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‘Blot; they observed stage 'decorum' by having murders take place offstage and
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1. Introduction:

Of the thousands of plays written during the years 1590-1620, hundreds
were tragedies, many of them like the plays on which this unit will focus.

The writers of revenge tragedies (the kind of play considered in this unit)
probably found their inspiration in the plays of the Raman tragedian, Seneea.
There are several reasons why the Elizabethans may have turned to Seneca as a
model and for inspiration. Few Elizabethan men could read Greek well enough to
read the Greek tragedies; they read Latin well, and, therefore, read Seneca.

It may well be that as schoolboys, some of the Elizabethan playwrights had
worked with Seneca at the request of Latin instructors. Not only did they
translate Seneca into English, but they played "~ various parts of the plays
in the classrooms as a part of their formal train. in Latin oratory (by which
they meant the art of skillfully using the langhage, ~th in composition and in
speeches), In Seneca, the instructors found = formal ¢ .7le that employed the
figures of speech which they taught their students to identify, to use, and to
render effectively with the voice., Senecan plays were the training grounds for
Elizabethan orators and writers as well as actors.

The Elizabethan's interest in the work with Seneca prompted him to write
Plays that imitated Seneca's, These plays were mainly of two kinds. Same
university studmnts wrote stiff academic plays as much like Seneca's as possible,
These plays were set in one narrow place, one limited time, and had but one

usually employed a chorus as in the Greek or Raman Qedipus. No visible blood i
and guts for these pedagogues,

The second kind of imitation of Seneca was not academic, but popular.
The popular Senecan Plays were intended to entertain the diverse Elizabethan
theatre audience, Ghosts, high-flown speeches, revenge-seeking heroes, insanity
Suicide, onstage murders, bloody endings, dumb shows, the play—within—the-play
~=-all these appeared in the popular revenge tragedy. These plays are sensa-
tloral, often meledramatic, and they were popular. They were enormously popularn,.
The popularity of the Senecan imitations intended for the playhouses, compared
With those performed at the schools, is like the popularity of the contemporary
musical as compared with the opera, And the populaﬁ blooid-and=thunder plays
were profitable for both author (if he was a member ‘of the producing company)
and producer. Shakespeare wrote blood-and-thunder stuff; he wrote for money.

The sensationalism of the blood-and-thunder Senecan plays, however, may
Only'partially account for their popularity. Perhaps revenge itself--not only

~ the ghosts and the killings--interested the Elizabethan, for he was acutely

\aware of political problems, And revenge raises political problems, particularly
_ @bout justice. We are interested in the Hatfields and the McCoys, in lynchings
- and love slayings, for similar reasons, because we like to pomder what happens

wien a man takes the law inte his own hands. The Elizabetharns constantly asked
themselves, "How is justice to be obtained if the King and the courts should
fail? Can a man take the law into his hands?" The revenge tragedy, at its
beat,v1Vid1y'portrayed for them this question, It perhaps provided some answerss

Your study of revenge tragedy may begin with a 'playing' of Seneca's
Thyestes, a dramatization of a 'horrible! revenge; then you may read Thomas Kyd®
dhe Spanish Tragedy, an even 'horroribler! play that uses many of the blood=-and-
guts ideas of Senecan tragedy and puts them not in language but in spectacle on
the stage; finally, you will work with Hamlet, a play in which Shakespeare gets
to the tough, gristley center of the problems raised by revenge tragedy even as
it provides plenty of blood-and-guts,

This unit will require +hat YUu use your imagination. As you read these
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plays, especially the Spanish Tragedy and Hamlet, remember that they are plays,
not poems; picture in your mind how they would appear on stage. Act them out at
home as you read and with your class--in mime, cumb show, pageant, play reading,
or full performance. At other times you will be asked to pretend that you are an
Elizabethan man or woman attending these plays. So you will have to subdue some
of your ingrained prejudices and attitudes and project yourself into the intellec~
tual, social, and political atmosphere of the late sixteenth-century. The ques-
tions, and materials in this unit and your teacher' suggestions and guidance will
aid and direct your imaginative ventures.

IT. Seneca's Thvestes:

Seneca's Thyestes is an introduction to revenge tragedy. But you may have
endountered Seneca before. You may have encountered his Cedipus in grade 10,
"Tragedz?; you remember its ghosts, its concern for vengeance, its melodrama, its
wild oracular-rhetorical spectacles. Thyestes is cut from the same cloth. The
study questions will direct your attention to its significant features.

The following genealogical table is provided to aid you in keeping straight
the relationships between the various characters in the play.

Zeus
Tantalus
Pelops Nioke
Atreus Thyestes
Aegisthus
Agamemnon Menelaus ] Anaxibia

Many of these characters appeared prominently in your ninth grade study of Momer's
Cdyssey; try to remember what they symbolized there. For instance, what did
Tantalus symbolize, what Agamemnon and Aegisthus?

A. Some reading questions on Thyestes.

Act I

1. Notice that the entire first act consists of dialogue between three characters.
Why does Seneca introduce the ghost? What kind of atmosphere does a Ghost create?

2. What is the role of the Fury? Will its prophecies come true?

3, What is the chorus' function? Does it differ from the chorus in Greek tragedy?

Act IT

1. What is the purpose of Atreus' soliloquy? Does he use hyperbole? Where? What
about the style of his speech”

2. In Act II, we again have only three characters: Atreus, the Henchman, and the:
Chorus. What kind of contrast does Seneca achieve by having the Henchman and
Atreus converse? Who is the audience's 'good guy'? Do you find Atreus' revenge
technique horrifying--like Frankenstein? Why does Atreus seek revenge?

3. Do you find sentences that sound like proverbs in this act? UWhy does Seneca
include them? What kind of play is this anyway?

.. The chorus comments on kingship. Are those comment.s relevant? Are they dumb?

Act IIT
1. How does Tantalus persuade Thyestes to meet with Atreus? Why must Thyestes
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be hesitant? Why does he finally decide to comply with his brother's request?
2. Dces Thyestes suspect Atreus? How does the reader react to their dialogue?
How would a spectator?

Act IV \

1. Why does the messenger take so long to report what he has seen? What is
the effect of his description of the "ancient grove"?

2. What natural occurences accompany ihe killing of Atreus! sons? What do
they suggest? Why must they be included?

3. What about the Chorus! questions? Do they seem somewhat ridiculous?

he Look at the description of Atreus! activity after the murders, How would
Alfred Hitchcock do these scenes?

5. What is the chorus' reaction to the messenger's narrative? Is it that of
the spectator? Why or why not?

Act V

1. Unaware of what he has done why does Thyestes feel &s he does?

2. What nappens when Thyestes begins to drink the wine?

3. What is the source of the grvans emitted from Thyestes' stamach?

k. ?ow does Thyestes react when he learns what he has done?

5 s the resolution of the play convincing? Shouldn't Atreus be punished?
6. Why is there no chorus at the end of this act?

B

. Discussion Questions .
1. After you have read this play, read Hadas' introduction. Do you agree with
him when he says that we tend to expect an author to render “a more or less
literal transcript of credible events"? Does Sencca do so? Is Seneca's play
intended to entertain or to philosophize? If to entertain, why all the horro??
If to philosophize, what is the point? Does the horrible spectacle rendered in
the action and language make Seneca's point more clear?

2. Consider Atreus' desire for revenge: Is he right to seek it? Do we accept
his vengeance as within the bounds of reason? Why or why not? Is it repulsive?
mereily sensational?

3. Yhy does Seneca employ the ghost? What is its relation to the action? Is
it merely a device to frighten the spectators? How does Thyestes resemble and
differ frem a spook show?

4. What kind of devices does Sereca use to create expectations that something
horrible is coming? Why does he do so? To what degree does he give away the
plot and destroy the effect when he tells us, "Something horrible is coming"?
5. Why does Seneca use the messenger to report the action in Act IV? Why
doesn't he portray it on stage? Could you work up a scene in which you would
put this action on the stage? How would it go? Would it be better than the
messenger bit?

6. It may be, some scholars argue, that Seneca did not intend his plays for
stage performance, but for group readings. Let us assume these scholars are
correct. But, let us now suppose that Seneca was a popular playwright writing
for a less well-educated or uneducated audience or an audience composed of
persons of several degrces of education, How would writing for such hypothetical.
audiences force Seneca to re-work Thyestes? How would an uneducated man react
to the ghost? (Amsume he believed in ghosts.) To the horror of the banquet
scene? Would Seneea, if his livelihood depended on this audience's accepting
his plays, put on stage more or less of the frighteving, horrible, and melo-
dramatic actions? Would he nusn Seuceatls Tangnage? Why?




IIT. The Spanish Tragedw: .

The next play is The Spanish Tragedy. In the eleventh grade, "Satire:
American Materialism," you read the Waste Land. One of the last lines of that
poem of madness, worla weariness, and revival is "Hieronimo's mad agaim."

The line is the subtitle of Kyd's play. The Spanish Tragedy is another Waste
and if you take it seriously,

The Swanish Tragedy is also a popular "blood-and-thunder" Senecan tragecdy.
It became tihe most popular play in the Elizabethan theatre and put on stgge
before the audience some of the horror-chamber spectacles which we associate
with spoeck shows, melodramas, detective stories, and snake pit movies. In the
year 1592, The Spanish Tracedy was performed over twenty times in London;

a city about the size of Lincoln, Nebraska now; before that it had probably
teen played several times by a company touring the provinces. It continued to
be acted frequently during the first decades of the ssventeenth ccntury: Today
only university theatres produce the play. But in Skakespeare's time, it was
the popular play of the day.

As you rzad and act out The oSpanish Tragedy, try to determine what made
it popular, Then, try to decide hgw the playwright attempts to handle thq
problem of taking justice into one's hands. Most of all, have fun and fedw
with the wild blood~and~-thunder, tearful tragedy of Hieromimo-gone-mad,

A. Reading Questions
Induction

l. If you were watching this play in & theatre, what would be your reaction
to the Tirst lines spoken by Andrea? Is Andrea long-winded? Could he say
what he has to say in fewer words? Does he take himself geriously? Do you?
In the Knight of the Burring Pestle, one of the characters has these lines

in mind when he says:

When I was mortal, this my costive corpse

Did lap up figs and raisins in the strand.
A character in arnother play, also parodies these lines:

When this transformed substance of my carcass

Did live imprison'd in a wanton hogshead,

My name was Don Antonio, and that title

Preserved my life ang chang'd my suit of clothes.
What do the authors of these parodies think of these opening lines? Do they
think them good? Why or why not? Do you agree with them?
2. In the first eleven lines several sounds are repeated: "courtier...court";
- ”prime...pride"; ”service...deserve"; "dame,,.name,." What is the effect of

these sounds? Read the passage aloud emphasizing them.

| 3. Look at lines 12-13, 16-17, 23-2,,. How are these line similar? Does Andrea
N make good use of metaphor and allusion? Are they fresh, vigorous metaphors?
Are they appropriate?
L. BSuggest what kinds of gestures the actor playing Andrea‘s part would use?
Would he use any? 4 lot?
5. Are the scenes in hell that Andrea describes frightening or just ludicrous?
Would his being a ghost frighten anyone? Is there something humorous about
Proserpine smiling and Pluto and Proserpine kissing?
6. What is the gate of horn? What is the other gate?
7. Uhy does Revenge tell the audience what is going to happen? What dces the
word "mystery" mean?

8. OCne author has Andrea's description of hell in mind when he writes a speech
in which Robin Goodfellew teils abomt hin mother's oxperienco in hell,




As she 1liv'd, at length she likewise died,

And for her good deeds went unto the devil,

But hell not wont to harbour such a guest,

Her fellow=-fiends do daily make complaint

Unto grim Pluto and his lady queen

Of her unruly misbehaviour,

Entreating that a passport might be drawn

For her to wander, till the day of doom,

Cn earth again, to vex the minds of men,

To this intent her passport straight was drawn.
The author of these lines had seen The Spanish Tragedy on the stage., How do
you think he reacted to Andrea's opening speech? \

Act I, i,

1. Loox at 11. 10-11l, Would the King have said this if he had lost the battle?
2. The king asks tha general to tell what happened in a "brief discourse."

Is it brief? '

3. Look at lines 25-29, Notice hav each line begins with "Both." What is the
effect of this repetition. Repetition of this sort is usually employed in
order to evoke an emotional response in an audience or to portray the emotiin
that a character feels. Is it used for either of these purposes in this case?
Lo Who is Bellona? The General here uses personification--treats an abstract
concept as though it were a person. Is the device appropriate?

. In line 54, the general says that there are me many lances in the air that
it grows dark? Do you believe him?

6. Look at lines 57-62, Is this description of the carnage of battle revolting
or frightening? Why or why not?

7. Why does the General refer to Phoebus at the end of his speech? How would
you characterize the General?

8. Which is which in Balthazar's speech, 11. 161-~163? What gestures would an
actor make when delivering this speech? Could you retain a long, serious face
if you were in a theater? Why or why not?

9. Why does Hieronimo say "my tongue!"? What does the business about the hare
and the lions have to do with anything?

I, ii.

1. Is there something funny about the line, "Then rest we here awhile in our
unrest"?

2., What is the "this" in line 9? Is the Viceroy's action a bit exaggerated?
Wguld ygu feel sorry for the Viceroy if you were watching this play? Why or
why not?

3. What is the Viceroy!s attitude toward Fortune? Answer this question with
this line in mind: "Fortune is deaf and sees not my deserts."

L. Why does the Viceroy believe Villupo? Why doen't the spectator belisve him?
Does he?

I, iii,

1. What is the purpose of this scene?

2, Compare and contrast Horatio and lorenzo, Bel-imperia and Lorenzo.
Chorus

1. Why is Andrea(upsetv

2, Uhy does Kyd have Reveuge tell what is going to happen?
3. Andrea has been on the stage all of the tine witnesaing the action. Desarilbe




how you think he would act during the foregoing scenes.

11, i.
1. Do you suppose Lorenzo's sprech is original? Is he witty? Why does he
work so hard to make his point? What is the effect?
2. Consider the way in which an author parodies Baltzhagar's speech:
Sir Abr. 0 no, she laughs at me and scorns my suit:
For she is wilder and more hard withal
Than beast or bird, or tree, or stony wall.
Yet might she love me for my lovely eyes.

Count, Fred, Ay, but perhaps your nose she doth despise.
Abr, Yet might she love me for my dimpled chim.
Penant., Ay, but she sees your beard is very thin.

Abr, Yet might she love me for my proper body.

Strange. Ay, but she thinks you are an arrant noddy...
Abr., Yet might Bhe love me in despite of all.

Luc, Ay, but indeed I cannot love at all,

Wy does his speech lend itself to parody? How do you suppose an actor would
gesture when delivering Bal's speech?

3. Does Lorenzo "spend time in trifling words"?

L. What does Pendringano mean when he says: “My bounden duty bids me tell the
truth,/ If case it lie in me to tell the truth"?

5. What is funny about Loranzo's threats when he has Pedringano at the tip of
his sword? Do you fear for Pedringano? UWhy or why not? Can you explain why
the speeches are so funny? Why does Lorenzo have him swear on the cross? Does
the situation demand the threats to kill and the command to swear on the cross?
6. Look at Balthazarh speech, 11, 111-133, What gestures would he use in
lines 111-115? Notice in the rest of the speech the beginning of lines with
"and" and "which." What effect does this repetition of these words at the
beginning of successive lines produce? Also notice that the last word of one
line is repeated at the beginning of the next line,

11, ii.

1. What is the "hidden smoke" and the "open flame"? What is the effect of
rhyming "blandishments" and "languishments"?

2. Why should Kyd so contrive that Lorenzo and Balthazar witness this con-
versation? How might an actor portray Balthazar's reactions as he listens?

3. How do you react to Horatio's line, "The less I speak, the more I meditate"?
Why does Balthazar turn around the line--"on dangers past and pleasures t.0
ensue'"? Note line 1l.

L, Notice the play on "peace" and "war" in Bel-imperia's speech. Do you think

she is serious? Or is she just shuwing off how well she can use metaphor?

5. The last four lines of this scene rhyme. Does this use of rhyme have
any effect on the listener?

IT, iii,
1. What do you suppose this proposed marriage has to do with the later de-
velopments in the play?

2. Look at the last lire of the scene. What does "If she give back" mean?

11, iv.

1. What do you think of Horatio's first lines? What effect does the rhyme have?
2. Ixplain the line, "my faintipg Leart controls my sonl." Do yon kuow what




Bel=-imperia is talking about?

3. In this scene in 11. 16-49; Hoératio and Bel-imperia speak alternately.
Each time Bel-imperia responds witn a speech exactly the length of_H?ratlo’s.
Has this kind of dialogue appeared before? From 24-37, each speech is a coupy#u
Does the use of this kind of dialogue add anything to the play? What kind of
gestures and movements would you ask the actors to make if you were directing
a play in which this kind of dialogue appeared? ]

L. Notice the dispatch with which Horatio is hung and killed. Can you find
adequate motives to account for his murder? Do you feel pity and fear at.this
point? Notice Horatio's question in the midst of the struggle, '"What, W1119
you murder me?" Does this question enhance the tragic quality of this scene?

11, v. . .
1. Do you feel sorry for Hieronimc? Why or why not? Does his speech inspire
pity in you? Laughter?
2. An incident similar to this one occurs in a play written shortly after
The Spanish Tragedy became popular:
A disappointed suitor learns that a rich widow whom he had hope?
to marry is about to marry his rival., He hangs himself up OUtS}de
her door, Whereupon, his true-love, not the widow, discovers him
and calls out: "Help, help, murder, murder," Then his rival's
son, William Small-Shanks, rushes out, saying:
What's here? ’
A man hanged Up, and all the murderers gone.
And at my door, to lay the guilt on " e.
This place was made to pleasure citizens' wives,
And not to hang up honest gentlemen,
Is Hieronimo's speech so easily parodied? ]
3. What kinds of gestures and movements would the actor make during this
speech? Does the rhyme after line 26 add solemnity to this speech? The
rhetorical questions? When are rhetorical questions most effective? Do you
use them in writing? .
L. As Hieronimo speaks in Latin he contemplates suicide, Is the last line
convineing? How would you Picture his throwing away his sword? ;s therg some-
thing incongruous here? Something like a cowboy in a western movie quoting
Shakespeare?
5. In a contemporary play, two characters talk about Hierenimo:
R. Has not your lordship seen
A player personate Hierontimo?
P. By the mass 'tis trwe. I have seen the knave paint grief
In such a lively colour that for false
And acted passion he has drawn true tears
From the spectators, ladies in the baxes
Kept time with sighs and tears to his sad accents
As he had truly been the man he seemed,
What is this author's attitude toward Hieronimo's speeches? Do you agree
with him? Can you infer from this passage how actors probably played the
character of Hieronimo? Why the audiences liked it?
6. Is there any indication that Hieronimo is mad?
7. What about Isabe]-lals SpeeCh, 11. 111ff? Do yon suppoua she wade up these
things for the occasion or has she heard them boefore?
Chorus
1. Can you spot a bunch of elirches 4in Revenge's speech?




111, i,
1. Explain Villupo's speech, 11, 19-24.
2. Do you have the feeling that the Ambassador's return at this precise moment

is a bit contrived? 1Is the succeeding reversal in the Viceroy's suspicions
believable?

ITI, ii.

1. An author has parodied the opening lines of Hieronimo's long soliloquy:
O, lips, no lips, but leaves besmear'd with mel-dew;
O dew, no dew, but drops of Honey-combs;
No cembs, no combs, but fountains full of tears.

In another play, there is this scene:

Mat. A;: did you ever see it [Ehe Spanish Trageqi7 acted: Is't not well
penned?

Bob, Wel penned! I would fain seeall the poets of these times pen such
another play as that was: they'll prate and swagger, and keep a stir
of art and devices, when as I am a gentlemen, read 'em, they are the
most shallow pitiful, barren fellows, that lived upon the face of the
earth again,

Mat. Indeed here are a number of fine speeches in this book. 'O eyes, no
eyes, but fountains fraught with tears!' there's a conceit! fountains
fravght with tears! '0 life, no life, but lively form of death!'
another. "0 world, no world, but mass of public wrongs!' a third.
'Confused and fill'd with murder and misdeeds' a fourth. O, the muses!
Is 't not excellent? Is 't not simply the best that ever you heard,
captain? Ha! how do you like it?

Bob. 'Tis good,

What is your judgment of Hieronimo's speech? Do you agree with Bob that it is
"gOOd"?

2. Is the falling of the letter into Hieronimo's path somewhat contrived? Does
its being in blood create fear and horror in you? Why or why not?

III, iii. Does the audience feel pity or fear when Serbine is shot? Why or why
not?
III, iv. Lorenzo is alone on the stage except for the Page in lines 38ff, How

would an actor portray him as he delivers this speech. What posture would he
assume? What tone of voice would he use?

III, v. Examine the logic in the Page's speech, Is it sound?

IIT, iv. 1. What is Hieronimo's concept of justice?
2. Notice Pedringano and the Hangman's play on words, 11, 44-88, .Does this

play on words make the scene fearful?

I11, vii.
1. Do you find any hyperbole in Hieronimo's speech?

2. One writer says of plays like The Spanish Tragedy that these plays have
"handfuls of tragical speeches." Do you agree with his criticism?

IV, i. How do you react to lines 15-25%

IV. ii. Notice the rhetorical guestions in Bel-imperials speceh. Do they




portray a genuine feeling?

IV, jii. When Bel-imperia says, "Brother you have become an orator" (1. 83),
is she sericug? . . )

2, Is Balthamr's speech flattery or sincere?

3. What is your reaction to Baltharar's closing speech, 11, 106-109?

Iv, iv,
1‘, What's going on in the first line of Hieronimo's speech?
2, Can you account for the statements Hieronimo makes about sons?

IV, v.

1,, What do the stage directions suggest -that Hieromimo is about to do? How
would an audience react to a man coming on stage with a rope and poniard? How
would you play this scene seriously? For laughs?

2. Notice that Hieromimo's speech begins in quatrains, It degenerates then
into a kind of sloppy rhyme-scheme., Is the rhyme, especially the quatrain,
appropriate to this kind of speech? .

3. Is Hierinamo's determination to seek revenge convincing? the vacillation
in his mind?

L. What does the King think of Hieronimo?

9. Hieronmimo's digging with hia dagger--is it a convincing display of profound
feeling?

v, vi.
1. Pedro's speech, 11. 5=16,~—what for?
2., What kinds of gestures and movements would accompany Hieroniamo'!s speech,
1l. 17-22? Lines 78-169 are known as the painter scene:
a. How are the painter and Hieromimo alike? )
b. In the play written a- few years after The Spanish Tragedy, this scene
appears:
Enter Balurdo, a Painter with two pictures, and Dildo.
Bal. And are you a painter? sir, can you draw, can you draw?
Pa, Yes, sir,
Bal. Indeed, law! now so can my father's forehorse. And are these the
workmanship of your hands?
Pa, I did limn them.
Bal. Limn them? a good word, limn them; whose picture is ?his? Anno
Domini, 1599 years old! Let's see the other. Aetatis suea 2A.
By'r lady, he is somewhat younger. Belike master Aetatis suae was
Anno Domini's son,
Pa. Is not your master a —-
Dil. He hath a little proclivity to him, .
Pa, Froeclivity, good youth? I thank you for you courtly prgcllvity.
Bal. Approach good sir. I did send for you to draw me a device, an
Imprezza, by Synecdoche a Mott. By Phoebus® crimson taffeta mantle,
I think I speak a melodiously,~—look you, sir, how think you on't?
I would have you paint me, for my device, a good fat leg of ewe mutton
swimming in stewed broth of plums and the motto shall be, Hold my

dish, whilst I spill my pottage. Sure, in my.conscience, twould be
the most sweet device, now.

Pa., "Twould scent of kitchen-stuff too much.

Bal. God's neaks, now I remember me, I ha' the rarest devicg in my head
that ever breathed. Can you paint me a driveling reeling son, and

-

I
i
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let the word be "Uh2"
Pa. A belch?
Bal. O, no no: un, paint me uh, or notning.
Pa. It camnot be done, sir, but by a seeming kind of drunkeness.
Bal. No? well, let me have a good massy ring, with your own paesy graven
in it, that must sing a small treble, word for word, thus:
And if you will my true lover be
Come follow me to the green wood.
Pa, O Lord, sir, I cannot make a picture sing.
Bal. Why 'slid, I have seen painted things sing as sweet.
Does this suggest what Kyd's contempories thought of the painter scene? What
did they find ludicrous in it?
3. Dces the plot of Hieromimo's tragedy in any way parallel the plot of the
play2 BEe specific.
L. What about the bloody napkin? Does it and Hieronimo's offering it to Senex
seem horrible? What kind cof movements and gestures would the actor make as
he speaks 1ll. 290ff.?

IV, vii,

1. Uhy in line 125 does Hieronimo say, "What, so short"? Is he really as
mad as the others think?

Chorus

1. Why does Andrea call upon these particular mythological characters?

2. What do the characters in the Dumb Show do and carry as they cross the
stage? What does the dumb show suggest about the rest ‘of the plot?

3. Do you make anything of the fact that Revenge has been asleep?

v, i.

1. Why does Bel-imperia seek revenge? How does she go about prodding HElercriw?
2. How does Hieronimo view his relationship to revenge? to Heaven?

3. UWhat does Hierorimo mean when he says, "Why then I'll fit you"?

L. What distinction does Hieronimo make between comedy and traegedy? Are you
reading a "stately written tragedy"? Do you agree with Hieronimo's distinction'
5. What has "the fall of Babylon" to do with anything?

v, ii.

1. Why does Isabella cut down the Arbor? Does it do any good to take
vengeance on the place where her son was killed?

2, Do you expect her to kill herself?

Vv, iii.

l. Why do the last four lines of Hieromimo's speech, 11 20ff, end with
"reverige"-~boam, boom?

2. Is Hieronomo's tragedy a good one? A lousy one?

3. What is the King's opinion of Bal-thazar's acting? What is an amorous
passion?

L. Reread Hieronimo's long speech. Is it too long? Look at lines 110ff., Wha
gestures do these lines demand of the actor?

5. Why does Hieronimo bite out his tongue? Why this bit of Senecan horror?
How would you act biting-ont-your-tongue?

Chorus

1, Vhy does Andrea find it necessary to recount the action? How many dead
people are there now? Do all thesc deaths make this play a tragedy? lHow
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many does it take to make a tragedy?
2. How does Andrea judge the dead people? Does he make good judgments?

B. Revenge: Before discussing The Spanish Tragedy, the following materials
should be studied and the questions discussed,

The Elizabethans, l.ke us, worried about how Jjustice is to be obtained
("taking law into one's hands" as we have mentioned). They recognized that
the simplest way of getting justice is to revenge oneself on the wrongdcer:
"Scre one murders my friend, kinsman or lover; I kill the murderer.," Vhat
kind of world would such an attitude create? In almost every discussion of
revenge during this time, St. Paul furnishes the gulidelines:

Avenge not yourselves, beloved but rather give place unto

the wrath of God: for it is written, Vengeance telongeth unto

me; I will repay, saith the Lord. (Romans 12:19)
1. According to this statement, what should a man do if he finds that another
man has committed a wrong? iho is responsible for justice?
2. Does St. Paul here mean that there is to be no temporal justice? 1In
contemplating your answer to this question, you might look at what St. Paul
says in Romans 13:1-7. What Paul says there is the basis for what many vmriters
contemporary with Shakespeare had to say about this question. What did the
medieval writers studied in "The Ieader and The Group" unit say? Here is what
one Renaissance author says:

What God is in the administration of the whole world, the same a

Prince is in_the people committed by God to his charge...a

Prince 1733;7 the lively image of God that governs all things,

appointed to minister justice.

Barcklay, Felicitie of Man

Who might the Renaissance man logically expect to carry out justice on earth?
Who was the chief-justice, the final supreme court of the realm of England,
in Shakespeare's day?
3. By way of analogy: consider what often occurs in T.V. westerns, Scmeone's
father is killed., The son then vows to revenge his father's death and, over
the protests of his friends and the marshall, straps on his holster, mounts his
horse, and gallops off to find the murderer. ihat happens in such stories?
Yhat happens to the revenger if he kills the murderer? Who brings the murderer
to justice if the revenger does not kill him first?

Or consider our attitude towards lynchings. Uhy do we object to them?
Again, what do we find wrong with family feuds, like the one in Huyck Finn or
the one between the Hatfields amd the McCoys? Is our conception of the way
in which justice is to be carried out somewhat like that of the Elizabethan
attitude toward private revenge?

L. We well know that some crimes might go unpunished, for several reasons.
For example, the officers of the King and the King himself may ke corrupt.
What would the Elizabethan do then? Here is one Elizabethan answer to this
questiont
For though it may seem for a time that God sleeps, and regards
not the wrongs and oppression of his servants, yet he never fails
to carry a watchful eye upon them, and in his fittest time to revenge
himself upon their enemies. Beard, Theatre of God's Judement
What, then, is one to do when he has been wronged but canuot BLbain 'justice!
from courts? Is there any other justiea than that given by courts?
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Revenge II: Although it may seem strange to us, the Elizabethans reTerred to
the punishment of criminals at the hands of Kings or their magistrates as
"revenge"; they distinguished two types of temporal rewemge:. For instance,
in Henry V, the king speaks to men he has comdemned %o death:
1 God quit you in his mercy. Hear your sentence,

You have conspir'd against our royal person.

Join'd with an enemy proclaim'd, from nis coffers

Receiv'd the golden earnest of our death;

5 VWherin you have sold your King to slaughter,

His princes and his peers to servitude,

His subjects to oppression and contempt

And his whole kinggem into desolation.

Touching our person, seek we no revenge,

10 But we our kingdom's safety must so tender,

Whose ruin you have sought, that to her laws,

We do deliver you,
1., Lock carefully at 11. 9-10. On what grounds does Henrv V condemn these
men to death? What distinction does he make? o the following lines fram
a Renaissance play help you? :

« « o never private cause

Should take on it the part of public laws.
2, What two terms might we use to keep straight these kinds of revenge: (the

terms are not important; make yp some for convenience). In the same speech,
Heary goes on to say:

Get you therefore hence

(Poor miserable wretches) &o your death;

The taste whereof God of his mercy give

You patience to endure, and true repentance

Of all your dear offences.
1, Why does Henry refer to these men as "miserable wretches"? Does he pity
them? Why does he teseech God to "give/ You patience...and true repentance"?
How fur does Henry's power extend? In answering this question, the following
sentence may help you: "For God only is able to take vengeance of the soule,
and to throwe it together with the body into hell fire." (La Primandaye,
French Academie)

2, Might we then discern yet a third kind of revenge or vengeanceé? What
shall it be termed?

3. In a Renaissance play, a character Says=—-
Mount me T will:
But may I never pass the river, till I be
Reveng'd upon thy soul, accursed Abdelmelec!
If not on earth, yet when we meet in hell,
Before grim Minos, Rhadamanth, and Aeacus,
The combat will I erave upon thy ghost,
. And drag thee through the loathsome pools
Of Iethe, Styx, and fiery Phelegethon.,
What kind of judgment should we make regarding this speaker? How does he differ
from Henry?

4. What kind of vengeance or revenge seems to be allowed man in the passages
we have looked at? Who is responsible for cavrying it out?

ERIC

Full Tt Provided by ERIC.
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Revenge III: ZElizabethans often saw vengeance as operating not only between
memkers of their own scciety but between nations. One writer says:
And many more kings for their injustice and wickedness have teen
punished very strangely and oftentimes lost their kingdoms; for a
kingdem, as shall appear...is transferred from nation to nation
for their injustice and injuries. More, Principles ior Young Princess,.
Another says:

The change of monarchies, estates and kingdoms come about always because of
vice. Roboam lost his kingdom through want of prudence, Saranapalus through
intemperancy and luxuriousness, the last French King of the race of Clovis
through disorderliness, Perses through rashnees....For from that very instant
wherein Wickedness is committed, she frames for and of herself, her own
torment, and begins to suffer the pain of her mischievous deed through the
remcrse thereof, The French Academie
1. UWhat then might war represent to the Elizabetlian? Who determines the out=
came of war? Could war's outcome be related to one gent's vengeance or revenge
on the generations of mankind?

C. The Spanish Tragedy: Discussion Questions:
1. a. Discuss Andrea's relationship to the action. Do Andrea and Revenge
function as a chorus? Are they like the Fury and Tantalus in Thyestes? How?
b, What is the purpose of having a ghost appear on stage? Couldn't the action
begin and end without the first and last scenes of the play? Let us assume
that the Elizabethans believed in ghosts; there is evidence that some did, If
the audience believes in ghosts, what might be Kyd's reasons for using a ghost?
Is he just trying to scare poor kids and apprentices? Remember that Elizabethan
costume permitted plenty of bloecd and ghostly sheets. '
c. Do the ghost and Revenge give the audience a perspective different from
that from which we would see the play if it began with expository speech by
one of the characters, say the King?
2. a. The title of the play invites us to consider the play as a tragedy. Is
it a tragedy? How is it like or unlike other tragedies you have read?
b, If this play is a tragedy, all of the tragic’action has its impetus in
the desire to revenge, How many people seek revenge in this play? Are all the
revengers equally justified? Are any of them?
c. Does all of the bloodshed accomplish angthing? Is justice finally effected?
Why or why not?
d. UVhat is the relationship of the revenging of Andrea's death to that of
Horatio's? Which is the main action? Are they closely integrated?
3. a. What is the purpose of the dumb show in Act I? Does it try to tell
the King and Viceroy anything? Compare it to the amens and portent in
Thyestes. Why should Hieronimo be the producer?
b. Is the play-within-the-play in Act V related to the theme of the play as
well as to the action? Are there any similarities between the functions of
this playlet and the dumb show?
L. a. Uhy does Hieronimo hesitate to revenge his son's death?
Consider th2 following passages:
i. King: Then blest be heaven and guider of the heavens,
From whose fair influence such justice flows. (I, i, 10-11)
ii. Isabella: The heavens are just; murder cannot be hid;
Time is the author both of truth and right,
And time will bring Lhis treachery to light. (TT, v, 111ff)
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iii. Hieromlmo: If this inhuman and barbarous attempt,
' If this incomparable murder thus
Of nine, but now no more my son,
Shall unrevealed and unrevenged pass,
How should we term your dealings to be Jjust,
If you unjustly deal with those that in your justice {net?
(II1I, ii, 6ff)
iv. Hieromimo: Yet still tormented is my tortured seul
With broken sighs and restless passiens,
That winged, mount and, hovering in the air,
Beat at the windows of the brightest heaiens,
Soliciting for justice and revenge.
(III, vii, 11ff)
v, Hieronimo: I will go plain me to my lord the King,
And cry aloud for justice through the Court,
Wearing the flints with these my withered feet,
And either purchase justice by entreats,
Or tire them all with my revenging threats.
(III, viii, 64-33)
vi, Hieromimo: Ay, heaven will be revenged of every ilk
Nor will they suffer murder unprepaid.
Then stay, Hieronimo, attend their will,
For mortal men may not appoint their time.
(IV, vii, 170-173)
vii. Hieronimo: See that heaven applies our drift ,
"~ And all the saints do sit soliciting
For vengeance on those cursed murderers.
(V, i, 31"33)
Can you trace in these passages a movement in Hieromimo's thinking about
revenge? Why does he finally take vengeance? Are the other vengeance-takings
in the play justified in the same way? Why or why not? How are the King's
and Isabella's speeches related to Hieronimo's?
5. One of the irritating things about this play is its use of Latin tags.
Would Kyd's audience have needed feotnotes as we do? Do they serve any purpose?
Consider the following selection of Latin tags.
a. (Castile: '"Victory is the sister of just law." (I, i, 14)
b. Viceroy: "Who lies on the ground can fall no further. Fortune has
used all its power to harm me. Nothing now is able to harm me more,"(I,i, 15-17)
c. Lorenzo: "4s much by force (arms) as by guile" (II, i, 107).
d. Bel-imperia: "“And I feared to add fearful fear to me, fearful man--
Vain is the work of absolute treachery." (III, vii, 102-103)
e.  Hierordmo: "Vengeance is mine says the lord" (IV, i, 169)
"The safe course for crime is through crime"(1l. 174)
"If destiny (fate) helps the wretched ones, you have
health and happiness“(1, 180),

"If Destiny (fate denies your life, then you have the

grave," (1. 181)
"Ignorance is an idle remedy for evils"(1l. 203).

Do these tags share a concern? Do they tell us something about each character

and his relationship to justice? Or is Kyd merely trying to dazzle his audience

with his knowledge of Latin?

6. The Spanish Tragedy often employs a deliberately patterned "rhetorical"

style, a style that uses repeatiti o, antithesis, elimax, This style can be

L




15

casily parcdied as the material in the study question makes clear. Can it also
be defined? Would the style of the acting cause the poetic style to be
laughable or moving? You might experiment with acting the following passages
so as to make them serious--then ludicrous:
Viceroy: My late ambiticn hath distained my feiths

My breach of faith occasioned bloodv wars;

Those bloody wars have spent my treasure;

And with my treasure, my people's blood

And with their blood, my joy and best beloved,

My best beloved, my sweet and only son. (T, ii, 33-38)

Lorenzo: My lord, though Bel-imperia seem thus coy,

Let reason hold you in your wanted joy.

In time the savage bull sustains the yoke,

In time small wedges cleave the hardest oak.

