance a "cele
bration" "by the blazing of a thousand bonfires."25 Finally, 
the dates of the note-book entry proposing a sketch similar 
to Swift's, the several sketches in which Miller's name 
appears, and Earth's Holocaust form a significant series : 
the note-book entry is in 1842 (the month is not given, 
but another entry follows dated June); The Hall of Fan
tasy and The New Adam and Eve were both published in 
February, 1843, The Christmas Banquet in January, 1844, 
and Earth's Holocaust in March, 1844. 

The case for Swift's influence on Earth's Holocaust is 
strengthened by the fact that it seems to owe something 
to Gulli·ver' s Travels as well as to the Partridge Papers. 
A number of the things designated in Hawthorne's sketch 
as rubbish, which civilization should consign to the flames, 
are badges of knighthood, stars and garters, robes of 
royalty, crowns, globes and scepters, all instruments of 
punishment, guns and all munitions of war, laws and 
written constitutions-all of which are ridiculed through
out Gulliver's Travels, and are especially echoed in Swift's 
statement that, in his ideal state, there were no 

politicians . . . axes, gibbets, whipping-posts or pillories . . . no 
pride, vanity or affectation; no fops, bullies, drunkards ... or nobility 
thrown into it on account of their virtues; no lords, fiddlers, judges, 
or dancing masters.2e 

2sJonathan Swift's Works, I, 306. 
24/bid., p. 307. 
25/bid., p. 308. 
26Gulliver's Travels, p. 287 ff. 
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Indeed, just how unnecessary were these relics of civiliza
tion among the Houyhnhnms is best emphasized by Swift's 
remark that the language of the Houyhnhnms had no 
terms to express such words as "Power, government, war, 
punishment."21 

I come now to two narratives that seem indisputably 
to have been inspired by Gulliver's Travels. These are A 
Select Party and The Hall of Fantasy, both fanciful 
sketches founded upon Gulliver's voyage to Laputa. 

A Select Party may be briefly summarized as follows: 
A l\'.Ian of Fancy, from one of his castles in the air, invites 
to a dinner a select group of oddly assorted people, who 
live in a speculative world. These include such persons as 
the Oldest Inhabitant, the Mathematician who can square 
a circle, the Clerk of the Weather Monsieur On-Dit, a 
scholar without pedantry, a Priest without ambition, an 
incorruptible Patriot, and an Ideal Lady. At the appointed 
time, the Man of Fancy receives his guests and entertains 
them before dinner with a tour through the castle in the 
air. The general situation in the story suggests something 
of Captain Gulliver's visit to Laputa. On the flying island 
of Laputa, it will be remembered, lived the Mathemati
cians. They were most unpractical people absorbed in 
many speculative problems, and were as far removed from 
ordinary men as were the fictitious characters in A Select 
Party. In spite of the fact that all the Laputans were 
musicians and mathematicians, each man was so absorbed 
in his own speculations that he had little or no interest 
in anybody else. In A Select Party the same thing is true: 
even though all the guests were known to the Man of 
Fancy, they had few mutual interests, and they formed a 
heterogeneous group. 

But the most striking resemblance is between Laputa, 
the flying island, itself, and the castle in the air. From 
the earth Captain Gulliver mistook the flying island for a 
cloud, but as it came closer he observed that "it appeared 

2 7/bi.d., p. 252. 
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to be a firm substance, the bottom flat, smooth, and shin
ing bright from the reflection of the sea below . . . the 
sides of it ... appeared to be sloping."28 As soon as the 
island advanced nearer, he remarked that "the sides of it 
[were] encompassed with several gradations of galleries 
and stairs."29 Later he added that "the bottom or under
surface, which appears to those who view it below, is one 
even regular plate of adamant, shooting up to a height 
of about two hundred yards. Above it lie the several min
erals in their usual order, and over all is a coat of rich 
mould, ten or twelve foot deep."30 Hawthorne's castle in 
the air is described thus: 

The mansion, though less splendid than many that have been situ
ated in the same region, was nevertheless of a magnificence such as 
is seldom witnessed by those acquainted only with terrestrial archi
tecture. Its strong foundations and massive walls were quarried out 
of a ledge of heavy and sombre clouds which had hung brooding over 
the earth, apparently as dense and ponderous as its own granite, 
throughout a whole autumnal day. Perceiving that the general effect 
was gloomy,-so that the castle looked like a feudal fortress, or a 
monastery of the Middle Ages, or a state prison of our own times, 
rather than a home of pleasure and repose which he intended it to 
be,-the owner, regardless of expense, resolved to gild the exterior 
from top to bottom. Fortunately, there was just then a flood of 
evening sunshine in the air. This being gathered up and poured 
abundantly upon the roof and walls, imbued them with a kind of 
solemn cheerfulness; while the cupolas and pinnacles were made to 
glitter with the purest gold. . . And now, if the people of the lower 
world chanced to be looking upward out of the turmoil of their petty 
perplexities, they probably mistook the castle in the air for a heap 
of sunset clouds to which the magic of light and shade had imparted 
the aspect of a fantastically constructed mansion. 31 

Hawthorne's description is much more imaginative, 
much more extravagant than Swift's, but the details in 
the two are essentially the same. Both the flying island 
and the castle in the air appeared to be made of some firm 

2BGulliver's Travels, p. 161. 
29lbid., p. 161. 
SOJbid., p. 172. 
31 Mosses from an Old Manse, I, 78 ff. 
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substantial material, adamant in one case and granite in 
the other. Both were gilded by the effect of the sun upon 
them. The castle in the air is said to resemble a fortress 
or a monastery; the flying island had sloping sides encom
passed with galleries and stairs, thereby suggesting a 
building of some sort. By the dwellers on earth, both the 
flying island and the castle in the air were taken for a 
cloud. In addition to these parallels, other resemblances 
are found. In spite of their seemingly firm structure, 
both the island and the castle were in constant danger of 
being destroyed. Both of them could communicate with 
the earth, Laputa by messengers, and the castle in the air 
by reports of Monsieur On-Dit. The King of Laputa, like 
the Man of Fancy, was known for his hospitality.82 

A more detailed comparison of the King's palace and 
Hawthorne's castle in the air reveals still further parallels. 
In Laputa the royal palace comprises a number of rooms, 
special mention being made of the king's chamber, the 
banquet room, and the kitchen. Each room suggests, some
how or other, the abode of musicians and mathematicians. 
Thus the king's chamber is filled with globes and spheres; 
in the banquet hall, the dinner itself is made up of a 
shoulder of mutton, cut into an equilateral triangle, a piece 
of beef into rhomboids, and a pudding into a cycloid; 
. . . two ducks, trussed up into the form of fiddles; 
sausages and puddings resembling flutes and hautboys, 
and a breast of veal in the shape of a harp ... "the 
bread [was cut] into cones, cylinders, parallelograms, and 
several other mathematical figures." 38 The kitchen con
tains "all sorts of mathematical and musical instru
ments."3" Besides these rooms, within the palace, there is 
an astronomer's cave, situated in a deep chasm in the 
center of the island, lighted by twenty lamps, "which from 
the reflection of the adamant cast a strong light into every 

32Gulliver's Travels, p. 165. 
aaGullive1"'s Travels, p. 165. 
34/bid., p. 168. 
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part."311 Stored within this room is a "great variety of 
sextants, quadrants, telescopes, astrolabes, and other 
astronomical instruments,"36 and the most interesting of 
all, a large loadstone which controls the motion of the 
island. 

Hawthorne's castle in the air numbers likewise, among 
its many rooms, the Hosts' saloon, a banquet hall, and a 
kitchen. Moreover, Hawthorne as carefully adapted these 
rooms to the dwellers of a castle in the air as did Swift 
to the scientists. One great saloon, for example, is "a vast 
and noble room, the vaulted ceiling of which was sup
ported by double rows of gigantic pillars that had been 
hewn entire out of masses of variegated clouds." The 
pillars were "brilliantly ... polished and so exquisitely 
wrough by the sculptor's skill, as to resemble the finest 
specimens of emerald, porphyry, opal, and chrysolite." 
To each pillar a "meteor was suspended," giving a bril
liant light. 37 In the banquet hall, again, the dinner is 
suggestive : the bill of fare included "a phoenix roasted in 
its own flames, cold potted birds of paradise, ice-creams 
from the Milky Way, and whip syllabus and flummery 
from the Paradise of Fools."88 The dishes were of gold, 
made either "of molten sunbeams, or from the wrecks of 
Spanish galleons that had lain for ages at the bottom of 
the sea."39 The kitchen is not described, but the author 
could not resist mentioning it. One of the characters 
remarks: 

I was beginning to wonder whether a castle in the air were pro
vided with a kitchen.40 

The fact that the kitchen is mentioned but not described 
seems to me conclusive proof that Hawthorne was follow
ing Swift as a model. Corresponding to the astronomer's 

Hfbid., p. 173. 
seGulliver's Travels, p. 173. 
s1Mosses from an Old Manse, I, pp. 79ff. 
BSJbid., p. 99. 
ae Ibid., p. 98. 
•oMosses frtJm an Old Manse, p. 98. 
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cave are several apartments filled with objects as appro
priate to a castle in the air as were the astronomical 
instruments to the mathematicians. In one apartment, a 
multitude of ideal statues are found, "the original concep
tions of the great works of ancient or modern art, which 
the sculptors did but imperfectly succeed in putting into 
marble."-n In another apartment is "a splendid library 
containing works merely planned by authors, such as the 
untold tales of Chaucer's Canterbury Pilgrims .... "'2 

The emphasis on the singular costumes worn by the 
people in Laputa and in the castle in the air also indi
cates a similarity between Swift's and Hawthorne's stories. 
Again, in each case, the costumes are peculiarly appro
priate. In Laputa the outward garments are said to be 
"adorned with the figures of suns, moons, and stars, inter
woven with fiddles, harps, trumpets, guitars, harpsichords,. 
and many other instruments of music known to us in 
Europe."'13 In the castle in the air, "a rude, carelessly 
dressed, harum-scarum sort of elderly fellow, known by 
the nickname of 'Old Harry,'" comes into the saloon, but 
on being shown the dressing room, he reappears "with his 
gray hair nicely combed, his clothes brushed, a clean 
dickey on his neck, and altogether so changed in aspect 
as to merit the more respectful appellation of Venerable 
Henry."44 Mother Carey has left her chickens at home, 
and has come to the party in gossamer and pink silk 
stockings. 

In a word, the two narratives are evidently cut from 
one pattern. The differences are merely matters of the 
trimmings put on by the two authors to garb their articles 
in appropriate habiliments. But these two narratives pro
duce unlike effects on the reader, and Swift's ideas, as 
they run through Hawthorne's brain, take on different 
meaning. Hawthorne's sketch is light-hearted, genial,. 

H Ibid., p. 95. 
42/bid., p. 95. 
43Gulliver's Travels, p. 163. 
HMosses from an Old Manse, I, 92. 
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fanciful, "exquisite fooling," and it is never for one 
moment to be taken tJeriously. Castles in the air are 
made to appear delightful places of refuge for any 
man of fancy, whether he be a mathematician or a poet. 
Swift's flying island, on the other hand, is simply a region 
of absurdity created by Swift to ridicule what he believed 
was a perfectly useless and impractical group of people. 

In The Hall of Fantasy, Hawthorne draws perhaps upon 
Swift's Grand Academy of Lagado for his general plan; 
but he comes back to the island of Laputa for a few bits 
not utilized in A Select Party. The hall of fantasy, like 
the academy of Lagado, is an edifice consisting of many 
different apartments, each devoted to some sort of specu
lation for improving the world. It is a place where "the 
inmates breathe . . . a visionary atmosphere," a place 
where "the idea is all in all," a place "for all who have 
affairs in that mystic region which lies below, or above, 
or beyond, the actual."411 The hall is located so that in its 
upper apartments "the inhabitants of earth may hold con
verse with the moon," and in the lower ones, communi
cate "with the infernal regions."46 The capital city of 
Lagado also holds communication with Laputa, the flying 
island, and the academy is opened after a number of per
sons have come back from Laputa with "a very little 
smattering in mathematics, but full of volatile spirits 
acquired in that airy region."47 One of the apartments in 
the hall of fantasy is an observatory in which a wonder
ful perspective glass is kept. This observatory may have 
been suggested by the astronomer's cave in Laputa, the 
perspective glass in its importance being comparable to 
the loadstone in the cave. 