In time the flint is pierced with softest shower

And she in time will fall frem her disdain

And we the sufferance of your friendly pain. (II, i, 1ff)
Notice the underlined words in the two speeches., Recalling what you know of
pitch, stress, intonation--how would a good actor say these lines? Would he
stress them? How much? How would a bad actor say the lines? Would the pitch
of the voice change if a good actor were saying them? Might it be said that
the real.drama of the Spanish Tragedy lies in the speeches? That the speeches
are dramatic in themsélves?
7. In about 1600, a company of children actors performed this play. What
would be your reaction to such a performance? Before you say "I'd laugh,"
think about what the children could do and get away with it.
8. The Spanish Tragedy went through several revisions. As the play was
performed, the actors evidently wrote additional scenes and speeches. One of
these additions is the "painter scene" in IV, vi. Is the scene necessary to
the play? Why was it added? Would it sell tickets?
9. Does tne battle between Spain and Portugal have any significance besides
the providing of a context for the action? Are the goings on in the Portugese
court like these in the Spanish court? Unlike them? How? Might Kyd be
using the parallels to say something?
10. Try having half the class do the Spanish Tragedy as if it were a modern
horror show or detective story or melodrama. You can change the words, plot;
you can mime, use lights or whatever so long as you get the same shuddery
effect which you think Kyd got with his audiences. Then have the other half
do the show for laughs--like a summer theatre "mellerdrammer" which makes fun
of bad guy-go~d guy shows; the second show may parody the first. Now can
you tell why - d's kind of enter“ainment was as popular as pop could be in
its time? Lauran, Batman...
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IV. Hamlet

Some peojle argue that Shakespeare's Hamlet represents a re-working
of another play about Hamlet, a play which no longer exists, but to
which Thomas Nashe and others apparently allude. One author, for
instance, writes in 1596, (five years before the first publication
of Shakespeare's Hamlet) of "the ghost which cried so miserably at
the Theatre..., Hamlet revenge." Many scholars claim that Kyd was
the author of the "earlier-Hamlet," and that it was about as good
and as bad as the Spanish Tragedy. The evidence for the existence
of an earlier Hamlet and for Kyd's authorship is by no means con-
clusive; and, even if it were, we might well wonder what we can learn
from it about Shakespeare's Hamlet since the text of the earlier
Hamlet no longer exists. Even if we could say something, would it
not be mere speculation? Mere speculation, however, need not be
entirely dismissed.

Let us suppose that Kyd did write a play based on the Hamlet
legend. Can we, then, say anything about what that play was 1ike?
Well, we can guess that it had a ghost, a play-within-the-play,
soliloquies, delays, background wars, blocd and guts, wild language,
Frankensteinian horror--everything that the Spanish Tragedy has.

Ard if that is what Kyd's Hamlet was like, we might find it profitable
to examine what Shakespeare does with the revenge play, Let us
suppose that the group of actors of which Shakespeare was one thought
it would be profitable to take advantage of the current rage for revenge
rlays. They may have then commissioned Shakespeare to write a revenge
play for vhem to produce. It should be a good revenge play, notl, one
like the absurd ones that were so popular; it should be a play worthy
of the proud and popular Globe Theatre. Let us further assume that
Shakespeare's company had somehow got the rights to Kyd's Hamlet.

If we make these assumptions, the genesis of Shakespeare's Hamlet
might go like this:

Business Manager: I think we could make a pile of dough if we
put on a revenge play. Those kid actors on the other side of town
sure are getting a lot of attention, and they are putting on revenge
plays. They are taking away good customers. Maybe if we looked in
the file of old plays we could find a really juicy revenger!

Actor I: We do have a copy of old Kyd's Hamlet. How about that?
Blood--blood~--blood, Its not much, but,..

Shakespeare: Sure isn't! The audience laughs at the ghost; he
comes out dressed up in a dirty old sheet. They shout "hurry up"
when Hamlet delivers those damnably long soliloquies., In fact, the
whole thing is wretched. Wouldn't make us any more popular,

Actor 2: I agree, Ile have been putting on pretty good stuff
recently and it won't do our reputation any good to put on Kyd. He's
passe and a dummy besides. I don't think its possible to fin¢ a good
revenge play. I won't act in a play that I don't think is first rate.
I have my standards,

Actor 3: I agree. When I play the clown we always draw larger
crowds--there isn't ar :lcun in I d: We ought to forget the whole
thing...

Business Managor: 7.X.,~--you rar %e hunting for a job in a
couple of morths. Uy ooun fusy doaty havye sDy business sense-—all
wound up in ibhe tnuztre and forgething abont stuff like that., We have
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to pay the mortgage, 'What about = Kyd rewrite? The ghost could be
made scarier, The audience woulin't laugh at it then. We could also
invent same better reasons for Famlet's running around so much and
not doing much. So, well, why Jon't you take the thing home and look
at it over the week end? We dor't expect miracles. It's our best
hope as I see it, Have something by Tuesday night.

Shakespeare: By Tuesday nisht. Three days. Would be nice if
I could, When we leave to tour the provinces next month, I could
polish it up some more and do some experimenting with it so that
it'1ll be ready to go next season. If it goes over at all, maybe we
can sell it to a printer and make some money that way too.

And in our fairy tale, Shakespeare went home and wrote Hamlet.

First--read Hamlet and act it out as best you can in your mind.
Read fast. Don't try to get every line. Try to get the main action.
Then--read the play again in relation to the following remarks and
work out how you would play and produce it.

In looking at Hamlet, it may be well to look at the play not only
against the backdrop of the Elizabethan stage and the Elizabethan
acting companies, but against the Elizabethan hierarchic view of the
world, This view held that as the earth is placed below the skies,
the skies below the empyrean spheres, so the hierarchy of society
reaches from bond servant, to freeman, to nobleman to emperor and
king. The hierarchy of the passions, runs from the body to the
soul; from the appetites, to the will, to the reason. Conversely,
in the hierarchy of the family life, the husband is the head of the
wife; the wife, the head of the children and of the servants. And
in each of the areas love is the force which binds together the elements
in the hierarchy.

Frequently, the metaphor of marriage is used to describe the
love which binds things together. For instance, in Shakespeare's

JIroilus and Cressida, Ulysses uses the metaphor of marriage to explain

the rorce which holds the planets and men together in right relationship.
Elizabethan man used the marriage metaphor to explain several kinds
of hierarchic human relationships--the relationship between Christ and
the church, between Christ and the individual soul, between lord and
vassal, between head and heart and so forth. What is rightly "higher,"
more controlling, more powerful is the husband; whatever lower, less
controlled, less powerful and more sensitive, the wife.

In Shakespeare's Richard II, Richard, after he has been deposed
as king, is taken to the tower to be imprisoned., On the way he sees
his wife from whom he must part and will never see again, He then
says to his captors, "Doubly divorced! Bad men, ye violate/ A two-
fold marriage; 'twixt my crown and me,/ And then, betwixt me and my
married wife." Richard regards himself as married to the State and
to his wife., When the element of love disappears from either relation-
ship, it becomes adultery, or a relationship of mere appetite. You
will find a good deal of discussion of marriage in Hamlet., Hamlet
senior, in being severed from his crown, is also severed from his
wife; Claudius in usurping the crown also usurps Hamlet senior's
wife; Claudius takes over the senior Hamlet's real marriage to Gertrude
and his symbolic marriage to the throne; and younger Hamlet as a prince
has some hopes of being married to the State and seems to have had
hopes of being married to Ophelia. One of the questions the play
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raises is the extent to which Hamlet is worthy of marriage-~both

kinds of marriage; the extent to which Hamlet wishes to be married;

and the extent to which he is unworthy of each marriage. When Hamlet
leaves Denmark, he says farewell to his "mother," speaking of Penmark

as his mother. The king reproves him saying that he should say farewell
to his father--the king., And Hamlet says, "My mother!-~Father and
mother is man and wife;/ Man and wife is one flesh; and so, my mother..."
The king is 'husband' to both Gertrude and Denmark; the kind of personal
marriage which a king undertook was also a matter of considerable
importance to his marriage to the State in that a king's wife was
considered one of his chief advisors and if one of the chief advisors

to the king, even his wife, was corrupt, this tended to affect his

rule as a king., The fact that Gertrude is the kind of woman that

she is should make us loock carefully at the kind cf king which Claudius
is.

A king is to his country as a man is to his wife, or Adam is to
Eve, But a man who becomes the siave of the wife (and his uxoriousness)
becomes a serpent--lower than Eve., In acquiescing to Claudius' action
and desire, Gertrude has assisted in the garden., She may be regarded
as a kind of Eve, Claudius as a kind of serpent (if one doesn't push
the metapher tco hard). The garden in which the King is dispatched,
is the private garden of the palace; but there is also a larger garden--
the garden of the King of Denmarl--and Hamlet says that evil things
are happening in that garden too, "that things rank and gross in nature
infect it." Thus, throughout the play you have an analogy drawn be-
tween the King's relationship to his wife and his private household,
and his relationship to the kingdom, rank with the weeds of Eden.

Now as you loock at the play, consider the extent to which Hamlet's
relationship to the kingdom and to Ophelia is similar to Claudius'
relationship to the kingdom and to Gertrude.

As we look at 'household' and 'kingdom,' we should keep in mind
the kind of government which Denmark had under Claudius in the light
of contemporary Renaissancepolitical theory. The political structure
which exists in Shakespeare's Denmark is not the political structure
which England knew in Shakespeare's own time., The English monarchy
vias a monarchy which was hereditary; Denmark's is an elective maonarchy;
and an elected monarchy was considered less stable than the hereditary
monarchy, One writer, contemporary with Shakespeare, says that elective
monarchies "are not commonly so sure and durable as those that are
hereditary, whereupon seditions arise to the great detriment of those
kingdoms., When the Prince being dead, the state remzins a pure anarchy
without a Lord, like a ship without a pilot which is to be cast away
with the first wind that blows."

The elective monarchy, however, obeys the same general rules which
the unit on the Leader and the Group'suggests that the hereditary
monarchy obeyed in the Middle Ages and the Renaissance. A true king
became a king not only by birth or election but also by virtue of his
willingness to sacrifice his own private interests to the common
profit of the people. A tyrant was a king who was not interested in
the common good of the people but in his cwn profit and pleasure--a
man who used the kingdom for his own profit and pleasure, manipulating
people to make them satisfy his needs and his will. Such a man could,
under certain prescribed conditions, be killed with impunity by his
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subjects., As you look at Hamlet, it will be useful to try to see to
what extent Claudius is a tyrant and to what extent he is simply a

gocd politician; to what extent he looks after the interests of Denmark
and to what extent he looks after his own interests exclusively; to

what extent he is interested in Hamlet and Polonius and Gertrude as
'persons! a..d for themselves and to what extent he is interested in

them as things which he can use for his own pleasure or private interest.

With the rule that the king must seek the common rather than his
own profit, went the rule that the king should not seek private revenge.
To seek private revenge is, indeed, to seek a form of 'private profit!
or private satisfaction. A proper king or prince or magistrate would
use the courts for the accomplishing of public justice and would wish
that even his enemies be judged according to the public and objective
laws. In this context, we must lecok at Claudius! killing of Hamlet
senior., To what extent was he killing a tyrant for the common good
in killing Hamlet senior? To what extent was he simply seeking his
own private profit? Again, when we look at Hamlet junior as a man who
is looking to the throne, looking to become king, we might consider to
what extent his vengeance is the vengeance of a man who wants to do
things according to the procedures of law, and to what extent his
desire to punish Claudius is a matter of private vengeance--of malice
and hatred.

Let us return to the matter of Claudius' household and its relation
to the state. Partially, of course, the extent to which a man can be
an objective ruler and serve the common profit depends on the kinds of
counsellors he chooses-~whether he chooses counsellors who let him see
things as they are or counsellors who primarily let him see things as
he wishes to see them. As you look at Polonius, you should look at
the extent to which Polonius endeavors to communicate the truth to
Claudius, the extent to which he endeavors to color the truth, to
flatter Claudius; to what extent was Polcnius chosen to 'counsel!
Claudius and to what extent was he chosen to be Claudius' fink--flatterer,
racvionalizer, and operator-at-the-court? This is, of course, a dlfflcu]t
question, '

How is one to establish that a court is corrupt? What is one to do
when one finds oneself in a corrupt court? Sometimes it was said that a
citizen's obligation was to kill the king if he was a tyrant; sometimes
it was said that a men's job was to admonish and reform the king--the
office of a brave and hcnest counsellor, Sometimes it was said that
a man's job was to wait for Ged to intervene and relieve man of tyranny;
"How long, O Lord, how long ?" More often it was said that the man
ought to consult with the wisest men of the realm, that they ought to
act collectively in the name of the realm and perhaps seek the help of
an outside king of perfect virtue in the deposing of the king. Thus,
one writer says that England rightly deprived King Edward II of his
throne "because without law he killed his subjects," that it rightly
deposed King Richard II for the same reason, and that Denmark similarly
deposed King Christian, the tyrant, of his kingship for the same
reason, The same writer says: "Kings and princes do not have absolute
power over their subjects but are subject to the law of God and to the
good laws of their country. They may not lawfully take or use their
subject's goods at their pleasure; as God has ordained magistrates or
Jjudges to determine private men's matters and punish their vices, so
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He wants the magistrates' doings to be called to atccount and reckoning
and their vices corrected and punished by the body of the whole con-
gregation or commonwealth: So that if a king robs and spoils his
subjects, it is theft and he ought to be punished as a thief. If he
kills and murders them contrary to or without the laws of the country,
it is murder and as a murdere: he ought to be punished. If he commits
adultery he is an adulterer and ought to be punished with the same
pains others meet," But if one wishes to depose a monarch, one has

to show that what he has done is contrary not only to the laws of the
kingdom (the monarch makes those laws) but contrary to the laws of God
and to the way in which nature wishes that things should be done.
Hamlet has to show Claudius to be unnatural if he wishes to kill him
and has to expose him before all men and kill him in the name of all
the realnm,

Scmetimes God was thought to overthrow tyrants in history by
sending conquerors in upon them, Fortinbras could conceivably be a
;andidate for the role of "scourge of God" as over agsinst Claudius or

amlet,

So, in this context, we raise the question of the whole play:
When is it right for a man to take the law into his own hands? Who
in this play can take the law into his own hands? Claudius? Hamlet?
Laertes? Fortinbras? When can Hamlet take the law.into his own hands?
In this connection it may be well to look at Act V, Scene ii, 11. 63ff.
Are those sufficient justifications? And when Hamlet dies, having
killed the king, and Horatio commits him to heaven, is Horatio doing
the right thing? Has Hamlet in the duel justifiably and justly taken
the law into his own hands?

Jtudy Guide,

The study guide will be in the form of notes that a reader of the
play made as he read the play. J3ometimes he brings in information that
he happens to have at hand; sometimes he comments on:the speeches
and actions, and at other times he writes questions for himself., As
you read these notes you may find yourself agreeing and disagreeing with
our notemaker; you may find his information wrong or irrelevant or
relevant in a way different than he takes it. Or you may find his
comnents enlightening or confusing., They should at least form a
basis for yourdiscussion of the play. You, too, might make notes
as you read and discuss the play,

I, i+ Getting the Audience Quiet

Time passes in this scene. How muéh? As long as it takes to
play the scene, Obviously. Uhen a soldier approaches the battlements,
he customarily waits to be challenged, Shakespeare evidently doesn't
know much about soldiers, does he? How would an actor portray Bernardo?
How would I react upon seeing the ghost? When he hears of it, Horatio
considers it a fantasy; even after seeing the ghost he is sceptical
and orders Marcellus to stop it. Bernardo has nervously expected it
and regards it as real; Marcellus like Bernardo regards it as real but
he would show it respect. But all of these men live in the same age; they -
should react in the same way, shouldn'i they? What effect do these dif-
ferent reactions have upon me? Any? Which reaction am T to sympathize
with? Any? None? I don't believe in ghosts,
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How would I make the ghost look? Here is a contemporary description

of the ghosts as they appeared on the stage:

...a Tilthie whining ghost wrapt in scme fowle sheet,

or a leather pilch, comes screaming like a half-wit

and cries Vindicta, revenge, revenge.
Can I tell from the play what Shakespeare's ghost looks like? Would
he appear in a sheet? In answering this question, I should perhaps
refer to Scene ii, 196ff, as well as the first scene. What purpose
might Shakespeare have had in making his ghost different from ghosts
in previous plays? I think Kyd's Andrea is a better ghost than
Shakespeare's Hamlel Sr.

Sc, ii: Matters of State

Between the appearance of the ghost to Horatio and the others and
its appearance to Hamlet, twenty=four hours lapse, hours which may
account for Scenes ii and iii. The stage directions for Scene ii,
are they important? What does "flourish" mean? In Shakespeare's
theatre, there was no curtain between scenes and one scene followed
immediately upon the other. 350 what? I think if I were directing the
pley I would have a curtain here even if Shakespeare didn't because
the contrast between the scenes is too much for an audience. It just
isn't real without a curtain.

How would the various characters be arranged? One edition of the
play has a stage direction which indicates that the proceedings here
are like those of the Privy Council, somewhat like those of our Cabinet
meeting with the President. We learn in Claudius' first speech that
the official mourning for the elder Hamlet is over. Where would the
king be situated? How dressed? In mourning clothes? How would the
other characters be dressed? Where would Hamlet be placed? In what
kind of clothes? Would there be any contrast between the two?

Hamlet does not speak until the business with the ambassadors and
Laertes has been completed. Shakespeare must be saving his hero for
some reason--suspense, I think. Laertes' request to return to France
is a matter of state, since no one can leave without the king's per-
mission. And the speeches between Hamlet and Claudius also concern
matters of state. Would an actor playing Claudius make any 'contrast'
between his speeches to Laertes and those to Hamlet, between his reaction
to the response of Laertes and that of Hamlet? Claudius here, as
far as I am concerned treats Hamlet better than he deserves. I think
Claudius is a long-cuffering, good-hearted man trying to make the best
of the situation, Hamlet is an obstreporous teen-ager who needs to
be spanked.,

Why does Gertrude speak to Hamlet, but not to Laertes? L. 67.--is
jt a proper response to a king's question? How would I act an actor
saying "I'm not acting"? llamlct says that Le isn't putting on (11, '(6£L)?

|
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How would I have Hamlet's tone of veoice in his soliloquy contrast
with the king's in his speech, ii, 84ff? Would I have Hamlet appear
'well-organized" when he says it? Dces this soliloquy help the spectator
account for Hamlet's talk to Hofratio and discovery of the ghest? Hamlet
doesn't recognize Horatio when he first sees him (11, 160ff); is Hamlet's
imez gination and 'vision' all fouled up? Would the physical detail of
the ghost which Hamlet is concerned with tell him whether the ghost
was or was not his father? I wnonder....

I, iii: Speak the Speeches:
YWhat docs this scene tell me about the inner spirit of Cphelia?
Laertes? Polonius? I think Shakespeare probably just needs another
scene here to give the illusion of a day passing between Scene i and
Scene iv; therefore he writas a scene to display Polonius' ability
to talk and to educate his audience about how to get along in the world.
What function do lines 1-6 serve? (Remember that Shakespeare's theatre
needed no scenery and no lighting equipment.) There is one of Shakespeare's
infrequent stage directions between 1. 6 and 1. 7. I think I should ignore
it. What if I did? 'hat if there were no trumpets or cannons sounded, and
Hamlet went on to attack the court? Imagine singing "For He's a Jolly Good
Fellow" with Claudius, and would I--if I were Claudjus--say "Drink, Drink,
Drink" to the court? I don't think I would; he seemed to be temperate in
Scene iii. I thirk Hamlet is making up things here to justify his own actions.
Does anyone else ccmment on Claudius' character?

Let us suppose I am an actor playing Hamlet. I notice some
differences and similarities between Hamlet's speech to Horatio and his
soliloquy in Scene ii, How should I read each set of lines? In which
should I portray Hamlet as a person in control of himself? In either?

]

Now I am wondering why Shakespeare has the ghost appear here,
Maybe Shakespeare thought it was time to scare the audience again?
Or maybe he couldn't think up any more speeches for Hamlet? But then
why did he have Hamlet give that speech alout the state of the kingdom?
Maybe the ghost is the dram of evil that iiwets the kingdom; on the other
hand, perhaps Shakespeare doesn't teke the ghost that seriously. Does Hamlet?
Would I need to portray Hamlet differently after the appearance? How?

"Angels and ministers of grace"--what do they have to do with ghosts?
I am interecsted in how I would portray Hamlet in this speech, What
kind of gevtures and postures should I arcume? Whit tone of voice?
Would they change or remain the same throushout the specch? Majbe
I coild learn something by looking at the reactions of Maieellus,
Re:mario, and His*agio in Secews i, Could I? Act out 11. 62-35, Act
so i*'L the strJ mle and the spenches revral Horatio's and Marcellus!
attitudes toward the ghost and heaven (note especially 11. 87-91),




23

I, v.: A Ghost:

Suppose I were directing this play. Should I have a curtain at
the end of Scene iv? Of course, I should; after all a scene is a scene
and a scene means I need a curtain doesn't it? I once saw a production
in which there wasn't a curtain here and it sure wasn't very realistic.
I can't figure out what the director thought he was doing.

I think the ghost is a bad orator. He is long winded. He comes
to tell Hamlei an important message but he begins with a description
of his sufferings in purgatory, or is it hell? (Shakespeare's Protestant
audience might wonder about Purgatory's ghost.) I think the Ghost
should begin with the way in which he was killed. It refers to murder
in a general and vague way, but Hamlet guesses whose murder it is
talkirg about, but why does the ghost make him guess? Is Shakespeare
up to scmething here? Is he commenting on somebody? On Hamlet?
The ghost? Anyway, Shakespeare's ghost when it urges Hamlet to revenge
is not as ridiculous as Kyd's ghost.

Look at the loving words which the ghost uses when he refers to
Claudius, when he refers to Gertrude; he is a ghost who teaches one
that, being reviled, one should not revile again. He doees unto others
as he would have them do unto him, doesn't he? Who is the "serpent"
in the biblical orchard?

Finally we learn how the elder Hamlet was killed. Why not before
now? Why at all? Hasn't Hamlet already promised to revenge? (See
11. 29-31). Maybe Shakespeare had to pad in this scene so that one
of the actors got enough lines to satisfy hjs vanity.

L g

Is there any sipnificance in the order of the nouns when the
ghost says "by a brother's hand/ Of life, of crown, of gueen at once
dispatched"? But maybe that's a silly question, or is it? The basis
of the ghost's appeal for revenge is one designed to make one put
down malice and seek justice. Why leave the queen to heaven and her
conscience and not the king? What am I to make of this ghost? Does
his rhetorical strategy sugpest what kind of ghost appears here?

The ghost must leave as time for matins draws near., Would I
have the ghost look holy as it went away, or would T have it slink
away guiltily? Or does it make any difference?
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The ghost has left advice in Hamlet's mind; right advice? I
think so. "iAn eye for an eye, a tooth for a tooth." He's interested
in justice, and anyone who advises another man to seek justice gives
good advice. Right?

An actor playing Hamlet must make a quick transition between
the soliloquy and his first speech to Marcellus and Horatio. I would
have Hamlet already "put an antic disposition on"--like a man gone mad
from seeing a flying saucer; would I? Perhaps he should put on bel}s and
a fool's cap and wear them for the rest of the play. What am I saying?
Haiblet, a fool? Why does he refuse to tell his friends the news he
has learned? He calls it "wonderful"? How should he treat his friends
now? How would I act his exchange with Horatio when he tries to
satisfy him by saying what he does in 11. 123-124 ? Perhaps I should
look at the fool in lear--what he's like, what does he do?

The ceremony of swearing in the remainder of the scene is mysterious.
But perhaps socme of its nystery disappears when I take into account |
the staging of this scene, When the ghost exits in 1. 91, he probably 1
descends through a trap door into the understage, the "cellarage" of |
1. 151. The descent into the cellarage might or might not make the i
ghost a "goblin damned" rather than "an honest ghost;" depending on |
how one played it, How would I play it?

Hamlet's speeches to the ghost are calculated to reassure Horatio
and Marcellus thet the ghost is "an honest ghost." Does Hamlet say
these things purposely? He might be trying to make them think the ghost

is evil and frighten them into silence. What should I make of the
ghost?

II, i: The Lovers:

Polonius trusts his son as he trusts men in the king's court;
he is, one takes it, simply a cautious counsellor of his son and of
the court. And both son and court deserve the trust he gives?

I think one ought to emulate a man like Polonius.

Ophelia tells us about Hamlet as an actor who plays at being a
lover. Now Hamlet may or may not be regarded as finding the lcver's P
'role' natural; he may also be regarded as using his role to mock j/
vice and praise virtue--what he later says acting is for--but one e
wonders what vice he is mocking in Ophelia and whether she is guilty g
of it.
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When Polonius accounts for Hamlet's condition, would I have him
look like a wise man or a fool? He does seem wise and besides I
suggested earlier Hamlet might be a fool. After all, how many fools
can you have in a tragedy?

IT, ii: The Cocunsellors:
Give Rosencrantz and Guildenstern dress and gestures. Could I?

I believe Polonius when he says, "I hold my duty as I hold my
soul,/ Both to my God and my gracious king." Might he be only half=-
right? All right? A subject's obligations to God and to King were
not distinguished--they were regarded as one--unless the king was a
tyrant, Claudius, a tyrant? Should I play him as one? What has the
business about Norway and Fortinbras to do with anything?

Polonius! speech, 11. 85ff, is the speech of a clear-headed,
counsellor., Vhy does Shakespeare persist in displaying the good old |
counsellor's vanity in regard to rhetorlc? Or is it vanity? Polonius
calls his santence beginning, "That he is mad" a "fool-ish figure."
Indeed, P¢lonius constantly plays on words, and his over-concern
with rhe%gric suggests that he is what kind of a counsellor?

;

/ V“Fishemonger" in 1. 174 is a term for procurer or pander; I
gpéss that Polonius is treated by Hamlet as Labrax (The Rope, Grade 9.
/zhat kind of talk to Polonius is unfair. Hamlet seems to be just like

/he was in I, ii. I think he is still a teep-ager who has no respect
+ for his elders. I wonder why Hamlet says this; how much of what went
before would I have him overhear if I were the producer?

Hamlet is mad: '"Polonius is a procurer; Ophelia is presumably a
strumpet; Rosencrantz and Guildenstern are finks; fortune is a strumpet;
Denmark, a prison." These are the thoughts of a madman., Thinking does
make things good or bad. Boethius says that only to people who care
about prosperity, power, etc, is Fortune a deceiver; the world is a
prison because they don't get what they want; the earth--God's creation--
seems evil; and so does the friendship of men and wcmenj;:the gods seem vain
since they do not necessarily keep a man in prosperity or power. Does
this have anything to do with Hamlet? "Man delights not me!"
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Hamlet knows that he is an actor (11l. 361ff)., He and the actors
are doing the same job--showing the crowd what it is like. Which will
do the better job? Jephtha is Biblical (Judges 1l: 34-40); Hamlet
must mean that Polonius will live to sacrifice her; maybe he means to
kill her or is acting that part.

"Pray God, your voice be not cracked": there were no women in
the acting companies and boys played the women. Ophelia, Gertrude are
all played by boys! How would I play them as boys?

I believe that Pyrrhus , Priam and Hecuba are like characters
in our play. But what a play! This is Seneca all over again? The
verse, the vocabulary? This is a revenge play: Pyrrbus is stirred
by vengeance to kill Priam, Pyrrhus is Hieronimo? (laudius?

"The Murther of Gonzagd' is a revenge play? Is it?

Hamlet's talk in his soliloquy--(532ff)--who is the fiction and
who the real thing? It is curious that both heaven and hell tell
Hamlet to avenge himself (1. 570); I thought the ghost came from
"purgatory" or hell. "Remember, ireacherous, lecherous, kindless
villain!": hate, hate, hate! Heaven urged that! Hamlet does wonder
if it's a devil, I wonder--perhaps he should have tried to find out
when he talked.,

Melancholy?

"Conscience of the king": Hamlet wishes to reform the king.
“Mzke him feel guilty and then he'll turn to God and confess his
sins and repent and cleanse the land? A good path--make the bad
king a good man,"

Devils can tell the truth (Faustus). If the ghost told the
truth, he might still be a devil. A devil would tell a man that any
evil deed is good. Does Hamlet want to catch a conscience or find out
the truth? The former would aid repentance, the latter, a court
conviction,
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IIT, i: Play Acting:

Claudius loocks on play acting as like drinking ("there delights,"
1. 27); going to plays is escaping from things--like drinking., Hamlet
looks on acting as like giving a sermon: '"catch a conscience,"

"to be or not%: Hamlet is thinking of Priam: ‘'"whether 'tis
nobler in the mind to suffer.../ Or to take arms..." Is Hamlet as
helpless as Priam? Hamlet wants to catch the king's conscience, but
he hates his own--makes him afraid of suicide, afraid of Hell, afraid
so that he has to sit and take Fortune's blows. What blows? 1ll. 70-
82, Hamlet has had to take those wrongs from Claudius or Hamlet's
associates from Hamlet! Does Ophelia fear Hamlet?

"Ophelia, pray for me and my sins"! What sins?

Hamlet's treatment of Ophelia is hard to acceunt for. "Polonius
is a procurer; Ophelia is a drab"; nunnery here means house of ill-
repute, If Hamlet is an actor, whose viece is he now satirizing?
Ophelia's? Somebody else's? Does he care if what he says is true?
I wonder how a man who cares about justice can treat Ophelia so.
Ophelia = all women--to Hamlet; cf. 11, 122ff, 139ff).

Are we to accept Ophelia's judgment on Hamlet: "Ch, what a
noble mind is here overthrown." Later she says "Now, see that noble
and most sovereign reason/ Like sweet bells jangled, out of tune and
harsh..." Why bells? Court fuols wear bells. Any connection here?
Has Hamlet appeared as a fool before? A fool could be a madman at
the court. He could be a satirist who expressed its flaws with .

weird jokes, Hamlet is Ophelia's satirist, but is he a mad satirist-
fool or a sane one?

ITY, iis

Hamlet is going to catch the "conscience of the king." Now he
will write a play to do it! The purpose of acting is to catch consciences:
"to hold, as 'twere, the mirror up to nature, to show virtue her own
feature, scorn her own image, and the very age and body of the time
his form and pressure.," Is Shakespeare doing this with this play--
showiiig his own time what virtue is (Ophelia? TLaeites? Who?),
what is to be scorned, what his own age is 1like? Hamlet says "a
play is like a parable.," Well...

Hamlet has been acting, Does he always remember the purpose of
playing?
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Hamlet is a clown., Notice his comments on clowns and fools;
he says, "For there be them that will themselves laugh, to set on scme
quantity of barren speci:ators to laugh too, though in the meantime some
necessary questions of the play be then to be considered." What is
he criticizing? He then says, "That's viliainous and shows a most
pitiful ambition in the fool that uses it." There is no clown in the
play given before the court. Why then does Shakespeare have Hamlet
say this? Has anyone characterized Hamlet as a fool or clown? Might
Hamlet in some way be commenting, unwittingly, on himself? I think
Shakespeare put these comments in before he decided what play he was
going to use; Hamlet can't be a fool, How can a fool be the hero of
a tragedy? If Hamlet is a fool then this is no tragedy.

Now what of III, ii, 59-70; this is the Hamlet of "to be or not
to be." Give me the man who can take anything from fortune. What?

Boom, boom, boom, Hamlet's big play. This sounds like Kyd?
like Seneca? A revenge play? How would I produce it?

The stage directions: kettle drums and trumpets and a "Danish
march" yet! Is this a ceremonial occasion? Whose ceremony? Cf.
I, ii, the stage directions., Hamlet is carrying on again! He's also
unfair. Claudius thinks this is a play, but it becomes a trial. A
man on trial ought tc know he is on trial--the fifth amendment. He
should at least get a lawyer to defend him.

The dumb show before the play raises a staging problem for me if
I am a producer. If the king sees the dumb show, he should do something
here. Maybe Claudius should be talking to sdmeoné SO that ‘he misses
it; maybe I should leave it out. The stage directions don't help,
do they? The King suspects that Hamlet knovs before?

As the play is performed, Hamlet plays commentator: Might his
comments break the king's composure? See especially 11, 239ff. What
tone does Hamlet assume here? Is Hamlet like a’ chorus?

There is a serpent in the dumb show garden? Is the real serpent
in the situation Claudius or: the -ghost? The Ghost!

The language of the play within the play. More silly--fied
Seneca! More silly-fied Kyd! The queen says that a second marriage,
even after the first husband's natural death, can be based on 'trust'
but not on love; is that true? Did Shakespeare's people believe that?
Tropically = tropologically = morally; the play has a moral is what
Hamlet means. Did Gertrude go around talking like that th Hamlet
Senior, and was he weak, old, and pompous like the king in the play?
No wonder she let him be killed.
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Lucianus in the Gargsn; the serpent gots the love of the woman:
11, 261 "To catch the conscience of a King". "...let the stricken deer w.oy/
The hart ungalled play ." Hamlet rust watch while his kingdom sleeps.
He has nothing on his conscimnce., No sin! Jove = God = Hamlct
Sr. as God's representative. Peaccck-=—-Jove's peacock-is the proud,
proud...

Hamlet lacks advancement! Really?

Now the Hamlet-Guilidenstern "recorder scene would be an easy
one to play. Have Hamlet act co. And Guildenstern so. And then
have Hamlet act similarly with Folonius-~-playing upon the ventages.

Hamlet "could drink hot blood even as churchysrds yawn and helil
infects the world!" He's not acting now! Or he ic csting now, acting
Kyd's revenzer; but he means it! The ghost has done this ‘=-made Hamle:
want to be 2 witch, No, he doesn't wan* to be unnatural., Can one
"be cruel, not unnatural"? How could Hamlet be natural to his ‘unnatuye..’
mother; "'unnatural' mother!" What? "I wlll be just naturally cruel;

I don't want to te vmiaturally cruel." Here we have that rebellious
tecen=ager sgain.,

-

LI, iii: The Office cf a kins: Regicide's consequences: Rosancraniz
énd Guildenstern on the office ard the killing of a king: they

preach of Claudius'-—of Hamlet Serior's--death? Do they know what
they are =aying? Vhy do they say tiis now? A4re they flatterers?
Yavert fTosy wish to L»ing Hamlet 1o justice and preserv2 justice,
order, and pezce, Anv king would wish to have subjccts like thete—-
if Le vere 2 gond linx,

Polonius tohind the arias: & counsellor must alwaws ke behind the
wall peeking cui end listering. Such a one car connsel with a full
understaciing of things, Polmius is an FBI agent?

-~y

rrayers does Hamlet evsr prax?
Tlaudive is the serpent; his c®fanee 44 alsc Cair's (1. 37),
and yet he prayc:
but, 9, what foru ¢? gr.rev
Con serve my turnt ‘Forgiv: me my foul murther!'?
Ir~t cannc'. be, since I am still possessed
0f ihose elfects for which I did the murther,
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My crown, mine own ambition, and my queen.,

May one be pardoned and retain th' offense?

In the corrupted currents of this world

Offense's gilded hand may shove by justice,

And oft 'tis seen the wicked prize itself

Buys out the law. But 'tis not so above,

There is no shuffling...

"0, I'11 leap up to my God! Who pulls me down?"--Faustus.

Has Claudius sold his soul?

The ghost tells Hamlet that he should leave Gertrude to heaven,
but Claudius is afraid to be left to heaven. What if Hamlet did .leave
him to Heaven, possessed of his crown? Why should he? Why shouldn't
he? How I would love to play this.

"The play's the thing; I'11 catch the conscience of the king."
He has caught the king's conscience by showing him mirrors of virtue
and vice., But was the awakened conscience what Hamlet wanted? If
he is going to send Claudius to Hell? A man who knows remorse for sin
is half redeemed, Is there hope for Claudius? What am I to think of
a prince who wants to damn snother human being: "The electric chair
isn't enough for you; I, as prince of the blood, order that you be
put in Hell," Who is condemned?

To catch the conscience of a queen--the reason he did the "murthrer"?
Hamlet wants to reform his mother even as he reformed the king, but--
"Don't preach too loud to your mother; don't catch her conscience;
your job is th hate your uncle--hate, hate, hate." Is that what the
ghost says at midnight and after when Hamlet goes to his mother and
hears the ghost?

) Hamlet kills a father too. One supposes that, in trying to shoot
the right bird (in this case, the bird that deserves justice), one
will hit a few wrong ones. Justice is hitting the wrong bird?

IV, i: "tugging in Polonius":
Claudius should have been a "providence" to Polonius (1. 27);
God is usually described as "providence" or as making "divine providence."
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Was Claudius Polonius! providence? Was there any providence--divine
providence not Claudian providence--in Polonius's death? What should
Claudius do in regard to Hamlet? Put up with him? Send him away?
What would a tyrant do? a good king?

Hamlet weeps, does he? 1like Claudius after Hamlet Sr,'s dispatching?

IV, ii:

The body is with the king, but the king is not with the body.
I.e., Claudius has a body but the king is not with the body; a pun:
"The king is not with Polonius' body" and also the king is not with
the Body of Kingship. Claudius is no.true king. A Renaissance king
had two bodies, a private body or "person" and a corporate "body"
as the representative of the collective Rulership or "Reason" of
the people. Claudius has a personal body--he is not dead like Hamlet
Sr, or Polonius, He is not with the Body; he is no true Ruler or
Reason (Law) as Hamlet says; and, therefore, he is a "thing of naught."
But if Claudius is not king, who is?

IV, iii:
Hamlet is the people's prince (1. 4); Claudius isn't ; cf. my
last note, :

Worms will eat a king's private body. Claudius and Hamlet Sr,
and Hamlet Jr. If worms eat us all anyway, what difference is a
king's murder--or a father's? "All is vanity; all is vanity."

Mirrors: Wronged Champion Wronger
Norway Fortinbras Denmark? Poland?
Hamlet Sr, Hamlet Claudius

Is there a difference? Fortinbras works for a nation against nations.
Hamlet?

Hamlet learns honor--or blood--from Fortinbras? "I must use my
reason to kill Claudius," Is this what Hamlet says? Is murder rational?
"Bloody thoughts": "nothing worth"--worthy thoughts are bloody?

v, v.
Mirrors:
Hamlet Sr, - Claudius - Hamlet mad
Polonius = Hamlet - Ophelia mad
Ophelia mad like Hamlet?
Ophelia a satirist of the court's evil? How would I have her
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act, and how Gertrude?

Sing along with Ophelia: Ophelia seems to insult the Queen; the
queen tries to stop her. She sings of Hamlet Sr., of Polonius, of
Hamlet? The lady in the song has one lover, a true lover now dead;
two lovers, one a true lover now dead and the other a rake? The song--about
the queen and about Ophelia? St. Valentine's day--the day when all
animals and men seek and find the right mate. Ophelia believes Hamlet's
Picture of her looseness and/or Ophelia was loose.
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1. 42. "They say the owl was a baker's daughter, Lord, we know what
we are but know not what we may be. God be at your table!" The
baker's daughter was made an owl for refusing bread to God: God be
at your table: "inasmuch as ye have done it to one of the least of
these, my brethren, ye have done it unto me:" refusing bread to one
of the least--refusing life to Polonius, God was at your table--
Hamlet, Claudius in the form of Polonius and in the form of me,
Ophelia. ZLord, we know what we are, but know not vhat we shall be.
The Bible? Where are Jesus and Holy Charity at Hamlet's court?

(1. 58). Ophelia is o slattern/innocent.

1. 98, Claudius! body guard is a bunch of mercenaries; Tshombe
"Laertes shall be kin 5 choose we." The people should not be locking
for a new king, The fickle mob, Claudius has been a good enough
king to the people--feasting and celebrating, no loss of territory,
efficiency.--"Hurrah for Good King Claudius,".I say, Are the people

getting ready to depose Claudius? Hamlet could have run a rebellion.
He's a coward?

Laertes! oathss

u "Revenge may--will--mean damntion," Laertes! 'ghost!
wooing him to revenge would, in his mind, be a devil,

1. 146, Pelican: its symbolism?

Ophelia thinks of her father's death, and distributes various
flowers in keeping with funeral customs of the day. She can give them to
real people and to imaginary people as she runs about the stage--to
Hamlet, Laertes, Gertrude, Claudius. Which flowers to whom?

Rosemary = remembrance

Pansies = thoughts

Fennel = flattery

Columbine = thanklessness
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Rue = repentance
Daisies = chaste married love

Kings, Tvrants, and Rebellions:

Does King Claudius describe the procedure which Hamlet should
use to bring him (Claudius) down? He is a king and is subject to
justice as opposed to an "enemy" and subject to revgeance:

1. Rebellion in order to force the king to call a council,

2, A hearing of accusations before the council,

3, A deposing of the guilty if guilty.

Laertes, I must commune with your griet,
Or you deny me right. Go but apart,
Make choice of whom your wisest friends you will,
And they shall hear and judge 'twixt you and me.
If by direct or by collateral hand
They find us touched, we will our kingdom give,
Our crown, our life, and all that we call ours,
To you in satisfaction...

Pirates--thieves of mercy--save Hamlet;"fifteen men on a dead
man's chest; yo-ho~ho- and a bottle of charity."

Laertes: "Why not the law for Hamlet.2" Claudius eixplains why he has
not brought Hamlet to justice. His reasons: Hamlet's mother "lives
by his looks" and the "public loves him." Is Claudius interested in
justice? It is interesting that the chief magistrate of all the land
tells a courtier to avoid the courts and take the law in his own hands.
Just interesting?

Line 122: What ulcer?

Line 129: "Revenge should have no bounds!" Whose revenge? Hamlet's?
Claudius'? Laertes'? God!'s? Revenge = justice. Therefore justice
has no bounds.

Mirrors
Hamlet Jr, - laertes == Claudius
Hamlet Sr., =- Hamlet Jr, == The Ghost
Does that tell one something of the ghost's origin?
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Denmark's poisoned:
Poison in the garden in the head (ear).
Poison on the sword.
Poison in the chalice,
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The picture of Dphelia's death (1. 165ff) is all symbol. Consider
Ophelia's death from sorrow/Hamlet's earlier posturing at dying of

sorrow, "Inasmuch as ye have done it unto one of the least
of these, my brethren,,."

V, i: Grave-diggers

Suicide?

"Let us make merry with death, for all are equal beyond."
What does that have to do with the theme of the play: "I lack
advancement"?

a. Great folk are poor; they have leave to drown themselves.

b, Poor folk are swell; Adam, esquire., was gardener, ditcher
and gravemaker.

What am I to make of this clown? How should he be acted?

Hamlet, the satirist--did the trip make him a better or worse
satirist than when he held the mirror up to Ophelia and Polonius to
show them how civil they were? Hamlet, the fool, is Yorick's successor?
The Fool, Lord of Misrule, puts on the plays.

Why does Hamlet refrain frem revealing his identity? And does
he learn anything by talking to the gravediggers? About himself?

About the common people? About Alexander? Caesar? Claudius? Hamlet

Sr.? What's the point? Life is not worth living? Death is the great
leveller?
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Is Laertes (1, 223) playing the mad revenger now? Is the rhetoric
of Laertes'speech the rhetoric of real grief? How would I play it?

V, Ti: The Court of Honor
The whole 'trial' of the play--to test these words?
Sir, in my heart there was a kind of fighting

That would not let me sleep, Methought I lay
Worse than the mutines in the bilboes, Rashly,
And praised by rashness for it--let us know,
Our. indiscretion scmetime serves us well
When our deep plots do pall, and that should learn us

There's a divinity that shapes onr ends,
Rough~hew them hiow we will.
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An inner voice~-like conscience and called "the divinity that shapes
our ends'"--awakens Hamlet, urges him indiscreetly to the deck, to find
the: commission, to open it, and to forge a new commission to execute
Rosencrantz and Guildenstern as accessaries to tyranny, and sealed
with Hamlet Sr's, the King of Denmark's, seal. Is this voice the
voice of the ghost? The voice of scmething opposite to the ghost?

The voice of God?

Who is the King in 1. 63? The king cn the seal? The 'King!'
who ordered Hamlet's death? The 'King' who heard the voice of
divinity and forged a king's authority and seal?

"Why what king is this?" Could Horatio do hcmage here?

A new Hamlet and a new conscience after the sea journey (11. 66)

An old Hamlet and no cornscience--a regicide after the sea journey?

I should order a big hat with plumes for Osric. Osric is Polonius
writ young. How would I play the scene? Hamlet--as accurate satirist
here?

Hamlet on-the duel: "Not a whit, we defy augury. There is a
special providence in the fall of a sparrow."

Hamlet places the duel--and his possible death as part of it--
in the hands of providence. Did Hamlet at the beginning know that
there is a special providence in the fall of a sparrow? Did he see
the fall of the Hamlet Sr. sparrow as displaying a special providence?
Ophelia is a sparrow whose death teaches Hamlet "God be at your table,"
Rosencrantz and Guildenstern are sparrows whose death teaches Hamlet
that little people don't count or that he should act like a king.
There will be a special providence in a duel,

The fall of a sparrow: Matthew 10:29ff:  "Are.not .two_ sparrows
sold for a penny? And one of them shall not fall on the ground without
your father, But the very hairs of your head are all numbered,

Fear ye not therefore, ye are of much more valne than many sparrows,"
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"But in my terms of honor:

A duel may be evil, A duel is only 'justified' and can
be the means of the expression of God's providence in punishing the
evil and rewarding the good if it is a judicial duel. Such a duel
is conducted before officers of the king according to set rulos (those
of the High Court of Chivalry) and with the expectation that God's
will would bte made known through it. A "duel of honor" is such a
duel., Laertes' specifies that the duel with Hamlet is a duel of
honor--to try Hamlet for his murder of Folonius, to vindicate Laertes
for not having brought Hamlet to court., Thus, Laertes publically
makes this a judicial proceedingwhile seecking, through it, to "take
the law in his own hands" with poison. I have founc one explanation
of the judicial duel in Shakespeare's time:

The cause of all guarrel is injury and reproach, but the matter
of a contest, is Jjustice and honor, and for the love of justice and
honor, we shun no care of mind, loss of wealth, nor adventure of life,
From the love of justice and honor proceedeth all disputation in
Schools, all pleading in law and war, and all the world's wrangling.
Whoever believes that he has truth to reason on his side, not only
constantly believes this, for when what he believes "truth to reason'
is denied, he regards himself as injured and obligated to vindicate
his cause, It is true that the Christian law wants all men to be
of so perfect patience, as not only to endure injurious words, but
also quietly to suffer even force and violence. However since none
(or very few men) have attained such perfection, the laws of all
Nations, hawfng to do with the aveiding of further inconveniences and
the manifestation of truth, have (among many other trials) permitted,
that such questions as could not be civilly proved by confession,
witness, or other circumstances, should receive judgment of fight and
combat, supposing that God (who only knows the secrct thoughts of all
men) would give victory to him that justly ventured his life, for
truth, honor, and justice. ‘

Sir William Segar, The Booke of
Honor and Armes, 1598.

Notice that though Claudius first proposed a game, he and his
officers hear Laertes' proposals and the king's "judges" (1. 268)
judge the duel as if it were a judicial trial by sword.

The dialogue between Claudius and Laertes (V, ii, 306ff.); why
does Claudins suggest that Laertes not strike Hamlet then?

The Results of the Duel:

Claudius and laertes attempt to get Hamlet by poisoning Laertes!
point and destroy both Gertrude and Hamlet. Irony? A comment on
evil? on goodness? Does the duel give justice—-Hamlet is tried,
exposed and punished for what? Laertes for what? and flaudius
'tried' and exposed before the whole council of the realm?
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Chalice and sword poisoned

The queen .

Claudius Laertes
Hamlet
Claudius

Why is Claudius killed twice? For a Senecan, Kydean effect?

"There is a providence in the fall of some sparrows." "all
sparrows?"

How would I stage the fights?

Father Thele | Son} ) * +Villain.

Fortinbras, Sr. Norway Fortinbras, jr. Hamlet, Sr,?
Hamlet Sr, . Claudius Hamlet, jr. Claudius? - -

How are the uncles alike and different?  The sons? Fortinbras:
honor in title to:land/:Hamlet: honar in justice?

Whose claims are just as between Hamlet Sr. and Fortinbras Sr.,
Claudius and Norway, Fortinbras and Poland? Did Hamlet Sr. play
Claudius to Norway in taking away his lands? And is Fortinbras Jr.
the final restorer of international justice? Or the final displaying
that things happen by accident and chance-~"I just happened to be in
the right place at the right time"?

Hamlet is a detective story about a private detective.
Hamlet is a spook show.
Hamlet is Job.

Hamlet is to Kyd as Arms and the Man is to musical comedy.
Hamlet is dull/ Hamlet is great for the stage.

V. Revenge Tragedy: Spectacle and Art:

Below you will find two charts that may provide you with a
framework for a discussion of revenge tragedy; consider the elements
of revenge tragedy from two perspectives: the perspective of the
spectacle involved--the dramatist wishes to entertain his audience;
and the perspective of theme,~-the dramatist wishes to deepen his
audience's philosophic insight. Look at each convention from both
points of view--then suggest what objection a spectator might have
to each as he sees it used in a particular play. At times, there
may be no conceivable objection.
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The second chart asks you to consider revenge tragedy frcm the
point of view of an artist who wishes to create a good and entertaining
play. The chart suggests that you pose the problem raised--and/or
solved-~by each convention for this kind of artist--suggest possible
alternative conventions or techniques that would be possible solutions
for our dramatist. As you work with these charts, constantly keep
in mind the plays that you hava read; refer to specific characters,
actions, and speeches to clarify your comments.

Following the charts you will find some notes on the ghost,
as an example of how you might handle this assignment.
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Characteristics Spectacle Theme
Function Objection Function Objection
1, Plot
a, delay

b, intrigue

c. madness

d. soliloguies

e. play within play

2. Characters

a. ghost

b, protagonist

¢c. antagonist

d. innocents

e, the clown or foo

3. Death and Butchery
a., deaths

1) deserved
2) undeserved

b, gory actions

L, Politics

a. kings and

counsellors
1) corrupt - .
courts

2) honest,
open courts

b, international ¥
ineicents

5. Rhetoric

a, fancy, emotione-
laden speeches

b, metaphors, images

6., Satire




Characteristics
1. Plot

a, delay

b, intrigue

¢. madness
d. soliloquies
e. play within play

Problem

Alternative

L0

Characters

a, ghost

b. protagorist

c. antagonist

d, innocents

e., the clown or
fool

Death and Butchery
a, deaths

1) deserved
2) undeserved

b. gory actions

L

Politics

a. kings and counsellors
1) corrupt courts
2) honest, open

courts

b. International
Incidents

e

Rhetoric

a., fancy-emotion-laden
speeches

b. metaphors; images

Satire
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The Ghost.
1. Ghost's Function as to Spectacle:

a. Function: serves to arrest attention of spectator; creates a
kind of eerie atmosphere for the play's action; provides
motivation for protagonist; reveals the past, usually hideous
and unnatural acts that frighten the spectator.

k. Objections of Spectator: ghost may be an unconvincing character;
maybe silly; I never saw a ghost--it isn't like real life;
serves no real purpose in the plot,

2, Ghost's Function as to Theme:

a. Function: introduces more than a temporal point of view;
suggests that action in the rest of the play is not intended
as an imitation of everyday life; raises issue of revenge and
Justice,

b. Objection: temporal view would be sufficient; any one knows
that a play is a play and not real life; issue of revenge and
Justice can be raised more effectively in other ways; ghost
detracts from theme of play,

3. a. Problem for Artist-~the ghost should be a part of the plot;
should be a vivid character; should be brought in in such
a way as to clarify or extend the theme of revenge and justice.
(cr. Hamlet for a right good solution to these artistic
problems)

b. Alternative--eliminate ghost at expense of its spectacle amd

g g

and need to retaliate for them from another -character,

Ixercises: A

1. Perhaps the most popular modern counterparts of the revenge
tragedies are the detective stories or the stories in the modes of
Batman, Superman, Dick Tracy, James Bond. You might wish to consider
the kinds of protagonists, antagonists, situations, plots, themes,

ete, that occur in one or more of these fictions, Then you might
compare them with revenge tragedy characters.,

2. Try to write a short detective story or Batman style story that
uses some of the techniques and raises some of the issues characteristic
of the revenge tragedy., Below you will find situations that might

get you started,

a. The hero knows he or someone close to him has been wronged
and he knows who has wronged him. He has to decide how the wronger
will ke brought to justice--by himself or by the duly constituted
authorities,

b. The hero has been wronged but doesn!t know who wronged him,
But he hates a man and wishes to pin the guilt on him in order to
punish him--even if he didn't commit the crime.

c. The hero has been wronged; he knows who the criminal is. He
tells the authorities but they are corrupt--paid off by the criminal.
The hero is about to expose the corruption and is offered a good
position as a detective if he doesn't expose the corruption.

d. A close friend tells the hero who has wronged him., The hero
has to be sure his information is correct.

€. The hero thinks he has been wronged by someone who is a
powerful figure in govermment, The hero cannot make his suspicions
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public for fear of his life, He has to carry on his investigation
without arousing the suspicion of his suspect.

f. The hero learns that he has been accused of a crime he didn't
commit. In order to clear himself he carries on an investigation
to find the real culprit. The real culprit appears to he his accuser,
but he can't prove that he is. The hero kills the apparent culprit
and leaves the town or country.
3. You might wish to exchange stories with one of your classmates
and write notes on the story. You might consider whether the writer
successfully combines spectacle and theme. Or, you might read your
story in class. Your classmates then might wish to comment on it.
L. You and your classmates might wish to design a production of a
revenge tragedy, e.g. Hamlet, The Spanish Tragedy, in modern dress.
You might have Hamlet dress like an amateur private detective;
Claudius like a big-time gangster-politician surrounded by body guards;
Polonius, a corrupt FBI agent. You might find it necessary to rewrite
some scenes,

Exercise: B

One of the characteristics of a revenge tragedy is the use of the
soliloquy. The hero often finds himself alone and while alone talks
out loud, often very emotionally. One of the problems that the author
faces is keeping the emotion within bounds. Compare one of Hieronimo's
soliloquies with one of Hamlet's, Notice the figures that each uses,
the kinds of actions, the kinds of sentences, the kind of verse
paragraph organization. Then write a short essay in which you ccmpare
the effectiveness of the two speeches. You might compare Hamlet,
I, v, 92-109 and Hieronimo's, "Eyes, no eyes" speech, III, ii, 1ff,

Final Discussion Question:

In the tenth grade unit, "The Leader and the Group," you worked with
a remark made by John of Salisbury: "It is impossible that the Prince

be unjust.”

Your discussion of this remark revealed that John is not asserting
an actual or empirical impossibility——that the prince is so honest that
he can't cheat., It turned out that, for Salisoury, the impossibility
is logical , a matter of the way Jchn wants to use the word 'prince,’
John means to say, "We call a ruler a prince only when his will is just."
This cleared our way to get at Salisbury's point: since the prince is
the subordinate hand of God, the prince cannot be unjust, because God
cannot be unjust,

You will recall that Machiavelli also says that it is impossible
that the prince's will be opposed to justice., Machiavelli, like Salisbury,
is asserting a logical impossibility. In the end, Machiavelli's claim
comes to this: "The prince cannot be unjust, for whatever he does is
the law." And so, since the prince is law, it is impossible for the
prince not to do whatever it is he does. "Justice," in this context,
comes to mean, "What the prince does or commands,"

The prince is the law in Machiavelli's frame because he has'more
power than anyone else whereas in John of Salisbury's framre he is the

L
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law and the prince when and if he is the subordinate hand of Ged and
does what God wills,

a, Is this review in any way relevant to a discussion of Shakespeare's
Hamlet? Does it aid one in getting at some of the issues of that
play? If so, what issues? If not, why is it irrelevant?

b. If we examine Hamlet, do we find conflicting views of the ruler like
the conflicting views of Salisbury and Machiavelli? Are there re-
presentatives of these views? Characters who consistently expose
one view or the other? Are there characters who waver, who vacillate
between two opposting views? Who?

c. If we assume that the above summary is relevant to Shakespeare's
play, perhaps it would be well to examine the way in which each
view of the ruler is regarded or judged in the fictional universe
created by Shakespeare. Which comes off the worse? Which, the
better? Support your answers with detailed reference to the play.

d. Here is a hypothesis for your examination, contemplation and
criticism: "Almost every revenge tragedy involves a clash between
two conflicting views of society and rulers; the clash between ‘
these two views sets forth the issue of how justice is obtained.
Without this clash, one could not have a revenge tragedy."

If you agree with this hypothesis, outline a revenge tragedy in which
a situation produces a conflict between the concepts of justice
inherent in an aristocratic view and a democratic view of society.

If you disagrce, outline a revenge tragedy which is void of concerns
about justice,
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_Introduction for Students

Since you have already made a study of the Greek epic, Ihe Odyssey, the
English folk epic Beowulf, as the French national epic, Song_of Roland, you are
probably already somewhat familiar with the epic. As you remember from your
earlier study, an epic is a long, narrative poem written in a high, solemn style.
Tt:recounts heroic actions, usually of one principal character. Often this
character is part man and part god, or at least possesses POWers which the
ordinary man does not. Usually he is aided by the gods as long as he does what
is right and le ismopally free to choose his wey. Often, though, when he disobeys
the Gods, they buffet him and encourage him to choose his "fate": the historical
migsion which they have willed that he should perform. The selflessness of the
individual is emphasized; the hero is concerned with the welfare of the group
to which he belongs, as a leader should be. This group is usually going t@rough
some severe crisis, or a series of crises. Generally, the hero performs his
initial heroic actions while going on a journey, during which he meets and overcome:
many temptations and comes to realize his destiny. At the end of his journey or "
during it, he may have to fight physical or moral battles to fulfill his "de§t1ny-
Often the epic ends with a marriage which symbolizes the union of the hero yith
the gcal he has been seeking. The epic poet usually writes of a time not his own
but of the long past. He endeavors to show the standards by which a man was
considered great in that time. Historical events are idealized, in a mixture of
myth and fact. The divine and the fabulous as well as the historical are always
evident. The epic poems which this unit will consider are not national rel}glous
epics; they are naticnal religious epics: Spenser's Faerie Queene (D) and Milton's
Paradise Lost. In both, the hero (or heroes) are tempted primarily to disobey
God and only secondarily to fail the group. Whatever achievement of goals is theirs
is a religious achievement, not a national or cultural one. Both povis were writver
in an England which was working out the theological problems raised by the )
Reformation (Faerie Queene, 1590; Paradise Lost, 1667); both present journeys which
are more moral than physical, battles which are more matters of spirit than of the
body, and triumphs which are not triumphs of flesh and blood.

Spenser's epic is an extended moral allegory; it pictures an *individual"
spiritual pilgrimage into error and back to regeneration. Milton's epic is his .
ext.ended picture of our race's journey into error and possibly back to regeneration.
Both epics present what may be taken as Everyman's quest for the good life.

Core Texts:

The Faery Queene, Book I, Edmund Spenser, Ed. G. W. Kitchin, Oxford: Clarendon
Press, 1867

Paradise Lost, John Milton, ed. Edward le Comte, Mentor Classic

(NOTE: Thé. reading guide questions in this packet are based on these two editions.)

Index:

Section I: General Questions: Milton and Spenser
Section II: Notebooks: Spenser

Section IIT: Individual Questions: Spenser
Section IV: Intrcduction for Students: Milton
Section V: Notebooks: Milton

Section VI: Individual Questions: Milton
Section VII: Language: Spenser

I. General Questions: Spenser and Milton:

As you read the two Christian epics which form this unit, you may wish to keep
the following nine questions in mind as a kind of general guide:
1. Who is the hero of the epic? That is, who wins its great struggles.
5. What kind of "model" does he present? To what kind of men would he form a mocdel




2.

3. What are his resources? What in himself? What in the external world?

4. Does he make a journey? What kind of journey does he make? What creatures
does he meet? What kinds of ideas do they picture? What temptations or
obstacles?

What is the plan of the Gods for the hero? How does he learn it?

What kind of "other world" (Heaven and Hell) exists in the epic? How does
it compare with other "other worlds"? What is good and what is bad in each?
What future does the hero work to build?

How does the hero win his struggle?

. Does the main story end with reconciliation or a separation?

*
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II. Notebooks: Spenser
As you read the Faerie Queene, you may wish to watch for and record several
items in your notebook.

1. Record each place that the Red Cross Knight visits, together with significant
details and meaning. Make a chart similar to this, filling it in with each
new episcde of the Red Cross Knight. For example, in canto 1, stanza 7, he
enters a shady grove.

Place visited Significant Details Meaning

Shady grove Grove entered to escape One falls irto sin
rainstorm but path from when he avoids God's
the shady azrove lost "sunlight."

2. Watch for allusions to the Bible. Keep a list of these in your notebook,
copying the allusion, identifying it, and the stanza where found. Read the
whole Bitlical passage in which the allusion occurs; try to see if this
gives you a cue as to the symbolism or comnotations of the allusion as used
by Spenser.

3. Keep a list of the characters in the epic and identify the allegorical meaning
of each. Try to pile up as much detailed evidence %c¢ support your allegorical
interpretation as you can, using Spenser's handling of the characters--
appearance (size, and shape), dress, actions, words, habitat, etc., as clues
to understanding the character's meaning.

L. If you have read another epic, make while you are reading as many comparisons
as you can between the Faerie Queene and the epic which you know.

IITZ. Individual Questicns: Spenser

"Intrcduction

1. What is the subject matter of Spenser's earlier poetry? _
2. How will the subject matter of the Faerie Queene differ from his earlier poetry

Canto I

1. How do the opening lines resemble the opening of a novel? (Clue: what is the
meaning of in medias res?) '

2. How do the three opening stanzas suggest stories of King Arthur?

3. Before we can understand the Faerie Queene, we must become familiar with
allegorical symbolism. For an interpretation of the meaning of the Red

Cross Knight's armor, as described in stanza 1, read Ephesians 5:11-17.




Canteo 2

4.

2
3.

3.

How do you explain the significance of the bloody cross emblem on the Red
Cross Knight's breast snd shield? (Maithew 10:38)

If Una represents truth, what is suggested by the veil that conceals her face?
The rainstorm Una and Red Cross Knight encounter suggests the adversity that
all Christians must face. In stanza 7 what is the meaning of Red Cross
Knight's taking shelter in the "shadie grove"? Do you see any relaticnship
between this action and Adam's hiding in the Garden of Eden?

Frequently artists picture Satan in the Garden of Fden as half serpemt and
half woman. What suggestion does this give you about the monster in

stanza 147

What moral significance is there in Una's advising the Red Cross Knight in
stanza 19 to "add faith unto your force"?

Compare the ideas of stanza XX with Revelation 16:13.

The extended metaphor or simile was popular with Homer. Spenser has followed
the pattern. Can you find examples of two such extended similes? Be able

to tell what two things are being compared in each.

Spenser has the skill of using highly varied description. How is stanza 29 ‘
a welcome relief from stanzas 25 and 267

Judging from stanzas 29 and 30, what kind of person do you consider the aged
sire?

As you become better acquainted with the aged sire, can you understand the
allegorical meaning of his name, Archimago? (Archi-mago) |
Stanzas 34 and 41 are famous stanzas. How are mood and matter skillfully
blended? How are sense and sound blended in 41?7 What use is made of
onomatopoeia?

With what time of day does the canto begin? What hint does the time of day
give as to the moral situation in which the Red Cross Knight finds himself.
Who is the "wicked master" of stanza 2, and why does he "searche his balefull
becoks again'?

Our text omits stanzas 3 through 6. In these stanzas the Red Cross Knight,
throngh Archimago!s devices, is made to suspect Una's faithfulness and rises
at dawn to flee frcm the hermitage, in the company of the dwarf. In this
action of the Red Cross Knight, forsaking Una or truth, he is showing his
doubt, his loss of faith. Archimago is able to separate the Red Cross Knight
by playing first on lLis "conzupiscible” and then on his "irascible" passions;
on his capacity for lust and wrath. How could these two passions separate
one from Una?

Allegorically speaking, why is Archimago happy when Una and the Red Cross
Enight are separated?

What is the allegorical meaning of Archimago's being able to change himself
into so many forms?

Sans means without. Foy means faith; Loi means Law; Joi means Joy.

Explain the extended simile in stanzas 15 and 16.

As stated in question 3 above, the Red Cross Knight by abandoning Una is
faced with doubt. He thus is vulnerable to attack from Sansfoy. Yet how

is he protected from the Sarazin?

In stanza 20 find an example of transposed sentence order. Why does Spenser
us@ sucl: order?

Spenser makes use of light images. In canto 1, Red Cross went to the shady
grove to escape the rainstorm. Here in canto 2, stanza 29, he again goes into
shaded area. What is the possible allegorical meaning?
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11. In fiction we speak of "flashbacks," meaning narrative details which occurred
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before the present action. Where do you find a "flashback" in canto 27
Fradubio had difficulty in deciding which lady was more fair, Fraelissa or
Duessa. What common problem of all mankind is suggest.ed here? A similar
passage appeared in Malory's stories of King Arthur. In Malory's version,

Sir Percivale killed a serpent that was attacking a lion. In gratitude, the
lion bzcame his protector. Percivale dreamed of meeting two ladies, one on

a lion and the other on a serpent; the latter lady complained because Sir
Percivale had killed the serpent and she begged Sir Percivale to make amends
by "becoming her man." The dream is later explained to Sir Percivale. The
lady on the lion represemts the new law of the church; to accept baptism,
faith, hope, and belief. The lion probably represents Christ. The lady on the
serpent represents the old law; the serpent represents the devil. In the
Faerie Queene the choice Fradubio must make between Fraelissa and Duessa is
somewhat similar to the choice Sir Percivale makes between the lady on the
lion and the lady on the serpent and Fraelissa means "frail gal" Fra Dubio
means "Brother Doubt." Why would "Fra Dubio" go from loving Fraelissa to
loting Duessa? Later the Red Cross Knight must also choose between Duessa,

the lady on the serpent, and Una, the lady with the lion. What does Una

mean? What would her "lion" be? What does Duessa mean? What does the

dragon (a form of serpent) with which she later appears probably mean? What

is the "old law"; what is the "new"? Why would Spenser and his audience

tend to regard the "new law" and "truth" as the same thing?

Fradubio's plight is like the plight of Aeneas in Book 2 of the Aeneid.

Consult that source. In what sense is Duessa like Dido in Book 27 How is

she different?

Dante in the Divine Comedv has those who commit suicide changed to treesg
consult canto 10 of the Divine Comedy. Is there any sense in which Fradubio
is a suicide? ({

How is there humor in the idea that witches do penance? (It was a popular
belief that witches must undergo yearly cleansing.) What was the physical
effect of Duessa's bathing with herbs?

On the other hand, how could Fradubio and Fraelissa be released from their
captive state by bathing in a "living well"? Examine John 4:10~14 and
Revelaticns 22:1-2,

anto 3

Who is the "her' of line five in stanza 17 »

Why does the licn not attack Una? (Refer to question 13 of canto 2.)

Who is the "long wandring Greeke" of stanza 217

How do you explain the actions of Abessa and Corceca in stanzz 22 and 23 when
they had been entirely inactive before?

What does Una's mistaking Archimago for, the Red Cross Knight suggest? Is
evil always obvious? g

Why does Sansloy not kill Archimago? ¢

anto 4

What advice does Spenser have for a young man in stanza 1? Is the advice still
timely? _
Consult Matthew 7:13. Then be prepared to interpret stanza 2, lines 8-9.
In like manner, consult Matthew 7:26~27 for an interprotation of stanza 5.
- Milton in.Paradise Lost refers to the fallen angels. Spenser, too, makes
use of Scriptural pascages in his description of Iucifera. Consult Tsaish
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14:12-1), for an explanation of stanza 10, lines 1-2. What is the
significance of Lucifera's holding a mirror? Keep Lucifera in mind when you
come to Iucifer in Paradise Lost. What sin is central in both?

What suggestions about the dress of Spenser's time are given in stanza 147
How are the descriptions of each of the seven deadly sins eppropriate to
their character? Make a chart listing details ascribed to each of the seven
deadly sins. Try to determine why eacl. detail is attached to the particular
sin to which it is attached.

Some critic has called Spenser the "Rubens of the poets." How 1s this a
fitting appellation applied to his descriptions of the seven deadly sins?
For what two reasons was Sans Joy aroused at sight of the Red Cross Knight?
According to Duessa's conversation with Sans Joy, why does she fear the Red
Cross Knight will defeat him?

Canto 5

1. In the early stanzas what do you learn about the laws of arms in the knight's
cede of chivalry?

2. Stanuas 10 and 11 tell us about a belief of ancient Roman religion. What is
Lhis belief?

3. From context in stanza 18 can you interpret the meaning of "crocodile tears"?

4. Beginning with stanza 19, Duessa makes a descent to the underworld. Odysseus

also made such a trip under the guidance of the witch Circe. However, their
purposes in going to the underworld were different.; Cdysseus learns from his

descent how to understand the present and the future better, but Duessa

goes to get "charged with ev1l.ﬁ,-%hj does Night not recognlzp her?

Spenser relies upon Greek mythology extensively in stanza 35. What are the
various punishments of those confined to hell?

What other ideas about the Greek rhilosophy of death and hell do you find in

this canto? .

How do the pictures portrayed in stanzas 46, 47, and 48 relate to the pictures
of the seven deadly sins of ‘canto 4.

231ng a reference book, identify the historical characters of stanzas h?, L8,
9, and 50.

What is t.e evident meaning of Red Cross Knight's inconclusive defeat of
Sans Joy?

Contrast the spectacle that the Red Cross Knizht sees as he leaves the House
of Pride with that which he saw when he entered it. Why does Red Cross
Knight's picture of the House of Pride change? :

Canto 6

1.

a2
L
[ ]
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‘Stanza 3 to 5 are omitted from our text. Here Sansloy, lawlessness, attacks .
~ Una.

Many situations pertaining to light or dark are found in the Faerie Queene.
Stanza 6 contains an example. Check with Matthew 24:29 for its implications
Stanza 12, line 4, recalls Una's having too readily believed Archimago to

be the Red Cross Knight in canto 3. Thus she is cautious in accepting the
advances of the fauns and the satyrs. ( {ignorant Christians). Notice

her effect on them~~the power of chaste beauty even over savages.

What contrast is there between the House of Pride ard the home of the woodland
people? What is the significant meaning of the contrast?

Sir Satyrane, whose father was a satyr and whose mother was a noble lady,

may represent the combination of chivalry and untaught woodland life.
Although brought up in the woods with a love of animal life, he yet possesses
a desire for truth and refinement. Wkat is the significance of his being

helf man and half "satyr"?
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What story of the Red Cross Knight does the pilgrim tell? What is his
motive for telling this false story?

7. Why then does Satyrane attack the Sarazin?
Canto 7 .
1. What is the significance of Red Cross Knight's having removed his armor?

Why did he take off his armor? Why did he get into this state? Can he
conquer without his armor? without the shield of faith, the helnet of
salvation,fqtc.? In Canto 8, Red Cross Knight will be attacked by the giant
Orgoglio. The word "Orgoglio" means '"pridd' or"presumotion! What kind of
pride or presumption would lead Red Cross Knight to take off his armor?
Judging from stanza 13, what is Spenser's opinion of artillery? |
Consult Revelations 12 and 17:3 for an explanation of the beast in stanza 18.
See also question 13, Canto 2.

How can you explain the different emotional reactions of Una and the dwarf
(stanzas 20 and 21)?

Spenser himself stated at different times that Arthur represented grace or
magnanimity. Which quality do you think Arthur represents here?

What contrast is there between Una's reluctance to discuss her troubles with
Arthur and Duessa's earlier forwardness in pouring out her tale?

Consult your Bible, Genesis 2:10<14, for an identification of the rivers in
stanza 43. Where then are Una's parents imprisoned? What then is the Red
Cross Knight really questing for? )
What allegorically does the dragon of stanza 4L represent? Consult Revelatione
12:9. Cf. question 12, Canto 2.

Canto 8

1.
2.

The notes in your Look say of stanza 1, "In this stanza lies the moral of
the whole tale." Hew is this true, and what is the moral?

The magic horn referred to in stanza 4 appears also in Virgil's Aeneid

and in the Socng of Roland. TFind out how Roland's horn also has direct
bearing on the narrative in that epic.

Stanza 19 speaks of Arthur's uncovered shield, which may represent the
Bible. How do you explain its effect on Orgoglio?

How can Orgoglio be like an "emptie bladder" (Stanza 24)?

What different kinds of pride do Lucifera and Orgoglio represent? cf.
question 1, Canto 7. Why is Orgoglio a giant? Hemember that in Greek
mythology the Titans (or giants) are represented as rebelling against Zeus.
You will find Iucifer in Paradise Lost is also represented as a giant. Does
this giant, imagery tell you anything about how Red Cross Knight has sinned
(ef. Canto 7, question 1)?

Canto 9

1.

2.

In stanza 1, the golden chain mentioned alsc by Homer, Milton, and Chaucer,
is the chain that joins heaven and earth. As there is sympathy between
things of like nature in the natural world, so in the mental and higher
order of nature there is union of mind with mind. Spenser believed chivalry
to be the bond of all virtues. Watch for other ways in which he shows
heaven and earth being joined {ogether.

In stanza 17, which does Red Cross Knight place first in his sense of
obligation, public duty or private affection? Would this be true of today's
community or national leadérs?

How do Arthur and Red Cross Knight..show-respect for-each other as they part?
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Perhaps the "liquor pure" of stanza 19 is the "blood of the New Tegtament !
that cleanseth us from all sin." Whet may the "bocoke" represent?

4. How does Spenser show by his description that Trevisan is terrified?

Why does the Despair episode come directly after the Orgoglio episode? That

is, why might somebody who had Just succeeded in conquering the temptation

to "take off the armor of salvation" afterward fall into despai?

Put the meaning of stanza 31, lines 1-2, in contemporary language.

What, scheme did Despair use to encourage his victims to commit suicide?

What specific details lend a despondent tone to Despair's cave? .

What is the fallacy in Despair's argument that he helped a suicide victim

find eternal rest and happy ease in the next world?

10. Awareness of the greatness of his sin leaves Red Cross Knight physically
and spiritually an easy prey for Despair. What argument of Despair ultimetely
breaks down Red Cross Knight's resistance?

1l. How does Una's speech in stanzas 53 and 54 prove that she is not too good to
be true? How does she prove herself a real heroine? Why dves Red Cross
Knight need Arthur's help (grace) against Orgoglio but Una's help (truth)
against Despair?