The inmates of the hall, like the professors at the 
academy of Lagado, all have some peculiar crotchet of the 
brain, and are too bent upon improving society, although 
they are not all, like the professors, engaged upon some 

45Mosses from an Old .Manse, I, 239 ff. 
46Jbid., p. 241. 
•1Gulliver's Travel8, p. 184. 
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useless or absurd experiment. One group of speculators 
in The Hall of Fantasty is described in terms strikingly 
similar to those used in Gulliver's Travels of the inhab
itants of Laputa. Swift's description runs thus: 

... indeed was I much in their debt, having never till then seen a race 
of mortals so singular in their shapes, habits, and countenances. Their 
heads were all reclined either to the right or to the left; one of their 
eyes turned inward, and the other directly up to the zenith ... the 
minds of these people are so taken up with intense speculations, that 
they neither can speak, nor attend to the discourses of others, without 
being roused by some external taction.4 B ••• their ears adapted to 
hear the music of the spheres. 49 

Hawthorne's ·account is as follows: 

Most of them were men of broad fore heads, meditative countenances, 
and thoughtful, inward eyes; yet it required but a trifle to summon 
up mirth .... Some strode about, or leaned against the pillars of the 
hall, alone and in silence; their faces wore a rapt expression, as if 
sweet music were in the air around them .... 5o 

The two have in common several details. Swift's phrase, 
"mortals so singular in shapes, habits, and countenances:' 
is repeated by Hawthorne in thought and in similar phras
ing by "men of broad foreheads, meditative countenances." 
Both descriptions use the detail of inward eyes. Swift's 
line "Their ears adapted to hear the music of the spheres" 
is echoed by Hawthorne's "rapt expressions as if sweet 
music were in the air about them." Both embody as the 
basic idea a queer group of men who are so absorbed in 
speculation as to have little interest in an external world~ 

Some of the Utopian projects upon which the members 
of the hall of fantasy are engaged recall Swift in absurd
ity and exaggeration, if not in actuality. One inventor, for 
example, had a machine "for the distillation of heat from 
moonshine; and another for the condensation of morning 
mist into square blocks of granite. . . . Another person 
had a scheme for fixing the reflection of objects in a pool 

• 8Gulliver's Travels, p. 163. 
49/bid., p. 167. 
l'> 0 Mosses from an Old Manse, I, 243. 
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of water, and thus taking the most lifelike portraits imag
inable."111 Another group composed of members of the 
Chamber of Commerce, proposed startling and extrava
gant schemes for building "cities, as if by magic, in the 
heart of pathless forests" ; or for laying out streets "where 
the sea was tossing" ; or for staying mighty rivers "in order 
to turn the machinery of a cotton mill."52 Other groups 
were composed of religious, political, and moral reform
ers. Many of the current reformers, such as the abolition
ists in general or Father Miller in particular, are surely 
singled out for satire. How these projects, projectors, and 
reformers find counterparts in Gulliver's Travels may be 
seen readily from a few examples : a group of blind men 
are busily employed at the Academy of Lagado mixing 
colors for painters; an architect has contrived a method 
of building houses by beginning at the roof; an inventor 
is at work trying to turn ice into gunpowder. Besides 
these mechanical projectors, all sorts of reformers are 
busy devising educational and political schemes, each out
doing the other in absurdity. As in Hawthorne's sketch, 
current reformers in general and in particular are singled 
out for ridicule. Projects were the hobby of Swift's day 
and something of a fad in Hawthorne's; hence a mere 
recollection of absurd projects would not mean necessarily 
that Hawthorne was indebted to Swift. But when in addi
tion, Hawthorne unifies his projects by a plan similar to 
that used by Swift in the famous academy, then he surely 
must have owed something to Swift. Here again the dis
similarity in the nature and genius of the two men is 
apparent in the final impression left by the two sketches. 
Swift condemns scornfully all knowledge which does not 
lead to some practical result, whereas Hawthorne sympa
thetically sees in many of the wildest schemes the strug
gle of humanity for something higher. 

In his story of The Pygmies, one of the classical legends 
of The Wonder Book and Tanglewood Tales, Hawthorne 

r:. 1Mosses from an Old Mame, I, 247. 
llZJbid., pp, 246 ff. 
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seems to owe a good deal to Swift's account of A Voyage 
to Lilliput and something to A Voyage to Brobdingnag. 
Hawthorne's classical legends as a whole were written 
between 1851 and 1853, and the pygmy story was finished 
March 9, 1853.53 Late in December, 1850, his note-book 
contains a direct reference (already quoted in another 
connection) to Lilliput: 

"Where's the man-mountain of these Lili puts?" cried a little boy, as 
he looked at a small engraving of the Greeks getting into a wooden 
horse.54 

The note-book at this time frequently records the curious 
remarks of Hawthorne's son, Julian, and the little boy 
referred to is most likely Julian. Very probably Haw
thorne had been either reading or telling Swift's story to 
his son. Another entry in December, 1850, refers to Swift 
as a bitter satirist. 55 These two entries are proof that 
Swift had been in Hawthorne's mind shortly before he 
actually completed his own story of the pygmies. The 
action in this story, it is true, follows the legendary 
account of the fight between Antaeus, the giant brother 
of the pygmies, and Hercules ; but the conception of the 
pygmies as a diminutive race of men, whose civilization 
was a replica in miniature of that of the human race, goes 
back to Swift. Homer, Juvenal, Pliny, Herodotus, and 
Philostratus, with whom Hawthorne in all probability had 
some acquaintance, all make the pygmy a very primitive 
being. The most any of the ancient writers claim for the 
pygmy (and not many claim so much) is that he lived in 
"caves built of mud, feathers, and egg-shells."~6 He was, 
in classical accounts, simply a puny little savage who wore 
few or no clothes, who spoke no articulate language 

153 Am.crican Note-Book, p. 595. 
51/bid., p. 505. 
:Ja/bid., p. 502. 
:;aEdward Tyson, A Philosophical Essay Concerning the Pygmies 

of the Ancients, edited by Windle (London, David Nutt, 1894), p. 62; 
see also W. A. Eddy, Gulliver's Travels, A Critical Study (Prince· 
ton, 1923), pp. 74 ff. 
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(except in Ctesias's account), and who engaged in con
stant warfare with the cranes. Hawthorne and Swift, on 
the other hand, endow the pygmy with the thoughts and 
feelings of the human race, and impose on him the arts 
and achievements of modern civilization. It is quite true 
that Hawthorne modernizes all his classical myths-in 
fact, he boasts of giving them a Gothic or romantic guise
because he believes the myths are "legitimate subjects for 
every age."57 But the romantic guise in this particular 
case owed much in design to Swift In the first place, 
Swift describes the Lilliputians as living in cities, laid out 
in well-constructed streets, the largest of which is five feet 
wide and the smallest eighteen inches, with the king's 
palace in the center, and an ancient temple near by. The 
country surrounding the city is said to appear like a con
tinuous garden, the enclosed fields resembling flower 
gardens. That Hawthorne follows this description, not 
only in general outlines, but in detail, the following account 
will prove: 

It must have been very pretty to behold their little cities-with 
streets two or three feet wide, paved with the smallest pebbles, and 
bordered by habitations about as big as a squirrel's cage. The king's 
palace attained the stupendous magnitude of Periwinkle's baby-house, 
and stood in the center to a spacious square which could hardly have 
been covered by our hearth-rug. Their principal temple, or cathedral, 
was as lofty as yonder bureau. . . . 

The country round about was conveniently laid out in fields, the 
largest of which was nearly of the same extent as one of Sweet 
Fern's flower beds.58 

Furthermore, the pygmy was, according to classical tra
dition, a cubit high. The cubit was a variable measure, 
but was never less than twelve inches and was generally 
more. Swift and Hawthorne, however, are in accord in 
making the average pygmy about six inches tall, and both 
say that a pygmy was regarded as prodigiously tall if he 
were even a fraction of an inch above the normal stature. 

117 Preface to Wonder-Book and Tanglewood Tales, p. xiii. 
llBA Wonder-Book and Tanglewood Tales, pp. 290 ff. 
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Indeed, such a variation from the normal was sufficient, 
both authors point out, to make a pygmy a leader among 
his people. 69 

Besides having the same basic conception of the pygmy 
and his civilization the two modern writers show a most 
striking correspondence in other respects. Both give a. 
similar account of the relation between the pygmies and 
the giants. Both bring out clearly that the pygmies in no 
way regard themselves as inferior to the giants, but, on 
the contrary, they assume a patronizing attitude toward 
the big men, and that the giants good-naturedly humored 
the joke, and respectfully considered their smaller breth-· 
ren. Swift relates, for example, how the Lilliputians used 
Captain Guliver for frolics, doing such stunts as playing 
hide-and-seek in his hair, dancing on his hand, and leap
ing their horses over his hand. 60 He tells how Captain 
Gulliver once frightened dreadfully a poor pygmy by mak
ing countenances as if he would eat the pygmy alive, and 
how he frequently carried the pygmies about in his pockets 
or placed them in his hand to carry on a conversation.61 

Hawthorne repeats practically the same incidents: 

On all their holidays, the Pygmies had excellent sport with Antaeus .. 
He often stretched himself out at full length on the ground, where 
he looked like the long ridge of a hill. . . . He would lay down his 
great hand flat on the grass, and challenge the tallest of them to 
clamber upon it, and straddle from finger to finger. So fearless were 
they, that they made nothing of creeping in among the folds of his 
garments. Wh~n his head lay sidewise on the earth, they would 
march boldly up, and peep into the great cavern of his mouth, and 
take it all as a joke .. . when Antaeus gave a sudden snap with his 
jaws, as if he were going to swallow fifty of them at once. You 
would have laughed to see the children dodging in and out among his 
hair, or swinging from his beard. It is impossible to tell half of the 
funny tricks they played with their huge comrade. . . . 6!? 

69Gulliver's Travels, p. 29; A Wonder-Book and Tanglewood Tales, 
p. 290. 

60Gullive1·'s Travels, pp. 38 and 40. 
61 /bi.d., p. 31. 
Cl:?A Wonder-Book and Tanglewood Tales, p. 296. 
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Another passage reveals how Hercules, like Gulliver, set 
the pygmy on the palm of his left hand in order to carry 
on a conversation. 68 

For another detail used to bring out this friendly and 
playful relation between the big and the little men, Haw
thorne draws upon Captain Gulliver's visit to the Brob
dingnagians. These giants, it will be recalled, would help 
to sail Gulliver's boat by blowing it with their breaths.6• 

Hawthorne recalls that 

" ... when they [the pygmies] wanted a breeze to turn their wind
mills, the Giant would set all the sails a-going with the mere natural 
respiration of his lungs."6s 

Swift represents the pygmies as building a stage from 
which to address Captain Guliver, who was lying on the 
ground; and he says the person who addressed Gulliver 
"acted every part of an orator." 66 Hawthorne makes the 
phrase "acted every part the orator," specific, and has a 
pygmy make a speech from a toadstool over the prostrate 
form of Hercules.67 His speech, like Gulliver's, is full of 
ironic thrusts at political orators. In another instance, 
Swift tells how all the people were warned to stay in 
their houses for safety when Captain Gulliver walked the 
streets.68 Hawthorne says that Antaeus might have set his 
foot upon a multitude; and when he took it up again, 
there would have been a pitiful sight. 69 Both authors 
represent the pygmies as being equipped with arrows, 
swords, and lances, and as having elaborate military 
reviews and processions. Both make constant use of 
familiar objects, sometimes the same object, to keep before 
the reader the diminutive scale of life. For example, Swift 
says the water buckets of the Lilliputians were about the 

UJbid., p. 317. 
HGul.liver'1 Travels, p. 123. 
e11A Wonder-Book and Tanglewood Tales, p. 294. 
66Gulliver'1 Travels, p. 22. 
e1A Wonder-Book and Tanglewood Tales, p. 311. 
esGulliver's Travels, p. 46. 
69A Wonder-Book and Tanglewood Tales, p. 293. 
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size of a large thimble.10 Hawthorne says, "You might 
have hidden a Year-old baby under a thimble."11 

There are other similarities, but enough have been noted 
to indicate how closely one story agrees with the other. 
After all, it is the totality of effect which makes one seem 
so much an echo of the other. In each story the affairs of 
men are made absurd when put on a dimunitive scale. In 
each, heroes basking in their glory, orators prating of the 
national honor, generals and kings exhorting their follow
ers to remember the eyes of the world are upon them,
all are satirized by the grave but mock deference paid to 
creatures six inches high. 

This study of Hawthorne's indebtedness to Swift shows 
more than anything else that Hawthorne and Swift had 
much in common. The strange fascination which Swift 
had for Hawthorne is to be explained, I believe, by the 
fact that Hawthorne saw in Swift's genius a reflection 
of his own. He recognized that, in analyzing human 
nature, in probing into the motives of men, in stripping 
from human nature its empty and imposing pride, he and 
Swift were kindred spirits. He understood Swift's dex
terity in the use of satire, ridicule, and allegory. He appre
ciated the fantastic tricks of Swift's imagination. He 
responded to Swift's simplicity and directness. But he 
apparently considered that Swift's perspective was all 
wrong. He felt that humanity, for all its frailties, had 
something of spiritual nature which acted as a redeem
ing power. He, therefore, made a profound and artistic 
study of Swift's work, especially of Gulliver's Travels. 
This study gave him the material for at least six narra
tives. For an author of Hawthorne's originality, the num
ber seems at first large; but it is small in proportion to 
the number of narratives Hawthorne wrote. Nor does any 
one of the six represent slavish borrowing; each, on the 
contrary, bears the stamp of the author's genius. 

10Gulliver's Travels, p. 56. 
71A Wonder-Book ancl Tanglewood Tales, p. 292. 