12. A Biblical parallel to stanza 53 is found in Matthew 16:41: "But the flesh is
weak,"

13. Consult Mark 13:20 for an interpretation of stanza 53, line 5.

J4. What is the prediction in the last two lines of the canto?

Canto 10

1. Stamas 1 to 3 review the events of cantos 4, 5, and 9; after committing the
two sins of presumption and despair, Red Cross Knight must undergo a spiritual
new birth in the House of Holiness. Compare the ideas of the first stanza
with Ephesians 2:8-9,

2. Can you figure out the allegorical meanings of the names of the three sisters
and the porter?

3. Can you recall Biblical passages suggested by stanza 5, lines 1-4, and 197

L. Stanza 13 has several allegorical implications. According to tradition Faith
is arrayed in white, the raiments of the angels or of the faithful. The cup
she holds of pure gold, unlike Duessa's false cup, is the cup of the Holy
Sacrament, and the serpent represents the healing power of faith. In her
left hand Faith holds the New Testament.

5. Blue is the color of Christian hope because it is fixed on heaven beyond the
?gies.)oAllegorically why is Speranza (Hope) less cheerful than Fidelia

aith)?

6. Stanza 19 states that only Faith could read the sacred "booke," What is the
allegorical significance? Continuing the allegory to stanza 20, can you
explain why Faith is able to perform miracles? \

7. In Canto 9 Despair encouraged Red Cross Knight to commit suicide. Here in
stanza 21, Red Cross Knight, experiences a similar longing for death, but the
result of his longing is different. How is this latter longing for death
constructive rather than destructive? '

8. What cleansing treatment does Red Cross Knight undergo in stanzas 23 amd 277
Consult Psalms 51:2.

9. Why do Faith and Hope come first and Churity last? Has Red Cross shown any
faith to this point? Has he shown hope in continuing his quest? Has he
shown any charity to this point? Has he done anything for anyone else?

¢ +10a_.Duessa.carried Red Cross Knight to the House of Pride where he saw the seven
deadly sins. Una now brings him to Dame Caelia where he is disciplined in
sacred love and finally brought, to the seven "bead men" or men of prayer.

\
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Love here has seven good works: entertainment, for travelers; food for the
hungrey; clothing for the naked; pity for prisoners and captives; comfort
for the sick and dying; burial for thLe deac; generosity for widows and
orphans. "For I was hungered and ye gave me drink; I was a stranger, and ye
took me in; naked and ye clothed me; I was sick and ye visited me; I was

in prison, and ye came unto me."

1l. Why, in your opinion, does the Mountain of Contemplation come right after
the House of Holiness and after Red Cross has been instructed by Charity? -

12. Consult Revelations 21:10 for an explanation of stanzas 55, 56, 57.

13. How does Spenser pay a tribute to Queen Elizabeth in stanzas 58 and 597

1,. What idea about war is stated in stanza 60? ]

15. How is the Red Cross Knight rewarded by Contemplation? Why does Contemplation
have the kind of sight he has? '

16. Why does Contemplation not allow Red Cross to remain with him? What does
Contemplation urge Red Cross to do? How is what Red Cross Knight sees here
like what Odysseus sees in the underworld or what Aeneas sees there?

17. Some theologians speais of the first two steps of "the mind's journey toward
God" as consisting in purification from sin and contemplation. When did
Red Cross Knight take each of these two steps?

Canto 11

1. In stanza 1, Una recalls her parents, once lords of Eden, but cast out from
Eden by the dragen, by the "devil" and the sin he prompts. Only Christ
and the church can free them; now that Red Cross Knight has cleansed himself
in the House of Holiness, he is readv to continue his quest to help Una free
her parents by fighting the dragon. In his vivid deseription of the fight
between Red Cross and the dragon, Spenser shows the power needed f~r man to
overcome sin, ,
In stanza 27, to what mythical character is Red Cross Knight's battle compared
Traditionally the final epic battle occurs in three stages. (Compare the
Iliad, the Aeneid, the Qdyssey if you know them). In Red Cross's battle
with the dragon, he is aided by receiving water from the well of l@fe at the
end of the first day. Spenser makes allusion to the well of life in stanzas
29 and 30. Consult Revelations 22:1 and John 4:10 and 14. At the end of
the second day, Red Cross is given strength from the tree of life. Speculate
as to what the "well of life" and the "tree of life" mean. .
4. For a Biblical explanation of stanza 3/, consult Psalms 103:5. "Thy youth is
renewed like the eazle."
5. Stanzas 46-48 tell the reader how Red Cross finally defeats the dragon.
Explain the symbolism present; to what can you attribute the final defeat of
the dragon?

6. How are Red Cross Knight!s battles like those of other epic heroes? cf.
Question 3 above,

W N

Canto 12

1. Although we find 1littl=s humor in the Faerie Queene, we do find some in stanzas
10 and 11. How does .Spenser describe natural reactions of those who-examine
the dragon?

2. Red Cross Knight's entry into the palace is analogous to Christ's entry into
Jerusalem. Note the similarity between stanza 13, line 4, and Iuke 19:36,
"And as he went, they spr d their clothes in the way." What is the
similarity between the twe triumvhant entries?

s

3. Stanza 22-tells.the reader that Una has it aside her mourning clothes for
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her marriage garment. The passage alludes to the mystical union of a person
who follows Christ (lives in his image) (the Red Cross Knight) and his
church (Una). Consult Revelations 19:7. Some theologians speak cf "the
mind's journey toward God! as consisting in three steps: purification f?om
sin, contemplation, and union with God (cf. Canto 10, question 17). Which
step has Red Cross Enight taken now?

L. Stanza 2, relates one more trial that Red Cross Knight must undergo bhefore
his union with Una. The messenger symbolizes the results of sin that follow
the sinner and may appear at any moment.

5. Note how the canto is unified by similarity of the imagery in the first and
last stanzas of the canto. What is the image?

IV. Introduction for Students: Milton

As you move from Spenser's The Faerie Queene to Milton's Paradise lost, you
are approaching another first-rate Christian epic. Writing inthe 1atter.half
of the seventeenth century (Paradise Lost was first published in 1667), Milton was
able to draw upon all of the fruits of the Renaissance--the great interest.in and
xnowledge of the Greek and Roman classics, the always increasing interest in
science and in foreign cultures, the interest in the beauty of language and music
and in the musical qualities of language--and was able to unite these Renaissance

interests with his own Puritan concern for tiie Bible and for Man's relationship
to God and the universe.

Paradise Lost will no doubt strike you, espeially at first, as difficult. Its
many Biblical, classical, and historical references, its somewhat unusual sentence
structure, and its large and sometimes strange vocabulary,do make it diffigult
for us today. Fortunately, we need not understand many of the references 1n order
to catch the beauty of Milton's language and the significance of his theme. Nor
need the sentence structure and voczbulary be overly confusing, for we quickly
grow accustomed to both and we soon discover that Milton's ideas and images come
across to us with surprising ease and clarity. Indeed, the success or the poem
ofter: results from what appears =t first to be its difficulty; by his unusual .
sentence structure, for instance, Milton is able to keep from us the simple meaning
of a given sentence until we have been presented with a host of images and
associations which at once clarify and dramatize the meaning when we finally
receive it. In addition, the text which you will be using presents extremely
helpful explanations of the more important referencesand unusual features of
language. These notes, found at the bottom of each page, will increase your
appreciaticn of the poem, but they should not be referred te until after you
have once read through each section of the poem without interruption.

Paradise Lost is an epic, our greatest Christian epic. In it we have most of
the standard epic features: the invocation to a "Muse" for guidance and
inspiration during the recitation of the poem, characters of heroic stature and
deeds, a universal setting, a concern with immortal as well as mortal beings, a
descent into an underworld, a continual concern for the hero's well-being and
final deliverance, and a heightened use of language.

You should, as you read, attempt to compare the various features of Eggggigg
Lost with those of the Faerie Queene. Although both poer s are Christian epilcs,
they are different in many respects, and through a constant comparison and contrast

of the two, your appreciation of the qualities and meaning of each will be
deepened.

~,
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The questions that follow (Section VI) are intended as guides for ycur
reading, to call your attenticn to the most important features of each book and
to present you with material for thoughtful consideration. The apprepriate
list should be approached immediately after you finish reading each book and
before you commence reading the next. If you find it impossible to answer some
of the questions after giving them serious thought, your teacher will help you.
It is very important that you be satisfied that yowranswers are complete and
clear in your mind before you proceed with your reading. Often you will wish
to record your conclusion in your notebook. You may wish to keep track of the
following general matters in your notebooks.

V. Notebooks: Milton:

1. Keep a running analysis of scenes in which Milton reminds you of Spensers:
scenes where he uses the same symbolism or epic devices; scenes where
he helps you interpret Milton.

2. Keep up a ruming analysis comparing Paradise Lost: (a) with one other
epic you have read; (h) with its Biblical sources.

3. Keep a record of scenes in Paradise Lost which paralle’, one another,
scenes which anticipate or recall another scene in the poem.

VI. Individual Questions: Milton

(Book I)

1. Compare the poet's invocation at the beginning of Book I with that of Spenseris
at the beginning of The Faerie Queene. Both are, of course, epic devices and
the purpose of both is, at least cstensibly, to secure help and inspiration
from above so that the recitations to follow will prove worthy of their
subjects. Close attention to the two invocztions will, however, show that
there is at least one important difference between the two. Try to discover

* 'this’ difference” and-explain why you think that it oceurs. Begin by noting
carefully to whom each. poet.addresses himself. Are the purposes of both
poets the same? If nct how and to what extent do they differ?

2. In Book I, Milton uses several epithets in referring to Satan. For example,
in line 34, Satan is called the "infernal Serpent." This epithet of course
tles the Satan we see in Hell in Book I (infernal) with the finzl view we
have of him in Book IX, lines 78.4-785, where we read that "Back to the thicket
slunk / The guilty Serpent." Through the epithets that he applies not only
to Satan, but also to Ged, the Son, Adam, and Eve, Milton intends to influence
the reader's feeling toward these characters. Note as many of the epithets
which refer to Satan as you can, and then by cornsidering their meanings and
emotional overtones {cormotations), try vo decide what Milton wished the
reader's emotional reaction to be. Are the epithets consistently unsympathetic,
or are some clearly cympathetic? As you read through the following books of
Paradise Lost, watch for and write down any further epithets referring to
Satan. After you have completed the whole of the poem, you could profitably
consider whether these epithets show any progressive change, becoming either
inereasingly ‘favorable -(honorific) or increasingly unfavorable (pejorative).

. 3. Mbat does Milton, in lines 25-26, assert is the purpose of his "great argument,”

Paradise Lost? (It might be well to memorize these two lines and to keep
them well in mind as you read the remainder of the poem.) Is there any
indication, in the first 24 lines, that Milton sees his "argument" as uniquse,

that he considers himself as a pioneering poet in any way? If so,_in-whatway-
does he see his endeavor—in writing.this_epic as unique?

o g s
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Read and think over carefully lines 44-49. At first, this passage will no _
doubt seem to you, if not especially difficult to follow, at least unususl in
its word order. In order to note just how unusual this word order actually
is, rewrite the sentence, using the same words without adding or omitting
any, but attempting to make the word order more natural to us today. After
doing this, compare your sentence to Milton's. Although yours will now seem
more natural to you, is it still as effective as Milton's in stressing the
key words in the sentence.? What effects does Milton appear to be trying for
through his unusual syntax (unusual at least to present-day readers)?

Why, for instance, is the adjectival clause "Who durst defy the Omnipotent

to arms" held off until the last instead of being inserted after the first
word, "Him," as if would naturally be today? And why is "Him"placed at

the beginning of the sertence instead of after "Hurled"? What effect is
achieved? Read this whole passage aloud, attempting to give it as much
expression as one of the old, oral teller-of-tales would. Do you find that
you are almost compelled to increase the tempo of your readiug as you go
along, at least until you reach the phrase 'penal fire"? Are you not almost
breathless by the time you reach this point? And has your voice not fallen
progressively because of your expiring breath? Now, atiempt to decide exactly
what it is about the construction of this sentence which has affected your
reading in this manner. Is your breathlessness and falling piteh appropriate
to what is described in this sentence?

Cne cof the footnotes calls your attention to Milton's literal use of the
word "ethereal" in line 45. In what way is it used literally? Could it
properly be used literally today? Look up the meanings and formations of
“perdition" and "adamantive". From what language do they come to us? Does
"perdition" have any special appropriateness in Paradise Lost? Why? Do you
find any epithets used in this passage? How many and to whom do they refer?
Milton once called Spenser his "original," meaning presumably that he was
greatly influenced by the author of The Faerie Quesne at an early point in his
life. Both Paradise Lost and The Faerie Queene are, of course, epics, and
even more, Christian epics. Comparing, for the moment, only Book = of
Paradise Lost with the story of the Red Cross Knight, what epic features do -
these works have in common? Have you noted any other; perhaps less
important, similarities in characters or settings. In Canto 5 of The Faerie
Queene, for instance, Iessa and Night carry the body of Sansjoy down to
hell, or'"Pluto's house?. In stanzas 32 through 36 of this Canto, we have a
fairly full description of Spenser's hell. How does it compare to Hell in
Paradise Lost? Is there anything to suggest that Milton's Hell could have
been based in part upon Spenserts? Which of the two hells is the least

Biblical, the most classical? What evidence do you find for yow choice?

As hells go, which would seem to be the mc s comfortable?

Now, as you continue to read Paradise Logt, attempt continually to
compare and corntrast it with The Faerie Queene. It would be well to ask
yourself why Milton's epic differs so greatly at certain points from that of
his "original."

One of the devices which Milton often employs is the extended simile, which
you will no doubt have recognized as one of the more obvious devices of the
Greek and Roman epics. Two such similes occur near the end of Book I, as
Milton attempts to suggest the almost inconceivable number of Hell's
inhabitants that assemble in Pandemonium for the great council. In lines

759 to 776, "Satan and his peers" are compared with bees swarming in the-hiwe.

e ey
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Does this seem to you to be an effective and appropriate comparison? In
what particular ways is it or is it not so? The secend simile is introduced
almost immediately after the bee-simile. What two things are being compared
in it? What effect do you think Milton intended for this comparison to have?
Is it appropriate? Can you recall any similes in The Odyssey or in_ Beowulf
(or the Aeneid if you have read it) of similar length and effectiveness?
Have you encountered such similes in The Fasrie Queene?

Who seems to be "second-in~command" to Satan in Hell? What individual
characteristics does he seem to have that help to distinguish him frem Satan
and the other inhabitants of Hell? Who are the other important individuals
in Hell? Are they individual enough so that you could anticipate how they
would act or react in the future? (Particularly, how would they individually
attempt to improve their hellish lot or to avenge themselves against God for
his severe puhishment?) Can you anticipate what they will individually
suggest, in Book II, should be done against God? .

In lines 255-256, Satan comments that "The mind is its own place, and in
itself / Can make a Heaven of Hell, a Hell of Heaven." (See also Book IV,
lines 18-21.) Read carefully the context in which these lines occur, and
attempt to decide precisely what Shitan means by this rather paradoxical
statement. Is the meaning the same as thet of lines 73-75 in Book IV, in
which Satan again laments: "Me miserable! which way shall I fly / Infinite
wrath and infinite despair? / Which way I fly is Hell; myself am Hell."

What do you think of this idea? Keep it in mind and see if it helps to
explain Satan's later actions and thoughts.

Describe Pandemonium in your own words. Are you surprised by any of its
features? A footnote in your Book tells you that the name "Pandemonium" was
coined by Milton. What meaning does the word usually have now? Do any of
the features of the place deseribed in Bock I suggest why the word came to
have such a general meaning teday? After thinking about this, turn ahead to
Book II, lines 528-581, for another, and mcre telling view of Pandemonium.
Does the place bear any resemblance to Spenser's House of Pride in the
Faerie Queene, Book I, Canto L, stanzas 2-6? Does Lucifera, Spenser's Queen
of Hell, resemble Satan in any way?

What is the overall impression that you get of Satan in Book I? Is he in
any way heroic? Since he is certainly not tlie hero of Paradise lost, as Red
Cross Knight is Spenser's hero, why is he introduced first in Milton's epic,
and why is so much attention given to him alone? What is his allegorical

importance in Book I? Does he simply, and at all. times, signify the general
principle of evil? Or does he at times embedy a particular form of evil?
Does Paradise Lost begin in medias res? TIn what way are we "in the middle
of things" at the beginning? what is gained by this device?

Finally, how thoroughly has Milton laid the ground work in Book I for what
is to follow in the other eleven books of Paradise Lost? Does it seem
complete as a background to the poem, or would you at this point think that

Book IT must also be preparatory in nature? What reasons can you give for
your answers?

" {Book .II)

1.

In Book II, we are given a much more detailed picture of several of the
fallen Angels introduced in Book I. At the Council in Hell, Moloch, Belial,
Mammon, and finally Beelzebub voice in turn their cpinions concerning

the course that should be followed in their struggle against God's goodness.
By their manmer of speech and by their proposals, they betray their essential
natures. Moloch, for example, speaks with abruptness and haste. His manner

S8
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could easily be comparcd to that of a good many out-spoken and perhaps
thoughtless military leaders of our own age. And in keeping with the

general characteristics of his speech,; he advocates outright war with God,
drawing on such naive and actually simple-minded concepts as that involving
the naturalness of upward motion to lend support to his argument. It becomes
obvious, finally, that Moloch's bagic motivaticn is wrath, interestingly
enough one of the Seven Deadly Sins. Similarly, the natures of the other
three speakers appear to be motivated by other Deadly. Sins. Consider the
speech mannerisms and the plans of each of them, and then decide which sin he
most clearly personifies:. The sins are, as you will remember from having
Just read the Faerie Queene, Pride, Envy, Avarice, Sloth, Wrath, Gluttony,
and Iust. (Usually listed with these seven, and even more deplorable than
any of them are Presumption and Despairs (See Book I, Canto 4, stanzas
18-37, of The Fae:rie Queene). As you read through the remeinder of Paradise
Lost, keep a list of passages in which Satan clearly commits- any of these
sins. Does he finally commit them all at one time or another? Compare
Lucifer's throne (II, 1-10) to Lucifera's throne in the House of Pride.

What does each suggest?

Compare Milton's Sin, as she is described in Book II, lines 650 to 659, with
Spenser's Error as we sce her in Book I, Canto i, stanzas 14 and 15, of

The Faerie Queene. What are their similarities and their major differences?
Is it appropriate that Error's "young ones" flee into her mouth? And is it
appropriate that Sin's hounds seek their refuge in her womb? Which of the
two descriptions do you think “o be the most effective as a gruesome portrait?
Also, compare Sin to the picture we are given of Duessa in Book I, Canto 8,
stanzas 46 through 48, of The Faerie Queene. What do Milton and Spenser
both seem to think of the outward manifestations of inner evil? How does the
physical description of Milton's Sin and Spenser's Error rscall what happened
in the garden of Eden or anticipate what will happen?

From line 530 to 546, Milton describes various activities which occupied the
inhabitants of Hell in Salan's absence. Thess activities are likened, by
means of the epic simile, to the great zames reported in Greek mythology. We
are immediately reminded of Cdysseus' participation in such games on his way
home to Ithaca. Are any similar sports or games described by Spenser in

The Faerie Queene? Recall the House of Pride? In what way: are the people
in Hell and in the House of Pride up tc "nasty games"?

Beginning with line 587, we discover that Milton's Hell has its frozen sector
as well as its fiery region. What were God's reascns for creating Hell thus,
ccording to Milton? What other features of Hell are described in Book II?

What are the names of the five rivers of Hell? Are these Biblical or
classical in origin? e are told that the inhabitants of Hell attempt to
reach the waters of Lethe. Why do they wish to do this? In lines 613-6l4,
Milton alludes to Tantalus, and a footnote explains that from his story we hav
received our word "tantalize." Is the referen:e to this mythological figure
appropriate at this pcoint? 3ince most of the original readers of Paradise
Lost would have known the story of Tantalus, what does Milton gain, if anythirg
from the reference? 1In other words, what effect would such a reference have
on the mind of the reader? Would the many other allusions function

similarly?

In lines 624-628, we are told of the monstrous, unnatural things that

inhabit Hell's regions,  such things as "Gorgon's, and Hydras, and Chimaeras
dire." These monsters exist there because Hell is itself an unnatural

place, unmatural in that it is the abidihg place for those who will not stbmit
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‘to God's will which demands that all those whom He has created should

4.

honor and obey Him. Hence, the fallen Angels are unnatural and later we

see them and Satan transformed into various monstrous forms. Do we finq

any similar use of the monstrous and the unnatural by Spenser to emphasize

a departure from the good and the pure in The Faerie Queene? You should

have no difficulty in listing many instances of this device in this earlier
work. To what extent are the monsters in The (dyssey and in Beowulf similarly
representations of evil or of the presence of evil?

Consider carefully lines 747 to 814. Not only does Milton attempt in this
passage to explain the original advent of sin in the universe, but he also
establishes, through allegory the relationship of essential evil, sin, and
death. This three-fold relationship is intended to parallel, and to serve

as parody of, another relationship introduced-in Book III, that of the Godheed—
the Father, Son, and Hcly Spirit. Milton intends that the vileness of this
first relationship should, through contrast, emphasize the holiness and
purity of the other. The essential point about sin that is made here is that
although evil cannot, of course, come from God, whe is only goodness, it can
originate from one who has denied God's supremacy, as Satan has done, God
has created Satan, but He has also given all of those whom He has created the
freedom of choice, or free will. Since Satan chooses to deny God's supremacy,
he.immediately is evil, that is not good or not with God, and he becomes the
originator of sin within his own mind. Because God knows 211, he knows

that Satan will become evil, but Satan is still fully responsible for

having turned away from Cod's goodness. Before Milton can "justify Lor
explain/ the ways of God to men," He must first deal with the problem of

h?w evil originated, as he does in this passage. But this point is not
Milton's central concern. Man's corruption and final victory over that

COrruption through Christ's redeeming grace remains the main concern and theme

of Paradise Lost.

In Nnes 803-809, we read that just as Death has been born of Sin, so its

own death would result if 8in were to die. Later we find that one of Adam's

Pnnlshnents for disobedience is that he and Lis progeny must suffer death. In

Books XI and XII, Michael reveals, among other things, the effect of death on
® gemerations or Adam's children, beginning, of course, with the death

of Abel. The effect cn Adam is immediate and sharp. He laments: "O .

misevable Mankind, to what fall / Disgraded, tc what wretched state reserved! /

etter end here unborn." (Dock XI, lines 500-502)

. How, we see through the allegory of Sin and Death, as they reach Earth
&Iver the Fall and as ther pave the way from Earth to Hell, the advent of
fese in the life of Man. Why does Milton choose to present this advent
.leﬂgnieally? Why does he not present them as the abstractions that they
&e? In octher words, what does Paradise Lost gain from Milton's use of
:;f&%sny? Are there any dangers involved in presenting part of a story
tough allegory while treating another part (the account of Adam and Eve)
1079 or less as historical fact? Think this through carefully. ‘
*E #his book, we are told that "eldest Night and Chaos" are the "ancestors
O Ngbure" and that they rule in "eternal anarchy" that vast and formless
Tginn which lies between Hell and Heaven. Again we have two allego?ical
v&:gxﬂs. Why does Milton choose these two "beings" to ?ule this region?
Sips mrsonal qualities has each to make him an appropriate ruler here?
N MR Moht is thus ccupled with Chaos, what appears to be Milton's feeling
onerd & jness and night, symbolically? Is he consistent in his use of




In line 911, the region of Chaos is called "the womb of Nature, and perhaps
her grave." 1Is this in keeping with the idea that Chaos and Night are the
"ancestors of Nature" expressed in line 895? Does Mil.on, in the phrase "and
perhaps her grave," suggest what will happen to the world eventu ?

9. Would you say, after reading lines 1017-1020, that Milton was familiar with
Greek mythology and the Greek epics? Who was Ulysses? How is Satan's
Journey like Odysseus' journey? In what sense is it a parody of Odysseus®
Jjourney?

10. Finally, what is the geographical relation of the world and Heaven? Can you
at this peint (that is, after you have finished reading Books I and II)
picture the positions of the various parts of Milton's universe--the positions
of Hell, Chaos, the world, ard Heaven? And can you visualize the general
arrangement of the parts of Hell?

(Book III)

N S U SN Y I |
15.
darkness as a symbol? In lines 890-897, what does Milton mean by "Nature™? -
Does he mean the "order" of the world which resulted with God's creation?
1. Contrast the invocation at the beginning of this book with the one in Book
- I, What differences do you find? How many images of light do you find in
lines 1-55? What does filton mean when he can feel God’s "sovran vital
lamp," but that his eyes "roll in vain / To find thy piercing ray, and find
no dawn" (lines 23-24)? Miltor compares himself to Thamyris, Maeonides,
Tiresias, and Phineus, whom he calls "prophets old." Does he, then, think of

himself as a prcvhet, or does he feel some other kinship with these men of
the past?

Much of the beauty of the invocation arises from Milton's successful
interweaving of light and dark images. The charm, however, seems to arise
from the personal t.one which pervades many of the lines. In this invocation
we are closer to Milton as a person und as a human than we are anywhere else
in the peem. Is the effect of the poem or the justification of "the ways
of God to Men" marred by this personalress here?

P In an epic, it is usually the hero who descends into the Underworld or
Hell, but in this passage Milton claims that he, the poet, has just made
this journey, He has, of course, done so as a poet, but he seems to be
suggesting in these lires that his participation in the poem is more active
than simply the telling of the story. Suddenly, he seems to see himself as
: one of the characters &3 well. How might he see his personal relationship
to God? To the Son? To Adam? As you coniinue reading this poem (and this

: is extremely important) ccnsider whether Christ, toc, makes a descent to
the Underworld, even in a metaphorical way. Do the same with Adam. In what
metaphorical sense could we see the poet!s descent into Hell as parallel

- to Adam's fall from grace? Because we tend as readers to identify ourselves
with both Adam and Milton (wheh he participates actively in the poem), are we
not, in a sense at least, also participants in the great action of the poem?
Do you think Milton wanted us to feel a personal involvement in the story of
Adam and Eve? Why would he wish us to feel so?
2. The suggestion has already been made that Milton consciously balances the
evil three--Satan, Sin, and Death—-against the holy three--God, the Son
(Christ), and the Holy Spirit. It would be dangercvus to overemphasize this
balance, however. While it is true that God, as the creator of all that is

- good, is certainly at times the opposite of Satan, the originator of all
evil, there are other times in which Christ, as the Prince of !leaven, stands
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as Satan's opposite. There is more a balance of numbers than any consistent
parallel between the individuals of each group. As Satan embodies the |

\] whole of evil, so the Son, as the Prince of Heaven, shculd embody all forms
of goodness: faith, hope and love. TFind passages in Book III in which the
Son exhibits sgach of these graces.

3. Another major contrast between Heaven and Hell also becomes apparent in Book

ITI, and we begin to sense some of the balance and unity of Paradise Lost.
The invocation t5 Book IIT serves as a transition from the darkness of Hell
to the light of Heaven, as we have noted in Question 1 above. This contrast
of darkness and light is strengthened throughout the rest of this book as
again and again Milton emphasizes the brilliance of Heaven. How are God and
the Son described? What is night like in Heaven? Why is Heaven never
completely dark? ‘

There are other important contrasts between Heaven and Hell which become
cbvious as we read Book III. Choose some of these, write them down along
with the numbers of the lines in which they occur. For instance, what
particular lines in Books I and II stress the disorder and confusion of Hell,
and which lines in this book stress the order and harmony of Heaven? How
does Satan's throne in Pandemonium compare with God's heavenly throne? List
the lines in which we have a description of each throne.

4. Note that, although Satan has still not arrived at Paradise in Book III and,
hence, the corruption of lan has not yet taken place in time, God speaks at
times as though Man had zlready sinned and fallen from grace. For instance,
in speaking of Adam, God says: "Ingrate, he had of me / All he could have;

I made him just and right, / Sufficient to have stoecd, though free to

fall" (lines 97-99). Is the poet confused here, or does this ambiguousness
concerning actions in time reveal something to us of the nature of God's
eternal vision? Does God see happenings in time or is his vision beyond the
limits of time? This is a difficult, but important point, for the whole
question of responsibility is involved. Who, for instance, is responsible
for Satan's fall from grace? God or Satan? God, since He can see everything,
knows that Satan will eventually rebel against Him. And since God can never
be wrong about anything, can never see wrongly, it would seem +that God's
foreknowledge would make Himself responsible for Satan's rebellion. However,
Milton has God say clearly that Satan and his followers "themselves decreed /
Their own revolt, not I'. X I foreknew, / Foreknowledge had us influence on
their fault, / which had no less proved certain unforeknown." (lines 116--119)
This problem ceases to be a problem when we understand what Milton has already
attempted to show us through God's ambiguous use of time: that God's vision
is truly eternal, that He sees the whole of time in one glimpse, and therefore
He does not actually "foreknow" things; He simply knows them. We humans,
chained as we are to time, make the mistake of seeing His "knowledge" as
"foreknowledge." Once this problem of foreknowledge is disspelled, we

should have no problem accepting God's claim that man has always had the
freedom to act as he wishes: "I formed them free, and free they must remain /
Till they enthrall themselves." (lines 124-125). And since man has

freedom of will, he is responsible.

All of Milton's discussion of the problem of free will, through the world
of God (lines 80-134), is an attempt to "justify the ways of God."
5. I1f, then, Man is responsible, if he chooses freely to disobey God, then
Jjustice rules that he can do nothing to restore himself to God's grace again.
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He is cut off irrevocably from God, and this is death: "Die he or Justice
must."” (line 210) It is as if God should say to Man, "The rest of this
problem is yours." How, then, can Man possibly be reconciled to God? Why
must the Redeemer be one of the inhabitants of Heaven and not a man, yet must
become a man? Why are all of the angels except the Son reluctant to
volinteer to save msn? Does their reluctance emphasize any particular
quality in the Son? The footnote to lines 210 ff. explains that "to sin

is to fail to render Ged His due. What is due to God? Righteousness, or
rectitude of will." If this is true, in what way has Satan sinned agairst
God? What must Adam do to refrain from sinning?

How important would you judge lines 236-24)1 to be in relation to the whole
of Paradise Lost? What about them makes them so important? (Note that with
the promise of Man's complete triumph over sin through the Son's sacrifice,
there is an attendant promise of triumph over death. As the Son says: "Death
his death's wound shall then receive, and stoop / Inglorious, of his mortal
sting disarmed;” (lines 252-253). We have almost all heard before the
triumphant ery in Corinthians, "O death, where is thy sting?"; and we realize
that "sting" is used figuratively. However, is Milton also using the phrase
entirely figuratively, or has he inr his description of the allegorical Death
prepared us to accept the phrase "mortal sting" as used literally, at least
within the framework oi the allegory?

In line 286, God tells the Son that he is to be "the head of all mankind,
though Adam's son."” In what sense will the Son be both of these things? What
metaphor is developed in the lines immediately following? Is this metaphor
appropriate? Why must men renounce their righteous as well as their unrighteou:
deeds? This question may be a bit difficult to answer, btut consider whether
one can be too proud of his righteousness at times.

In several places in Book III, Milton betrays his Puritan background. The
concept expressed in lines 183-184 is particularly Puritan in nature.

Express this concepl in your own words and explain its implications. Later
in describing the Paradise of Fools, or the ocutermost circle surrounding the
world, Milton has seme very uncomplimentary things to say about a number of
other sects and churches. What sorts of peorle inhabit this Paradise of
Fools? Can you identifly any specific groups which beccme the objects of
Milton's satire in lines 418~497. The footnotes will be of some help to

you here. Is there anything like the "Paradise of Fools" in the Odyssey

or in the Faerie Queene.

Cn enccuntering Uriel, Satan quickly changes shape so that he resembles

"a stripling cherub" (line 636), and he successfully (for a time at least)
avcids detection. Later we see him take various cther forms to suit the
occasions. What does this changeability suggest about the difficulty of
perceiving evil? Can it often mask itself in hypocrisy? Compare Satan's
ability to appear as he is not with the kindred ability demonstrated by Duessa
and others in The Faerie (ueene. Does Duessa ever become as completely
changed, as completeiy hypocritical, as Satan does here?

Consider lines 682-689. lhat device is Milton using in these lines? How
effective is the device?

(Book IV)

1.

Book IV brings us to our first prospect of Eden (Paradise) and its
inhabitants. Although we are later, in Book VI, to witness the magnificent
Battle in Heaven, Eden is to be the battleground in which we are most
interested, for it will be here that Satan overcomes Man's innocence and
causes his fall from grace. Hence, we shall need tc be espécially attentive
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to the details which Mjlton gives us.

Someone has remarked that, in describing Adam's garden, Milton
purposely refrains from giving us a too detailed account of the place.
Rather, he sketches the garden in general, somewhat vague though appealing
terms, and leaves the particulars up to our own imaginations. It is
probably true that an extremely detailed picture would block the free
play of our imagination to a certain extent and that we can create more
loveliness and peacefulness in our mind's eye than could possibly be
communicated to us through words anyway. Consider the picture of Paradise
that Milton gives us and decide whether it is basically general or particular
in detail. Do you find your own imagination filling in the finer shades of
the picture?

In the first three books, Milton has shown us Hell and Heaven, the two
extremes of order and disorder, light and darkness, beauty and ugliness,
peace and conflict. In this book, he wishes to describe a world which is
almost heavenly in nature, but not absolutely so. To describe a place as
less than heaven but, at the same time, to convince the reader of the
heavenly qualities of the place is certainly a difficult task, even for a
poet of Milton's genius. Find specific lines or passages which show Milton's
attempt to keep the Garden of Eden "down to earth," so to speak. Do you find
any extremes in this Paradise? If not, does it not become rather bland and
uninteresting? Again if not, how precisely does Milton avoid both blandness
and extremes in his Parsdise?

Perhaps as a special project you cculd compare in detail Milton's
description of Paradise with Spenser's description of the Bower of Bliss
in Book II, Canto 12, of The Faerie Queene. In what ways dc they resemble
each other? In what ways are they different? 4hat is the purpose of each
garden? Which is the most “natural"? Vhich the most allegorical? Ve find
beasts in both pBardens. Are they similar or different? Man is finally
driven out of the Garden of Eden, because it is too fine for his ultimately
corrupted nature. Conversely, none is denied access to the Bower of BEliss.
With all of its comforts and beauties, why does Guyon at last seek tc
destroy it? Vhy at last does he wish to leave it? Does such a comparison
of the two gardens increase your appreciation of the real significance of
Milton's Paradise? You might also compare Milten's Paradise with Sepnser's
Garden of Eden, Book I, the hcme of Una's parents. How are these two
places alike symbolically but literally quite different?
In his statement of The Argument in Book IV, Milton claims that Satan, as
he first contemplates the beauties of Paradise, "falls into heavy doubts with
himself, and many passicns, fear, ervy, and despair. . . ." Find and note the
lines and passages in which Satan exhibits these passions.. Of what is he
afraid? What causes hin tc despair? What is the effect of this despair?
Why does Satan feel a sense of remorse as he views these works of God? Is he
not entirely evil? |
In line 40, to what does Satan lay the blame for his fall from grace? Is
he correct in thus placing the tlame?
In lines 190-191, Satan dedicates himself entirely to evil: "All good to me
is lost; / Evil, be thou ny Good:" With this apostrophe, he shows himself
45 the "Arch-enery.” What, precisely, does he mean in this seemingly
contradictory exclamation? Have you, in your past reading, met any other
characters who have, for ocne reason or another, dedicated themselves so
completely to evil? Did Dr. Faustus?

-



-
. we have symbols pertaining both to Man's corruption and to his final
- redemption. Why is the knowledge of "good," such as can be got through

Ll

9.

10.

19.
In the Tree of Knowledge and the Tree of Life (described in lines 216 £1.)

eating the fruit of the Tree of Knowledge, forbidden Adam and Eve? Are
they, then, not conscious of goodness before they eat the fruit? How does
Milton's use of the Tree of Life differ from Spenser's in The Fgerie Queene,
Book I? C

In lines 223-241, the river and four streams of Paradise are described. These
four rivers surround the home of Une's parents. Do you think that they are
meant to balance with the rivers in Hell? Compare the natures of the rivers
in both places. What purposes have they? Lines 241-285 describe

Paradise in pastoral terms, evoking many of the images which are conventional
in pastoral poetry. Look up the etymology of the word "pastoral," attempt

to find a 1list of the conventions of pastoral poetry, and then decide which
of these conventions are present in this passage. From lines 265 to 285, we
find a great number of allusions. What do all of these have in common? Are
they appropriate here? What effect does Milton gain by calling up the many
associations we have, or at least the readers in Milton's own time had, with
these names?

Adam and Eve, though both innocents when first seen, have two distinctly
different natures. What qualities does Adam exhibit? What different qualities
Eve? Which of the two is the most sensual in nature? Which the most
rational? Since these two people are presented as the ideal human beings,

we can gather from them what Milton thought the ideal relationship between

husband and wife should be. In your own words, describe this relationship.
Is it much different from the accepted ideal in such a relationship today?
If it is, in what ways is it so? Is there anything in Eve!s character or
personality which suggests that she will be wvulnerable to temptation? To one

particular form of temptation rather than another? What iz the function of

the description of Eve's looking at herself in the pool after her creation?