PAUL HAYNE'S REPUTATION IN AUGUSTA AT THE 
TIME OF HIS DEATH 

BY DANIEL MORLEY MCKEITHAN 

Paul Hamilton Hayne, of South Carolina, was a gifted 
but definitely a minor poet. My purpose here is to show 
that at the time of his death Hayne's contemporaries in 
Augusta regarded him as the best Southern poet of his 
generation (which he was not) , and that they sometimes 
lumped their praise of his poetry, his character, his relig
ious faith, and his love of the South in such an uncritical 
fashion that even Hayne himself could not have found it very 
satisfying. On the contrary, it must have intensified his feel
ing of loneliness in his isolation in the "pine barrens." 
There he was remote from kindred spirits who understood 
his art and might have been able to help him with intelli
gent criticism. Although Hayne was widely praised in his 
later years, the volumes of his poetry did not sell, his 
income from contributions to magazines was small, and he 
remained poor to the end of his days. 

Hayne died at Copse Hill, in the "pine barrens" sixteen 
miles west of Augusta, Georgia, on July 6, 1886. His 
friend, Major Joseph Hill, of Grovetown, afterwards 
wrote: 

Delicate from youth, Hayne, for some years past, has been an 
invalid. Last winter he began visibly to fail, and in the spring over
taxed his weakened powers by arduous literary labor, and after April 
3 failed rapidly.1 

Toward the end of March, Hayne had been well enough 
to visit in Augusta for a few days, at the special in vita-

1Written to a Charleston lady, published in the Charleston News 
and Courier, and quoted in the Augusta Evening News of Aug. 14:, 
1886. 

Most of the material contained in this article was gleaned from 
items in the Augusta Evening News from March 1 through Aug. 31, 
1886, and the Augusta Chronicle from July 9 through Aug. 31, 1886. 
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tion of the Hayne Literary Circle. 2 The occasion was a 
series of three Shakespearean lectures by Dr. Andrew A. 
Lipscomb,3 who had been brought to Augusta by the Hayne 
Circle for "cultivation and mental improvement," as well 
as to raise a fund for the benefit of the library! Hayne 
and his wife attended the last two lectures (on The Mer
chant of Venice and Hamlet), which were delivered on 
March 25 and 26. They were guests in the home of Judge 
and Mrs. William F. Eve. The Evening News for Wednes
day, March 24, says: 

It is possible that at one of the lectures we may have a few words 
from the eloquent laureate of the South, in whose honor Augusta's 
Literary Circle is named. 

On April 5 the Hayne Circle passed resolutions of thanks 
to Hayne and Mrs. Hayne for their presence at the 
Lipscomb lectures. 5 

2The Hayne Literary Circle, composed of a group of the leading 
men and women of Augusta, was named in honor of Paul Hayne. The 
president at the time was William H. Fleming, a promising young 
lawyer. The Circle had been meeting fortnightly, in the library, and 
had been studying the plays of Shakespeare and the poetry of Goethe, 
among other things. It has passed out of existence. 

SA Methodist minister who had served as chancellor of the Univer
sity of Georgia and as professor of belles-lettres at Vanderbilt. 
Evening News, M a"Fch 22. 

4Tickets were fifty cents, or $1.25 for the series. A sum of about 
$100 was cleared and went to the library in the form of books, mainly 
on Shakespeare. For notices of the lectures, Hayne's visit, and the 
books see the Evening News for March 2, 22, 23, 24, 25, 27; April 5, 
6; June 4, 24. 

5The Evening News for April 28 highly praises and quotes Hayne's 
prem Face to Face, which had just appeared in the May number of 
Harper's. The issue for May 13 quotes William H. Hayne's poem 
Welcome to Davis from the Montgomery Advertiser, and that for 
May 14 says that he had just returned from Montgomery to Copse 
Hill. 

William Hamilton Hayne (1856-1929) was Paul Hayne's only child. 
The strongest affection existed between father and son. Each ad
dressed five or six poems to the other. William had probably gone 
to Montgomery to visit his mother's brother, Dr. Michel (whose son, 
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In the latter part of May, Hayne and his wife visited 
in Macon. The Evening News for May 14 contains this 
notice: 

One of the pleasant features of Macon next week will be the visit of 
Paul Hamilton Hayne. A reception will be tendered him by the 
Macon Athenaeum ... on Thursday evening, 20th instant. 

The issue of May 31 reports that the occasion of the re
ception was the thirty-fourth anniversary of the Haynes' 
wedding. A handsome silver water service was presented 
to them, and there was a musical and literary program in 
their honor, including recitations from Hayne's poems.6 

Early in July Hayne had an attack of paralysis, caused 
by a blood clot on the brain, 1 and died July 6. Hayne him
self had expressed a desire to be buried in Charleston,8 

but in accordance with the wish of his family and the 
people of Augusta he was interred in Magnolia, better 
known as City Cemetery, Augusta. The funeral was a pub
lic one, the most elaborate the city had ever witnessed, 
and all expenses were paid by friends. 9 There was a called 

also a physician, now lives in Augusta). It is possible that he timed 
the visit to coindde with that of Jefferson Davis, who was being wel
comed in Montgomery with great enthusiasm at the time. 

eMrs. Hayne wrote Mrs. Margaret J. Preston (letter received June 
23) that "they lavish every delicate and tender attention upon him," 
that "this visit to Macon was one of rare pleasure," that the father 
of Sidney Lanier had said to her, "Your husband is as beloved here 
as my son was in Baltimore." She added that Hayne had seemed 
better for a few days after their return to Copse Hill but had grown 
decidedly worse. See The Southern Bivouac, II (Sept., 1886), 228; 
and Elizabeth Preston Allan, The Life and Letters of Margaret 
Junkin Preston (Boston and New York, 1903), pp. 314-16. 

1Ckronicle, July 15; The Southern Bivouac, II (Sept., 1886), 229. 
S"Qh ! Queen; oh! madre imperiale, when the sunset has faded, and 

the twilight gone, and the night descended, wilt thou not call the 
wearied exile home? 

"He would fain sleep within the sound of thy waters, under the 
shadow of thy immemorial oaks, near the sacred dust of his fathers!" 
The Southern Bivouac, I (Nov., 1885), 336. 

9For notices of the funeral see the Evening News for July 8, 9, 10, 
12, 21; and the Chronicle for July 9, 10, 11, 13. 
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meeting of the City Council of Augusta at the office of 
Mayor Robert H. May at 6 :30 P.M., July 7, "to do honor 
to the memory of one of Georgia's honored citizens .... 
who has helped to immortalize his native Southland in 
prose and poetry; one whose genius has won the admira
tion of the Union-Paul Hamilton Hayne."10 The City 
Council unanimously adopted resolutions in his honor, 
requested that the body be buried in Augusta, selected 
and set apart a section in the cemetery for the grave, and 
resolved to attend the funeral in a body, as "a mark of 
respect to Southern genius, patriotism, and manhood." 
On the same evening the Hayne Literary Circle met to 
pay tribute to "their patron." There were speeches in 
Hayne's honor, and a memorial was adopted. A committee 
of nineteen women was appointed to arrange garlands 
and flowers for the funeral, and the men voted to "act as 
an escort to the remains and assist in any arrangements 
for the interment of the dead poet."11 That night (July 7) 
Hayne's body was brought from Copse Hill to Augusta, 
and lay at St. Paul's Episcopal Church, where the funeral 
was held at five in the afternoon, on Sunday, July 11. The 
church was completely filled by "one of the largest and 
most sympathetic assemblages ever seen in old St. Paul's." 
The Mayor and City Council attended in a body, as did 
the Hayne Circle, the Confederate Survivors, and the Har
monic Society. "The altar and chancel were literally cov
ered with floral tributes, ... the handsomest and most 
appropriate ever used for such a ceremony, ... the most 
beautiful and artistic ever seen in Augusta."12 Among the 
honorary pallbearers who attended were Major Chestney 
(of the Macon Telegraph), Dr. A. J. Battle (President of 
Mercer University), C. A. Lanier (brother of Sidney 
Lanier), Col. James R. Randall (author of Maryland; 

10Evening News, July 8. 
11 /bid. "His grave will be under the care of the society which 

bears his name. All classes are joining in the movement to pay 
proper tribute to the sleeping singer." Chronicle, July 9. 

1 '2Evening News, July 12. 
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editor of the Chronicle), Gen. C. A. Evans, Samuel Lord, 
Jr. (of Charleston, to whom Hayne had addressed Senex 
to His Friend), W. B. Seabrook (of Charleston), Charles 
W. Hubner (of the Atlanta Journal), Col. I. W. Avery 
(of the Atlanta Capital), and Judge W. F. Eve (one of 
Hayne's most intimate Augusta friends) .13 

The Right Reverend John W. Beckwith, the Episcopal 
Bishop of Georgia, officiated, assisted by the Rev. E. G. 
Weeda and the Rev. C. C. Williams, Rector of St. Paul's. The 
Chronicle for July 9 states that Bishop Beckwith "has 
always been a great admirer and personal friend of 
Mr. Hayne," and the issue for July 13 reports his funeral 
sermon at great length. I quote from it briefly: 

You knew him well; and if you knew him you loved him. . You 
know of his genius. You know what beauties he saw in every 
flower .•.. 

There were times when that sensitive spirit trembled in the chill 
shadow of doubt, . . . when the intellect of the man mastered the 
spirit of the man, and demanded of that spirit a reason which should 
satisfy human judgment and prove the divinity of our Lord . . . ; 
with the poet's instinct, he learned to love the character of the 
blessed Master, ... to trust Him, ... to obey . . . ; he was as gentle, 
and as pure, and as tender, and as sympathizing as a woman. Manli
ness and womanliness met in his character. . . . 

Some years ago, when he was too weak to come to church, at his 
own home in the pines, I administered the rite of confirmation. . . . 
And so, so far as I knew him, wherever he looked, wherever he wan
dered in nature, ... he saw the impress of his Creator, ... and today 
in Paradise the spirit of Paul Hayne pays homage to its Creator. 

Hayne was born in Charleston, and spent his first thirty
five years there. He called himself her poet. Two wreaths, 
one of magnolia and one of laurel, were sent to the funeral 
from his old Charlestone home. The laurel wreath rested 
on the coffin just above the poet's head during the 

iaEvening News, July 10, 12; Chronicle, July 11. 
uconsecrated Episcopal Bishop of Florida, August 11, 1886. 

Chronicle, August 10. 
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funeral. 15 The Chronicle of July 11 quotes from an edi
torial in the Charleston News and Courier (July 9) , advo
cating that Hayne be buried in Charleston : "We can claim 
him now, even if Charleston did seem cold to him in the 
days that are gone." The Chronicle, in the same issue, 
reprints its own editorial of July 1 concerning Hayne's 
homesickness for Charleston. It emphasizes Georgia's love 
and appreciation of him, and refers to him as a "rare 
and gifted spirit-one who, in the shock of a fiery mate
rial civilization, has lived for art and duty alone." The 
Evening News for July 9 quotes from the News and 
Courier a sketch of Hayne containing these ideas: he was 
the most conspicuous Southern man of letters of his day 
except Simms, the most widely known of Southern poets 
of his generation ; his fame will rest on his lyrics rather 
than his longer poems, though The Wife of Brittany is as 
good as William Morris at his best.16 An editorial in the 
Chronicle for July 14 discusses the reason why "Charles
ton has not taken any considerable interest in Paul 
Hayne," adding proudly that Augusta "did not suffer her 
heart to grow cold to Mr. Hayne alive or dead." On July 
13 the City Council of Charleston unanimously adopted 
resolutions on Hayne (offered by Alderman J. Adger 
Smyth) expressing Charleston's sorrow at his death and 
her gratitude to the people of Augusta for their atten
tions to Charleston's poet and the honor they had paid 
his memory since his death. They were sent to the 
City Council of Augusta, which spread them on the minutes 
of August 2 and published them in the Chronicle of 
August 4.11 

Not to be outdone by Charleston and Augusta, the citi
zens of Grovetown, a small village about a mile from 

t 5 Evening News, July 12; Chronicle, July 13. 
16The same article says that Hayne's father, a naval lieutenant, 

"died while on duty at Pensacola." Hayne himself had said (in his 
youthful poem My Fath.e'd that his father had died at sea and had 
been buried "upon a distant shore." By sea, Pensacola is over a 
thousand miles from Charleston. 

:•see also the Evening News for July 14 and August 3. 
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Copse Hill, also paid tribute to Hayne. A letter from W. 
J. Heggie, of Grovetown, appeared in the Evening News 
for July 17. He feels that those who knew Hayne only by 
his writings 

cannot value and love him as we, his neighbors, did, ... who saw him 
every day, knew his kind, true heart, and how good and sympathetic 
he was. . . . I have known Colonel Hayne for five years, and seen him 
nearly every day; when he was well and the weather permitted he 
never failed to come to the village for his mail. We used to look for 
old "Dick," his horse, with interest, and felt pleased when we saw the 
buggy coming down the hill. The Colonel would always stay awhile, 
and was always pleasant. . . . Distinguished people were constantly 
coming to see him, and it pleased us to know he was valued by 
others .... He was interested in all that interested us and always 
glad to held in everything that would improve his neighborhood. No 
one ever applied to him in vain for help. Little children loved 
him •... 

Col. Hayne was a great poet, and we are glad for his sake and his 
family and the South that this is so; but we ... value and love him 
for himself. We shall always feel kindly to Augusta for the great 
and loving respect she showed him. 

On the afternoon of July 18 and the evening of July 21 
the citizens of Grovetown held meetings "commemorative 
of the great loss Grovetown has suffered in the passing 
away from us of Col. Hayne."18 There were speeches in 
praise of his poetry and character, recitations from his 
poems, and resolutions in honor of Hayne as well as of 
his wife and son. 

There can be no doubt that Hayne was greatly beloved 
in Georgia at the time of his death.19 The Chronicle and 

tsEvening News, July 21, 24; Chronicle, July 28. 
t9There was also a feeling of regret that Hayne had received so 

little money for his writings. The Chronicle of July 9 says concern
ing the "Complete Edition" of Hayne's poems (Boston, 1882): 

... we have yet to hear that the slightest profit has yet accrued to the 
author, from royalty on the sale of the work, or any direct remunera
tion from the publishers. 
Four days later (July 13) it quoted the Baltimore Sun to the effect 
that Hayne was one of those poets who "were praised but neglected 
by their own section, and had to rely much upon Northern readers 
for such measure of pecuniary success as they enjoyed." On July 22 
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Evening News of July and August contain a good many 
other tributes, both in prose and verse. 20 The two most 
interesting ones21 are by Dr. Andrew A. Lipscomb,~2 who 

it reprinted the statement from the Mobile Register that Hayne "had 
hard work of it to support his family with his pen ... but if his own 
people had properly estimated the worth of his writing his life would 
have been an easy one." 

An editorial writer in the Evening News of July 12 expressed 
the opinion that while a monument ought to be raised over the resting 
place of our poet, it would be more. appropriate just now for the 
friends and admirers of Hayne to raise a fund for Mrs. Hayne and 
see that she is made independent. On July 15 the Hayne Circle met, 
pursuant to call, and appointed a "committee on the Hayne fund, 
with power to take such action on behalf of the Circle as they might 
deem proper" (Chronicle, July 16). The Evening News (July 16) 
::;ays it was a "movement for establishing the Hayne Memorial Fund." 
The notices do not make it entirely clear whether it was intended to 
present a sum to Mrs. Hayne or to erect a monument to the poet. 

With regard to a Hayne monument, I quote from a letter to me of 
April 30, 1938, from Professor M. E. McLaughlin, of Charleston, who, 
in turn, quotes from a recent letter to him from Mrs. McAuliff e, of 
Augusta: 

A monument designed by Elbert Jackson (a lovely one) was erected 
to Hayne's memory about five years ago in the Cemetery at his grave. 

Across from St. John's Methodist Church there is a monument 
erected to the memory of Paul Hayne, Sidney Lanier, Father Ryan, 
and James R. Randall, donated by Anna Russell Cole. 

The monument was erected in the Green (Greene Street) in 1913. 
2oon the day of Hayne's funeral (July 11) the Chronicle published 

two memorial poems to Hayne. Others appeared on July 14 and 18, 
August 1 and 8, as well as in the Evening News for July 24. While 
they are of small literary value, they show that people had been 
reading both Hayne's poetry and his prose with enjoyment and a 
certain measure of appreciation. What had appealed to them most 
was Hayne's nature poetry. 

21 Another which perhaps should be mentioned is a long, unsigned 
sketch of Hayne, "the chief Southern poet," in the Chronicle for 
July 15. It includes three pictures (a bust of Hayne, Copse Hill 
fron1 the outside, and Hayne in his study), tells of his invalidism 
and the watchful care of his "lovely and loving wife," and describes 
Hayne as a young man: "A good-looking, gallant youth, he was 
slight and graceful, with piercing black eyes and a clear, dark com
plexion, whose freshness he retained at the age of 56." 

22Evening News, July 13. It is mainly praise of Hayne's character. 
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had delivered the Shakespearean lectures under the aus
pices of the Hayne Circle in March, and Salem Dutcher, 
who had been associated with Hayne in newspaper work 
in Augusta just after the war. In the intervening years, 
Dutcher says, he had not seen Hayne very often, but had 
always received the friendliest of greetings on his infre
quent visits at Copse Hill. In the second paragraph of the 
quotation to follow, Dutcher is describing a conversation 
with Hayne when they were working in the same news
paper office: 

When I edited the Augusta Constitutionalist just after the war, he 
was on the editorial staff, and there began our acquaintance. . . . 

After the labors of the day were over, we had sat chatting and 
smoking together late in the night, far past midnight .... Our talk 
was on high things, on the soul, on what constituted the sense of 
beauty, whether, as a relic of our primeval perfection, man did not 
as yet possess some dim measure of the Divine Omniscience; and on 
these themes the poet spoke as one inspired. . . . 

And now Hayne departs-true poet and noble gentleman, so brave, 
so courteous, so devout. Each phase of nature under the fervid 
Southern sun he loved, and each revealed to him its secrets. The 
balm-breathing pine wood, the solemn cypress, the magnolia, the bay, 
the grey, drooping moss, the gay, varied song of the mockingbird, the 
rush of the cyclone spoke to the poet's soul. The profoundest silence 
of the deep, tangled wildwood was to him full of utterances.23 

The Chronicle and Evening News attempted to keep their 
readers informed concerning tributes to Hayne in other 
parts of the country. For instance, the E.vening News of 
July 15 says: "The Northern press is saying some very 
kind things of Paul Hayne." The Chronicle of July 16 
publishes a telegram to Mrs. Hayne from "an illustrious 
and venerable New England poet": 

Amesbury, Mass., July 9, 1886. 
The North joins the South in lamenting the death of her honored 
Poet and in sympathizing with his family. 

John G. Whittier. 

The Chronicle of July 22 quotes from the Presbyterian 
Observer (Baltimore) of July 15: "Worth united to genius 

2schronicle, July 11. 
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makes a kingly man, and such was Paul H. Hayne, the 
poet-laureate of the South, and one of the sweet singers 
of America." 

I conclude these quotations from the Augusta news
papers at the time of Hayne's death with this description 
of Hayne as he appeared to one observer at the time of 
his visit to Macon in May, 1886 :2

' 

Of slight build and a figure the medium height, he stands straight aa 
an arrow •... The smooth, rather pale face, clean shaved, except the 
bristly mustache of mingled gray and brown, is lit up by a pair of 
brown eyes that gleam with the light of geniality .... 

But I never realized what the man was until I heard his voice ..•• 
It is a voice whose accents could only be regulated by a soul well 
tuned to the beautiful and the good. It is captivating .... Without 
commanding, he enlists the sympathies of his audience, and they ait 
spellbound under the magic influence of that wonderful voice. One 
loves Paul Hayne at first sight .... No flourish or grandiloquent 
manner marks his appearance before an audience, but a simple 
dignity, and quiet self-possession that puts all at ease. We forget 
that we are in the presence of the sweetest psalmist of our sunny 
land as we listen .... I fear that it will be many and many a 
year . . . [before] Georgia soil will be able to boast of another such 
singer as Paul H. Hayne. 

M. M. F. 
Macon, Ga. 

The evidence herein presented indicates that a certain 
measure of recognition and honor came to Hayne during 
his lifetime, and that he was greatly beloved in Georgia 
and elsewhere at the time of his death. His twenty years 
of writing at Copse Hill, not to mention his publications 
before and during the war, and the appearance of his 
work in many magazines (of different types and stand
ing) had made him more widely known than any other 
Southern poet of his generation. The praise that came to 
him in his later years was generous, but it was often less 
of his poetry than of his devotion to his art, his manly 

2 4Evening News of August 18, quoted from the Atlanta Constitu
ti<m of May 27. 
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struggle against poverty and ill health, his noble charac
ter and generous nature. According to the Chronicle of 
July 9 (quoted in footnote 19), the Complete Edition of 
Hayne's poems (1882) did not sell. Apparently most of 
the admirers of his poems limited their reading of them 
to those published in the magazines, for which Hayne often 
received nothing, and never very much. Hayne had resolved 
to live by his pen or starve: he had no other source of 
income. After the war he was "never anything but poor" 
(Chronicle, July 15). 

Yet it is idle to accuse Hayne's generation of having 
neglected him. He was a gifted, but not a great poet ; 
he never equaled the best work of Lanier or of Timrod. 
Moreover, many Southerners, like Hayne himself, had 
been left penniless by the war ; and in the "fiery material 
civilization" which ensued, the lovers of literature were 
not the first to rebuild their fortunes. It might be remem
bered too that few American poets, Northern or Southern,. 
were trying to live entirely by their pens, except as editors 
or journalists. To live by poetry alone would have been 
difficult anywhere in America, even for a better poet than 
Hayne. One shudders to think what might have happened 
to the gentle Emerson, for instance, without an income 
from lectures and from his first wife's estate. 

There is no escaping the conviction, however, that 
Hayne's existence at Copse Hill was tragically lonely. He 
needed the social and intellectual companionship to which 
he had been bred in Charleston. To be lionized by well
meaning but uncritical admirers was probably a great 
comfort, but it could not have satisfied his longing for 
personal contact with those who really understood his art, 
those who might have helped him with intelligent appre
ciation. He was homesick for Charleston, he wanted to 
travel more in the North and talk in person with the 
poets and writers there, and he yearned to visit England. 
The prevailing tone of his later poetry is one of sad resig
nation. Under the circumstances, it could not have been 
otherwise. 



A GLOSSARY OF SHAKESPEARE'S HAWKING 
LANGUAGE 

BY JOHN How ARD SCHULTZ 

I 

INTRODUCTION 

Hawking terms in Shakespeare's plays have attracted 
comment, but no one has discussed them even briefly with 
the avowed object of demonstrating whether the poet had, 
in some manner, acquired a first-hand knowledge of the 
sport and its usages. Commentators apparently consider 
the matter not exactly an open question. They are con
tent with the observation that Shakespeare's language of 
hawking is technically accurate.1 

From present internal and external evidence, it is 
scarcely possible to assert with assurance that falconry 
did or did not occupy a part of Shakespeare's leisure; it 
cannot be proved that he ever flew a hawk; but there can 
be no harm in building up, by the method of armchair 
speculation, the case for each side of the question. Let us 
begin with the case against the probability of Shake
speare's experience as a falconer. In the first place, the 
sport of hawking is an expensive pastime. Harting sets 
down3 without comment certain items from an Elizabethan 
privy purse account, from which we may glean some idea 
of the cost of maintaining a mew of hawks. Here are three 
items at the head of this list: 

1 See J. E. Harting, Ornitkology of Shakespeare (London: John 
Van Vort, 1871), p. 2; D. H. Madden, The Diary of. Master William 
Si'lence (London, Longmans Green, 1907), pass·im, and the graphs and 
charts in Caroline F. E. Spurgeon, Shakespeare's Imagery (New 
York: Macmillan, 1935), and, in contrast, the anonymous author of 
"Shakespeare's Birds and Beasts," The Quarterly Review, CLXXVIII 
( 1894) ' 360. 

sop. cit., p. 77. 
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ltm the viij daye paied to Walshe for so 
moche money by him layed out for one 
goshawke and ij fawcons . . . . . . iij Ii. 

Itm the xv daye paied for v fawcons and 
a tarsell . . . . . . . • . . • . viij Ii. 

ltm the illj daye paied to a stranger called 
Jasper, a fawconer, for vj sakers and v 
sakeretts a viij corons a pece which amots 
to ixxj viij corons . . . . . . . . xx Ii. x §. viij d. 

Few birds on this list come to less than one pound ten, 
and many are valued at more than two pounds. These 
birds had to be fed, housed, and equipped with jesses, 
bells, hoods, and other trappings. When we consider that 
lost birds were as continual a source of expense to fal
coners as lost balls are to a modern golf er, we can easily 
see why William Blades characterizes hawking as "a past
time essentially aristocratic from the great expense it 
entailed in the purchase, breeding, and maintenance of the 
birds."4 It is difficult to imagine the young Shakespeare, 
from the little that we know of him, habitually amusing 
himself in this lordly fashion; and by the time the play
wright was well established in something like wealth, he 
was a very busy man. 

The sport of falconry requires not only money but leis
ure for its exercise. Haggards and eyases not yet entered, 
that is, trained for sport, require long and painstaking 
care, while hawks already trained demand continual prac
tice by their owners, for hawks, once acquired, must be 
used ; else they become worthless, contract diseases, and 
die. Lascelles, who recommends5 that a falconer keep few 
birds, takes it for granted that a busy modern will be 
able to spend at least half of every second day with his 
hawks. A great nobleman, of course, saved his time by 

4Introduction to Tk.e Boke of St. Alban's (London, Elliot Stock, 
1881)' p. 24. 