Does this foreshadow Fer £all? Hew would a knowledge of the Mareissus.story
help one understand this scenc?

With his characteristic guile, Satan is able to rationalize his corruption of
Man as actually beneficial to those corrupted. What two basic arguments does
he use in lines 375-392 in his rationalization of his evil deed? How logical
are these arguments? Note that, lest the smoothness of Satan's words beguile
the reader into admiring him, Milton immediately following this speech
warns us that "So spake the Fiend, and with necessity, /. The tyrant's plea,
excused hie devilish deeds." What do you think Milton means when he points
out that Satan spoke "with necessity"? Do you think that Satan felt compelled
to speak, or that he spoke with logical necessity? Or do you think that, by
leaving the intended meaning so ambiguous, Milton is suggesting that both
meanings could be applicable? In this case, of course, he would be punning
on the word.

Compare Satan's plan of attack on Man ac given in lines 513-527 with his actusl
temptation of Eve in Book IX, lines 532-732. What are the two main steps in
his original plan? Does it seem to you that Satan has a surprisingly full
understanding of human nature, of those weaknesses which could be explaited
most profitably? Or is he only judging by his knowledge of himself and his
weaknesses? :

Do you catch any satirical overtones in lines 736-738, in which the
simplicity of Adam's worship is stressed? Do the Puritans as a whole believe
in simple or elaborate and highly ritualistic worship service? What- group
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or groups might he have in mind as he wrote these lines? Do you find any
parallel worship scenes in Faerie Queene, Book I? in the Odyssey?

How important does Milton consider marriage to be in human life?

Compare the poet's benediction to Adam and Eve in lines 773-775 with Satan's
sneering farewell in lines 533-535. The phrase "and know to know no more"
in line 775 is an excellent example of Milton's attention to and skillful
use of words. His phrase, with its repetition of liquid 'n' sounds
(alliteraticn) and of the scnorous 'o' sounds (assonance) not only gives the
benediction a smoothness and stateliness, but also lends the line an ominous
note, which hints in sound at dire consequences if Adam and Eve once lose
their innocent acceptance of their present state. Does Satan's farewell
make use of any of these or similar rhetorical devices?

Comment on the effectiveness of the simile developed in lines 813-819. 1Is
it appropriate?

Lines 835-840 stress the change that has taken place in Satan since his
initial rebellion against God. In what particular ways has he changed?

At the end of Book IV, the stars give both Gabriel and Satan a sign that goed
shall overcome evil, but most of this book is devoted to the foreshadowing of
evil's triumph over the gocd in Man. In fact, throughout this book, the
tension increases as the figure of Satan looms nearer and nearer as his
threat to Man's hapriness becomes stronger. What and how many different
shapes does Satan assume in this book?

(Book V)

1.

Milten opens Book V in a characteristic and conventional epic manner with the
personification of Morn arising to light the world on this, a new day. Again
we see Milton's extreme consciousness of the beauty of light, a consciousness
no doubt heightened by his own blindness. At any rate, the brilliance of
the morning light, and the presence of gocdness and holiness that it suggests
symbolically, is a fitting prologue to the events of this day. Satan is
nowhere in evidence, except in Eve's remembered dream, and Raphael, on God's
commission, descends in all his angelic glory to beiriend and counsel Adam.
In this book, Milton once again emphasizes the pastoral beauty of the garden,
making the reader stili more conscious of how great the loss of this
Paradise would be,

Two major developments in the story occur in this boock, both making
Adam ard Eve, and the reader, more conscious of the threat to their
happiness. First, Eve relates the details of her dream, and finally, Raphael
emphasizes how formidable an enemy Satan is by relating the details of the
three-day war in Heaven.

What explanation can you give for Eve's having such a dream? Adam
attempts to rationalize its occurrence, but unsuccessfully.* What reasons
does Adam give? OCn what does he place the blame for the evil nature of the
dream? What does the recder know that Adam cannot know regarding the source
of the dream? How does the dream, like Eve's looking in the pool, prepare us
for the fall? Why does Satan go to work first on Eve's imagination? What
symbolism is implicit in Eve's flight and "seeking down" in her dream? The
dream is inspired by Satan, but like all of his acts against God, the dream
really serves God's purpose. Is this not so? In what way would you say that
it does.so?

In lire 145, we are told that Adam and ¥ve paid their "orisons'" after arising
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in the morning. Look up the meaning and the etymology of this word. Is

it classical or Christian in its origin? Does it suggest that Milton
believed the first men to be in a more immediate and less self-conscious
relationship with God? In what other ways do "our grand Parents'display,
before their fall from grace, a simple and unself-conscious contact with God
and with the Paradise that He has created for them? In what aspects of
nature are Adam and Eve immediately conscious of God's benzvolence and
reminded of His glory? (See their prayer in lines 153-208.)

God wishes again to emphasize that Man is a free agent and, congcious of
Satan's nearness to man, He comissions Raphael to visit Adam and "such
discourse [th;7 bring on / As may advise him of his happy state~~ / Happiness
in his power left to will, / Left to his own free will, his will though free /
Yet matable.” (1lines 233-237) Note again Milton's characteristic repetition
of words and phrases only slightly changed. What is the meaning of the word
fqutable'? In one of the later books of The Faerie Queene, Spenser creates
an sllegorical character named "Mutabilitig." What would you guess that she
ig like and that she would advocate?

God proceeds to tell Haphael that He wants Man to be conscious of his free
will, of his responsibility, and of the threat to his happiness in the form
of Satan. He ends His instructions by saying, "This let him Adam
know, / Lest, wilfully transgressing, he pretend / Surprisal, unadmonished,
unforewarned.” (lines 243-245) As you finish reading Paradise lost, watch
to see just what Adam's reaction toward God is after he has fallen from grace.
Does he, as God here suggests he might, plead “surprisal”? Could God do
more than He does in Book V to warn Adam and to make his fall less likely?
Since God wishes Man to possess freedom of will, how much more could He do
and still keep this freedom intact?

Milton, as the narrator of Paradise Lost, exhibits a variety of moocds in his
recitation of the poem. A% times he is extremely happy and confident, at
times unsure (or seemingly so) and frustrated; at times, cynical and satiric.
He has been eriticized by some for a lack of humor, but surely .this criticism
fails o take into account the high sériousness of Milton's intentions in
most of his writing. The purpose vehind Paradise Lost, for example, is
supremely serious as we have seen. Even in this poem, however, Milton on
occasion shows a sense of humor. Consider lines 302 and 396. Do you find
these lines entirely serious? In a footnote to line 396, Temmyson is quoted
as feeling that the humor here is inappropriate, that it is not in keeping
with the serious tone of the rest of the poem. Do you agree? Is the dinner
enjoyed by Raphacl and Adam a highly serious occasion? Might Milton not

want a note of humor at this precise moment? And is Raphael an entirely
serious character? Does he surprise you in any way; does he conform to your
own idea of what an angel should be and how an angel should act? Do you know
of an analogous feast in the Odyssey or the Aeneid, i.e. a feast where "the
first part of the story" is told?

An interesting epithet is used by the poet in referring to Mary, the Mother
of Christ. In line 387, she is called "second Eve". Do Eve and Mary actually
have anything in common? Compare this epithet with that earlier reference
to Christ as "Adam's son" (Book ITI, line 286). Do these two references have
any connection? Do they give us a sense of the continuity in the struggle of
Mankind against evil and toward reconciliation with God? It is time now, if
you have not already done sc, to consider just who is the hero in Paradise
Lost. In Book I of The Faerie Queene the Red Crocss Knight is obviously the
hero, just as Odysseus, Beowulf and Roland are in their epics. In this poem,
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however, the true hero is not so obviously found simply because Paradise
Lost attempts, as Milton has told us "things unattempted yet in prose

cr rhyme." The hero would seem to be idam, since the central struggle is
Mankind's, a struggle in whick Man wanders frem God and security, becomes
lost (fallen) but finally discovers the true vslues (submission to God is
happiness) and, through personal sacrifice (of Christ as man), is reconciled
to God. As we can see, though, Adam cannot be the sole hero, for he only
begins the struggle. The hero is clearly, then,the whole of Mankind (Milton
and the reader, included). However, since it is only through Christ that
Mankind is able tc complete the hero's journey, we must see him as the most
important individual in the collective struggle.

After perceiving that we have such a complex hero in Paradise Lost, many
things about the poem become easier for us. We can now see, without
difficulty, what Milton means when he calls Christ "Adam's son" and Mary the
"second Eve." Humanity is one great family which had "its genesis in
Adam and Eve." These "our grand Parents" began tlie hero's struggle but they
did not finish it. Christ, as "Adam's son," brought us much closer to the

»goal, to reunion with God, but the final steps must be taken by each

individual human being: by Adam, by Christ himself, by Milton, and by the
reader. This, then, is the epic struggle as Milton conceived it. And this
explains why Milton seems at times so active a participant in his own poemn.

He iz an active participant, Jjust as he intends the reader to be, for both are
heroes in the struggle.

For what reason does Raphael describe the War in Heaven to Adam? Is it merely
to pass the time or to entertsin Adam? Raphael tells Adam that it is extremel)
difficult tc "relate / To human sense the invisible exploits / Of warring
Spirits" (lines 564-566). What does he mean by this? How does ‘e finally
decide that he can overcome this difficulty? See lines 571-574. Are we

then to assume that the description of the War that follows is metaphorical,
that the angels do not necessarily resemble men, are not anthropomorphic?
(Find the meaning of 'anthropomorphic' and observe its formation.) What is

the purpose of lines 574-5767

Why does Satan rebel against Ged? Can you in any way suggest why he is

able to draw "the third part of Heaven's host" with him in the rebellion?
What was the "Mountain of the Congregation"? Why was it so called? ;Satan,

in his pride, often attempts to imitate God. Sometimes he is quite sarcastic
in doing sc. At other times, he simply wishes to show his own greatness.

Find passages in which such imitation, either sarcastic or seriocus, occurs.
Why does Milton introduce Abdiel into the story of Satan's rebellion? Is.an
effect accomplished by his appearance? It has often been suggested that
Milton may have represented himself in this character and that Abdiel's

lonely protest against Satan and all of his followers reflects the .
loneliness Milton felt on occasion when he found himself expressing cpiniomy™
unpopular with all of those people around him. As a special project, you
might investigate Milton's life to discover the issues on which he found
himself almost alone in arguing the unpopular position. If he consciously i
saw Abdiel~as.himself, then of course Satan and his followers would represent”

. Milton's actual 168, and Paradise Lost would-become,.at. least in ~or

on ong level, a political-as well as a moral.allegory. Whomrmight.’

represent in such a political allegory? S e

Is there a natural break in the action at the end of Book V, or did Abdiells™"
departure from Satan's camp merely provide Milton with a convenient- place- gt
which to end the book? Might the break between the two books have been more
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decisive #f Raphael had stopped his description and we were shown once again
Adam and Eve as they sat listening? What might be undesireable in such a
move on the part of the poet? Is there really any reason to divide Raphagl's
account into two parts? Is there any reason why Books V and VI should not

be one longer boock? You should now be thinking more and more about the
actual construction of Paradise Lost. Do the books seem to fall into any
particular pattern? Are any of the earlier books balanced with laver books

ir any way? (Later, a group of more particular questions will deai with

the form of Paradise Lost. For now, however, consider the guestion of balance
and in;errelationship between the books as fully as you are able to do at this
point. .

(Book VI)

1.

Raphael continues with his account of Satan's rebellion against God and the
recultant war in Heaven. A number of minor questions suggesi themselves as
one turns from Book V to Book VI, some referring back to the earlier book. *
Wiky has Satan decided to rebel? What section of Heaven is inhabited by Satan
and his fcllowers befoie they are expelled? What is Satan's rank in Heaven?
Do you thirk that this rank in any way precipitates his rebellion? Would

he have been lesn likely to have rebelled if he had ranked differently?

(See Book IV, lines 58-55)

As he argues with Abdiel before the battle commences, Satan announces, in
1ire169, that he sees the coming struggle as being between servility and
freedom. What is his reasoning behind this view? Abdiel, of course, cannot
concur. What is his opinion concerning freedom and servility?

Abdiel is one of the most colorful and interesting figures among the
loyal angels. How would you describe his character? Does his obedisnce to
God stem from sloth, as Satan cleoims is the case with the loyal angelc?

To what is Satan compared in the simile developed in lines 193-198? Do you
think that this figure is appropriate or somewhat exaggerated? What effect
or effects does Milton achieve with this simile? What features of Satan are
emphasized by it?

Since neither the discbedient nor the loyal angels can die and since they
both appear equal in might, how is it possible for Michael to wound Satan

so easily near the end of the first day of battle? (See lines 320-334, 401-
LO5) What is the effect, both physically and emotionally, on Satan? Is the
effect. lasting in either case? Find lines which definitely support your
answers to these fguestions.

Why is Moloch called the "feorious king* in line 357? He is, of course, given
to curses and strong actions here. But is it possible that the term does not
apply wholly to his presert nature and actions? What have we seen cf him
previously, not at an earlier point in time but at earlier point in the
narrative? _

What ironies do you find in Satan's speech as he attempts to rally the spirits
of his companions in lines 418-4227

In lines 496-523, Raphael describes the invention of gunpowder, cannon, and
shot. The shot are not simply carnon balls, but even more diabolical,

shot linked together with small chains to increase their destructive effect.
Hers Milton does what Virgil often does; he gives his poem a prophetic
quality by describing an event (the invention of arms) about which,

of course, he knows, but which, relative to the time of the narrative's action.
occurs far in the future. How many other instances of such "prophecy" do
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you find in Paradise Lost? Since Milton sees guns and gun powder as

the inventions and instruments of Satan, what can we deduce concerning his
personal attitude toward the weapons of war? How does he actually prophesy
that they will one day be used by men szainst men? How does the angel
Zophiel describe these new devices of destruction? '

7. Satan's speech in lines 555-562 is a masterpiece of guile, punning, and
ambiguity. Be redefining terms to suit himself, he makes the violence and
evil that he intends appear good. Study this passage closely and note
particular -phrases and figures which, because they are used so ambiguously,
mask Satan's evil intent. For example, what does he mean by "peace ard
¢cmposure"? To what does "open breast" actually refer? How does he use the
word "overture"? In what way is he punning on two possible meanings of
"discharge"? In our own time, propagandists often employ this form of Satax's
guile in an attempt to deceive opponents or potential victims. In World War
II, Hitler proved himself a master of such deceit. When he really wished to
subjugate and destroy the Sudetenland, in Czechoslovakia, he masked his
intentions by claiming ihat he would "liberate" its people. And if we now

"hear countries which we kncw to be belligerent and dangerous claim that they |
wish "peace" and "liberty" for all peoples, we view the claim with

suspicion, realizing that they probably mean their form of "peace" and
"liberty" and that even these can be had only at the price set by these
couritries. Compare Satan's use of language with Napoleon's in Animal Farm.

8. How do the loyal angels protect themselves finally from Satan's devilish
machines? What is the effect of the war on the harmony and ordered nature of
Heaven? Is the Son's first action on the third day, the restoration of the
mountains to their proper places, in any way symboliz? If it is, in what
manner is it so? .

9. God tells the Son to put on His "almighty arms" in preparing himself to
overcome the rebellious angels. Of what do God's "almighty arms" consist?
thy are all the devices of Satan useless against these arms? Do you see
any parallel here between the Son and Red Cross Knight in The Faerie Queene?
In his final battle, against the dragon, what is the Red Cross Knight's
real protection and real weapon? In other words, what do his sword and armor
symbolize? Are the arms and armor used by the Son similarly symbolic?
Compare, in detail, Red Cross Knight's fight with the Dragon and Christ's
with Satan. , ' : o

10. Do lines 789-797 suggest to you that, even at this late time, Satan and
his followers could have saved themselves from Hell if they had stopped
rebelling and had accepted God as their master once more? ‘ o

11. . What does line &93 mean by "measuring things in Heaven by things on Earth"?
Is there any connection between this line and lines 571-576 of Book V? What
has Raphael's purpose been in describing the first fall from grace; by Satan
and his followers? Should Adam now be sufficiently warned of the danger to
his happiness? Watch carefully the parallelism between these-accounts of falls:
the account of the birth of Sin and Death, the account of the rebellion of

igtan (and conquest on the third day), and the account of the rebellion'of
am. ‘

.{Books VII.and VIII) - ‘ SR
These next two books continue Raphael's conversation with Adam. In Book VII,
the crection of the world is described by Raphael, and, in the following book,
Adam »ziates whab he remombers of his own crention and the submeguent creation
~ of nve. is a2 rinil warriing, the angel; tells Adam to "Stand fast; to stand or
_fall / Pree in thine own arhitryroment it lies: ‘*’f &\*ﬂmﬁt‘*&gﬂ;hiﬂ’ no outysyd aid
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Hence, for a final time Adam's freedowm of will is stressed, and the presence
of danger is reasserted. God has fulfilled his obligation to Man, and Adam is
at last fully prepared for the test of his devotion.

(Book IX)

1.

At the beginning of this book, Milton appears to address the reader, although
he also indirectly invokes his "celestial patroness," or Muse, to

continue to inspire his song. Again, we feel a strong personal role in these
lines as Milton expresses his fear that ill healin or old age might

frustrate his efforts to finish his epic. There is & possibility that Milton

was thinkirz of Edmund Spenser and his unfinished Faerie Quesne as he wrote
these lines.

Once msre we are reminded that Milton considered Paradise lost as the
supreme epic when he tells us that the lines he is about to write, although
no longer happy, are "yet argument / No less but more heroic than the wrath /
Of stern Achilles" and of other epic characters (lines 13-19;. He further
implies, rather strongly, that the specta.le of pageantry, of knights and
of great battles, is not the only, nor perhaps even the most appropriate
subject for an heroic poem. Where do the important "battles" in Milton's
poem take place? In the same kind of place as the battles in the Iliad or
or the Cdvssey?

Milton tegins by lsuenting that he can nc longer sing of Man undivided from
Ged and the angels. Now his song nust become tragic as he considers "pevolt /
And discbedience." (lines 7-8) %e have noted how, at the beginning of Book
V, Milton dwells upon the wonder and beauty of the sun as it dawns upon a
world in which Adam is innocent and filled with humble love of God. Now that
tragedy is about to vefall this sinless world, how does Milton describe the
sun and the stars? MNow that Satan is ominously close to his intended vietims,
how does Milton evoke a sense of impending doom? :

In lines 48-69, what image is repeatedly associated with Satan? Why is
he "cautious of day" in line 59? What would the day and the sunlight reveal
that the night and darkness will hide? :

What reasons dces Satan have for choosing the snake as "fit vessel" for his
purpose? What is the purpose and symbolism of Satan's "snake dance" (1ines
510-520)? Are we to see the snake as evil in itself? (See lines 182-188)?
Satan is here described as "irresolute," unable to decide on a course of
action (lines £6-87). This description suggests an interesting point:

has Satan shown himself to be irresolute in the past? That is, has he often
Lesitated before actinz? Or have his actions always begun confidently and
without indecision? 1If so, is this newly got irresolutiocn a sign of his
weakening power? Is Ged ever shown to us as irresolute? Is the Son?

Once more Satan is tormented by his own fallen condition as he contemplates
the "terrestial Heaven" of Paradise. Although he envies Adam and Eve their
comfort and happiness, his urge to corrupt does not stem from envy, but from
his hate of God and his own inner hell. As he says in lines 129-130, "Only
in destroying I find ease / To my restless thowghts." What sin or sins does
Satan- exhibit in lines 135~139? How is he to spite God at last?

Although Satan cannct change his attitude toward.God, he does realize clearly
what such an attitude of hate and envy are doing to him, what sort of hell they
are creating within him. 3ince he is so conscious of his fallen condition,

he spends a large part of his time moralizing. Note, for instance, lines 163~
172. Describe the development of this passage and point out the different




10.

11.

12,

13.

26.

ways in which Milton, through Satan, attempts to impress his morality

upon the reader. Do the same for lines L72=-479.

What are Eve's "first thoughts" in lines 214-219? Whv are these thoughts
dangerous? Is Eve being "natural" here? That is, is Eve according to
Milton naturally a "reasonable!, or thinking, person? How many of the woes
experienced by Adam and Eve in this Book can be traced to a reversal in their
natural roles, to Eve's unnatural desire to reason things out for herself

and to Ndam's failure to assert his authority, his reason? What is it in
fdam that prevents him from expressing his male authority more fully? Why
does he accept Eve's faulty reasoning so easily in lines 364-3757  How mary
separate errors can you distinguish in Eve's reasoning and judgment in this
Book? HMake & list of these with the numbers of the lines in which each error
occurs. For instance, you should note that she believes that Satan would

not attempt to corrupt her, the weaker of the two, because he is so proud.
And the line reference would be lines 382-383. Begin your search for these
errors with line 205.

What is the importance of lines 415-516 in relation to Milton's whole
intention in writing his epic? Do these lines furnish evidence for the
conclusion that we have already made regarding the hero of Paradise Lost?
Does Satan begin his temptation of Eve with an appeal to her intellect ilook
at lines 510-520 again)? To her imagination? to her passions? Do the
dream which Satan has furnished Eve as a toad (Book V) and the dance which
he furnishes her now as a serpent, appeal to the same mental faculty?

In lines 282-28L4, we discover that Adam and Eve, before their loss of
innocence, are "not capable of death or pain." Later, in lines 482-488, we
find that Satan fears Adam partly because Adam is immune to pain while he
himself is not. What other gualities in Adam does Satan fear? Why does Satan
shun Adam's "higher intellectual" more than Eve's "lower intellectual" (her
lesser intellectual powers)? Does Satan ever attack Eve through an intellectu:
appeal? Why not? :

Explain the pun on "wonder" in lines 532-533? How does Satan's use of this
pun exhibit his characteristic guile? What is Satan attempting to arouse

in Eve in this passage {(ending with line 548)? Where would she be "yniversall,
admired"? Compare Satan's address to Eve here with Satan's address to Eve

in the dream (Book V, lines 38-47). What emotion do both V, 38-47 and IX,
532-5L42 play upon? Is it a womanish emotion?

Why does Satan first describe to Eve how good the fruit of the Tree of
Knowledge tastes before he tempts her to believe that it will make her brighte
more reasonable, more God-like? Why does Satan first appeal to Ewe's
imagination in the dream and the dance, and then to her appetites before
trying to give her reasons for eating the apple? Does this sequence parallel
the methods used by Archimago in corrupting Red Cross Knight; what part does
4 dream play there? What part an appeal to passion?

What is the symbolism of Satan's suggesting, but in dream (Book V) and
description (Book IX, lines 602-610), that the eating of the fruit will
somehow make Eve or her mind fly up into the heavens? Would the legend of
Icarus help with interpretation here?

In line 633, we are told that Satan now experiences hope and joy, two
emotions unually, and with good reason, absent from his life. Why is he
experiencing them at this point? What is their effect upon his physical

appearance? Consider the simile in lines 634-642, in which the Serpent's

crest is likened to the will-o'-the-wisp. Is this comparison effective
and appropriate? During the course of the simile, what particular points
concerning the will~o!-the-wisps while having little or nothing to do.with~ ~
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Satan's appearance, certainly add to our imaginative feeling of his

nature and power?

What does Eve mean when she says that, aside from the command not to eav

the fruit (the sole test of man's obedience and love), "our reason is our
law"? Is Milton anticipating scenes where other laws might be announced?
Why could man's reason be his law in Paradise?

Why does Satan address the Tree of Knowledge in line 680 as the "mother of
science"? Why is here called the "Queen of this Universe"? What is Satan's
purpose in using this title?

Explain the irony of lines 689-690. What are the connotat.. ~ of "higher"
{(IX, 690)? Uhy does Satan add the last half of line 69 sinc he certainly
knows what Death is, being himself Death's father in the allege. ’? _
How valid is Satan's argument that a knowledge of good cannot be & bad thing?
In what way could such knowledge be bad? (See lines 697-698 here and then
1067-1080) What other arguments does Satan use at this point in his
temptation of Eve? How valid are they? Do lines 718-722 reflect a conflict
betwe n religion and science, between faith and observable evidence? On .
which side in this conflict does Satan find himself? Satan is now appealing
to ?ve's reason. What fallacies can you find in his reasoning (2ines 702-
732)?

Why does Milton emphasize that Eve had an eager appstite at this hour of the
day? Compare Satan's description of his eating of the apple (IX, 578-593,
especially line 586). Cf. the dream, Book V, 84-86. Does the fact that Eve
is hungry make her innocent? To what extent has Satan made her hungry?

Lines 780-784, describe Eve's fall from grace and the effect of her fall

on the natural world. This sudden change in nature is used by Milton to
symbolize what? Is Nature being personifed here? Read these five lines aloud
and as normally as you can, and as you read, consider whether the natural
tempo of the sentence is appropriate to what is being said. What, for
instance, is the effect of the two, rathe~ staccato beats on "she plucked,
she eat"? How effective are the vowel a.d conscnant sounds in line 783 in
creating a certain mood within the ling?

In what different ways is Eve affected by eating the fruit? (See lines
795-833) What is her true reason for wanting Adam to eat the fruit along
with her? (See lines 826-83%1) And in light of this true reason, explain the
irony of lines £32-833.

How difficult is it for Eve to persuade Adam to follow her, to fall with her,
by eating the forbidden fruit? What arguments does she use? Are these
arguments at all similar to Satan's? Why does Adam at last resolve to disobey
God's command?

Consider carefully lines 921-959. Describe as carefully and completely as you
can the changes which Adam undergoes while speaking these lines. Is his
reasoning and argument here in any way similar to .those of Satan? If so,

in what way precisely? Is Adam being '"naturally" reasonable here, or has
something disturbed his ability to think clearly? Is it natural for Adam to
feel closer tc Eve than to God? ’

Can we believe Eve as she speaks in lines 977-983? (See again lines 826-831)
What is the effect on nature of Adam's fall? Why is it more pronounced than
when Eve fell earlier? Look up the term "pathetic fallacy'" in a good
dictionary or encyclopedia. Would this term apply to what is happening to
nature here? Can you think of any similar instances of nature's reflection
of human events and conditions in your past reading? In The Odyssey, Julius
Caesar, The Return of the Native, Dr. Faustus, Oedipus Rex, Hamlet, Macbeth,
or other works? How does Paradise come to resemble the Wood of Error during
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and after the fall? cf. Book IX, lines 100C {f; lines 1036 ff; lines 1084~
1122 for relevant passages. ] ‘
After the Fall of Man has been completed, what individual sins do Adam and Eve
commit? Find and note the line numbers of passages which seem:to you to shew
certain sins being committed. Are most or all of the deadly sins present?
Pride? Envy? Avarice? Sloth? Wrath? Gluttony? Iust? Despglr? o
Is the act of sewing fig leaves together in order to clothe their nakedness in
any way symbolic? Why are they suddenly so comscious of this nakedpess?

Do lines 1115~1118 add anything to the poem, or are they a serious intrusion,
especially at this most important point? )

How do lines 1127-1131 describe the stages in the fall as (1) suggested in
Satan's dream (Book V); (2) described in the serpent's description of his
eating the apple (Book IX); (3) enacted first by Eve and then by Adam. Did
Satan's fall, as described in Books V and V1 also involve 'Appetite . . .
usurping over Sovereign Reason"? If not, why not? How is Satan's fall }1ke
Adam and Eve's in its basic motivation? How is it different in its origin
and development?

Contrast the innccent lovers in Paradise with their fallen counterparts. In
what ways have they changed? In what ways does Milton attempt tc impress
upon the reader the tragedy of the falli? Which of the two characters is the
more to blame for the £2l11? Can you defend your cheice by referring to
specific passages in the noem? Are the two "Eves," Eve-before~the-fall and
Eve-after-the-fall, arything like Una and Duessa in the way they love. 1In
what sense is the fall primarily a matter of love? (cf. Book X, duestion 2).
Comment upon the fitness of the last three lines in Book IX. Do they form an
adequate and appropriate conclusion to the action in this book? that do
they stress in particular about the situation in which Adam and Eve find
themselves.

Go back through this bock, and list the epithets and the images associated
with each of the three main characters. Do these show any gradual change as
the action unfolds? o

(Book X)

l.

If God is "in all things wise and just," as we are told in line 7, why is it
that He has "hindered not Satan to attempt the mind / Of Man"?: Do you find the
answer to this question inlines 7-11? In lines 40-47? Is Milten in any way
attempting "to justify the ways of God to men" even here? V o

Line 96 refers to the Son as the "mild judge." In what ways is he'a "judge"
and why is he called "mild"? What is the special significance of the Son's
question when he asks of Adam, "Was she thy God, that her thou didst obey /
Before his voice? (lines 145-146) . Has the Son struck upon the essential
nature of Adam's sin? What, precisely, has Adam's original sin been, a sin
which is only symbolized by his eating of the Forbidden Fruit? . :

The Son delivers several curses in lines 163-208. Whom or what does he curse?
Summarize each curse and evaluate the Son's justice. Are the punishments that
he decrees appropriate to the crimes? Does he, in any sense, curse Satan?

If so, explain how Satan will he punished. Explain line 181, in which the Son
tells the Serpent that Eve's "seed shall bruise thy head, thou bruise his
heel.". Do we see the prophecy delivered in lines 175-178 accomplished in any-
manner later in Book X? a T

What element of incongruity or paradox do you find in line 216, in the phrase
"as father of this family?®? .

In what way do lines 229-234 act as a transitional passage? What purely
transitional, words do we.have?
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In line 38, how can Death be "son and grandson both" to Satan? Explain tnis
rather ccmplicated relationship. How many and which of the deadly sins are
committed by Satan, Sin, and Death during their meeting in lines 325-409? Why
gre they so joyful? Does Satan's extreme nride and self-satisfaction contribute
anything, by way of conmtrast, to the following scene in which he returns to
Pandemonium, expecting praise and worship? . e
Contrast Satan's; completion of his journey and battle and his victorious return
to his "home" with Cdysseus' similar completion of his mission. In what -
ways is Satan a "mock-hero"; think this through carefully. Also contzést the
fruits of Satan's journey and "battle" with the fruits of Red Cross Knight's.
What words and phrases contribute most to the sarcastic and proud tone qf
lines 485-5037? , .
What irony do you find in lines 548-572? Iz there any symbolic parallel
between the "bitter ashes" that the fallen angels eat and the unhgpplness
experienced by Adam and Eve after they have disobeyed God? Explain the
parailel as completely as you can. . -

rat is the effect of Man's fall upon the natural wo.ld? cf. Book X, lines
651-71A. that snecific chaiges occur? What heavenly features has the woyld
now lost and what featurcs of Hell have now appeared? cf. Book IX, question
24. : L
In lines 720 ff, Adam despairs and wishes that he could die. What reasocn
does he give for wanting to die? Why does he blame God in lines Th3-7467
Why does Adam thirk that he is not ultimately responsible for having sinned?
We often hear people speak of gocd ol'Mother Earth. The comparison-of

. Earth to a mother has been made for centuries and centuries. Yet, Milton's

similar metaphor (line778) is extremely appropriate. We love the Earth
because from it we get our focd and our shelter; it is natural for us to
conceive of it in terms of our mother. In what way, however, is the Earth
even more mother-like for Adam? When he says, "how glad would lay me down /
As in my mother's lap! there I should rest / And sleep secure,” our minds
are crowded with pleasant images and associations. But what is Adam actually
thinking of and wishing for? Logically speaking, how sensible is Adam's
mention of his "mother's lap"?

What finally stops Adam from wishing for death? What does he fear about
death? (See lines 808-818) Do you see in this passage any parallel between
Adanm and Shakespeare's Hamlet? Did Hamlet fear anything about death? What?
What is Adam's "burden," mentioned by him in line 835? In what way is it
"heavier than the Earth to bear™? Although Adam does not yet know, who do
we know has already agreed to take this burden from Adam? _ :

Adam calls Eve a serpent in line 867. Where in Milton have we met a
'‘Wwoman-serpent" before? Vhere in Spenser? What is the symbolism suggested
by this chimaera? ' S S

What sort of personal Hell does Milton see lovers living in since the fall
from grace? (See lines 898-9508) , R

Can we believe that Eve is genuinely unselfish as she speaks in lines 927-9367
If s0, what changes are evident in her? At what point do Adam and Eve
really begin to face up to their problems and become more ncble and; through
this nobility, more tragic in their thoughts and actions? What, as expressed
in lines 1028-1040, is Adam's reason for wanting to go on living, other than
being afraid to die? ‘ ' ‘ : -

The epithet "Our Fathers penitemt''is applied to Adam at the end of Book X.

Is he truly penitent? In what ways does he show his penitence? In what ways
does Eve?
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(Books XI and XII)

Note to students: The following questlons are designed to gulde yorr reading of
1ines 1-428 in Book XI and lines 270-649 in Book XII. The lines omitted in both
books are concerned with the vision which Michael presents to Adam of human history
from the time of the expu131on from Paracise. This vision is like Odysseus'
"wision" of his future in the underworld or the vision of the future of Rome which
Aeneas sees in the Elysian fields. As one of the previous reading questions has
indicated, these omitted lines are extremely important, for it is by means of this
view of human history, with its struggle and suffering, that Milton stresses the
involvement of all of humanity in the hero of Paragise Lost. It is at this point,
as Adam looks back on his own fall, and ahead to Man's suffering and finally to
Christ's redeeming crucifixion, that we have the greatest sense of the whole of
the hero's great adventure. Frém Adam's high vantage point, we see the hero's
departure from God, his solitary and palniu1 wanderings, and then his ultimate
return to his heavenly home. However, since these lires repszat the biblical
account of human history, they have been omitted so that the maximum amount of
time may be spent on the remainder of the poen.

(Book XI)

1.. Whau, according to the Son, is the basic reason tbat Adam and Eve have
finally prayed to God in hunility? (See lires 22-44) What does the Sen
promlse in these lines? What will be the nature of redemption through him?

2. Despite their prayers, Adar and Eve are to be expelled from the garden by
God. Is Ged just in his decision to expel them? What are the "two fair
girtsi' +that Mah has now lost? (See lines 45-71) What further reason does God
give, in lines 84-98, for expelling Adam and Eve?

3. Michael is commissioned by Ged tc lead Adam and Eve out of Paradlse, but in
line 112, he is told to "dismiss them not disconsolate." As Michael speaks
with ﬂdam in lines 251-42), what, hope and comfort does he give in order to

" console Adam?
L. Vhat ircny does Eve see in her role of mother to all Mankind? (See lines
163-1680) In line 181, she is referred to as "much~humbled Eve." - How does °
this. ep1 het compare to those referring to her in Books IX and X?
5. What is the meaning of the visicn experlenced by Adam and Eve in lines 182~

190? Hcw does Adam 1nterpxet this visicn? What is 1ts effect on both
Adam and Eve° S

(Book XII)

6. What do we discover ﬂoncernlng Mrlton S oplnlon of blood saurlflce in lines
291-2927 In this speech, lines 285 ff., Michael Justifies God's Law for Man.
Why is such Law necessary? Is it an end in’ itself, or a means to some ‘

. further end? A

7. What relevance do lrne: 507-31h have tC the epic nature of Paradlse Lost’

Do these lines 7ive us still more evidence ccncerning the nature of Milton's

hero? Why is Moses inadequate for leading Yan on the last stage of the
_herc's journey? What analogy is used by Milton in line 3107 What d1d
" Joshua and Christ have in common, according t6 this analogy?

8. What has Michael said to make Adam so happy and hopeful in lines 37bff9

9. Hcw, according to Michael in lines 386 ff., ie Christ to triumph over Satan
ultimately? Whrat will be the symbolic import tance of Christ's cruclflxlon°
What will be the effect of the crucifixion on Satan, Sin, and Death? How is
Christ's battle with Satan, 3in, and Death here like the battle in Heéaven?
number of days? What happens on each day? How is it like the Red: Cross
Knight'!'s three day battle? What is recaptured in each case?

t
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10. After Christ leaves Man and rejoins the Father, what will be sent into
the werld to give men hope and comfort? (See lines 485 ff. ) In what way
does Milton criticize many churcnes of his own time through Michael's
account of the future? Is his criticisin recognizably Puritan in-its nature?
Will the world become more cr less obedient and loyal to God as the ages
pass? How will the Savior at last "dissolve / Satan with his perverted
world"? Hew, finally, must Man act in order to find salvation? Is faith
enourh? What virtues does Michael praise in lines 581-585% Which of these
are the cardinal virtues according to St. Faul? Why does Michael tell man
ke will have a "Paradise within [fhim;7" when he pcssesses Charity? Compare
these lines with Satan's lines saying that Hell is in his breast. Where are
the central "locations" of Heaven and Hell in. Milton's poem? What makes
Paradise, Faradise (YII, 583-87); what makes his Hell, Heli? If the fall is

a matter of loving wrongly, how could charity "regain Paradise"?

11. dhat is the effect of the last 25 lines or so upon you as the reader? Are
they satisfying as the closing lines to this great and ambitious poem? Do
they leave you-with any sense of elatiocn and expectation? If they do,
how 4o they-achieve this?

VII. Llanguage: 3penser

. Changes in Prorunciation
Scme such changes can be deduced from the rhyme pattern. For example. in
Canto 1, stanza 3, bond and lond rhyme as do gave, have and crave; in Canto.3,
stanza 5, wood and blood rkyme, whereas in stanza 8 woed rhymes with stood, mood
and brood. Students should line up all o rhymes, g rhymes, i rhymes, ete.,.
c1a551fy1ng all possible rhymes where shifts have orcurrod, students should try
to explain inductively the possible shifts of vowel sounds.