5Gerald Lascelles, Falconry, in Coursing and Falconry, The Bad
minton Library of Sports and Pastimes (London, Longmans Green), 
p. 389. 
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retaining a professional falconer, but such a menial im
plies an establishment far more extensive than such data 
as we have warrant ascribing to Shakespeare. It is easy 
to imagine the poet resting from his labors and going off 
for a holiday of quiet and contemplation, fishing, perhaps, 
or bird-hunting with a fowling piece. These sports can 
be taken up and dropped at will. But falconry is far more 
exacting, and by the time Shakespeare was able to afford 
it, he had not the time for it. 

If Shakespeare's frequent and facile use of hawking 
cant does not prove his intimate familiarity with hawk
ing, no more does it necessarily indicate his deep-seated 
respect for the sport. It is not beyond possibility that 
Shakespeare used this language even w bile holding strictly 
aloof from the adolescent enthusiasms of the gentry of his 
day and abstaining from a sport the practice of which 
would have identified him with the class of "hunting, 
hawking boors." Elizabethan poets and playwrights were 
scarcely in a position to off end against the notions of 
their patrons. Perhaps hawking never attained anywhere 
the popularity it enjoyed in England during Elizabeth's 
reign. The older gentry all kept hawks and talked the 
hawking language; the upstart gentry kept hawks if they 
could afford them, and talked the hawk language whether 
or not they could afford the hawks. Few, indeed, were 
the poets and playwrights-Sidney was one of them-who 
dared treat with disrespect traditional practices associ
ated with the idea of nobility. It is no wonder, then, that 
Shakespeare had mastered a cant whose accurate use was 
so much admired; the contrary would have been surpris
ing in a man so keenly observant of all the uses of this 
world. Most of these terms of art are not indispensable 
to us, but they doubtless helped to convince Elizabethans 
of the solid worth of the plays that contained them. And 
what probably was equally important to Shakespeare, who 
held it worth while to establish his father's social posi
tion, they convinced Elizabethan listeners of the solid 
worth and gentility of the dramatist. But no one has 
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offered a reason stronger than opinion why Shakespeare, 
more than another, could not have learned this language 
from the printed page. Familiar to everyone is this pas
sage from Jonson's Every Man in Hi,s Humour (i.1): 

Stephen. Uncle, afore I go in, can you tell me an we have e'er a 
book of the sciences of hawking and hunting, I would fain borrow it. 

Knowell. Why, I hope you will not a hawking now, will you? 
Step. No, wusse; but I'll practise against next year, uncle. I have 

bought me a hawk and a hood and bells, and all; I lack nothing but 
a book to keep it by. 

Know. 0 most ri'1.iculous ! 
Step. Nay, look you, now you are angry, uncle; why you know an 

a man have not the skill in the hawking and hunting languages 
nowadays, I'll not give a rush for him; they are more studied than 
the Greek or the Latin. He is for no gallant's company without them. 

Jonson's testimony is supported by Earle, Burton, and a 
considerable company of other writers. 

Two of the most comprehensive and authoritative works 
on falconry ever written were available to Elizabethans. 
The final authority on terminology, also the earliest in the 
language-The Boke of St. Alban's, was first published in 
1486 and attributed to Dame Juliana Berners,6 erroneously, 
perhaps, for most of the book. The hawking section of 
this book is little more than a glossary, designed frankly 
to teach not only "gentill 'men," but also "honest per
sones," to use "the gentill termys in communing of theyr 
hawkys." This work went through twenty-two more or 
less complete reprints before 1616.7 The standard manual 
of practice was, and is, George Turberville's Booke of 
Faulconrie, published in 1575. Two other works, almost 
equally authoritative and popular but perhaps somewhat 
late for Shakespeare, were Symon Latham's Falconry 
(1615), and Edmund Bert's Approved Treati,se of Hawkes 
and Hawking, published, many years after its composition, 
in 1619. 

6See Blades, op. cit., p. 7. 
1 Ibid., pp. 22-3. 
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It is certainly conceivable that such an omnivorous 
reader as Shakespeare was acquainted with the first two 
hawking books just mentioned and possibly also with the 
last. One bit of internal evidence supports the likelihood 
of his familiarity with The Boke of St. Alban's. The open
ing scene of the second act of II Henry VI contains the 
only account in all the plays of the actual practice of 
falconry; all other references to the sport are figurative 
allusions. In this scene, it will be remembered, the drama
tist develops the quarrel between the Cardinal and Glou
cester against the background of the King's hawking ex
pedition. Now the dramatist had no choice of scene at 
this point: legend or history had placed at St. Alban's 
the incident of Gloucester and the bogus miracle. He had 
no choice of incident, except as he was at liberty to intro
duce the animosity of the Cardinal and Gloucester any
where he chose. But, once having decided to stage the 
quarrel at St. Alban's, why should he have hit upon the 
accompaniment of an elaborate hawking expedition with 
"falconers halloing"? It may have been a chance inspira
tion, of course ; but it is tempting to suppose that, given 
a scene at St. Alban's, the dramatist recalled the very 
title of the venerable household hawking treatise of Eliza
bethans, The Boke of St. Alban's, and allowed it to sug
gest to him an appropriate method of developing the scene. 

The hawking treatises that Shakespeare could have 
known contain, with the exception of one or two words, 
all the hawking language he uses. "Shakespeare never 
troubled himself about this language or how it might be 
learned, any more than about the vulgar tongue in which 
he was brought up." So states D. H. Madden, writing of 
Shakespeare's language of sport in general. For this dec
laration he offers his nearest approach to a reason when 
he says, "Shakespeare's sporting vocabulary is as accurate 
and copious as that of any author of a book of sport."' 
I cannot answer for Shakespeare's sporting vocabulary in 
general, but I feel safe in asserting, with regard to the 

SDiary of Master William Silence, p. 142. 
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copiousness of his hawking vocabulary, that the thirty-odd 
familiar terms he uses in the plays are few indeed, com
pared with the hundreds of esoteric terms glossed in The 
Boke of St. Alban's. The few terms that he uses are, 
moreover, with one or two exceptions (e.g., souse, check), 
such as would be known to any student of the hawking 
language who had scratched the surface; most of the 
words are familiar, for that matter, to a modern reader. 
We cannot rest much of a case on the mere extent of the 
nature of the poet's hawking vocabulary. Most modern 
Americans can, no doubt, use with a fair degree of accu
racy three dozen terms associated with games of golf or 
bridge, even though they may never have handled a club 
or dealt a card. 

So much for the extent of Shakespeare's hawking vocab
ulary. Now let us consider more particularly the assump
tion that his complete accuracy establishes his experience 
as a falconer. That his terms are accurately used no one 
can deny ; there are only about two trivial instances in 
which any kind of accuracy seems possible at all. A parallel 
may be found in the remarkably accurate nautical terms 
of The Tempest; yet no one insists that Shakespeare ever 
sailed a ship. The hawking terms that Shakespeare uses 
are, we have said, largely those familiar to any percipient 
citizen of his England ; the remaining dozen or so he could 
have picked up from his hawking acquaintances, much as 
he is supposed to have picked up his nautical terms, with
out even so much as looking at a book of sport. If he 
took this additional precaution in documenting his work, 
his accuracy is no longer remarkable. The Elizabethan 
hawking guides were authoritative, but there were not 
many different ones; and since the authorities copied 
one from another, they agreed almost perfectly among 
themselves. A student of these works had only careless
ness or bad memory to blame if he made any kind of mis
take. If Shakespeare was socially ambitious, as we have 
reason to believe he was, he would have been unlikely to 
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permit himself an error in speaking of hawks. His audi
ence would have allowed, even encouraged, him to know 
nothing of Bohemian geography, but sport they would 
have regarded as a different matter. Indeed, those who 
wish to make a falconer of Shakespeare might do well to 
consider that this very accuracy of his might be used 
against them in argument. 

It is usual for the language of any sport to be modified, 
so that the original technical terms often become some
what stiff and formal, while the terms actually used by 
those who habitually engage in the sport constitute a racy, 
colloquial diction; an example may be found in the lan
guage heard at modern bridge tables, which differs mate
rially from that of the rule-books and bidding guides. 
Now, the formal hawking-terms of the books of sport, 
drawn largely from Norman French, must have been in 
a measure dropped in late Elizabethan times by those 
whose assured position enabled them to do so. Those to 
the manner born, then, probably spoke a hawking lan
guage containing many words never recorded on the 
printed page ; but this hypothetical vocabulary died, of 
course, with the death of the sport of falconry. 

I am not trying to disprove Shakespeare's familiarity 
with the practice of falconry. I only hope to show what 
has not hitherto been generally conceded-that the ques
tion is debatable. The reasons for believeing that Shake
speare learned to fly hawks in the field are, however, 
cogent. The accuracy of his technical language is unde
niably strong, if not conclusive, evidence. The number of 
the terms he uses, as well as the frequency with which he 
employs them, may not be as great as some writers would 
lead us to suppose, but it is greater than that of any of 
his prominent contemporaries, with the possible exception 
of Spenser. We must also consider that Shakespeare lived 
in a world where nearly all persons of note were devoted 
to falconry; it is entirely likely that in the normal course 
of things he would, at some time or other, have tried his 
hand at it. It may be contended that the same motives 
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that would have driven him to acquire the hawking lan
guage would, as well, have induced him to buy a cadge of 
falcons. But much more convincing evidence than I can 
hope to present here can be found in D. H. Madden's book. 
He, indeed, makes every hawking allusion in the plays an 
evidence of Shakespeare's abiding love of the sport. 

In studying these allusions in their context, in reading 
and rereading them in the light of comment by early and 
modern falconers, I have been convinced to my own satis
faction that Shakespeare had, at some time, flown hawks. 
I do not hold my own opinion to be demonstrable, because 
it rests upon no very tangible evidence. But there is a 
quality of felicitous naturalness and spontaneity about 
Shakespeare's images from falconry that does not savor 
in any fashion of the book of sport, even a book of sport 
transmuted by Shakespeare's splendid alchemy. These 
images spring up at moments when nothing in the con
text seems to suggest them; yet their aptness is invari
ably undeniable. If Shakespeare had been treading on 
unfamiliar ground, these lines would probably have been 
woven into the text with laborious patness. An example 
of such artificial patness is actually to be found in the 
labored hodgepodge of terms of art in which Petruchio 
likens the taming of a shrew to the manning of a hag
gard. In language which, we must remember, may not 
be Shakespeare's, Petruchio says: 

My falcon now is sharp and passing empty; 
And till she stoop she must not be full-gorged, 
For then she never looks upon her lure. 
Another way I have to man my haggard, 
To make her come and know her keeper's call, 
That is, to watch her, as we watch those kites 
That bate and beat and will not be obedient. 

Tani. of Shrew, iv.2.193. 

Curiously enough, this very passage is a favorite quota
tion with those who would argue for Shakespeare's skill 
as a falconer: the reasoning is that, since the passage 
accurately describes the process of reclaiming a wild 
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hawk, Shakespeare knew how hawks were tamed; there· 
fore, he had tamed hawks. If all Shakespeare's hawking 
images were like this, I think we might fairly conclude 
that the bard had read carefully and had transcribed con· 
scientiously. But his hawking imagery as a whole goes 
much deeper than this superficial accuracy ; it springs 
from a complete ease and enthusiasm that a reader of 
Shakespeare will readily perceive. 

If I may be permitted a little more pure conjecture, I 
should like to present my own conception of Shakespeare's 
connection with this pastime of his day. I do not believe 
that Shakespeare ever occupied himself with falconry: I 
doubt, though my study here is deficient, that he engaged 
regularly in any field sport. Men of Shakespeare's stature 
generally outgrow their devotion to sport with adolescence. 
But as an active and alert boy back in Stratford, among 
the sons of the Warwickshire gentry, he probably watched 
the flight of the heron or "flying at the brook" (i.e., hawk
ing by the river). While he could not hope to practice 
the sport on any grand scale, it is probable that he man
aged to acquire and maintain, say, a cast of goshawks; 
perhaps at one time he was able to trade his goshawks 
and a store of prized possessions for a falcon and a tassel
gentle, which he flew, let us say, for three months before 
they were inevitably lost. Probably Old Johan ("Joan" 
in II Henry VI, ii.2.4), a falconer of the neighborhood, 
or just possibly the falconer for Shakespeare's grand
father, showed him how to seel his birds and how to enter 
them to the lure: but it is unlikely that he learned at this 
time many of the "gentill termys" prescribed for the sport. 
These came later when, as a young man in London, he 
heard the swaggering bloods in the taverns bombarding 
each other with their carefully plumed terms of art. There 
may have been afternoons when, walking with a company 
of other dependents and retainers, he accompanied to the 
field the Earl of Southampton, attended by "falconers 
halloing." Thus the hawking allusions which he later 
found to be interesting to his audiences could have come 
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to him naturally enough, and there were always friends 
close at hand to consult in a moment of need. But I hazard 
one more guess-that among the books which he kept at 
his bed's head was The Boke of St. Alban's, in which he 
verified the accuracy of any term of art he felt tempted to 
use, lest he make himself ridiculous before the gentry he 
wished to impress. 

In the following pages I have undertaken to gloss all the 
terms which Shakespeare seems to have drawn indisput
ably from the hawking language. I believe I have included 
all those about which there can be no doubt, though I have 
omitted one or two (e.g., enseam) which, while used in 
hawking, seem to be used by Shakespeare in another sense. 
As a basis for my interpretation of each word I have used 
the definition offered by the New English Dictionary, 
adding nothing else where this is complete, exhaustive, 
and fully explanatory. I have added the comments of other 
writers where these have seemed helpful, and where I 
have found conflicting interpretations I have called atten
tion to the difference of opinion. 

II 

VOCABULARY 

Astringer ( austringer, ostringer). A keeper of goshawks. 
(A corruption [cf. messenger, passenger] of earlier 
ostreger, from Late L. austurcarius, 'one who hunts 
with a goshawk [austur] .') 

Enter a Gentle Astringer 
All's Well, v.1.7. 

Gollancz annotates this stage direction as follows: 
"Folio 1 reads 'A gentle Astringer'; Folio 2, 'A gentle 
Astranger'; Folios 3, 4, 'A Gentleman a stranger.' 'Astrin
ger' a keeper of goshawks; the word occurs nowhere else 
in Shakespeare. There seems, however, no very particular 
reason for its omission in modern editions, though it is 
true that in the Folio the speeches given to 'the Astringer' 
all have the prefix 'Gent.'" 
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"They be called ostringers which are the keepers of 
Goshawks or Tercelles" ("tercel" being used here evidently 
in its narrow sense of "the male of the goshawk"). So 
wrote Gervase Markham in The Gentleman's Academie 
( 1595), taking this definition almost verbatim, except for 
a modernization of spelling, from The Boke of St. Alban's, 
which has "ostregiers." Edmund Bert's celebrated Trea
tise of Hawks and Hawking was published specifically to 
give directions "worthy to be had in good estimation both 
of the falconer and austringer." Harting finds that French 
falconers, even in modern times, designate the sports of 
falconry and hawking, strictly so called, by the respective 
terms fauconnerie and autourserie (cf. 0. F. austour from 
Lat. astur). The short-winged hawks have always been 
held in high estimation by the French, the goshawk being 
to the French what the peregrine, or falcon-gentle, is to 
the English. It is with admirable fitness that Shakespeare 
introduces at the French court a "gentle astringer" (i.e., 
"a gentleman, an astringer") , though the point is spoiled 
by the emendation "gentleman" adopted by most modern 
editors. 

Bate. To beat the wings impatiently and flutter away from 
the fist or perch. Tam. of Shrew, iv.1.193; Rom. and 
Jul., iii.2.10; I Hen. IV, iv.1.97; 

Never anybody saw it but his lackey: 'tis a 
hooded valour; and when it appears, it will bate. 

Henry V, iii.7.120. 

Harting designates bating as the ordinary action of a 
falcon in flapping her wings when unhooded, and some 
editors, probably on Harting's authority, follow this defi
nition. Lascelles defines the term as "To flutter off the 
the perch or fist through wildness of temper." Those writ
ing on information drawn from practice state or imply 
that bating is a habit of unruly or imperfectly reclaimed 
hawks, and so Shakespeare apparently understood the 
word. "Baited" in I Hen. IV, iv.1.97 (more fully discussed 
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infra under estridge) may mean "fluttered the wings" (in 
the wind) , or "flew about at random." There is a possible 
quibble in Henry V, iii.7.120 and Rom. and Jul., iii.2.10 
on the technical sense of "bate" and its ordinary sense 
of "diminish." 

Beat. To flap the wings with force. 

. . . we watch those kites 
That bate and beat and will not be obedient. 

Tam. of Shrew, iv.1.193. 

NED. affords no parallel to Shakespeare's absolute, in
transitive use of "beat," no other writer using it of a bird 
without supplying an object in "wings." It is just possi
ble that Shakespeare confused a similar hunting term, 
meaning "to wander aimlessly to and fro." Harting and 
and Madden, however, apparently regard Shakespeare's 
use as elliptical for "beat the wings," and this is probably 
the best explanation. 

Bells. NED.: "Small bells are frequently used for decora
tion, e.g., on a horse's trappings, a falcon's leg, the cap 
of a fool or jester, etc." As You L., iii.3.80; 

Neither the king, nor he that loves him best, ... 
Dares stir a wing, if Warwick shake his bells. 

III Hen. VI, i.1.45. 

Small bells are an indispensable part of a hawk's equip
ment, but it is difficult to see, with NED., just how they 
serve a decorative purpose. It is by means of her bells 
that a falconer follows his bird when she is on her quarry 
in dense undergrowth, when she is perched on the branch 
of a tree, or when she is soaring out of sight. The bells 
are approximately spherical, the largest an inch in diam
eter, made of brass or silver. They are attached to the 
falcon's legs by small straps, or "bewits." The lines from 
III Hen. VI reflect the notion, found in Shakespeare's 
Lucrece and elsewhere in Elizabethan writers, that birds 
were frightened by the sound of a hawk's bells. The idea 
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is purely fanciful, of course: birds shun the society of 
hawks with or without bells. 

Check. NED. quotes Simon Latham's Falconry: "Checke, 
or to kill checke, is when Crows, Rooks, Pies, or other 
birds comming in view of the Hawke, she forsaketh her 
natural flight to flie at them." 

And with what wing the staniel checks at it! 
Tw. N., ii.5.125. 

He must observe their mood on whom he jests, ... 
And, like the haggard, check at every feather 
That comes before his eyes. 

Tw. N., iii.1.69. 

The verb "check" is apparently derived from a noun 
"check," meaning "base game," the verb being thus ellip
tical for "to fly at check." Lascelles defines the verb as 
"To leave the bird flown at for another"; Salvin and 
Broderick off er "To change the bird in pursuit," anc~ this 
is the sense in which the verb is generally understood. 
Writers on falconry, early and modern, present a hawk as 
checking when, having already taken up the pursuit of one 
quarry, she deviates to pursue some other, usually baser, 
game. While this definition can be strained to fit the two 
quotations from Twelfth Night, Shakespeare's use of 
"check" seems to have no parallel. Harting apparently 
recognizes this fact, and adds to his orthodox definition, 
taken from Salvin and Broderick, the information that the 
word sometimes signified simply "to fly at." Although 
Harting's documentation is usually copious enough, he 
offers no authority for this meaning of "check" except 
Shakespeare's own. 

Coystril (see Staniel). 

Enmew (see Mew). 

Estridge. The goshawk. NED. nowhere defines this word, 
but it defines a similar one which means "ostrich." 
Madden [p. 150n.] gives credit to Douce [Illustrations 
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of Shakespeare, 1807] for the earliest recognition that 
Shakespeare wrote of the goshawk instead of the ostrich. 
"Estridge," like "astringer," is derived through 0. F. 
from Lat. astur, "goshawk." 

All furnish'd, all in arms; 
All plumed like estridges that witth the wind 
Baited, like eagles having lately bathed. 

I Hen. IV, iv.1.97. 
Now he'll outstare the lightning. To be furious 
Is to be frighted out of fear; and in that mood 
The dove will peck the estridge. 

Ant. and Cleo., iii.13.195. 

The lines from I Henry IV contain a lively image of a 
cast of fine goshawks fluttering and "bating" ( q. v.), their 
plumage ruffled by the wind, as imposing a sight as an 
eagle preening his still-damp feathers. If, thinking of 
ostriches, we emend to "wing the wind" or "wing with 
the wind" as some editors do, we must continue "Bated 
(adj.) like eagles," which is nonsense. 

In the lines from Antony and Cleopatra "estridge" 
makes sense in the meaning of "ostrich," but the image 
is far-fetched to the point of triviality. For the felicity of 
a picture of a dove pecking a goshawk we have only to 
compare these lines: 

So cowards fight when they can fly no further; 
So doves do peck the falcon's piercing talons. 

III Hen. VI, i.4.41. 

Eyas. A young hawk incompletely trained, or a hawk 
taken as a nestling and raised in captivity, as distin
guished from the haggard, a hawk taken fully grown 
and reclaimed from a wild state. (Derived from nyas 
with loss of n; (cf. adder from nadder, 0. E. medre) 
from O. F. niais from L. nidiacem from nidus, 'nest.') 
Merry W., iii.3.22; 

There is, sir, an aery of children, little eyases, 
that cry out on the top of the question. 

Haml., ii.2.354. 
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For the term "eyas-musket" in the reference to Merry 
Wives, see under Musket. 

The lines from Hamlet figure not only the immaturity 
of child actors, but their habits. The following remarks 
by Lascelles ( p. 254) on the behavior of certain eyases 
may be instructive : 

It is absolutely essential that the right moment should be selected 
for the taking of the young birds, and that moment arrives when the 
birds are nearly fledged but have not yet left the nest. If taken too 
young the nestlings . . . are almost certain to contract the vile habit 
of incessant screaming, and to be hot, bad-tempered birds. 

Turberville confirms the experience of the modern practi
tioner: "Eyases are tedious, and do use to cry much in 
their feedings, they are troublesome and paynfull to be 
entered." 

Falcon. (Some prevalent meanings of this term are dis
cussed in the following notes.) Rich. II, i.3.61; III Hen. 
VI, i.4.41; Wint. Tale, iv.4.14; 

A falcon towering in her pride of place, 
Was by a mousing owl hawk'd at and kill'd. 

Macb. ii.4.12. 
The falcon as the tercel, for all the ducks i' 

the river; go to, go to. 
Troi. and Gres., iii.2.55. 

Modern ornithology recognizes as falcons both males 
and fem ales of certain predatory birds distinguished by 
their long wings and by a few other characteristics. Birds 
of this subfamily, Falconidae, are not to be confused with 
the short-winged, or true hawks (cf. the terms "falconer" 
and "astringer"), but in the strictest technical language 
of sport the word "falcon" was further restricted to apply 
to only the female of the long-winged birds. NED., after 
giving the ornithological classification of the falcon, adds: 
"In falconry the term is applied only to the female." The 
male of the long-winged birds was, and is, properly called 
by falconers a tercel (cf. the lines from Troilus and Cres
sida quoted above) . But modern falconers occasionally 
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depart from early practice in falconry, and early and 
modern practice in ornithology, by using the word "falcon" 
for the female of any hawk as opposed to the male (Las
celles) . The whole system of nomenclaure is inconsistent 
and confused, but we may summarize general practice 
thus: 

By "falcon" a naturalist means a long-winged bird of 
either sex. 

A modern falconer may infrequently use "falcon" to 
designate any fem ale bird used in sport in contradistinc
tion to the male ; except in this special context he will 
mean a long-winged bird, female. 

Early falconers never used "falcon" to mean "hawk," 
though they often used "hawk" to mean either. 

No early falconer would have used "falcon" to desig
nate a male bird (cf. the foregoing quotations from 
Hamlet and Troilus and Cressida), though recent archa
isms, like those of Sir Walter Scott, contain this inaccu
racy (Madden) . 

The falcon was carried to the field hooded, perched on 
a light framework of wood, called a cadge, carried by a 
servant whose office was so humble that "cadger'' became 
a term of reproach. The birds were taken from the cadge, 
unleashed, and, just before being "hooded off," were placed 
on the fist. After a flight the falcon was brought down 
a term of reproach. The birds were taken from the cadge, 
Hawks, on the other hand, were carried on the fist instead 
of the cadge. From this perch they dashed, and to it they 
returned after a flight. 

Foot (v.) To strike with the foot or clutch with the talons . 

. . . the holy eagle [Jove] 
Stoop'd, as to foot us. 

Cymb. v.4.115. 

While the eagle was comparatively seldom reclaimed for 
purposes of sport, the terms "stoop" ( q. v.) and "foot" 
were familiar to early falconry, though the latter is now 
obsolete. A hawk's first blow is struck with her heel. 
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Haggard. A (female) hawk taken wild when in her first 
adult plumage, as distinguished from an eyas, or hawk 
taken as a nestling; in a figurative sense, a wild and in
tractable, or unconquerable, person (at first a female). 
Tam. of Shrew, iv.1.195; Ibid., iv.2.37; Tw. N., iii.1.69; 
0th., iii.3.260; 

I know her spirits are as coy and wild 
As haggerds of the rock. 

Muck Ado, iii.1.36. 

Hawks not captured as nestlings were usually trapped 
during the season of their annual migration southward, 
sometimes in England, but more frequently at Vaalkens
ward (hence the name), in Holland; particularly was this 
true of the esteemed peregrine. Hawks thus taken were 
reclaimed with more difficulty than those taken from the 
aery, or nest, but they had more mettle and dash, and 
were more highly prized. The wild or only partially re
claimed, or "manned," haggard was, however, a symbol 
of all that is unmanageable. The word was apparently 
beginning to lose its technical aspect in Elizabethan times. 

The term "haggard" is in current use by modern fal
coners, who generally restrict it to hawks captured in 
mature plumage, that is, to hawks at least two years old. 
Harting is sole authority for the exactly synonymous use 
of "haggard" and "passage hawk," from the fact that 
haggards are usually taken in passage. But since a pas
sage hawk may not be old enough to be a haggard, most 
modern falconers, at least, use three terms for hawks 
captured at different ages-eyas, passage hawk, and 
haggard. 