Other changes in pronunciaticn can be detscted from the metrical pattern.
Students can discover whether the genitive ending es is sounded by noting - what
happens to the metries of a line if the eg is not pronounnpd. For example, in
the line "On all his waies through this wide worldes wawe," (X, 34, 8) is the
€s on ESZ;QEQ pronounced as a separate syllable? In the line, "And the Sans
foyes ‘dead dowry you endew," (IV, 51, 5) is the genitive erding pronounced as
a geparate.syllable? Students should test the noun plural es ending in the same
manner. (b10ude XI, 54, 2; woundes, V, 17, 4; bardes, V, 3, b; armes and
lawes, V, i, 9 The ed -ending 1nalcnt1np pas tense in verbs ic another instance.
Is the ed pronourced 25 a separate syllable in.these lines: "And would have back
retyred to her cave," (V, 21, %) and "in hidden rocke escaped hath unwares."

VI, 1 2)? In these p“onunuLatlon changes the student can note the syllabic

changes resulting from proncuncing double syllables as single. - What rules, if any,
underlie the changes? :

Changes ir Meaning

By centext studerts can lrequently identify words which have changed in
meaning; for example, the word gilly ("silly old man," I, 30, 6) meant simple dr..
ignorant ir Spenser's time; fond as used in the line, "And fond, that joyest in

the woe thou hast,” (IX, 39, 7) meant foolish; Spenser uses lever as the comparatiwe
form of iief, "rather." (IX 32, ' -

ifter gathering words with possible meaning changes, studerts showld try to
determine whether the change is in a single context or in a number of contexts;
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in varied contexts to find how many of the contexts carry out the hypothetical
meaning. A concordance would, of course, be useful in this study. ;

Changes in Spelling

The firal e eppears cn many nouns: lanpe, plaine, helpe. The double letters
in sonne, witt, evill, ete. form another possible class. A third class comprises
words ending in ie in Spenser's Faerie Queene which today are spelled with y; easie,
busie, companie. The students should be encouraged to find exanples which indicate
the unsettled nature of spelling in Spenser's time: round (I, 18, 2) but arownd
(I, 18, 5). Aalsc the student should watch for eye rhymes, words that are spelled
similarly for the sake of eye as well as ear rhyme (eyne, fyne, IV, 21, 4, 5).
After gathering a great number of words spelled differently inthe Renaissance, the
student should group them in categories and form some general rules about possible
spelling changes. For example, on what parts of speech do the final e's occur?
Were they pronounced? Were they considered inflections? Where are inconsistencies
in spelling found? Are the changes in the direction of uniformity or simplificatim’

Use of the dcuble negative

A valuable study can be mide if students collect statements from contemporary
traditional gramnarians citing that the double negative makes a positive. Then
the students should analyze each use of the double negatives in the Faerie Queene
to determine whether the double negative states a positive or whether it is used
for emphasis. Examples: “ZHe can no man' and "Ne can no lenger fight." (I, 22, 3)

Iransposed sentence order ' o

This matter cannot, of course, be handled in an arbitrary fashion, since some
transposed order appears as a poetic device, but a study of transposed sentence
order is an excellent device for helping students learn to read poetry; this is a
language study that even the slow student can make. He can collect examples and
rewrite them in their ncrmal order, determining what logic governs transposition,
what words are readily mobile, such as adverbs, and what purpose fostered the
transposed order, rhyme, proscdy, emphasis, etc. : |

Use of second person proncuns |

The student should collect examples of the use of thou, thy, thee, thine, and
ye, you, your, yours, classify them, and arrive at some conclusion about their use. |
For instance, are there places where ye or you is used as a term of respect, . |
rather than as a matter of plural number? Is thou or thee used in addressing |
inferiors or in affectionate, intimate relations? Is a consistent distinction made |
between thou and ye as nominative case forms and thee and you as objective? ‘

Use of relative prenouns , N '
Students should investigate contemporary traditional grammar books for their

explanations of the use of ihe relative pronouns who, whom, that, and which.

Then after collecting many instarces of the use of these relative pronouns in the

Faerie Queene they should determine whet®»r the same distinctions were made in

Spenser's time as are made today. Does whom show the objective case in Spenser's

writing? Does Spenser make a distinetion between who and that? Is cne used,more
commonly than the other?

Use of adverbs ' .
Studerts should list adverbs found in the Faerie Queene, then form some

conclusions by asking themselves, "Do adverbs have the 1y ending megularly in. '
Spenser?" "Are adjectives and adverbs interchangeable in Spensei?' Refer to the
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lines "Hunting full greedy after salvage biood," {ILlI, 5) but "With gaping

mouth at her ran gresdily," (III, 7) and "A ramping lyon rushed suddainly,"

(III, 2) but "suddaine catching hold," (III, 12). Are there instances where the
ly which would normally appear in modern English is omitted in Spenser's writing?

Phrases: the verb, the noun, the prevosition '

Students making this study should collect a number of verbs, nouns, and
prepositions from the Faerie Queene; these should be grouped and examined before
students arrive at some conclusions. For example, verb phrases like the
following are common today: was about to be going, had been coming, will have been

called. Are such verb phrases common in Spenser? Noun phrases like "a very great
mary beautiful girls" are common in our modern language; are similar noun phrases
found in Spenser? Compcund prepositions like "in relation to," "in spite of,"

"in connection with" appcar today. Are such compound prepesitions found in the
Faerie Quesne? Is there any common feature in ali the phrasal patterns?

Genitive case

An interesting study can be made related tc the use of the possessive case.
The student should gather examples of the use of the apostrophe to determine
whe* her the apostrophe indicated possession in the Henaissance. (7, th',
aveng'd, lov'd, etc.) He should note the use of the noun and his to show
possession: "Man of God his arms,"vand "Sansfcy his shield." Also he should
include examples such as princes wrath (XII, 36, 6) loves band (XII, 40, 5
worldes wealth (IX, 31, 4) Saveours Testament (IX, 19, 7) After collecting
specific instances of the use of the apostrophe and the use of the possessive,
the student should classify them, trying to arrive at some generalizations.
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The following unit deals with three kinds of satire, deals with them much
in the manner of the ninth-grade "Satire" unit. Like the ninth-grade unit, it
is concerned with direct-attack satire (formal satire), animal-fable satire
(Menippean), and human-fable satire (Menippean). Hewever, the satire treated
in this unit was all written between the 1660's and the 1740's, the great period
of English satire, and is a little tougher and a little more subtle than that

you teuched in the ninth grade.

Satire pretty obviously doesn't make much sense unless one knows something
about the period in which it was written, the circumstances to which it adverts,
and the perind in which the satire you are about to study was written was a busy
one. It witnessed the throwing out of Milton's hero, Cromwell, and his parlia-
mentary government; the restoratisn of kingly rule in England and the foundation
nf its "modern" constituticnal monarchy; the foundation of such parliamentary
institutiens as the prime ministership. Modern political parties came into being
in the time, as did also the first serious institution for the study of the
natural sciences, the Royal Society. The tremendous progress of such sciences
as physics, astronomy, mathematics, and some of the biological scieaces under
Newton, Beyle, and their assaciates had its genesis in the Royal Society. Indeed,
se much did science develop that the new learning appeared a threat to the search
for the meral or social wisdom in literary works, a matter which is treated in
the pieces you'll be reading., During the early part of the perind, the "restora-
tion," the moral tone of the upper class snciety seemed to some people to be
determined by "goed time charlies," and the later portions of the period witnessed
a series of efforts to reform manners and morals, such efforts as would make the
leaders of socgiety more/less "uncivilized" without making them forbidding and
"puritanical." While England gained little in her wars during the time, she
gained tremendously from the art ef keeping the peace and playing a shrewd
business game, developing her colonies in America and in the Far East.

The time, hewever much we may owe to it, was one which did not strike all
men as a time of improvement, and particularly was this the case with the great
satirists. They saw, in the progress of science, the abandonment of the search
for the wisdom learned by ancient civilizatiens; in the progress of commerce,
the dehumanization of life, the cerruptien of the natien's leadership, and the
simple minded worship of luxury and vanity; in the great commercial cities,
Londen especially, the grubbiness and the dirt; and, in the pelitical changes of
the time, the pettiness ef partisan politics, the degeneracy of a nobility re-
leased from obligations, and the meaninglessness of political-religious wars.

At the core of this satirical concern with the limitations of the age was a con-
cern for the nature of religious and ethical truth: fer the claims of Protestant
versus Catholic, nf Deist versus Christian, of those who believed that man's
folly could be exposed and corrected by satire, particularly if it were kindly,
and those who believed that man's folly, though it needed and much deserved
sgtiric exposing, was pretty much intrinsic and not to be cured but by divine
miracle. -
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In order to know the period better, you and your classmates may wish to investi-
gate the following subjects:

I. The rulers in the period:
A, Charles II '
B. James II
C. William and Mary (Where do their names appear in American life?)
D. Queen Anne
E. George I
F. George II

II. Politics in the pericd:

A. The Glorious Revolution

B. The Whigs and the Tories

C. The War uf the Spanish Succession and the Treaty of Utrecht
D. The South Sea Bubble

E. Sir Robert Walpole and his prime ministership

III. Learning and science in the period:

The Royal Society

Sir Isaac Newton

Rebert Boyle

. Richard Bentley, as founder of modern science of philolegy
. Deism

HU.C)U:I?"

Direct-Attack Satire:

I. Dryden's Essay on Direct-Attack Satire:

When you have discussed late 17th - early l1l8th-century conditions with
your teacher and your classmates, you should be about ready to see what a
satirist does with his times, or rather what the satirists of that time
actually did with their time. As you get into the satires, you will, of
course, get into finer historical details, but these you can pick up as you
read the works which refer to them,

The first great satirists of the period is John Drydern; he not only
wrote satires but translated the satires of two of the Roman "direct-attack"
satirists mentioned in the ninth-grade iunit on satire: Juvenal and Persius.
Dryden translated these satires because he thought that they had something
relevant to say not only to a decadent Rome but to a seemingly decadent
England, the England of Charles and Nell Gwynn and "Forever Amber." When
Dryden published his translations of Juvenal and Persius (60-140 A. D.), he
also published an essay concerning the origins and development of satire.
Much of what he says about direct-attack satire parallels what you learned
in the ninth-grade unit, but his remarks about Horace and Juvenal give you
a pretty gond idea as to what he thought satire was for, what are its uses
and what its abuses. Your instructor may wish you to analyze Dryden's
deservedly well-known prose style and his use of consistent comparison as a

- device for organizing his remarks. Notice that consistent comparison leads
Dryden to use consistently parallel syntactic structures.




John Dryden
Essay en Satire: Exerpts

1, [/ What is satire for?_/

We have no meral right on the reputation of other men. It is taking
from them what we cannot restore to them. There are only two reasons, for
which we may be permitted to write lampoens; and I will nct promise that
they can always justify us. The first is revenge, when we have been affronted
in the same nature, er have been any ways notoriously abused, and can make
eurselves no other reparation. And yet we know, that, in Christian charity,
all effences are to be forgiven, as we expect the like pardon for those which
we daily commit against Almighty God. And this consideration has often
made me tremble when I was saying our Saviour's prayer; for the plain con-
ditien of the forgiveness which we beg is the pardoning of others the offences
which they have done to us; for which reason I have many times avoided the
commissien of that fault, even when I have been notoriously provoked. Let
not this,my Lerd, pass for vanity in me; for it is truth. More libels have
been written against me, than almest any man now living; and I had reason on
my side,to have defended my own innocence. I speak .10t of my poetry, which
I have wholly given up to the critics: let them use it as they please:
posterity, perhaps, may be more favorable to me; for interest and passion
will lie buried in another age, and partiality and prejudice be forgotten.

I speak ef my morals, vhich have beem sufficiently aspersed: that only sort
of reputation ought to be dear to every honest man, and is to me. But let
the world witness for me, that I have beenoften wanting to myself in that
particular; I have seldom answered any scurrilous lampeon, when it was in my
power to have exposed my enemies: and, being naturally vindicitve, have
suffered in silence, and possessed my soul in quiet.

Anything, though never so little, which a man speaks of himself, in my
opinien, is still too much; and therefore I will waive this subject, and
proceed to give the second reason which may justify a poet when he writes
against a particular person; and that is, when he is become a public nuisance.
A1l those, whom Horace in his Satires, and Persius and Juvenal have mentioned
in theirs, with a brand of infamy, are wholly such, It is an action of virtue
to make examples of vicious men. They may and ought to be upbraided with
their crimes and follies; both for their own amendment, if they are not yet
incorrigible, and for the terror of others, to hinder them from falling into
those enormities, which they see are so severely punished in the persons of
others. The first reason was only an excuse for revenge; but this second is
absolutely of a peoet's office to perferm: but how few lampooners are now
living, who are capable of this duty!l When they come in my way, it is im-
possible sometimes to avoid reading them. But, good God! how remote they
are, in common justice, from the choice of such persons as are the proper
subject of satire! And how little wit they bring for the support of their
injustice! The weaker sex is their most ordinary theme; and the best and

1. The abuse of personal satires, or lampoons, as they were called,
was carried to a prodigious extent in the days of Dryden, when every man of
fashion was obliged to write verses; and those who had neither poetry nor
wit, had recourse to ribaldry and libelling. Some observations on these
lampcons may be found prefixed to the Epistle to Julian, among the pieces
ascribed to Dryden. (Scott's note)
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fairest are sure to be the most sevzrely handled. Amongst men, those who
are prosperously unjust, are entitled to a panegyric; but afflicted virtue

is insolently stabbed with all manner of reproaches; no decency is considered,
no fulsomeness ecmitted; no venom is wanting, as far as dulness can supply it:
for there is a perpetual dearth of wit; a barrenness of good sense and enter-
tainment. The neglect of the readers will soon put an end to this sort of
scribbling. There can be no pleasantry where there is no wit; no impressicn
can be made, where there . no truth for the foundation. To cenclude: they
are like the fruits of the earth in this vnnatural season; the corn which
held up its head is spailed with rankness; but the greater part of the hsrvest
is laid aleng, and little of good income and wholesome nourishment is received
into the barns, This is almost a digression, I cenfess to your Lordship;

but a Just indignation forced it from me. Now I have removed this rubbish,

I will return to the comparisen of Juvenal and Horace.

2. [TWhich is better: Horace or Juvenal, sugar or sa1t2J7

I weuld willingly divide the palm betwixt them, upen the two heads of
profit1 and delight,2 which are the two ends of paetry in general. It must
be granted, by the favorers of Juvenal, that Horace is the more copieus and
profitable in his instructions of human life; but, in my particular opinion,
which I set not up for a standard to better judgments, Juvenal is the more
delightful author. I am profited by both, I am pleased with both; but I ewe
more te Harace “or my instruction, and more to Juvenal for my pleasure. This,
as I said, is .y particular taste of these two authors: they who will have
either of them to excel the other in both qualities, can scarce give better
reasons for their opinion that I for mine. But all unbiased readers will
conclude, that my moderation is not te be condemned: +to such impartial men
I must appeal; for they who have already formed their judgment may justly
stand suspected of prejudice; and though all who are my readers will set up
to be my judges, I enter my caveat against them, that they ought not so much
as to be of my jury; or, if they be admitted, it is but reason that they should
first hear what I have to urge in the defence of my opinion.

That Horace is somewhat the better instructor3 of the two, is proved
from hence,--that his instructions are more general, Juvenal's more limited.
So that, granting that the counsel which they give are equally good for
moral use, Horace, who gives the most various advice, and meet applicable to
all occasions which can occur to us in the course of eur lives,--as including
in his disceurses, not only all the rules of morality, but also ef civil
conversation,--is undoubtedly to be preferred to him who is more circumscribed
in his instructions, makes them to fewer people, and on fewer occasions, than
the other. Juvenal, excepting only his First Satire, is in all the rest con-
fined to the exposing of some particular vice; that he lashes, and there he
sticks. His sentencesk are truly shining and instructive; but they are sprin-
kled here and there. Horace is teaching us in every line, and is perpetually
moral: he Lad found out the skill of Virgil, to hide his sentences; to glve
you the virtue eof them, without showing them in their full extent; which is
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profit: moral instruction

delight: wit, comedy, westhetic pleasure.
instructor: moral teacher, sage.
sentences: moral judgments; commandments.
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the ostentation of a poet, and not his art: and this Petronius charges on
the authors of his time, as a vice of writing which was then growing on the
age: "The moral implications of a work should not stick out too ebviously":
he would have them weaved into the body of the work, and not appear embossed
upon it, and striking directly on the reader's view, Folly was the proper
quarry of Horace, and not vice; and as there are but few noteriously wicked
men, in comparisen with a shoal of fomls and fops, so it is a harder thing
to make a man wise than to make him honest; for the will is only to be re-
claimed in the one, but the understanding is to be informed in the other.
There are blind sides and follies, even in the professors of moral philosophy;
and there is not any one sect of them that Harace has not exposed. which,

as it was not the deaign of Juvenal, who was wholly employed in lashing vices,
some of them the mosi enormous that can be imagined, so, perhaps, it was not
so much his talent. [fThat crafty Horace to his laughing friend pricked all
vices_7'was the commendation which Persius gave him: whsre, by "vices" he
means those little vices which we call follies, the defects of human under-
standing, or, at mos*, the peccadillos of life, rather than the tragical
vices, to which men are hurried by their unruly passions and exorbitant de-
sires. But, in the word "All," which is universal, he concludes with me,
that the divine wit of Horace left nothing untouched; that he entered into
the inmost recesses of nature; found out the imperfections even of the most
wise and grave, as well as of .the common people; disccvering, even in the
great Trebatius, to whom he addresses the First Satire, his hunting after
business, and following the court, as well as in the persecutor Crispinus,
his impertinence =nd importunity. It is true, he exposes Crispinus openly,
as a common nuisance; but he rallies the other, as a friend, more finely.

The exhortations of Persius are confined to’'noblemen; and the Stoic philosophy
is8 that alone which he recommends to them; Juvenal exhorts to particular
virtues, as they are opposed to those vices against which he declaims; but
Horace laughs to shame all follies, and insinuates virtue, rather by familiar
examples than by the severity of precepts.

This last consideration seems to incline the balance on the side of
Horace, and to give him the preference to Juvenal, not only in profit, but
in pleasure. But, after all, I must confess, that the delight which Herace
gives me is but languishing. Be pleased still to understund, that I speak
of my ovn taste only: he may ravish other men; but I am too stupid and
insensible to be tickled. Where he barely grins himself, and, as Scaliger
says, only shows his white teeth, he carmot proveze me to any laughter. His
urbanity, that is, his good munners, are to be ccmaended, but his wit is
faint; and his salt, if I may dare to say so, ai:nsu insipid. Juvenal is
of a more vigorous and masculine wit; he giwves n~ 23 much rleasure as I can
bear; he fully satisfies my expectation; he +roats ™« suhizel home: his
spleen is raised, aul he raises mine: I have tn: o) .<: 3 of concecrnment in
all he says; he dimes his realder along with him; cvn sior he is at the end
of his wey, I williuely stcp with him. I he weri (roihar stage, it would
be ton far; it weuid ;ﬁko a jouvrney of a prograss, o ng parn 2:=light into
fatisne. When he gives over, 1% is & sign the cihiecd is cxhaustad, and the
wit of men can carry it no further. I o fau’t cos be juctly found in him,
it is, that he is sorielines too Jux1r-uxu, ton redqurdant; says more than he
needs, like my friend the Plaln-Dealer,l but never more than pleases. Add

o—

1. Wycherly, author of the witty comedy so called.
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to this, that his thoughts are just as those of Horace, ard much more elevated.
His expressions are sonoreus and more noble; his verse more numerous, and

his words are suitable to his thoughts, sublime and lofty. All these con-
tribute to the pleasure of the reader; and the greater the soul of kim who
reads, his transports are the greater. Horace is always on the amble,
Juvenal an the gallop; but his way is perpetually on carpet-ground. He

goes with more impetuosity than Horace, but as securely; and the swiftness
adds a more lively agitation to the spirits. The low stylel of Horace is
according to his subject, that is, generally grovelling. I question not

but he could have raised it; for the First Epistle of the Second Book, which
he writes to Augustus,2 (a most instructive satire concerning poetry,) is of
se much dignity in the words, and of so much elegancy in the numbers, that
the author plainly shows the low style, in his other Satires, was rather his
choice than his necessity. He was a revival to Lucilius, his predecessor,
and was resolved to surpass him in his own manner. Lucilius, as we_see by
his remaining fragments, minded neither his style, nor his n.um.bers,3 nor

his purity of words, nor his run of verse. Herace therefore copes with him
in that humble way of satire, writes under his own force, and carries a
dead-weight, that he may match his competitor in the race. This, I imagine,
was the chief reason why he minded only the clearness of his satire, and the
cleanness of expression, without ascending to those heights to which his own
vigor might have carried him. But, limiting his desires only to the conquest
of Lucilius, he had his ends of his rival, who lived before him; but made way
for a new conquest over himself, by Juvenal, his successor. He could not
give an equal pleasure to his reader, because he used not equal instruments.
The fault was in the tool, and not in the workman. But versification and
numbers are the greatest pleasures of poetry. xxx When there is anything
deficient in numbers and sound, the reader is uneasy and unsatisfied; he
wants something of his complemert, desires somewhat which he finds not: and
this being the manifest defect of Herace, it is no wender that, finding

it supplied in Juvenal, we are more delighted with him. And, besides this,
the sauce of Juvenal is more poignant, to create in us an appetite of reading
him. The meat of Horace is more nourishing; but the cookery of Juvenal more
exquisite: so that, granting Horace to be the more general philesopher, we
cannot deny that Juvenal was the greater pocet, I mean in satire. His thoughts
are sharper; his indignation against vice is more vehement; his spirit has
more of the commenwealth genius; he treats tyranny, and all the vices attending
it, as they deserve, with the utmost rigor: and consequently, a noble soul

is better pleased with a zealous vindicator of Roman liberty, than with a
temporizing poet, a well-mannered court-slave, and a man who is often afraid
of laughing in the right place; who is ever decent, because he is naturally
servile. After all, Horace had the disadvantage of the times in which he
lived; they were better for the man, but werse for the satirist. It is
generally sajid that those enormeus vices which were practised under the reign
of Demitian,™ were unknown in the time of Augustus Caesar; that therefore

1. Low style: a style not pompous, using "popular vocabulary" and
even 'popular-dialect" forms.

2. The epistle to Avgustus is imitated in one of the satires by Pope
whic!: you'll read later.

3. Numbers: prosody, versification.

L. Look up the reign of Domitian in an encyclopedia; then look up the
reign of Augustus Caesar.
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Juvenal had a larger field than Horace. Little follies were out of doers,
when oppression was to be scourged instead of avarice: it was no longer

time to turn into ridicule the false opinions ef philosophers, when the

Roman liberty was to be asserted. Tpere was more need of a Brutus ia Domitian's
days, to redeem cr mend, than of a Horace, if he had then been living, te
laugh at a fly--catcher.i This reflection at the same time excuses Horace,

but exalts Juvenal.--I have ended, before I was aware, the comparison of
Horace and Juvenal, upon the topics of instruction and delight; and, indeed,

I may safely here conclude that common-place; for, if we make Horace our
minister of state in satire, and Juvenal ef our private pleasures, I think
the latter has no ill bargain of it. Let profit have the pre-eminence of
‘honour, in the end of poetry. Pleasure, though but the second in degree, is
the first in favor. And who would not choose to be loved better, rather than
to be more esteemed? But I am entered already upon another topic, which
concerns the particular merits of these two satirists. However, I will pursue
my business where I left it, and carry it further than that common observation
of the several ages in which these authors fleurished.

1. In previous discussiens of satire, you may have distinguished between
"abuse" or "libel" and "satire" as forms of invective. How does Dryden
distinguish these two forms? Can one always clearly tell the two apart?
Watch in the satires which you read to see if you find anything abusive
or llbelous in them, anything which departs from the logic of satire.
What is the religious reason for avoiding abuse which is cited by Dryden;
what, the religious-civic justification for encouraging satire. Consider
how you might abuse a classmate in writing, how you might satirize some-
one evil whom you know or of whom ynu have heard.

2. Horace is said to instruet both in "morality" and in "civil conversation,"
how to be a good man and how to be a courteous, genial one. Can one be
both? WVatck to see if Dryden, Swift and Pope tell ene more about the one
or the other,

3. What are "fools and fops"? See how many of them you can find in the
satires you will read. What is the difference between "fellies" and
"tragical vices"? See which of these you find more prominent in the
satires you read.

4. Dryden says that Juvenal is mere free. He hits karder, even if he doesn't
hit so many things. See which of the satirists you read seems most like
Juvenal in style: the more indignant, the more angered by tyranny and
great wrongs, the more inclined to write in a high-angry style.

1. The precise dates of Juvenal's birth and death are disputed; but it
is certain he flourished under Domitian, famous for his cruelty against men
and insects. Juvenal was banished by the tyrant, in conseguence of reflecting
upen the actor Paris, He is generally said to have died of grief; but
Lepsius centends that he survived even the accession of Hadrian. (Scott's
note. Notice that Dryden regards satire as an antidote to avarice and such
vices in mild times and to tyramny in heavy times.)
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5. Could you write a comparison of two of the satirists which you read which
comes up to Dryden's
a. in fullness?
b. 1in apt use of metaphor, figurative language?
¢. 1in handling of parallel or partially parallel syntactic structures
or other kinds of "multi-level" sentences which point likenesses
and differences,

Direct-Attack Satire: A Portrait Gallery of the Late 17th and Farly 18th
Centuries:

A. Cn lazy Students and "Rich Kids"

(The following satire is Dryden's translation of Persius'! satire against
the laziness of noblemen's sons, their failure to do good work as
students. It should be remembered that, in Dryden's time, a good many
noblemen's sons, who felt a limited sense of ruler responsibility, wasted
their school and university years on 'wine, wemen, and song.' Dryden's
translation is, thus, a mirror both of first century Rome and of 17th-
century England. Persius, whom Dryden is translating, was a writer who
tried to write somewhat like Horace. Does the satire mirror anything

in twentieth-century life? Would it be "abuse" and "libel" or "satire"
if directed against yov: high school class?)

John Dryden: Translation . -HE THIRD SATIRE
of
PERSIUS

Our author (Persius) has made two Satires concerning study, the first
and the third: the first related to men; this to young students whom he
desired to be educated in the Stoic philosophy. He himself sustains the
person of the master. . .in this admirable Satire, where he upbraids the
youth of sloth, and negligence in learning. Yet he begins with-one scholar
reproaching his fellow-students with late rising to their books. After
which, he takes upon him the other part of the teacher; and, addressing
himself particularly to soung rnoblemen, tells them, that, by reason of their
high birth, and the great possessions of their fathers, they are carsless
of adorning their minds with precepts of moral philesophy: and withal incul-
cates to them the miseries which will attend them in the whole course of
their life, if they do not apply themselves betimes to the knowledge of
virtue, and the end of their creation, which he pathetically insinuates to
them. The title of this satire, in some ancient manuscripts, was, "The
Reproach of Idleness'; though in others of the scholiasts it is inscribed,
"Against the Luxury and Vices of the Rich." In both of which, the intention
of the poet is pursued, but principally in the former. . .

Is this thy daily'course?l The glaring sun
Breaks in at every chink; the cattle run

To shades, and noon-tide rays of summer shun;
Yet plunged in sloth we lie, and snore supine,

1. Imagine a student speaking to his fellow students (11, 1-5).




5 As filled with fumes of undigested wine.
This grave advice some sober student bears,
And loudly rings it in his fellow's ears.
The yawning youth, scarce half awake, essays
His lagy limbs and dozy head to raise;

10 Then rubs his gummy eyes, and scrubs his pate,
And eries, "I thought it had not been so late!
My clothes, make haste!"--why then, if none be

near,
He mutters, first, and then begins to swear;
Ard brays aloud, with a more clamorous note,
15 Than an Arcadian ass can stretch his throat.
With much ado, his book before him laid,
And parchment with the smoother side displayed,
He takes the papers; lays them down again,
And with unwilling fingers tries the pen.
20 Some peevish quarrel straight he strives to
pick,
His quill writes double, or his ink's too thick;
Infuse more water,--now 'tis grown so thin,
It sinks, nor can the characters be seen. 3
O wretch, and still more wretched every day!
Are mortals born to sleep their lives away?
God back to what thy infancy began,
Thou, who wert never meant to be a man;
Eat pap and spoon-meat, for thy gewgaws cry;
Be sullen, and refuse the lullaby.

30 Wo more accuse thy pen; but charge the crime
On mative sloth, and negligence of time.

Trink'st thou thy master, or thy friends, to cheat?
Fool, 'tis thyself, and that's a worse deceit.
Beware the public laughter of the town;
Thou spring'st a leak already in thy crown;
A flaw is in thy ill-baked vessel found;
'Tis héllow, and returns a jarring sound.

Yet thy moist clay is pliant to command,
Unwrought, and easy to the potter's hand:

LO Now take the mould; now bend thy mind to feel

The first sharp motions of the forming wheecl.
But thou hast land; a country seat, secure

By a just title; costly furniture;

A fuming pan thy lares to appease:%

1

1. Here Persius himself speaks.

er. which they wrote, was white; the other side was hairy, and commenly

as mere easy.-—(Dryden's nete)
3. Frem here on the poet speaks in the voice of a master.

which was first put into a pan, er little dish, then into the fire, as
f of fering to the household gods: this they called a libation.~—(Dryden

z
|
t
|
[
!

2. The students used to write their nétes on parchments; the inside,

yellow. Quintilian reproves this custom, .and. advises rather table-bocks,
lined with wax, and a style, like that we use in our vellum table-bocks,

l,. Before eating, it was customary to cut off seme part of the meat,

an
's note)
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What need of learning when a msn's at ease?

If this be not enough to swell thy soul,

Then please thy pride, and search the herald's roll,
Where thou shalt find thy famous pedigree

Drawn from the root of some old Tuscan tree,l

50 And thou, a thousand off, a fool of long degree;
Who, clad in purple, canst thy censor greet,
And loudly call him covsin in the street.

Such pageantry be to the people shown:

There boast thy horse's trappings, and thy own.
I know thee to thy bottom, from within

Thy shallow centre, to the utmost skin:

Dost thou not blush to live so like a beast,
fo trim, so dissolute, so loosely drest?

But 'tis in vain; the wretch is drenched ton

deep,

60 His soul is stupid, and his heart asleep;
Fattened in vice, so callous, and se gross,

He sins, and sees not, senseless of his loss.
Down goes the wretch at once, unskilled to swim,
Hopeless to bubble up, and reach the water's

brim. x x x

When I was young, I, like a lazy fonl,

Wirld blear my eyes with oil, to stay from school: x x x

But then my study was to cng the dice,

And dexterously to throw the lucky sice;
To shun ames-ace, that swept my stakes away,

70 And watch the box, for fear they should convey
False bones, and put upon me in the play;
Careful, besides, the whirling top to ship,

And drive hgg giddy, till she fell asleep.

Thy years”’ are ripe, nor art thou yet to learn
What's good or ill, and both their ends discern:
Thou in the Stoic-porch,4 severely bred,

Hast heard the dogmas of great Zeno read;
Where on the walls, by Ploygnotus! hand,
The conquered Medians in trunk-breeches stand,s

80 Where the shorn youth to midnight lectures rise,
Roused from their slumbers to be early wise:

A . A vy S

l. The Tuscans were accounted of most ancient nobility; Horace observes
this in mnst of his compliments to Maecenas, who was derives froia the old
kings of Tuscany; now the dominion of the Great Duke.~—~(Dryden's note)

2. The Reman knights, attired in the robe called trabea, were summoned
by the censor to appear before him, and to salute him in passing by, as their
names were called over. They led their horses in their hands. See more of
this in Prmpey's Life, written by Plutarch.--(Dryden's note)

3. Thy years: the rich student who is being addressed by the master

. 1s "ripe in years," old enough to knew better.

4. The Stoics taught their philosophy under a porticus, to secure
thei§ scholars from the weather. Zeno was the chief of that sect.-~Dryden's
note

5. Pnlygnotus, a famous painter, who drew the pictures of the Medes and
Persians conquered by Miltiades, Temistocles, and other Athenian captains,
on the walls of the pcrtico, in their natural habits.—Dryden's note)
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Where the coarse cake, and homely husks of beans,
From pampering riot the young stomach weans;
And where the Samian Y directs thy steps to run
To Virtue's,narrow steep, and broad-way Vice *
to shun.
And yet thou snor'st, thou draw'st thy drunken
breath,
Sour with debauch, and sleep'st the sleep ef death:
Thy chaps are fallen, and thy frame disjoined;
Thy body is dissolved as is thy mind.
90 Hast thou not yet proposed some certain end,
To which thy life, thy every act, may tend?
Hast thou no mark, at which to bend thy bow?
Or, like a boy, pursuest the carrion crow
With pellets, and with stones, from tree to tree,
A fruitless toil, and livest extempore?
Watch the disease in time; for when within
The dropsy rages, and extends the skin,
In vain for hellebore the patient cries,
And fees the doctor, but too late is wise;

100 Too late, for cure he proffers half his wealth;
Conquest and Guibbons2--cannot give him health.
Learn, wretches, learn the motions of the mind,
Why you were made, for what you were designed,
And the great moral end of humankind.

Study thyself, what rank, or what degree,

The wise Creator has ordained for thee; )
And all the offices of that estate @
Perform, and with thy prudence guide thy fate.
Pray justly to be heard, nor more desire

110 Than what the decencies of iife require.

Learn what thou oyest thy country, and thy
friend;

What's requisite to spare, and what to spend:

Learn this; and after, envy not the store

Of the gzeased advocate,3 that grinds the poor;

Fat fees™ from the defended Umbrian draws,

1. Pythagoras, of Samos, made the allusion of the Y, or Greek upsilon,
to Vice and Virtue. One side of the letter being broad, characters Vice,
to which the ascent is wide and easy; the other side represents Virtue, to
which the rassage is strait and difficult; and perhaps our Savior might also
allude to this, in those noted words of the evangelist, "The way to heaven,"
etc.--(Dryden's note) Hercules is frequently pictured at the Y, choosing
between Virtue and Vice.

2. Two learned physicians of the period. Dryden mentions Buibbons more
than once, as a friend. (Scott's note) Notice that Dryden brings in people
from his own time to make the satire "contemporary."

3. Advocate: lawyer.

4. Casaubon here notes, that, among all the Romans who were brought up
to learning, few, besides the orators or lawyers, grew rich.--(Bryden's note)




And conly gains the wealthy client's causs;
To whom the Marsiars more provision send,
Than he ard all his family can spend,
Gammons, that give a relish to the taste,
120 AEd potted fowl, and fish come in so fast,
That: ere the first is out, the sscond stinks,
And mouldy mother gathers on the brinks.
But here scme captain of the land, or fleet,l
Stout of his hands, but of a soldier's wit,
Cries, "I have sense to serve my turn in store.
/nd he's a rascal who pretends to more, x x
Top-heavy drones, and always locking down,
(As over-ballasted within the crown,)
Muttering betwixt their lips some mystic thing,
130 Which, well examined, is flat conjuring;
lere madmen's dreams; for what *ie schools
have taught,
Is only this, that nothing can be brought
From nothing, and what is can ne'er be turned
to nought,
Is it for this they study? to grow pale,
And miss the pleasures of a glorious meal?
For this, in rags accoutred, are they seen,
And made the May-game Sf the public spleen?"
Preceed, my friend,” and rail; but hear me
tell
A story, which is just thy parallel:-- "~
140 A spark, like thee, of the man-killing trade,
Fell sick, and thus to his physician said,--
"Methinks I am not right in every part;
I feel a kind of trembling at my heart,
My pulse unequal, and my breath is strong,
Besides a filthy fur upon my tongue.,"
The doctor heard him, exercised his skill,
And after bade him for four days to be still.
Three days he took gocd counsel, and began
To mend, and look like a recovering man'
150 The fourth he could not hold from drink, but
senas
His boy to one of his old trusty friends,
Adjuring him, by all the pcwers divine,
To pity his distress, who cculd not dine
Without a flagon of his heziir s wine,
He drinks a swilling draught; ¢d, lined within,
Will supple in the bath his oui-iord skin:
Whom should he find but his physician there,
Who wisely bade him once again beware,

1. Persius, and Dryden, here portray an anti-intellectual soldier who
claims that school is for the birds. Noblemen were expected teo be soldiers
of sorts, The soldier treats scholars as dicnes,

2, Here the master-teacher answers the soidier's attack on school by
portraying the death of a drunken soldier who has no respect for medical
knowledge,
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"Siry you look wan, you hardly draw your breath;
160 Drinking is dangerous, and the bath is death,"
"!Tis nothing," says the fool; "But," €ays the
friend,
"This nothing, sir, will bring yeu to your end.
Do I not see your dropsy belly swell?
Your yellow skin?"--"No more of that; I'm well.
I have already buried two er three
That stood betwixt a fair estate and me,
And, doctor, I may live to bury thee.
Thca tell'st me, I look ill! and thou look!st
worse,"
"I've done," says the physician; "take your
course,"
170 The laughing sot, like all unthinking men,
Bathes, and gets drunk; then bathes, and drinks
again:
His throat half throttled with corrupted phlegnm,
And breathing through his jaws a belching steam,
Amidst his cups with fainting shivering seized,
His limbs disjointed, and all ofer diseased,
His hand refuses to sustain the bowl,
And his teeth chatter, and his eye-balls rill,
Till with his meat he vomits out his scul.
Then trumpets, torches, and a tedious crew
180 Of hireling mourners, for his funeral due.
Cur dear departed brother lies in state, o
His heels stretched out, and pointing to the gate;
And slaves, now manumized, on their dead
master wait,
They hoist him on the bier, and deal the dole,
And there's an end of a luxurious fmol.
"But what's thy fulsome parable to me?
My body is from all diseases froe;
My tenperate pulse does regulyrly beat;
Feel, and be satisfied, my hands and feet:
190 These are not cold, nor those opprest with heat.
Or lay thy hand upon my naked heart,
And thou shalt find me hale in every part."
I grant this true; but still the deadly wound
Is in thy seul, 'tis there thou art not sound. X X X
Some coarse cold salad is befere thee set;
Bread with the bran, perhaps, and broken meat;
Fall on, and try thy appetite to eat.
These are not dishes for thy dainty tooth:
What, hast thou got an ulcer in thy mouth?
200 Why stand's thou picking? Is thy palate sore,
That beet and radishes will make thee roar?
Such is the unequal temper of thy mind,

1. Roman satirists expected the freedom to use fairly strong, direct
language as did 17th-18th-century English satirists.