Handsaw. NED.: "In the following [there follows the 
quotation from Hamlet printed below], handsaw is 
usually explained as a corruption of heronshaw or 
heronsew, dial. harnsa, heron . . . No other instances 
of the phrase (except as a quotation from Shakespeare) 
have been found." 
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I am but mad north-north-west; when the wind is 
southerly I know a hawk from a handsaw. 

Haml. ii.2.397. 

That "handsaw" in this quotation means "heron" 
(Chaucer wrote heronseow) seems a safe enough conjec
ture, but some readers have been perhaps too zealous to 
supply Hamlet's whimsy with substantial meaning. One 
explanation, supported by Madden, is that the high-flying 
heron and the pursuing falcon might, when between the 
falconer and the sun, become indistinguishable dots in the 
sky; thus Hamlet could distinguish a hawk from its 
quarry, the heron, if a southerly wind carried both birds 
away from the sun. An anonymous writer in the Athen
aeum for December 30, 1865 ("Our Weekly Gossip," p. 
928) suggested that Shakespeare, thinking of a passage 
in North's Plutarch, might have had in mind the migra
tory habits of the herons of Egypt ; Hamlet, feigning 
madness, still professes to be able to recognize a hawk 
during the season when the herons are away to the north. 
These ingenious explanations, of course, rob Hamlet's 
words of the wry humor the sardonic Dane clearly intends. 
English abounds in cliches, usually alliterative, in the 
pattern "to know a from a " ; Madden 
believes Shakespeare had a hawk-and-handsaw common
place ready to hand. But in order to achieve their homely 
proverbial humor all such phrases not only do mean, but 
must mean, intrinsically nothing. 

Hawk (n.). NED.: "In Nat Hist., restricted to a bird of 
the subfamily Accipitrinae, with rounded and compara
tively short wings, which chases its prey near the 
ground ; distinguished from a falcon, or bird of the sub
family Falconidae, which has long pointed wings and 
lofty flight." Hen. V, iii.7.16; Much Ado, iii.4.54; Tam. 
of Shrew, v.2.70; 

I do invite you to-morrow morning to my house to breakfast; 
after, we'll a-birding together; I have a fine hawk for the bush. 

Merry Wives, iii.3.246. 
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Hawks are carried bareheaded on the fist, where they 
sit immobile until suitable quarry shows itself. They do 
not, however, dash about at random; for a hawk is usually 
"entered to," or trained to pursue, only a certain class 
of prey, usually game birds, such as ducks or quail, or 
small animals, such as hares. The flight of the hawk is 
direct, omitting tower and stoop ; hence these birds can 
be used in country not suited to the "nobler" phases of 
falconry, which require broad expanses of terrain. Thus 
we see what is meant by Master Page in Merry Wives 
when he says, "I have a fine hawk for the bush." 

Hawk (v.). To hunt with a trained hawk; to practice 
falconry. To hawk at: To attack on the wing, as a 
hawk does. II Hen. VI, i.2.55; Ibid., ii.1.49; Tam. of 
Shrew, Ind., 2.45; Macb., ii.4.11. 

Hawking (a). NED.: (for the following instance only) 
"Hawk-like keen." -Schmidt. 

'Twas pretty, though a plague, 
To see him every hour; to sit and draw 
His arched brows, his hawing eye, his curls, 
In our heart's table. 

All's Well, i.1.103. 

The only remarkable thing about this adjective is that 
NED. cites only this one instance of its use. It is, per
haps, a Shakespearean nonce-word. 

H illo ! etc. The following references are to passages which 
contain hawking cries, remarks or exclamations ad
dressed to hawks, or sporting calls which might at times 
have been employed in falconry. Ham. 1.5.116; Lear, 
iv.6.90; s. d. introducing II Hen. VI, ii.1; Tam. of 
Shrew, iv.1.42. 
Since fully grown hawks do not like noise, modern 

writers on falconry recommend complete silence while 
they are being flown, but early falconers traditionally 
shouted at their birds. Harting quotes (p. 35) from a 
Latin treatise on falconry, published at Leipsic in 1788, 
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which thus enumerates the qualities of a good falconer: 
"Sit mediocris staturae; sit perfecti ingenii; bonae mem
oriae ; levis au di tu ; acuti visi ; homo magnae vocis ,· sit 
agilis et promptus; sciat natare, etc." So it is with per
fect propriety that Shakespeare has Juliet exclaim: 

Hist! Romeo, hist! 0 ! for a falconer's voice 
To lure this tassel-gentle back again. 

Rom. and Jul,., ii.2.159. 

The cries of hawking were clearly not as standardized as, 
say, those of hunting: each falconer probably had his own 
favorite call. It is unlikely however, that Shakespeare 
intended an exclamation of such singular lack of sonority 
as Juliet's "Hist!" as a hawking cry. It seems to be rather 
a weak whisper which the "mewed up" Juliet must sub
stitute for a more mouth-filling call. 

Hood. (n.) The leather cap with which a hawk's head is 
covered when she is not pursuing game; (v.) to cover 
with a hood. 

Come, civil night, . . . 
Hood my unmann'd blood, bating in my cheeks. 

Rom. and Jul,., iii.2.10. 
• . . 'tis a hooded valour; and 

when it appears, it will bate. 
Hen. V., iii.7.120. 

Falcons are kept hooded and perched on their cadge 
until suitable quarry is sprung or sighted; hawks are not 
hooded on the fist, though they may wear hoods while 
being taken to and from the field or while not in use. In 
addition to the part the hood plays in the exercise of fal
conry, hoods of various types serve important functions 
at different stages in the training of birds. If properly 
trained, the birds will sit immobile until they are "hooded 
off" to dash after their prey. 

Imp. To engraft feathers into the wing of a bird. (De
rived from 0. E. impian: sb. impa (Mn. E. imp), 'a 
graft or shoot.') 
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If then we shall . . . 
Imp out our drooping country's broken wing, . . . 
A way with me in post to Ravenspurgh. 

Rick. II, ii.1.291. 

The process of imping is designed to repair a hawk's 
broken wing or tail-feather by attaching to the part of 
the feather that remains an exact substitute for the piece 
lost, thus restoring the bird's power of flight. Since the 
loss of even one wing-feather may seriously hamper a 
hawk, falconers keep on hand a supply of extra feathers 
of all sizes and kinds, carefully sorted and numbered. 
While the hawk to be mended is held by an assistant, the 
falconer trims away the broken portion of a feather, cut
ting diagonally across the quill. A corresponding sound 
feather is then shaped to fit exactly. An imping needle, 
bearing an angular point on each end, is thrust into the 
pith of the quill in both parts of the spliced feather; then 
the two parts are pushed together. The needle, which has 
been previously dipped in brine, rusts, holding the parts 
securely in position. 

J esses. Straps of leather, silk, or other material, about six 
inches long, attached to a hawk's legs. They bear on 
their free ends small rings, or varvels, to which the 
swivel of the leach is attached. (The word is almost 
invariably found in the plural.) 

If I do prove her haggard, 
Though that her jesses were my dear heart-strings, 
I'ld whistle her off and let her down the wind, 
To prey at fortune. 

Otk., iii.3.260. 

Hawks are held on the fist, and falcons are secured to 
the cadge, by a leash, or creance; and the j esses afford a 
means of attaching this leash to the hawk without the 
necessity of tying a thong directly around the bird's leg 
every time she returns from a flight. The swivel on the 
end of the leash prevents twisting if the bird moves on 
her perch. 
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The following passages from Lascelles (p. 295) may 
help us to understand the lines just quoted from Othello: 

If the slip is down the wind, or so nearly on a side-wind that, by a 
swerve to the right or left, the rook can get to the leeward of the 
haws, he will dash away down the wind at a pace that will leave all 
riders far behind. Although the hawk will follow him just as fast, it 
will be a stern chase .... The result must be a long, uninteresting 
chase without a stoop, with the rook safely ensconced in covert at the 
end, some miles from the falconer. The hawk is there with no one to 
take her down to the lure, and is left to dash after any fresh quarry 
as soon as she gets her wind, and thus is lost. 

Thus we see why Harting tells us, "Falconers always 
flew their hawks against the wind." "Always" is certainly 
too strong, but at least we may be sure that a falconer 
deliberately ridding himself of a partially reclaimed bird 
would choose to slip her down the wind. 

Lure. (n.) An apparatus used to train and to recall 
hawks; (v.) to call a hawk to the lure. 

And till she stoop she must not be full-gorged 
For then she never looks upon her lure. 

Tam. of Shrew, iv.2.194. 
0, for a falconer's voice 

To lure this tassel-gentle back again! 
Rom. a.nd Jul., ii.2.159. 

The lure most commonly used in modern falconry is a 
horseshoe with a pair of pigeon wings attached; the lure 
thus resembles a bird, but is too heavy for the hawk to 
carry a way into a tree. During her training she is fed 
meat attached to this device until she comes to associate 
it with a meal and to descend to it when the falconer 
throws it out in her sight. If we think of a falconer 
swinging a lure about his head by means of a leather 
thong, shouting at the same time to attract the bird's 
attention, we may approximate the picture Shakespeare 
had in mind when he caused Juliet to wish for a falconer's 
voice to lure her tassel-gentle back again. 
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Man (v.). To accustom a hawk to the presence of men; to 
make tame or tractable. Tam. of Shrew, iv.1.194; Rom. 
and Jul., iii.2.10. 

For fuller notes on the actual process of manning, see 
Watch. 

Mew (v.). NED.: "(a) To put a hawk in a 'mew,' or 
cage, at moulting time; (b) To shut up, confine, enclose, 
hide, conceal." (The v. "mew" or "enmew" is derived 
from the noun "mew," 'a shed for moulting,' in turn 
derived from the v. "mew," 'to moult.' From F. muer, 
'to moult or to shed horns,' from L. mutare.) Rom. a.nd 
Jul., iii.4.11; Tam. of Shrew, i.1.188; K. John, iv.2.56; 
Mids. N. D., i.1.71; Rich. III, i.1.38; Ibid., i.1.132; 

Why will you mew her up, 
Signior Baptista? 

Tam. of Shrew, i.1.87. 
This outward-sainted deputy, 
Whose settled visage and deliberate word 
Nips youth i' the head and follies doth enmew 
As falcon doth the fowl, is yet a devil. 

Meas. for M., iii.1.89. 

Though the verb "mew" originally meant "to place a 
hawk in a mew during moulting time," the word soon 
came to mean simply "confine," possibly because hawks 
were also kept in a mew at night; and it is in this more 
or less non-technical sense that Shakespeare seems to use 
the word. Something of a technical connotation was no 
doubt inherent in the verb, however, because the noun 
"mew" continued to designate a loft for keeping hawks. 

The idea of mere confinement is still further generalized 
in the lines from Measure for Measure, where the mean
ing of "enmew" seems to be "to compel (the fowl) to 
remain in close covert" (cf. notes on lines from I II Henry 
VI quoted under Bells.) Madden (p. 195n) mentions a 
parallel use of the word in Beaumont and Fletcher (ref
ence omitted). Harting, misled perhaps by Schmidt 
(Shakespeare-Lexicon), errs in supposing that "enmew" 
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was sometimes written "enew"; the latter term meant in 
early falconry "to drive to water" (as, e.g., a mallard). 
The Folio reading "enmew" makes at least as good sense 
as "enew" in these lines. 

Musket. The male of the sparrowhawk. 

How now, my eyas-musket! what news with you? 
Merry W., iii.3.32. 

Mistress Ford's salutation to Falstaff's little page is a 
happy bit of banter, for the sparrowhawk and her musket 
are the smallest of the short-winged hawks ordinarily 
reclaimed for sport. The addition of "eyas" ( q. v.) to the 
epithet sustains the tone of patronizing endearment. 

The graduated lists of hawks in Gervase Markham and 
Izaac Walton mention the sparrow hawk and musket in 
the last place, or in the last but one. A similar and more 
celebrated list in The Boke of St. Alban's assigns the birds, 
according to their degree of nobility, to appropriate own
ers; the list begins with the eagle for an emperor and the 
falcon-gentle for a king, and concludes: "Ther is a Spare 
hawke, and he is an hawke for a prest," and finally, "Ther 
is a Muskyte, And he is for an holiwater clerke." The 
little hawk seems to have enjoyed this rank only because 
of his dimunitive size. A remarkable thing about Mistress 
Ford's line is the commentary it affords on the universal
ity of the hawking language in Shakespeare's time; the 
dramatist could, apparently, assign such a term to the 
housewifely matron and confidently expect his audience 
to accept her language as a matter of course. 

Pitch. The height to which a bird of prey soars before 
swooping down on its prey. The term was occasionally 
generalized to designate the height to which any bird 
rises, and was otherwise directly figuratively and allu
sively extended until it sometimes came to mean height 
in general. Tit. Andr, ii.1.12; I Hen. VI, ii..411; Ibid., 
ii.3.55; II Hen. VI, ii.1.5; Ibid., ii.1.12; Tw. N., i.1.11; 
Rick. II, i.1.109; Rich. Ill, iii.7.185; Rom. and Jul., 
1.4.21; 
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These growing feathers plucked from Caesar's wing 
Will make him fly an ordinary pitch, 
Who else would soar above the view of men 
And keep us all in servile fearfulness. 