2, The Romans were buried without the city; for which reason, the poet
says that the dead man's heels were stretched out towards the gate.




Thy passions in extremes, and unconfined;
Thy hair so bristles with unmanly fears,
As flelds of corn, that rise in bearded ears;
Ad when thy cheeks with flushing fury glow,
The rage of boiling caldions is more slow,
When fed with fuel and with flames below,
With foam upon thy lips and sparkling eyes,

210 Thou say!'st, and dost, in such outrageous wise,
That mad Orestes, L if he saw the show, '
liould swear thou wert the madder of the two,

Reading and Discussion Questions:

1. What is the satirist attacking or exposing in this poem?

2. Dnes he need to attack it directly? What does he gain or lese by attacking
directly? Can you imagine a way of attacking or expesing the same subject
through a story?

3. Does the satirist give you a sense that he has a right to make the attack,
that he somehow has the "authority" tn expnrse the people and wrongs he
exposes?

L. How does he do this? If he doesn't do it, why does he fail te give you
this sense? What picture does he give you of himself? His subject?

What is his attitude? tone? perspective?

5. Does the satirist simply insult the object of his satire? Does he seem
to have a reason for his insult? Is he attacking people or vices, or,
perhaps, vices embodied in people? 1In short, why does he make the attack,
and is it an attack worth our spending time to read?

6. What is the function of the parable of the soldier who drinks and bathes
himself to death?

7. How does the poet use images relat the indolent scholar to sleepiness,
drunkerness, and beastliness (beasts) to make his point? How does
Spenser use the same images in his portrait of Sloth; compare Spenser's
technique in portraying Sloth with Dryden's here. .

8. Coleridge once said of Dryden's rhythm that it is so foreeful that "the
wheels take fire of their own weight." Analyze the rhythm and syntax of
lines 24-31 to see how Dryden creates this effect of speed and force.

Can you write unrhymed sentences modeled as here?

Now do the same with 11. 115-133. How does Dryden's rhythm in these
passages, which contain direct commands, give "authority" to the commands?
How does the vigorous rhythm in which the master speaks play off against

the portrait, kept constantly before our eyes, of the rich, lazy student,
still "sacked out"?

1. From your reading of Homer, explain this reference to classical
story. Notice that Persius and Dryden regard disrespect for school and
lack of temperance in eating, drinking or controlling one's temper (lack
n? self~control, in short) as closely associated. Are they?
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B. Direct-Attack Satire: Jonathan Swift on l8th-Century London before
and during a Rain-Storm

(London was, in the early 18th century, a great commercial city and
was thought by many to be the "pride of the empire" and as fair a
city as Burope had to offer. She had been rebuilt with fine marble-
and-limestone churches after the 1666 fire, churches like St. Paul's
Cathedral and the Christopher Wren parish churches. The following
poem is Swift's comment on the fair city.)

A DESCKHIFTION OF A CITY SHOWER
Jonathan Swift
1710

Careflil observers may fortell the hour
(By sure prognostics) when to dread a show'r:
While rain depends, the pensive cat gives c'er
Her fi_.ics, and pursues her tail no more.
Returning home at night, you'll find the sink
Strike your offended sense with double stink.
If you be wise, then go not far to dine,
You'll spend in coach-hire more than save in wine.
A coming show'r your shooting corns presage,
10 0ld aches throb, your hallow tooth will rage.
Sauntring in coffee-house is Dulman seen;
He damms the climate, and complains of spleen.

Meanwhile the South rising with dabbled wings,
A sable cloud a~thwart the welkin flings,
That swill'd more liquor than it could contain,
And like a drunkard gives it up again.
Brisk Susan ships her linen from the rope,
While the firet drizzling show'r is borne aslope,
Such is that sprinkling which some careless quean
20 Flirts on you from her mop, but not so clean.
You fly, invoke the gods; then turning, stop
To rail; she singing, still whirls on her mop.
Not yet, the dust had shunn'd th' unequal strife,
But aided by the wind, fought still for life;
And wafted with its foe by violent gust,
'"Twas doubtful which was rain, and which was dust.
Ah! where must needy roet seek for aid,
When dust and rain at once his coat invade;
His only coat! where dust confus'd with rain,
30 Roughen the nap, and leave a mingled stain.

Now in contiguous drops the flood comes down,
Threat 'ning with deluge this devoted town.
To shops in crowds the draggled females fly,
Pretend to cheapen goods, but nothing buy.
The Templar spruce, while ev'ry spout's a-broach,
Stays till 'tis fair, yet seems to call a coach.
The tuck'd-up sempstress walks with hasty strides,
While streams run down her oil'd umbrella's sides.

PP v
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Here various kinds by various fertunes led,

4O Csmmence acquaintance underneath a shed.
Triumphant Teries, and despanding Whigs,
Fergst their feuds, and join to save their wigs.
Bex'd in a chair the beau impatient sits,
While spouts run clattiring o'er the roaf by fits;
And ever and anon with frightful din
The leather sounds, he trembles from within.
Sa& when Trey chair-men bore the wooden steed,
Pregnant with Greeks impatient to be freed,
(Those bully Greeks, who, as the moderns do,

50 Instead of paying chair-men, run them thro.)
Laoceen struck the outside with his spear,
And each imprisen'd hero quaked for fear.

New from all parts the swelling kennels flew,

And bear their trophies with them as they go:
Filth of all hues and odours seem to tell
What street they sail'd frem, by their sight and smell.
They, as each torrent drives, witl. rapid force
Frem Smithfield, or St. Pulchre's shape their course,
And in huge confluent join at Snow-hill ridge,

60 Fall from the conduit prone to Holborn-bridge. x x x
Drown'd puppies, stinking sprats, all drench'd in mud,
Dead ecats and turnip-teps come tumbling down the fleed.

1. Apply questiens 1-5 (pages 13-14) to this peem.
2. What is the Homeric "Trojan Herse" reference doing here? Who are
the Greeks here?

Alexander Pspe en King Geerge II (1729-1760)

(King Geerge II was a kind af boet-head, er, as one rncyclapedia more
politely puts it, "Gesrge II was a prince of very moderate abilities,
parsimenieus and wholly regardless of science or literature; hasty and
obstinate, but honest and apen in his disposition." Te satirize George
II, Pepe chese te translate Herace's epistle to Caesar Augustus, the

same Caesar Augustus who reigned when Christ was born and who is
"Octavian" in Shakespeare's Julius Caesar. This same Caesar Augustus

was the friend and benefactor of Virgil and Herace, the patron ef excellent
architects and painters: "His taste and active mind led him to favor and
protect the learned; and he even exercised the art of the peet. himself';
so that he was not unworthy of giving his name to an age distinguished
for intellectual creations." Pope, imitating Herace, writes of Geerge II
as if he were Caesar Augustus. The seatire was written in the 1730's.)

TO AUGUSTUS

While you, great Patron of Mankind! sustain
The balanced World, and open all the Main;
Yaur Country, chief, in Arms abread defend,

At home, with Morals, Arts, and Laws amend ;
Hew shall the Muse, from such a Menarch, steal
An hour, and not defraud the Public Weal?
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Edward and Henry, now the Boast of Fame,
And virtuous Alfred, a more sacred Name, 1
After a Life of generous Toils endured,
10 The Gaul subdued, or Property secured,
.yﬁmbition humbled, mighty Cities stormed,
Or laws established, and the world reformed;
Closed their long Glories with a sigh, to find
Th' unwilling Gratitude of base mankind!
All human Virtue, to its latest breath,
Finds Envy never conquered, but by death.
The great Alcides,? every Labour past,
Had still this Monster3 to subdue at last.
Sure fate of all, beneath whose rising ray
20 Each star of meaner merit fades away!
Oppressed we feel the beam directly beat,
Those suns of glory please not till they set.
Te thee, the World its present homage pays,
The Harvest early, but mature the praise:
Great Friend of Liberty! in Kings a Name
Above all Greek, above all Roman Fame:
Whose Word is Truth, as sacred and revered,
As Heaven's own Oracles from Altars heard.
Wonder of Kings! 1like whom, to mortal eyes
30 None eter has risen, and none e'er shall rise.

1. Couldlygu ;se this passage as part of a definition by "paradigm
example" of the meaning of the word irony (ef. earlier unit
definition). v (¢ ° ° o

2. Whiidoes Pope dare expose George so? After all, he'!s talking about
a king.

3. Apply questions 1-5 (pp. 13-14) to this pessage.

k. The.poem.goes on to praise George for destroying his country's
eivility and clivilization. Is this "libel," "abuse," or "satire"?

glzxgnder Pope on the King (George II), the Court, the City, and the
eople

(Pope had things to say not only about the king but about the king's
court and the people of his time, and he eaid part of what he had to say
in a "direct-attack" satire which he wrote in a "letter" to Lord Boling-
broke, who had once t n head of the Tory party. The Tories are sometimes
regarded as the party hich wanted to restore the English king, lords,
and country nobility to the power and virtue which they had "in the olden
days," and, though this is an oversimplified version of what the Tories
a?tually stood for and were, Pope chose tc address his satire against -
kirp, court, and people as they behaved in a rich ard powerful "partial-
democracy" (constitutional monarchy) to the former Tory leader who had
been forced out af public life. Notice the aspects of the new socilety
which Pope chooses to emphasize: not the "democratic! aspect of early
18th-century English government but its corruption, not the wisdem of

the pecple but their giddiness, not the b |
superficiality.) ’ rilliance of fashion but its

\.\){05—'

Egg?ggé:Heﬁzgéaigsﬁlfred: great medieval English kings who had real power.

This monster: envy.
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THE FIRST EPISTLE OF THE FIRST BCCK CF HCRACE
Epistle I
To Lord Bolingbroie

. St. John, whese love indulged my labours past,
Matures my present, and shall bound my last!
Why will you break the Sabbath of my days?
Neow sick alike of Envy and of Praise,
Public too long, ah let me hide my Age! x x x
Long, as to him who works for debt, the day,

Long as the Night to her whose Leve's away,
Lang as the Year's dull circle seems to runm,
When the brisk Minor pants for twenty-one:

10 So slow th! unprofitable moments roll,
That lock up all the Functions of my soul;
That keep me from myself; and still delay
Life's instant business to a future day:
That task, which as we follew, or despise,
The eldest is a fool, the youngest wise;

Which done, the poorest can o wants endure;
And which not done, the richest must be poor.
late as it is, I put myself to school,

And feel some comfart, not to be a fool.
20 Weak though I am of limb, and short of sight,
C Far from a Lynx, and not a Giant qpite;1
I']ll do what Mead and Cheselden advise,
To keep these limbs, and to preserve these eyes,
Nnt te go back, is somewhat to advance,
And men must walk at least before they dance. X X x

/“The Vorld's and Londen's "get-rich-quick" philosophy_/

'Tis the {irst Virtue, vieeg to abhor;
And the first Wisdom, te be Fool no more.
But to the world no bugbear is so great,
As want of figure, and a small Estate.
30 Tn either India see the Merchant fly,
Scared at the spectre of pale Poverty!
See him, with pains of body, pangs of soul,
Burn through the Tropic, freeze beneath the Pole!
Wilt thou do ncthing for a nobler end,
. Nothing, to make Ppilesophy thy friend?
To stop thy foolish views, thy leng desires,
And ease thy heart of all that it admires?

1. Mead and Cheselden: Fope's doctors. Pope, who had very bad health,

pretends here that he does not need to write except to relax in his old

age but does it called by friendship to St. John Bolingbroke and sense of

public duty. The "far from a Lynx and not a Giant quite! refers to Pope's
- bad eyes and humpbacked shortness. He was four feet, six inches tall.
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Here, Wisdém calls: "Seek Virtue first, be bold!

As Gold to Silver, Virtue is to Gold."

4O There, Londen's voice: "Get Money, Money still!
And then let Viitue follow, if she will."
This, this the saving doctrine, preached to all,
From low St. James's up to high S%., Paul; 5
From him whose quills stand quivered at his ear,
To him who notches sticks3 at Westminster.

[TThe King's and Court's "the-end-justifies-the-means"
philosophy;7

Yet every child another song will sing, L
"Virtue, brave boys! 'tis Virtue makes a King."
True, conscious Honour is to feel no sin,

He's armed without that's innocent within;
50 Be this thy Screen, and this thy wall of Brass;
Compared to this, a Minister's an Ass.

And say, to which shall our applause belong,
This new Ceurt jargon, or the good old song?

The modern language of corrupted Peers, 5
Or what was spoke at Cressy and Poitiers?
Who counsels best? who whispers, "Be but great,
With Praise of Infamy leave that to fi*e; *
Get Place and Wealth, if possible, wit% grace;
If not, by any means get Wealth and Place." |
60 Frr what? to have a Box where Enunchs sing,
And foremost in the Circle eye a King.6
Or he, whu bids thee face with steady view
Proud Fortune, and look shallow Greatness through:
And, while he bids thee, sets th! Examp%e too?
If such a doctrine, in St. James's air,
Should chance to make the well-dressed Rabble stare;
If honest ¥#zBtake scandal at a Spark,
That less admires the Palace than the Park:
Faith I shall give the answer Reynard gave:
70 "I cannot like, dread Sir, your Royal Cave:
Because I see, by all the tracks about,
Full many a Beast goes in, but none come out."
Adieu to Virtue, if you're once a Slave:

] o

N ¥

Send her to Ceurt, you send her to her grave.

I.e,, this is a doctrine in which both Whigs and Tories sgree. (Warburton'snote)
Insinuating that the pen of a Serivener is as reaay as the quill of a porcu-~

pine, and as fatal as the snart§ of a Parthian. (Warburton.)

. Exchequer Tallies.  (Warburton,

The mark of true nobility, in medieval and Renaissance times, was held to be
'virtue.' Pope sees the ideal as disappearing. .

Crecy and Peitiers: battles fought in 1346 and 1356. Pbge's references to "new
cowl jargon" and "the good old way," modern language and old language, refer,

of course, to the old attitude toward aristocracy, described in 11. 62-64, and

the new, described in 11. 56-59. .

B~x where Bunuchs sing. . .Circle: i.e., to have enough money to go to the (pera.

St. James air: the ralace of St. James and its park were the centers of court
activities. ]
S¥z: the first and last letters of the name of a centemporary whom Fope is -
attacking. -

e
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L-ﬁhe giddy-hsadeness of the people bereft of "Nsble"
leaders.

Well, if a King's a Lion, at the least
The Péople are a many-headed Beast:
Can they direct what measures to pursue,
Wao know themselves so little what to do?
Alike in nothing but one Lust of Gold,

80 Just half the land would buy, and half be sold:
Their Country's wealth our mightier Misers drain,
Or cross, to plunder Provinces, the Main; x x x

Of all these ways, if each pursues his own,
Satire be kind, and let the wretch alone:
But show me cne who has it in his power
To act consistent with himself an hour. |
Sir Job sailed forth, the evening bright and still,l
"No place on earth (he cried) like Greenwich hill!™
Up starts & Palace; lo, th' obedient base
90 Slopes at its foot, the woods its sides embrace,

The silver Thames reflects its marble face.
Now let some whimsy, or that devil within
Which guides all those who know not what they mean,
But give the Knight (or give his Lady) spleen;
"Away, away! take all your scaffolds down,
"Fer Snug's the word: My dear! we'll live in Town." x x x
They change their weekly Barber, weekly News,
Prefer a new Japanner to their shoes,
Discharge their Garrets, move their beds, and run

100 (They know not whither) in a Chaise and one;
They hire their Sculler, and when once aboard,
Grow sick, and damn the climate--like a Lord.

[fHOW'peOple, ever Bolingbroke, laugh at Pope if he's
not fashionably and consistently dressed and yet will
not notiece crazy, illogical inconsistencies in his speech
because they don't care about thought, only about
fashion.

You laugh, half Beau, half Sloven if I stand,
My wig all powder, and all snuff my band;2
White gloves, and linen worthy Lady Mary¥
But when no Prelate's Lawn with hair shirt lined,
Is half so ineoherent as my Mind,
When (each opinion with the next at strife,
One ebb and flow of follies all my life)

110 I plant, root up; I build, and then confound ;
Turn round to square, and Square again to round;
You never change one muscle of your face,

You think this Madness but a common case,

- Ner once to Chancery, nor to Hale apply;

1. Pope here attacks the whimsy of finding the country fashionable, o» perhaps
one country neighborhood, and then the town; cr perhaps one fashionable suburb.

2. Linen worthy lady Mary: lady Mary Viortley Montogue was noted for not caring
much how she looked,
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Yet hang your 1lip, to see a Seam awry!
Careless how ill I with myself agree,
Kind to my dress, my figure, not to Me.
Is this my Guide, Philosopher, and Friend?
Who ought to make me (what he can, or none,)

120 That Man divine whom Wisdom calls her own;
Great without Title, without Fortune blessed;
Rich even when plundered, honored while oppressed;
Loved without youth, and followed without power;
At home, though exiled, free, though in the Tower;
In short, that reasoning, high, immortal Thing,
Just less than Jove, and much above a King,
Nay, half in heaven--except (what's mighty odd)
A Fit of Vapours clouds this Demigod.

1. What is Pope's opinion of the great 17th-18th century expansion of
English cemmerce and of the wealth of London? What does Pope mean 4
by "eitker India" (1. 30)? What kind of salvation does London offer,
and how does this contrast with conventional religious salvation?
Explain the pun of line 42. g

2. Why does Pope use a fable to answer the man who admires the court of
St. James and what goes on there (1. 69)? What is his opinion of
the court, of aspiring to be "next to" the king and his ministers?

3. If Pope's lack of faith in the court is based on its corruption, its
failure to associate nobility and virtue, what is the basis of his
lack of faith in "the People" (11. 75-82)? Could the same vice form
the foundation of sentiment skeptical of modern democracy? o

L. Why, in writing to St. John Bolingbroke, does Pope not praise St.
Jehn's virtues, rather appeal to him to laugh at him (i.e., Pope)
for the right reason ard make him what he ought to be?

5. How do 11. 120ff. form a positive contrast, a picture of excellence, ;
which is the antithesis to the pictures of folly displayed in the
previous sectien of the poem?

6. Why doesn't Pope claim to have the perfection which he praises? What
is his strategy?

7. Now apply questions 1-5 (pp. 13-14) to the satire. Den't . re-answer
questions which you have already answered in your mind.

8. How did Pope dare to say what he said about the most powerful men of
his time? Does his strategy as a poet make it easier?

Pope: On 18th-Century Gluttony and Luxury

(Pope's satire on gluttony reminds one a bit of Dryden's translation

of Persius' satire on lazy rich students in that both deal with the lwmry
of upper-class living in the time. Remember that the luxury £ such
living was mostly based on the commereial prosperity, from Pope's per-
spective the avarice, of the time. Pepe puts his doctrine in the mouth
of a friend, Bethel, whom he has preached a sermon. Fecpe opens the poem
imagining himself speaking to his friends before they go to dinner with
him. He ther pretends to read a sermon to them, one written by his friend
Mr. Bethel. He then tells his friends what they'll get to eat at his
simple table.)




- (1734)
e THE SECOND SATIRE OF THE SECOND BOCK OF HCRACE
Satire II

What, and how great, the Virtue and the Art

To live on little with a cheerful heart;

(A doctrine sage, but truly none of mine)

Let's talk, my friends, but talk before we dine.

Not when a gilt buffet's reflected pride

Turns you from sound Philosophy aside;

Not when from plate to plate your eyeballslroll,

And the brain dances to the mantling bowl.

Hear Bethel's Sermon, sene not versed in schools,

10 But strong in sense, and wise without the rules.

"Go work, hunt, exercise!" (he thus began)
"Then scorn a homely dinner, if you can.
Your wine locked up, your Butler strolled abroead,
Or fish denied (the river yet unthawed),
If then plain bread and milk will do the feat,
The pleasure lies in you, and not the meat.

"Preach as I please, I doubt our curious men

Will choose a pheasant still before a hen;2
Yet hens of Guinea full as good I hold,

20 Except you eat the feathers green and gold.
Of carps and mullets why prefer the great,
(Though cut in pieces ere my lord can eat)
Yet for small Turbots such esteem profess?
Because God made these large, the other less.

"0ldfield3 with more than Harpy throat embued, -
Crles 'Send me, Gods! a whole Hog barbecued!;
Oh blast it, South Winds! till a stench exhale
Rank as the ripeness of a rabbit's tail.
By what Criterion do yet eat, d' ye think,

30 If this is prized for sweetness, that for stink?
When the tired glutton labors through a treat,
He finds no relish in the sweetest meat,

He calls for semething bitter, something sour,
And the rich feast concludes extremely poor:
Cheap eggs, and herbs, and olives still we see;
Thus much is left of old Simplicity!

- The Robin redbreast till of late had rest
And children secared held a Martin's nest,h
Till Beccaficos sold so devilish dear

1. Mantling bowl: a covered bowl or one concealing something.

2. Pheasant before a hen: pheasant, with green and gold feathers, was a rare

22

delicacyz guinea hen a common dish in 18th-century Englard. Notice that

"doubt"

in the simple Luxury of good eating. (Warburton.) X
L. People had begun to eat robins and martins' eggs as delicacies.

1. 17) here means just the opposite of its 20th-century meaxing.
N 3. This eminent Glutton ran through a fortune of fifteen hundred pounds a year

|
4
3
]
4
‘
}



LO To one that was, or would have been a Peer.
Let me extol a Cat, on oysters fed, 1
I'11 have a party at the Bedford Head;
Or even to crack live Crawfish recommend;
I'11 never doubt at Cowt to make a friend.

/ The other extreme_f

ni1Tig yet in vain, I own, to make a pother
About one vice, and fall into the other:
Between Excess and Famine lies a mean;
Plain, but not sordid; though not splendid, clean.

mAvidien, or his Wife (no matter which,?

50 For him you'll call a dog, and her a bitch)
Sell their presented partridges, and fruits,
And humbly live on rabbits and on roots:

Cne kalf-pint bottle serves them both to dine,

Axd is at once their vinegar and wine.

But on some lucky day (as when they found

A lost Bank bill, or heard their Son was drowned)

At such a feast, old vinegar to spare,

TIs what two souls so generous cannot bear:

0il, though it stink, they drop by drop impart,
60 But souse the cabbage with a Bounteous heart.

"He knows to live. who keeps the middle state,
And neither leans on this side, nor on that;
Nor stops, for one bad ccrk, his butler's pay,
Swerrs, like Albutius, a goed cook away;
Nor lets, like Naevius, every error pass,
The musty wine, foul cloth, or greasy glass.

"Now hear what blessings Temperance can bring:

(Thus said our Friend, and what he said I sing)

First Health: The stomach (crammed from every dish,
70 A tomb of boiled and roast, and a flesh and fish,

Where bile, and wind, and phlegm, and acid jar,

And all the man is one intestir< war)

Remembers oft the Schoolboy's simple fare,

The temperate sleeps, and spirits light as air. x X X

On morning wings how active springs the Mind
That leaves the load ef yesterday behind!
How easy every labor it pursues!
How coming to the Poet every Must!
ot but we may exceed, some holy time,
€0 Or tired in search of Truth, or search of Rhyme;

on s an LT3

1. A famous Eating house.
2. Why does Pope now tell a story j1lustrating excessive parsimony in eating?
How, that is,.does Pope define a "right" attitude toward foed?

ERIC
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I1l health some just indulgence may engage,

And more the sickness of long life, 0ld age;

Far fainting Age what cordial drop remains,

If our intemperate Youth the vessel drains?

Our fathers praised rank Venison. You suppose

Perhaps, young men! our fathers had no nose.

Not so: a Buck was then a week's repast.

And 'twas their point, I ween, to make it last;

More pleased to keep it till their friends could come,
90 Than eat the sweetest by themselves at home,

Why had I not in those good times my birth,

Ere coxcomb pies or coxcomb® were on earth?

"Unwerthy he, the voice of Fame to hear,
That sweetest music to an honest ear;
(For 'faith, Lord Fanny! you are in the wrong, ‘
The world's goed word is better than a song)
Who has not Jearned, fresh sturgeon and ham pie |
Are no rewards for want, and infamy!
When Luxury has licked up all thy pelf,
100 Cursed by thy neighbors, thy trustees, thyself,
Te friends, to fortwne, to menkind a shane,
Think how posterity will treat thy name;
And buy a rope, that future times may tell
Thou hast at least bestowed one penny well. 1

'Right,' cries his Lordehip, 'for a rogue in need
To have a Taste is insolence indeed:
In me 'tis noble, suits my birth and state,
My wealth unwieldy, and my heap too great.!
Then, like the Sun, let Dounty sgread her ray,
110 And shine that superfluity away.
Oh Impudence of wealth! with all thy store,
How dar'st thou let one worthy man be poor?
Shall half the new-built churches round thee fall?
Make Quays, build Bridges, or repair Whitehall. x x x

"Who thinks that Fortune cannot change her mind,
Prepares a dreadful jest for all mankind.
And who stands safest? tell me, is it he
That spreads and swells in puffed Prosperity,
Or blest with little, whosze preventing care
120 In peace pravides fit arms against a war?"

[ Bethel's sermon read, Pope invites his friends to a
simple meal._7

Thus Bethel spoke, who always speaks his thought,
And always thinks the very thing he ought:
His equal mind I copy what I can,
And, as I love, would imitate the Man. x x x

- 1. Here Bethel describes what useful things one can do with wealth if one
’ doesn't eat and drinkoone's way through it.
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Content with little, I can piddle here

Cn broecoli and mutton,™ round the year:

But ancient friends (though poor, or out of play)
That touch my bell, I cannot turn away.

ITis true, no Turbots dignify my bcards,

130 But gudgecns, flounders, what my Thamee affords:
Te Hounslow Heath I point and Bansted Down,
Thence comes yaur mutton, and these chicks my own:
From you eld walnut tree a shower shall fall;

And grapes, long lingering on my only wall,
And figs from standard and espalier join;
The devil is in you if you cannot dine:
Then cheerful healths (your Mistress shall have placs),
And, what's more rare, a Poet shall say Grace.
Fortune not much of humbling me can boast;

140 Though double taxed, how little have I lost? |

My Life's amusements have been just the same,

Befnre and after, Standing Armies came.

My lands are sold, my father's house is gone;

I'11 hire another's; is not that my own,

And yours, my friends? through whose free-orening gate
None comes toe early, none departs too late;

(For I, who hold sage Homer's rule the best,

Welcome the coming, speed the going guest.)

"Pray heaven it last!" (cries Swift!)3 "as you go en;

150 I wish to Ged this house had been your own:
Pity! to build, without a son or wife:
Why, you'll enjay it only all your life." |
Well, if the use be mine, can it concern one,
Whether the name beleng to Pope er Vernon?
What's Property? dear Swift! you see it alter
From you to me, from me to Peter Walter;
Or, in a mortgage, prove a lawyer's share;
Or, in a jointure, vanish from the heir;
Or in pure equity (the case not clear)

160 The Chancery takes your rents for twenty year:
At best, it falls te some ungracious son,
Whe cries, "My father's damned, and all's my own."
Shades, that to Bacon could retreat afford,
Become the perticn of a booby Lord;
And Hemsley, once proud Buckingham's delight,
Slides to a Scrivener or a city Knight.
Let lands and houses have what lLords they will,
Let us be fixed, and our own masters still.

2

1. Do ycu and your parents share Pope's attitude toward property
(11. 167-168)7

1. Brocooli and mutton: '"bread and cheese," very common food in England.

2. My Thames: Pope's heuse was not far from the Thames, and he served fish from
it. Notice how Pepe emphasizes that he serves his own simple victuals.

3. Swift: Jenathan Swift who was Pope's close friend.
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2. Can you describe how this satire fits in with Pope's satires on
George II and on the Cowrt, the City, and the People?

3. Apply questions 1-5 (pp. 13-14) to this satire. How does Pope's
'mask! in this satire differ from that he puts on in the satire
against king, court, city and people? Why does he use a different
mask, develep & different attitude and “one?

L. Contrast this picture of decadence with the land of Cockayne (Satire,
grade 9) and Persius ("On Rich, Lazy Students").

5. Analyze Pope's use of parallel syntactic structures to make his
satiric point.

F. Pope On the 18th-Century Decay of Genuine Culture (with the rise of
Natural Science and "Popular Culture")

(The following rassage is not part of a Horatian or Juvenslian formal
satire, but comes from the ending of a mock epic which Pope wrote in
ironic praise of fools and dunces, fools and dunces who were making
science a charlatan's game and poetry and popular writing the province
of hack writers. Pope uses Milton's picture of Chaos and Night to accent
the triumph of chaotic reasoning and darkened thought in this time of the

rise of science and democracy. Siuce this passage is short, read it
aloud for yourself so that you get a sense of the power of its rhetoric).

In vain, in vain-- .ne all-composing Hourl2
Resistless_falls: The Muse obeys the Power.
She comes!” she comes! the sable Throne behold
Of Night Primeval, and of Chaos old!
Before her, Fancy's gilded clouds decay,
And all its varying Rainbows die away.
Wit shoots in vain its momentary fires,
The meteor drops, and in a flash expires.
As one by one, at dread Medea's strain,
10 The sickening stars fade off th' ethereal plain;
As Argus' eyes by Hermes' wand opprest,
Closed one by one to everlasting reat;
Thus at her felt approach, and secret might,
Art after Art goes out, and all is Night. L
See skulking Truth to her old cavern fled,
Mountains of Casuistry heaped o'er her head!
Philosophy, that leaned on Heaven before,

All-composing hour: +the hour when everything in human culture "goes to sleep."
The Power: the Power of ignorance and chaos.

She: Night: dark ignorance,

Alluding to the saying of Democritus, That Truth lay at the bottom of a deep
well, from whence he had drawn her: Though Butler says, He first put her

in, before he drew her out. ( Warburton.) Pope is probably here referring

to the fuzziness of the 1l8th-Century theological thought. "Truth" may be
Truth as explained in the Biblical passage, "I am the Way, the Truth, and

the Light."
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G. Swift on his Time
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1731, It is not a formal satire in the ordinary sense since it does
not use the letter form and does use skimpy narrative to make its
satiric point. However, the poem is direct enough in its satire to be
included in this section. Swift includes in this "history" all of the
following:

Shrinks to her second cause,1 and is no more.
Physic of Metaphysic begs defence,
20 And Metaphysic calls for aid on Sense!
See Mystery to Mathematics fly!
In vain! they gazs, turr giddy, rave, and dle.
Religion blushing veils her sacred fires,
And unawares Morality expires.
Nor public Flame, nor private, dares to shine;
Nor human Spark is left, nor Glimpse divine!
Lo! thy dread Empire, Chaos! is restored;
Light dies before thy uncreating word:
Thy hand, great Anarch! lets the curtain fall;
30 And universal Darkness buries All.

|
|
Analyze line 19-22 closely. How do they represent a turning 1
upside-down of the old order of studies. What has happened to

religion and metaphysics?

Analyze lines 23-27. Faraphrase them. What cultural lights go out i
here? What are the "fires" of religion which are veiled, as described

in the next few lines; and what has destroyed the "glimpse divine"
(revelation)? {
What are the primary causes of the great rise to power of "chaos

and night,* in human culture, as Pope sees these causes? Draw upon l
this poem and the earlier poems by Pope which you have read.

The following poem is Swift's summary of his career up to the year

A general description of the nature of man, a description which
reveals his religious-moral position.

A description of Bolingbroke (St. John), of Walpole, and of the
period which displays his attitude toward the partisan politics of
the period, rarticularly toward events which occurred between 1713
and 1731. Notice how he relates his attitude toward the Whigs to
his respect for the older religious and political forms ("When up
a dangerous faction. . .").

A description of rarts of the Drapier affair (1724) which reveals
his attitude toward commerce and economic exploitation, a subject
which he covers again in A Modest Proposal and which lay close to
the center of his moral concerns.

A description of the satirist's role which may be compared with
Dryden's in the essay reproduced above,

1. Shrinks to her second cause: Farlier philosophy had said that God was the
first cause of all things. Eighteenth century philosophy, that is, e<ience,
conncerned itself with "second cause," physical causality.
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The "Verses on the Death of Dr. Swift" is an appropriate summation
both of Swift's career and of the age with which the satires in this
section deal. The only important segment of Swift'!s career as a
writer which the poem ignores is his attack on science and his defense
of humanistic learning, a defense parallel to Pope's (Section F,
above). His part in the defense of "ancient learning" is amply
exhibited in later sections of this unit.

VERSES ON THE DEATH OF DR. SWIFT, D. S. P. D.
Occasioned by reading a Maxim in Rochefoucault

Dans 1l'adversite de nos meilleurs amis nous trouvons quelque chose,
qui ne nous deplaist pas.

In the adversity of our best friends, we find something that doth not
displease us,

Written by Himself, November 1731

As Rochefoucault his maxims drew
From nature, I believe 'em true:
They argue no corrupted mind

In him; the fault is in mankind.

This maxim more than all the rest
Is thought too base for human breast;
"In all distresses of our friends
We first consult our private ends,
While nature kindly bent to ease us,
10 P ints out some circumstance to please us."

If this perhaps your patience move
Let reason and experience prove.

We all behold with envious eyes,

Cur equal rais'd above our size;
Who wou'd not at - crowded show
Stand high himself, keep others low?
I love my friend as well as you,

But would not have him stop my view;
Then let me have the higher post;

20 I ask but for an inch at most.

If in a battle you should find,
One, whom you love of all mankind,
Had some heroic action done,

A champion kill'd or trophy won;
Rather than thus be over-topt,
Would you not wish his laurels cropt?

Dear honest Ned is in the gout

Lies rackt with pain, and you without:
How patiently you hear him groan!
30 How glad the case is not your own!




What poet would not grieve to see,
His brethren write as well as he?
But rather than they should excel,
He'd wish his rivals all in hell.

Her end when emulation misses,
She turns to envy, stings and hisses:
The strongest friendship yields to pride,
Unless the odds be on our side.

Vain human kind! Fantastic race!
40 Thy various follies, who can trace?
Self-lcve, ambition, envy, pride,
Their empire in our hearts divide:
Give others riches, power, and station ’
'Tis 211 on me an usurration.
I have no title to aspire;
Yet when you sin, I seem the higher.
In pope, I cannot read a line, :
But with a sigh, I wish it mine:
Wnen he can in one couplet fix
50 More sense than I can do in six:
It gives me such a jealous fit,
I cry, rox take him, and his wit.

Why must I be outdone by Gay,
In my own hum'rous way?

Arbuthnot is no more my friend,
Who dares to irony pretend;
Which I was born to introduce,
Rafin'd it first, and shew'd its use.

St. John, as well as Pultney knows,
60 That I had some repute for prose;
And till they drove me out of date,
Could maul a minister of state:
If they have mortify'd my pride s
And made me thrcw my pen aside H
If with such talents heav'n hath blest 'em
Have I not reason to detest 'em?

To all my foes, dear fortune, send
Thy gifts, but never to =y friend:
I tamely can endure the first,
70 But, this with envy makes me burst.

Thus much may serve by way of proem,
Proceed we therefore to our poem.

The time is not remote, when I
Must by the course of rature die:
When I foresee my special friends ’
Will try to find their private ends:
Tho' it is hardly understood,

29




Which way my death can do them good,

Yet, thus methinks, I hear 'em speak!
80 "See, how the Dean begins to break"

Poor gentleman, he droops apace,

You plainly find it in his face:

That old vertigo in his head,

Will never leave him, till he's dead:

Besides, his memory decays,

He recollects not what he says;

He cannot call his friends to mind;

Forgets the place where last he din'd:

Plyes you with stories o'er and o'er,
90 He told them fifty times before.

How does he fancy we can sit,

To hear his out-of-fashion'd wit?

But he takes up with younger folks,

Who for his wine will bear his jokes:

Faith, he must make his stories shorter,

Or change his conrades once a quarter:

In half the time, he talks them round;

There must another set be found.

"For poetry, he's past his prime,
100 He takes an hour to find a rhyme:
His fire is out, his wit decay'd
His fancy sunk, his muse a jade.
I'd have him throw away his pen;
But there's no talking to some men."