Jul. Caes. i.1. 78. 

In the nobler phases of falconry, flights at the "high 
mountee," such as herons or rooks, the falcon, hooded off, 
sails away after her prey, circles over it, or "towers," and 
swoops down upon it. But in the less spectacular "game 
hawking," where the quarry is a low-flying bird or a small 
animal, the falcon is not hooded off, but is put up to 
"wait on." The falcon circles aloft, following the falconer 
and his dog, stooping upon, say, a partridge as the covey 
is flushed. The height at which a hawk waits on is not a 
matter of individual training, but a tendency inherent in 
the individual bird. Why those birds which habitually 
choose a higher level should be more valuable may be 
learned from Lascelles ( p. 264) : 

The higher a hawk mounts the more ground it will cover, and where 
the pitch is good game will be killed that has sprung wide of the 
hawk. 

If we imagine for a moment a superior hawk soaring into 
the sky until she has passed beyond the ken of the fright
ened birds below, which nevertheless realize their peril 
from an invisible enemy that may strike in any direction 
without warning, we can see exactly why the conspirators 
should be so concerned to pluck feathers from Caesar's. 
wing to make him fly an ordinary pitch, lest he, mount
ing above the view of men, should keep all in servile fear
f ulness. 

Place. The plane of altitude occupied by a bird in flight. 

A falcon towering in her pride of place, 
Was by a mousing owl hawk'd at and kill'd. 

Macb., ii.4.12. 

The word "place," in Shakespeare's sense, is obsolete 
in modern falconry; but it occurs often in early writings, 
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always, apparently, with the meaning given above. In 
their primary meanings as terms of sport, the words 
"pitch" and "place" differ in that "pitch" means the 
height to which a falcon soars when waiting on, while 
"place" means the altitudes at which a bird flies at any 
moment. NED. lists the two terms as almost synonymous, 
as indeed they often were because of the extended mean
ing of "pitch" ( q. v.) Shakespeare's use of "pride" in the 
lines quoted above has no parallel; it is doubtful that he 
intended the word to have any technical significance. 

Point. NED.: "Of a hawk: The action of rising verti-
cally; esp. in phr. to make (her) point. Cp. Fr. La pointe 
de l' oiseau." 

But what a point, my lord, your falcon made. . . . 
II Hen. VI, ii.1.5. 

A good falcon or hawk will shoot up vertically into the 
air to a considerable height after an unsuccessful stoop. 
If the quarry, let us say a ground bird or small animal, 
has succeeded in reaching covert, a good hawk will make 
a good point, thereby placing herself in position to cover 
a great deal of territory and watch for a reappearance 
of the quarry (magpies, for example, run along the ground 
from bush to bush). Harting is at variance with the con
sensus of experts when he defines "point" as a "flutter
ing'' or "hovering'' over the point where the quarry has 
put in. 

Pride (see PT,ace). 

Puttock. NED.: "A bird of prey; usually applied to the 
kite or glede (Milvus ictinus or regalis); sometimes to 
the common buzzard (Buteo vulgaris); Applied oppro
briously to a person having some attributes of the kite 
(e.g., ignobleness, greed)." 

I chose an eagle, 
And did avoid a puttock. 

Cymb. i.1.139. 
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Seel (seal, sele). To close a hawk's eyes by stitching up 
the eyelids. In a transferred sense, to close a person's 
eyes, and thus, figuratively, to blind or hoodwink. Ant. 
and Cleo., iii.13.210; 0th., i.3.269; II Hen. IV, iii.1.18; 

To seel her father's eyes up close as oak . . • 
0th. iii.3.210. 

Come, seeling night, 
Scarf up the tender eye of pitiful day. 

Macb. iii.3.46. 

Turberville gives the following directions on "how to 
seele a hawk": 

Take a needle threed with untwisted thread, and (casting your 
Hawke) take her by the beake, and put the needle through her eye
lidde, not right against the sight of the eye, but somewhat nearer the 
beake, because she may see backwards. And you must take good 
heede that you hurt not the inside thereof. Then put your needle 
also through that other eye-Iidde, drawing the endes of the thread 
together, tye them over the beake, not with a straight knotte, but cut 
off the threedes endes neare to the lmotte, and twist them together 
in such sorte, that the eye-lids may be raysed so upwards, that the 
Hawk may not see at all, and when the threed shall ware loose or 
untyed, then the hawks may see somewhat backwards, which is the 
cause that the threde is put nearer to the beake. For a Sparrow
hawke should see somewhat backwardes, and a Falcon forwardes. 

The early practice of seeling during the training process 
has died out, not necessarily because it was, as some have 
imagined, particularly cruel (the thread passed only 
through the unsensitive skin at the edge of the bird's eye
lids), but because various light training (or "rufter") 
hoods have been found more efficient. But aside from the 
humanity, or lack of it, in the practice, it is difficult to 
find the "gentleness" which Mrs. Spurgeon (Shakespeare's 
Imagery, p. 330) professes to see in the lines from Mac
beth quoted above. After listing some of the poet's apos
trophes to darkness, she speaks of "his more gentle appeal 
in the language of falconry," quoting the exact passage 
that appears here. 

The verb "seel" soon passed, no doubt, from the techni
cal to the general vocabulary; with Shakespeare, at any 
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rate, "to seel the eyes" is almost a cliche; he almost never 
presents the eyes as closed in any other way. 

Souse. Intransitive, to swoop down (constr. with on, 
upon) ; transitive, to strike down by a powerful swoop, 
or to pounce upon (a bird) in a hostile manner. NBD. 
derives the v. from the sb. "sourse," 'act of rising' [on 
the part of the bird-giving the hawk opportunity to 
swoop], ult. from L. surgere, 'to rise.' 

. . . the gallant monarch is in arms, 
And, like an eagle o'er his aery, towers, 
To souse annoyance that comes near his nest. 

K. John, v.2.148. 

It seems redundant to observe-though the pointing and 
the annotation of some editors indicate that it is not
that "aery" in this quotation is a noun meaning "nest," 
while "towers" (q. v). is a verb. 

Staniel (=kestrel, coystril). The kestral. (Derived from 
0. E. stangella, lit. 'stone-yeller.' Cf. Jellan, used in 0. 
E. poetry for the cry of hawks). Tw. N., ii.5.125; Per., 
iv.6.176; 

And with what wing the staniel checks at it! 
Tw. N., ii.5.125. 

The inferior birds of prey, while resembling hawks, 
lacked those qualities of spirit and courage for which the 
falcons were respected, and for this reason as much as 
any other their names were popular as epithets of re
proach. For Shakespeare's use of these names see, in addi
tion to the foregoing references, Cymb., i.1.139, and Tam. 
of Shrew, iv.1.198. 

Stoop. Of a bird of prey: To swoop, to descend swiftly 
on its prey or to the lure (const. at, on.). Tam. of Shrew, 
iv.1.193; Hen. V, iv.1.104; 

. . . the holy eagle 
Stoop'd, as to foot us. 

Cymb., v.4.15. 
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The word "swoop," while approximately synonymous with 
"stoop," is not, as Harting suggests, merely a variant form 
of the same word. Shakespeare uses the more technical 
"stoop" three times, but the other word also occurs at least 
once: 

What, all my pretty chickens and their dam 
At one fell swoop? 

Macb., iv.3.218. 

Tassel (tercel, tiercel). NED.: "The male of any kind of 
hawk; in falconry, esp. of the peregrine falcon and the 
goshawk. Said by some to be so called as being one
third smaller than the female bird, by others because 
the third egg in the nest was believed to be smaller 
and to produce the male bird." 

The falcon as the tercel, for all the ducks i' the 
river; go to, go to. 

Troil. and Cres., iii.2.55. 

Lascelles defines "tercel" as "the male hawk as opposed 
to the female," and this definition, used by early as well 
as by modern falconers, is close enough for all purposes. 
But it should be remembered that, of the many varieties 
of falcons and hawks known to Tudor falconers, only two 
varieties were often seen: the long-winged falcons repre
sented by the peregrines-the falcon-gentle and her tercel 
-and the short-winged hawks by the goshawk and her 
tercel. The tercel of the peregrine had a separate desig
nation, tercel-gentle (v. Tassel-gentle), and thus it came 
about that the word "tercel" came to be specialized to 
denote the male goshawk. But even falconers who used 
"tercel" in this special sense did not lose sight of the fact 
that any male hawk was, in contradistinction to the female, 
a tercel. 

The tercel, being smaller and less courageous than the 
falcon, was less frequently reclaimed. But Pandarus, in 
the lines quoted above, seems to put the pair on an equal 
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footing, since the passage can probably be fairly para
phrased, "I'll wager even money that the tercel will bag 
as many of the ducks in the river as the falcon." Another 
reference to a hawking wager is to be found in Tam. of 
Shrew, v.2.70. 

Tassel-gentle. The male of the peregrine falcon. 

0, for a falconer's voice 
To lure this tassel-gentle back again! 

Rom. and JUl., ii.2.159. 

The name "tassel-gentle" in early falconry designated 
the tercel of the peregrine, or "falcon-gentle" ; his name 
was derived, no doubt, from that of his mate, and was 
probably not applied, as Harting declares, solely to distin-
111ish him from the male of the goshawk, often called 
simply tercel (q. v.) NED., oddly enough, defines "tassel
gentle" as "the male of the falcon." This definition may 
be derived from Izaac Walton's list of hawks in The Com
pleat Angler, to be mentioned presently. 

The noblest of the long-winged falcons used in England 
(with the possible exception of the Icelandic gerfalcon), 
and tbe most frequently reclaimed, was the peregrine. 
Esteemed by falconers even above the larger gerf alcon, 
it is small wonder that the male and female should have 
been known, respectively, as the tercel-gentle and the 
falcon-gentle. Dame Juliana Berners dignified this falcon 
as fit for a king. To Izaak Walton the female peregrine 
was the falcon, for the Falconer begins his list of birds : 

The gerfalcon and jerkin, 
The falcon and tassel-gentle ... 

There is, perhaps, just a possibility that a modern printer 
would have pointed Walton's line thus: "The falcon- and 
tassel-gentle." 
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Tercel (see Tassel). 

Tire. To pull or t.ear flesh with the beak in feeding or in 
exercising; to feed ( intr.); also in transferred and fig
urative sense. Const. on or upon. (Derived from F. 
tirer, 'draw, pull,' from Rom. tirare, from ?Gmc. tairan.) 

. . . that hateful duke, . . . 
Will ('Ost my crown, and like an empty eagle 
Tire on the flesh of me and my son! 

III Hen. VI, i.1.266. 

. . . thou shalt be disedged by her 
That now thou tirest on . . . 

Cymh., iii.4.95 

Upon that my thoughts were tiring, when we encountered. 
Tim. of Ath., iii.6.4. 

Compare the phrase "empty eagle" in the quotation from 
III Henry VI and "disedged" in the lines from Cymbeline 
with: 

My falcon Row is sharp and passing empty. 
Tam. of Shrew, iv.1.193. 

Tower. To mount up (in ascending spirals) so as to be 
able to swoop down, or "stoop," on a quarry. 

A falcon towering in her pride of place. 
Macb., ii.4.12. 

No marvel, and it like your majesty, 
My lord protector's hawks do tower so well. 

II Hen. VI, ii.1.8. 

Attack by tower and stoop is a style of flight charac
teristic of falcons rather than of hawks, which fly directly 
at their prey-hence the phrase "hawks of the tower," 
and "hawks of the fist." 

Watch. To keep (a hawk) awake constantly in order to 
make it tractable. 



A Glossary of Shakespeare's Hawking Language 205 

Another way I have to man my haggard, 
To make her come and know her keeper's call, 
That is, to watch her, as we watch those kites 
That bate and beat and will not be obedient. 

Tam. of Shrew, iv.1.196. 
You must be watched ere you be made tame, must you? 

Troil. and Gres., iii.2.45. 
I'll watch him tame and talk him out of patience. 

0th., iii.3.23. 

In addition to the quieting effects of the hood (seeling, 
too, in Shakespeare's day) the trainer of hawks may make 
use of the further subjugating expedients of "watching'' or 
of starving. The last-named practice is, however, discour
aged by all writers as sapping too much of the bird's vital
ity. That Shakespeare knew it is implied in the lines 
quoted above; Petruchio speaks of his falcon as being 
"sharp and passing empty"; then he adds: 

Another way I have to man my haggard, ... 
That is, to watch her .... 

The trainer of hawks must reconcile himself to loss of 
sleep, it seems. Harting quotes the following remark from 
An Approved Treatise of Hawks and Hawking, by Edmund 
Bert, Gent., published in 1619: 

I have heard of some who watched and kept their hawks awake 
seven nights and as many days, and they would be wild, rammish, 
and disorderly. 

Wing. NED.: "Transf. and fig. Power or means of flight, 
or of actions as figured in flight; action or manner of 
flying, flight." All's Well, i.2.217; Hen. V, iv.1.104; Tw. 
N., ii.5.125. 
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