And, then their tenderness appears
By adding largely to my years:
"He's older than he would be reckon'd
And well remembers Charles the Second.,

"He hardly drinks a pint of wine;
110 And that, I doubt, is no good sign.
His stomach too begins to fail:
Iast year we thought him strong and hale;
But now, he's quite another thing;
I wish he may hold out till spring."

Then hug themselves, and reason thus;
"It is not yet so bad with us."

In such a case they talk in tropes,
And, by their fears express their hopes,
Some great misfortuen to portend,

120 No enemy can match a friend.

With all the kindness they profess,
The merit of a lucky guess
(When daily howd'y's come of course,
And servants answer; worse and worse)
Wou'd please 'em better than to tell,
That, God be prais'd, the Dean is well.

30
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Then he who rrorhecy'd the best,

Approves his foresight to the rest:

"You know, I always fear'd the worst,
130 And often told you so at first":

He'd rather choose, that I should die,

Than his prediction prove a lie.

Not one foretells I shall recover;

But, all agree, to give me over.

Yet shou'd some neighbour feel a pain,
Just in the parts, where I complain;
How many a message would he send?
What hearty prayers that I should mend?
Enquire what regimen I kept;
140 What gave me ease, and how I slept?
And more lament, when I was dead,
Than all the sniv'llers round my bed.

My good companions, never fear,
For though you may mistake a year;
Though your prognostics run too fast,
They must be verify'd at last.

Behold the fatal day arrive!

"How is the Dean?" --"He's just alive,"
Now the departing prayer is read:

150 "He hardly breathes.,"--"The Dean is dead."
Before the passing-bell begun,
The news thro! half the town has run.
"0, may we all for death prepare!
What has he left? And who's his heir?"
"I know no more than what the news is;
Tis all bequeath'd to public uses."
"To public use! A perfect whim!
What had the public done for him!
Mere envy, avarice, and pride!

160 He gave it all:--But first he dy'd.
And had the Dean, in all the uation,
No worthy friend, no poor relation?
S0 ready to do strangers good,
Forgetting his own flesh and blood?"

Now Grub-street wits are all employ'd,
With elegies the town is cloy'd:
Some paragraph in ev'ry paper, 1
To curse the Dean or bless the Drapier.
The doctors, tender of their fame,
170 Wisely on me lay all the blame.
"We must confess his case was nice:
But he would never take advice:
_ Had he been rul'd, for ought appears,
D He might have liv'd these twenty years:

1. The notes which follow are 3wift's notes.
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For when we open'd him we found,
That all his vital parts were sound."

From Dublin soon to London spread,
1Tis told at Court, "The Dean is dead, "
Kind Lady Suffolk? in the spleen,

180 Runs laughing up to tell the Queen,
The Queen so gracious, mild, and good,
Cries, "Is he gone? !'Tis time he shou'd.
He's dead you say; Why, let him §ot;
I'm glad the medals were forgot.
I promis'd him, I own, but when?
I only was a Princess then;
But now as consort of a king
You know 'tis quite a different thing."

Now, Chartrest at Sir Robert's levee,
190 Tells, with a sneer, the tidings heavy:
"Why, is he dead without his shoes?"
Cries Bob?, "I'm sorry for the news;

The Dean supposeth himself to die in Ireland.

Mrs. Howard, afterwards Countess of Suffolk, then of the Bedchamber to the
Queen, professed much favor for the Dean. The Queen, then Princess, sent a
dozen times to the Dean (then in London) with her command to attent her;
which at last he did, by advice of all his friends. She often sent for him
afterwards, and always treated him very graciously. He taxed her with a
present worth ten pounds, which she promised before he should return to
Ireland, but on his taking leave, the medals were not ready.

The medals were to be sent to the Dean in four months, but she forgot, or
thought them too dear. The Dean being in Ireland sent Mrs. Howard a piece
of plaid made in that kingdom, which the Queen seeing took it from her and
wore it herself, and sent to the Dean for as much as would clothe herself
and children~-desiring he would send the charge of it. He did the former;
it cost 351. but he said he would have nothing except the medals: he went
next summer to England and was treated as usual, and she being then Queen,
the Dean was promised a settlement in England but return'd as he went, and
instead of receiving of her intended favours or the medals hath been ever
since under her Majesty's displeasure.

Chartres is a most infamous, vile scoundrel, grown from a foot-boy, or worse,
to a prodigious fortune both in England and Scotland: he had a way of in-
sinuating himself into all Ministers under every change, either as pimp,
flatterer or informer. He was tried at seventy for a rape, and came off by
sacrificing a great part of his fortune (he is since dead, but this poem
still preserves the scene and time it was written in). <@
Sir Robert Walpole, Chief Minister of State, treated the Dean in 1726, with
great distinction, invited him to dinner at Chelsea, with the Dearn's friends
chosen on purpose; appointed an hour to talk with him of Ireland, to which
kingdom and people the Dean found him no great friend; for he defended
Wood's project of halp-pence, &c. The Dean would see him no more; and upon
his next year's return to England, Sir Robert on an accidental meeting, only
made a civil compliment, and never invited him again.
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Oh, were the wretch but living still,

And, in his place my good friend Will;

Or, had a mitre on his head

Pravided Bolingbroke2 were dead!"

Now, Curll3 his shop from rubbish drains:
Three genuine tomes of Swift's Remains.

And then, to make them pass the glibber,

200 Revis'd by Tibbalds, Moore, and Cibber.
He'll treat me as he does my betters.
Publish my will, my life, my letters.’
Revive the libels born to die;

Which Pepe must bear, as well as I.

Here shift the scene, to represent
How those I love, my death lament.
Poor Pope will grieve a month; and Cay
A week; and Arbuthnot a day.

St. John® himself will scarce forbear,

210 To bite his pen, and drop a tear.

The rest will give a shrug, and cry,

"I'm sorry--but we all must die."

Indifference clad in wisdom's guise,

A1l fortitude of mind supplies;

For how can stony bowels melt,

In those who never pity felt;

When We are lash'd, They kiss the rod;

Resigning to the will of Ged.

2.

Mr. William Pultney, from teing Mr. Walpole's intimate friend, detesting his
administration, became his mortal enemy, and joined with my Lord Belingbroke,
to expnse him in an excellent paper, called the Craftsman, which is still
continued.
Henry St. John, Lord Visceunt Bolingbroke, Secretary of State to Queen Anne of
blessed memory. He is reckoned the most universal genius in Europe; Walpele
dreading his abilities, treated him most injuriously, working with King George
who forgot his promise of restoring the said lord, upon the restless importunie
ty of Sir Robert Walpole.

Curll hath been the most infamous bockseller of any age or country; his
character in part may be found in Mr. Prpe's Dunciad. He published three
volumes all charged on the Dean, who never writ three pages of them; he hath
used many of the Dean's friends in almost =s vile a manner.

Three stupid verse writers in London, the last to the shame of the Court, and
the highest disgrace to wit and learning, was made Laureate. Moore, commonly
called Jemmy M-ore, son of Arthur Moere, whose father was jailor of Monaghan

%n Ipeéand. See the character of Jemmy Monre, and Tibbalds, Theobald in the
unciad.

Curll is noteriously infamous for publishing the lives, Letters, and last Wills
and Testaments of the nobility and Ministers of State, as well as of all the
rcgues, who are hanged at Tyburn. He hath been in custordy of the House of
Lords fer publishing or fergoing the letters of many peers; which made the Lords

enter a resolution in their Journal Bock, that no life or writings of any lord
should be published without the consent of the next heir at law, or licence
from their H»use,

?§&ig8?Q§ nEP;)J°hn Bolingbroke: Swift's old friend and the Tory leader.
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The fools, my juniors by a year,

220 Are tortur'd with suspense and fear.

230

240

250

260

Who wisely thought my age a screen,

When death approach'd, to stand between:

The screen remov'd, their hearts are trembling,
They mourn for me without dissembling.

My female friends, whose tender hearts,
Have better learn'd to act their parts,
Receive the news in doleful dumps,

"The Dean is dead, (and what is trumps?)
Then Lord have mercy on his soul.
(Ladies I'1l venture for the vole.)

Six deans they say must bear the pall.
(I wish I knew what king to call.)
Madam, your husband will attend

The funeral of so gord a friend?"

"No madam, 'tis a shocking sight;

And he's engag'd to--morrow night:

My Lady Club wou'd take it ill,

If he shou'd fail her at quadrille.

He lov'd the Dean-~(I lead a heart)

But dearest friends, they say, must part.
His time was come; he ran his race;

We hope he's in a better place."

Why' do we grieve that friends should die?
No loss more easy to supply.
One year is past; a different scene;
No further mention of the Dean;
Who now, alas, no more is missed,
Than if he never did exist.
Where's now this fav'rite of Apello?
Departed; and his wnrks must follow:
Must undergo the commen fate;
His kind of wit is out of date.
Some country Squire to Lintotd goes,
Enquires for SWIFT in Verse and Prese;
Says Lintot, "I have keard the name:
He died a year ago."--"The same."
He searches all his stop in vain;
"Sir you may find them in Duck-Lane:
I sent them, with a load of besks,
Last Monday. tire the pastry-cook!'s,
To fancy they cou'd live a year!
I find you're but a stranger here.
The Dean was famous in his time,
And had a kind of knack at rhyme,
His way of writing now is past:
The town hath got a better taste.
I keep no antiquated stuff;
But spick and span I have enough,
Pray do but give me leave to shew 'em:

2

Bernard Lintot, a bookseller in London, Vide Mr. Pope'!s Dunciad,
A place where old books are sold in London,

R




270 Here's Colley Cibber!s Birth-day poem.
This ode you never yet have seen,
By Stephen Duck, upon the Queen,
Then, here's a Letter finely penn'd
Against the Craftsman and his friend;
It clearly shews that all reflection
Cn ministers, is disaffection.
Nex:, here's Sir Robert's Vindication,
And Mr. Henly's last Oration:2
The hawkers have not got 'em yet,

280 Your Honour please to buy a set?

1

"Here’s Woolston's > tracts, the twelfth edition;

'"Tis read by ev'ry politician:

e country members, when in town,

To all their boroughs send them down:

You never met a thing so smart;

The courtiers have them all by heart:

Those Maids of Honour (who can read)

Are taught to use them for their creed,

The rev'rnd authorts goocd intention,
290 Hath been rewarded with a pension:

He doth an honour to his gown,

By bravely running priest-craft down:

He shews as sure as Ged's in Gloc!ster,

That Jesus was a grand impostor:

That all his miracles were cheats,

Perform* 3l as jugglers do their feate:

The Church had never such a writer:

A shame, he hath not got a mitre!"

Suppose me dead; and then suppose

300 A cluk assembled at the Rose;

Where from discourse of this and that,

I grow the subject of their chat:

And, while they toss my na=me about,

With favour some, and some without;

Cne quite indiff'rent in the cause,

My character impartial draws.

'ga%P01e hath a set of party scriblers, who do nothing else but write in his
efense,

Henly is a clergyman who wanting both merit and luck to get preferment, or
even to keep his curacy in the Established Church, formed a new conventicle,
Wth? he calls an Oratory. There, at set times, he delivereth strange speeches
compiled by himself and his associates, who share the profit with him: every
bearer pays a shilling each day for admittance. He is an absolute dunce, but
generally reputed crazy. |

Wbolston was a clergymen, but for want of bread, hath in several treatises,

in the most tlasphemous manner, attempted to turn Cur Sgwviour and his miracles
into ridicule., He is much caressed by many great courtiers, and by all the
infidels, and his books read generally by the Court Ladies,
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"The Dean, if we believe report,
Was never ill receiv'd at Court.
As fer his Works in Verse amd Prose,
I awn my self no judge of those:
Nor, can I tell what critics thought 'em;
But, this I knew, all pesple bought 'em;
As with a moral view design'd
To cure the vices of mankind; x x X x x
His vein, irenically grave,
Expos'd the fool, and lash'd the knave:
To steal a hint was never known,
But what he writ, was all his own.

"He never thought an honour done him,
Because a duke was proud to own him:
Weuld rather slip aside, and choese
Te talk with wits in dirty shoes:
Despis'd the foels with Stars and_ Garters,
So eften seen ~aressing Chartres:

He never courted men in station,

Nor persons had in admiration;

Of no man's greatness was afraid,
Because he seught for no man's aid.
Though trusted leng in great affairs,
He gave himself no haughty airs:
Without regarding private ends,

Spent all his credit for his friends:

And only choese the wise and goed;

Ne flatt'rers; no allies in blood;
But succour'd virtue in distress,
And seldem fail'd of good success;
As numbers in their hearts must own,
Who, but for him, had been unknown.

"With princes kept a due decorum,
But never stced in awe before 'em:
He follew'd David's lesson Just,
In Princes never put thy Trust.
And, weuld you make him truly sour;
Provske him with a slave in power:
The Irish Senate, if you nam'd,
With what impatience he declaim'd!
Fair LIBERTY was all kis ecry;

For her he stood prepar'd to die;
For her he beldly stord alene;

559 _For her he oft expes'd his own.

Two kingdoms, just as faction led,

l. See the notes

before on Chartres.
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1
Had set a price upon his head;
But, not a traitor cou'd be found,
To sell him for six hundred pound,

"Had he but spar'd his tongue and pen,

He might have rose like ether men:
But, power was never in his thought;
And, wealth he valu'd not a groat:
Ingratitude he often found,

360 Ard pitied those who meant the wound:
But, kept the tenor of his mind,
To merit well of human kind:
Ner made a sacrifice to those
Who still were true, to please his foes.
He labour'd many a fruitless hour 2
To reconcile Lis friends in power;
Saw mischief by a faction brewing,
While they pmrsu'd each others ruin.
But, finding vain was all his care,

370 He left the court in mere despair.

"And, oh! how short are human schemes!
Here ended all our golden dreams.
What St. John's skill in state affairs,
What Ormond‘s valor, Oxford's cares,
To save their sirking country lent,
Was all destroy'd by one event. 3
Too soen that precious life was ended,
On which alone, our weal depended.

vy, G vetn St o 0 o

1. In the Year 1713, the late Queen was prevailed with by an Address of the
House of Lords in England, to publish a Proclamation, promising three
hundred pounds to whatever person would discover the author of a pamphlet
called The Publick Spirit of the Whiggs; and in Ireland, in the year 1724,
my Lord Carteret at his first coming into the Government, was prevailed on
to issue a Proclamation for promising the like reward of three hundred pounds,
to any person who could discover the author of a pamphlet callsd, The Drapiers
Fourth Letter, &c. writ against that destructive project of coining half-
peace for Ireland; but in neither kingdoms was the Dean discovered.

2. Queen Anne's Ministry fell to variance from the first ¥ear after their
Ministry began: Harcourt the Chancellor, and Lord Bolingbroke the Secretary,
were discontented with the Treasurer Oxford, for his too much mildness to
the Whig Party; this quarrel grew higher every day till the Queen's death:
the Dean, who was the only person that endeavored to reconcile them, found it
impossible; and thereupon retired to the country about ten weeks before that
fatal event: upon which he returned to his Deanry in Dublin, where for many
years b~ was worryed by the new people in power, and had hundreds of libels
writ against him in Englond. :

3.. In the height of the quariel between the Ministers, the Queen died.
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'"When up a dangerous fation atarts,l

380 With wrath and vengeance in their hearts;
By solemn League and Cov'nant bound,
To ruin, slaughter, and confound;
To turn religion to a fable,
And make the Government a Babel:
Pervert the law, disgrace the gown,
Corrupt the senate, rob the crown;
To sacrifice old England's glory,
And make her infamous in story.
When such a tempest shook the land,
390 How couid unguarded virtue stand?

"With horror, grief, despair the Dean
Beheld the dire destructive scene:
His friends in exile, or the Tower2
Himself within the frown of power;
Pursu'd by base envenom'd pens,
Far to the land of slaves and fens;3
A servile race in folly nurs'd,
Who truckle most, when treated worst.

"By innocence and resolution,
400 He bore continual persecution;

While numbers to preferment rose;
Whose merits were, to be his foes,
When, ev'n his own familiar friends
Intent upon their private ends;
Like renegadoes now he feels,
Against him lifting up their heels.

"The Dean did by his pen deﬁeat
An infamous destructive cheat.
Taught fools their int'rest how to know;
410 And gave them arms to ward the blew.

Upen Queen Anne's death the Whig faction was restered to power, which they
exercised with the utmost rage and revenge; impeached and banished the chief
leaders of the Church party, and stripped all their adherents of what
employments they had, after which England was never known to make so mean a
figure in Europe: the greatest preferments in the Church in both kingdoms
were given to the most ignorant men. Fanatics were publicly caressed; Ireland
utterly ruined and enslaved; only great Ministers heaping up millioens; and so
affairs continue to this 3rd. of May 1732, and are likely to remain so.

Upon the Queen's death, the Dean returned to live in Dublin, at his Deanry-
house: numberless libels were writ against him in England, as a Jacobite; he

was insulted in the street, and at nights he was forced to be attended by
his servants armed.

The land of slaves and fens: Ireland.

One Wood, 2 hardware-man from England, had a patent for coining copper halri-
pence in Ireland, to the sum of £1C8,000 which in the consequence, must leave
that kingdom without gold or silver. (See Drapier's Letters.)
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Envy hath own'd it was his doing,

To save that helpless land from ruin;
While they who at the steerage stoed,
And reapt the profit, seught his bloed.

"To save them from their evil fate,

In him was held a crime of state.

A wicked monster on the bench,l

Whose fury bloed could never quench;

As vile and profligate a villain, 2
420 As modern Screggs, or old Tressilian;

Who long all justice had discarded,

Nor fear'd he fod, nor man regarded;

Vow'd on the Dean his rage to vent,

And make him of his zeal repent;

But Heav'n his innocence defends,

The grateful people stand his friends:

Ner strains of law, nor judge's frown,

N r topics brought to please the crown,

Ner witness hir'd, nor jury pick'd,
430 Prevail to bring him in convict.

"In exiled with a steady heart,
He spent his life's declining part;
Where folly, pride, and faction sway,
Remete from St. Jahn,‘* Pope, and Gay. x x x x x

"His friendship there to few ccnfin'd,5
Were always of the midling kind:
Ne fools of rank, a mongrel breed,
Whe fain weuld pass for Lords indeed;
Where titlers give no right er power,

One Whitshed was then Chief Justice: he had some years before prosecuted a
printer for a pamphlet writ by the Dean, to persuade the people of Ireland to
wear thelr own manufactuiyes. Whitshed sent the jury down eleven times, and
kept them nine hours until they were forced to bring in a special verdict. He
sat as judge afterwards on the trial ef the printer of the Drapier's Faurth
Letter; but the jury, against all he could say or swear, threw out the bill:
all the kingdom toek the Drapier's part, except the courtiers, er those who
expected places. The Drapier was celebrated in many poems and pamphlets: his
sign was set up in most streets in Dublin (where many of them still continue)
and in several ceuntry towns.

Scroggs was Chief Justice under King Charles the Second: his Jjudgment always
varied in state tryals, according to directiens from Court. Tressilian was &
wicked judge, hanged above thrse hundred years ago.

In Ireland, which he had reason to call a place of exile; to which country
nothing ceuld have driven him, but the Queen's death, whe had determined to
fix him in England, in spite ef the Duchess of Somerset, &ec.

Henry St. Jehn, Iard Viscount Belingbroke, mentioned before.

In Ireland the Dean was not acquainted with one single Lord Spiritual or

Tempreral. He enly conversed with private gentlemen of the clergy or laity,
and but a small number of either.
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44O And peerage is a wither'd flower,l
He would have held it a disgrace,
If such a wretch had known his face.
On rural squires, that kingdom's bane,
He vented oft his wrath in vain: 2
Biennial squires, to market brought;
Who sell their sauls and votes for naught;
The nation stripp'd ge joyful back,
To reb the Church, their tenants ragk,
Gs snacks with rogues and rapparees

450 And, keep the peace, te pick up fees:
In every job to have a share
A jail or barrack to repair,a
And turn the tax for public roads
Coemmedieus te their ~wn abodes.

"Perhaps I may allow, the Dean
Had toe much satire in his vein;
And seem'd determin'd not tn starve it,
Because no age ceuld more deserve it.
Yet, malice never was his aim;
460 He lash'd the vice, but spar'd the name.
Ne individual could resent,
Where thousands equally were meant.
His satire peints at no defect,
But what all mortals may correct:
Fer he abhorr'd that senseless tribe,
Whe call it humor when they jibe:
He spar'd a hump, er croeked nose,
Whose owners set not up for beaux.
True genuine dullness mov'd his pity,
470 Unless it offer'd to be witty.
These, who their ignorance confess'd,
He ne'er offended with a jest;
But laugh'd to hear an idiet quote,
A verse from Herace, learn'd by rote. X X X X X

"He knew an hundred pleasant stories,
With all the turns of Whigs and Teries:
Was cheerful to his dying day,

And friends would let him have his way.

1.

The peers of Ireland lost their jurisdiction by one single Act, and tamely
submitted to the infamous mark ef slavery without the least resentment ar
rem~nstrance.

The Parliament, as they call it, in Ireland meet but once in two years, and
after having given five times more than they can afford return home to re-
imburse themselves by all country jobs and oppressions of which some few

only are mentioned.

The highwaymen in Ireland, are, since the late wars there, usually called
Rapparees, which was a name given to these Irish coldiers who in small parties
used at that time to plunder Protestants.

The army in Ireland are lecdged in barracks, the building and repairing whereof
and other charges have cost a prodigious sum to that unhappy kingdom.




"He gave the little wealth he had,
480 To build a house for forls and mad:
And shew'd by one satiric touch,
Ne nation wanted it so much:
That kingdoml he hath left his debtor,
I wish it soen may have a better." x x x x x

Study Guide Questions

1. What lines from Swift's peem make you think he agrees with the ideas of
La Rochefoucauld?

. Why &are the prophets hopefully fortelling his death?

What persons will not be glad to have the Dean die?

What is the first concern of those who hear of his death in Dublin?

Swift was often the enemy of the party in power at the moment ; however,

he made two or three enemies of great dimension. According to Swift,

what "crimes” did these enemies cemmit?

Hew do wemen react to the death of Swift?

Can you identify the felons (forls) in this poem?

Who are "goed" people, and why does he call them good?

Does he sny whether or not he likes the Irish or Ireland? Which?

10. What did Swift defeat with the use of the Drapier letters?

11. Why did he say he did not care for the Irish nobility?

12. Does he use his jibes against "honest Feals"? against the humble homely?

against the would-be wits?
13. What did he say were his reasons for leaving his money to public charity?
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Discussisn Questions

In general, what is La Rechefoucauld's opinion of mankind? Jenathan
Switt!s?

De you agree with their opinions? Far what reasons do you agree or dis-
agree?

Why will some persens not be glad to hear of Swift's death?

Is it true to human nature to wish tn rise above others?

"By their fears express their hopes." What is the meaning of this phrase?
The people of Dublin react to the death of the Dean with more concern
about what will happen to his fortune than about the loss of a friend
or leader, according to the words of Swift. Do medern people react to
death in a similar fashion? Suppert your answer.
What do the comments on women reveal about the satirist's opinion of
women?

8. What are the reasons for Swift's leaving his money to charity to build

a hospital for the simple-minded and insane?
9. Apply questions 1-5 (pp. 13-14) to this prem. (Censider only the areas
which you have not already discussed in discussing the poem.

10. Draw up a list deseribing the following:
a. Malor changes which formed the late 17th - early 18th-century in the
areas of knowledge and religinn, gnvernment and scecial organization,
commerce and urbanization. '
b. Prominent satiric attitudes toward those changes which you have
discovered in the satires you have read.

¢. Prominent ways of making an effective direct attack upen vice and
folly through an artistic handling of attitude, tone and perspective.
d. See whether Dryden's description of the differences between Juvenal

hyﬂ-‘\» N -
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1. Meaning Ireland, where he now lives, and probably may die.
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#nd Horace describes the differences hetween Swift and Dryden, who imitated
Juvenal, and Pope, who imitated Hmarace. Consider the kind of vice
attacked, the way in which it is attacked( distribution of moral state-
ments), tone of attack, and versification.

Human-Fable Satire: Menippean Satire I

The satires which you have read this far in the unit are direct-attack
satires, invectives or "formal satires.” Dryden's Persius, Swift, and Pope
name names. They do not indulge in "fabling" to expese the commercial luxury
and decadence of their time, its political unrest and corruptinon, its newfangled
ways in science, learning, and religirn. But the same authors knew other forms
of satire which did not "name names": Menippean satire, using either human or
animal fables. Before you begin studying these satires, it may be well to recall
what you learned of the satiric uses of human and animal fables (Menippean
matires) from your ninth-grade satire unit and also to leek at what Dryden had
te say about the history and character of such fables.

III.. John Dryden on the Nature af Menippean Satire ( excerpt)

Having thus brought down the histery of satire from its original to
the times ef Horace, and shown the several changes of it, I should here
discover some of those graces which Horace added to it, but that I think
it will be more proper to defer that undertaking, till I make the comparison
betwixt him and Juvenal. In the meanwhile, following the order of time,
it will be necessary to say somewhat of another kind of satire, which alse
was descended from the ancients; it is that which we call the Varronian
satire, (but which Varro himself calls the Menippean,) because Varro, the
most learned of the Remans, was the first author of it, who imitated, in his
works, the manner of Menippus the Gadarenian, who professed the philosophy
of the Cynics.

This sert of satire was not only compesed of several sorts of verse,
like thonse of Ennius, tut was also mixed with prose; and Greek was sprinkled
amongst the Latin, Quintilian, after he had spoken of the satire .of Lucilius,
adds what fcllows: "There is another and former kind of satire, compesed by
Terentius Varro, the most learned of the Rrmans; in which he was not satisfied
algne with mingling in it several sorts of verse." The only difficulty of
this passage is, that Quintilian tells us, that this satire of Varry was of
a former kind. For how can we pessible imagine this to be, since Varro,
who was contemporary to Cicero, must consequently be after Lucilius? But
Quintilian meant not, that the satire of Varro was in order of time before
Lueilius; he weould only give us to understand, that the Varronian satire,
with mixture of several sorts of verses, was more after the marner of Ennius
and Pacuvius, than that of Lucilius, who was more severe, and more correct,
and gave himself less liberty in the mixture of his verses in the same poem.

We have nothing remaining of these Varronian satires, excepnting some
incensiderable fragments, and those for the most part much corrupted. The
titles of many of them are indeed preserved, and they are generally double;
from whence, at least, we may understand, how many various subjects were
treated by that suthor. Tully, in his Academics, introduces Varro himself
giving us some light concerning the scope and design of these works. Wherein,
after he had shown his reasons why He did not ex professo write of philesephy,
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he adds what follews: "Netwithstanding," says he, "that those pieces of mine,
wherein I have imitated Menippus, though I have not translated him, are
sprinkled with a kind of mirth and gaiety, yet many things are there inserted,
which are drawn from the very entrails of philesophy, and many things severely
argued; which I have mingled with pleasantries on purpose, that they may more
easily go down with the cemmon sort of unlearned readers."” The rest of the
sentence is so lame, that we can only make thus much out of it,-~that in the
comprsition of his eatires, he se tempered philology with philesepiy, that
his work was a mixture of them both. And Tully himself confirms us in this
opinien, when a little after he addresses himself to Varro in these words:
"And you yourself have composed a most elegant and complete poem; you have
begun philosephy in many places; sufficient to incite us, though toec little
to instruct us." Thus it appears, that Varro was one of those writers whom

they called Neuvouavtela studious of laughter; and that , as learned as
he was, his business was more to divert his reader, than to teach him. And
he entitled his own satires--Menippean; not that Menippus had written any
satires (for his were either dialogues or epistles), but that Varro imitated
bis style, his manner, and his facetiousness. All that we know further of
Menippus and his writings, which are wholly lest, is, that by some he is
esteemed, as amongst the rest, by Varro; by others he is noted of cynical
impudence, and obscenity: that he was much given to those parodies, which
I have already mentioned; that is, he often quoted the verses cf Homer ard
tye tragic poets, and turned their serious meaning into something that was
ridiculous; whereas Varro's satires are by Tully called absolute, and most
elegant, and various peems. Lucian, who was emulous of this Menippus, seems
to have imitated both his manners and his style in many of his dialegues;
where Menippus himself is often introduced as a speaker in them, and as a
perpetual buffon; particularly his character is expressed in the beginning
of that dialegue, which is called omovooY£AOLOLBuL Varro, in imitating

him, avoids his impudence and filthiness, and only expresees his witty
pleasantry.

This we may believe for certain,--that as his subjects were various,
se mest of them were tales or stories of his own inventicn. Which is alse
manifest from antiquity, by those authors who are acknewledged to have
written Varrpnian satires, in imitation ef his; of whom the chi=f is
Petronius A biter, whose satire, they say, is now printed in Helland,
wholly recovEred, and made complete: when it is made public, it will easily
be seen by any one sentence, whether it be supposititious, er geruine. Many
of Lucian's dialogues may also properly be called Varrenian satires,
particularliy his "True History;" ard consequently the "Gelden Ags" of
Apuleius, which is taken from him. Of the same stamp is the mock deificatien
of Claudius, by Seneca: and the "Sympesium" er "Caesars" ef Julian, the
Emperor. Amongst the moderns, we may reckon the "Encomium Morise ' of
@rasmus, Barclay's "Euphormir," and a volume of German authors, which my
ingeniovs friend, Mr. Charles Killegrew, once lent me. In the English, I
remember none which are mixed with prose, as Varro's were; but of the same
kind is "Mother Hubbard's Tale," in Spenser; and (if it be not toc vain to

mentlion anything of my ewn), the poems of "Absalom" and "MacFlecknor, "l

From this c}assification we may infer that Dryden's idea of a Varronian satire
was, thgt, instead of being.merely didactic, it comprehended a fable or series
of imaginary and ludicrous incidents, in which the author engaged the objects

of his satire. Such being his definiticn, it is sur rising he should have
forgotten Hudibras, the best satire of this kind that perhs S ever was
written; but this he afterwards a ologises for, as a slip of an old man's
memory.--(Sir Walter Scott!'s note%
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Describe Dryden's conception ¢f the form and content of Menippean satire;
contrast his picture of it with the picture you formed of it in studying
"human-fable" and "animal-fable" satire in the ninth grade. Have you read
any of the Menippean satires which Dryden mentions?

Netice what Dryden says:

1.

That Menippean satire mixes several sorts of verse (meter) together;
actually it often mixes several serts of meter and verse and prose
together, or it may be all verse or all prose but in several styles.
It usually is some kind ef bouillabaisse, some mixed kettle of fish,
metricelly and stylistically.

That Menippean satire mixes mirth and gaiety with "many things . . .
drawn from the very entrails &f philesophy," jokes with profound
philosophic notions.

That Mepippean satire may be a parody of serious writers, turning
ther serious werk to ridicule.

That the tradition of Menippean writers includes Petronius, Lucian's
"Tyye History" (which Swift's Gulliver imitates), Apuleius' "Gelden
Ass," Erasmus' "Praise of Felly," S_enser's "Mother Hubbard's Tale,"
and Dryden's own "Absalom and Achitophel."

That, as Scott says, "frem this clarification we may infer that
Dryden's idea of a Varronian (Menippean) satire was, that, instead
of being merely didactic, it comprehended a fable or series of
imaginary and ludierous incidents in which the author engaged the
objects of his satire." You may find Dryden's hints helpful in
going at the satires which follow. In reading the works which
follow, ask yourself the follewing questions, based on Dryden's
remarks.

a. Is the piace "mixed up" stylistically, and if so why? (Seme of
the piéces collected here are cut, se the mixture may be thinner
than in the original work.) Why are different styles and
manners used so changefully and surprisingly?

b. Is the werk somehow both ridiculeus and philesophic? Does it
speak its philosophic content through allegory or symbolism?

c. Daees it pocke fun at oversolemn, wrongheaded writers? How does
that contribute to its philosophic content?

d. Dees it engage the objects of its satire in a series of imaginary,
ludicrous incidents, and if it does this, how dees it make clear
that it is to be read as satire, not just as ludicrous incident?

We are here faced with a problem different from that which faced us in
reading and rereading the direct-attack »r "farmal" satirec. There we had
to see how style, situation, and handling of attitude anc perspective (pathos
and ethos) made it possible for us to share in a direct attack without
fixding it abusive or devoid of moral content on the one hand, or regarding
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it as dully didactic, trite, or pompous in its moral lucubrations on the
other hand.

The ninth-grade satire unit suggested the following in introducing
Menippean "human-fable" satire:

Satire sometimes uses a story about grotesque people or unusual
fictitious human societies to make its point. And these people
and the places in which they live will somehow expose something
/ in the age for which they were written, and perhaps in all
ages, by making men see events in a new way_/.

The events which you will deal with in this section are more digtant than
the events you dealt with in the ninth-grade satire unit, which dealt mostly
with contemperary issues. However, if you can keep in mind the 17th - 18th-
century events listed for study at the beginning of the unit, events which
lic at the rcots of our medern institutions, you will be as much at home
with the satires which follow as you would be with satires of centemporary
life. If in the first "direct-attack" section we concentrated on satire ef
corrupt government and on the luxury and decadence created by commerce, in
this section we will touch mere profoundly the scientific-religious questions
which vexed the age, not ignoring satires on politics and commercial abuse.
As you begin the section, you might well review the relations between
Catholics, members of the Established Church (Anglican, Episcopalians), and
members of the dissenting groups (Presbyterians, Congregationalists, Baptists)
as these relate to important late-17th and early-18th century events: the
fall ef Cromwell and ascent of Charles II; the succession of James II and

of William and Mary; the Wars of Spanish Succession; and Bolingbroke's fall.
As you read the satires, pay attention to "Dryden's questions” (above, p. 4i)
and also to the following questizie derived from Dryden and from your ninth~ -
grede satire unit's treatment of Menippean "human fables":

1. What do the human beings in the fable symbolize and what wrongs in
their age do they expose?

2. How are these fictional figurative human beings used to expose
evils, follies, mass stupidities: are they distorted so monstrously
as to force us to attend to a vice in the porson, party, or force
for which they stand? Are they, on the other hand, pictures of what
their age was not: figures which, by being what their age was not,
cast a reflection cn what it was?

3. What do the gettings in which the characters act stand for? Do we
catch a glimpse of the ugliness of our world in these settings? Or
are the settings ideal, settings which suggest that we lonk back
at the limitations of our world? From what perspective do we see
our world in the work?

In analyzing the satire, pay attention not only to the fable and what goes
with it (questions 1-3 above), but to style: prosody and prose rhythm; syntax
and use of symmetrical or deliberately asymmetrical syntactic coustructiols;
choice of diction {"big words" for "little subjects"); and puns. The Menippean
satirist who is a clumsy writer, whose rapier does not sparkle, is-no satirist
at all; hence it is that some of the finest prose and poetic stylists English
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has knewn, men whose writing can form a model for good modern writing, wrote
satire in this period and in the selections you will study. "You will not
go far amiss if you learn 'style' from Swift,"

Menippean Satire I: Dryden and Swift en Religious, Political, and Intellectu-
al Centroversies

A. Menippean Satire I: Dryden on Catholic, Anglican, Protestant: their
Plets and Rivalries

Every age knows its religious bigots who claim, "The Catholics are
taking over," "The Lutherans are taking over," or "The Jews are taking
over." Of ceurse, one knows that societies are rarely taken over secretly
and rarely controlled by entirely unpopular causes or forces, by religious
factions having no or few adherents. When, in Milton's time, the Dissen-
ters sontrolled England, they did so because they were a large and power-
ful party, particularly in London; and, when they lost contrcl, they lost
it because they faced approximately equally powerful Anglican and Catholic
forces and because their government had lost its popularity and leadership.
When King Charles II was restored, he brought back with him from France
the Established (Anglican) Church as the "official" church of England,
though Catholics on the one hand and Dissenters on the other struggled
for the soul of the country, generally by fair means, sometimes by foul.

One instance of the use of foul means by the Dissenters (English
analogues of our New England fathers) came in 1678 when a professional
liar, a Dissenter named Titus Oates, swore to the King of his Council
that the Catholics in England were going to set fire to London, massacre
the English Protestants (whe far outnumbered them), assassinate the King,
and make England securely "Catholic." The charges had no basis outlined
so broadly, and Catholic "plots" were probably of minimal significance
at the time, but mysterious murders were seen as "Catholic" murders by
a panicky populace, and correspondence between petty English and French
officials concerning bringing the Catholic church back as England's
church was seen as sure evidence that the Catholics were "about to take
ever.”" Though the "plot" was a lie, it focused attention on an issue
that otherwise might have been camouflaged, the fact that the next king
of Fngland would probably be a Catholic: Charles II's brother, James.
Theugh James had promised the Established Church its freedom, and though
he did, when he became king, allew it most of its old privileges, at
least at first, and later allowed all churches liberty, he was seen as
a dangerous possible successor by the Dissenters, by many Londoners, and
by "Low Church" Anglicans--dangerous because he might do what Cates said
was planned or something like it. The excesses of 16th - 17th-century
religious wars on the Continent were fresh in English memories. Thus,

a political party was formed, a party which sought to by-pass the king's
brother, the rightful heir, and put someone else on the throne, The
party thus formed was to become the Whig party.

The Whigs sought to exclude James from the throne before Charles!
death (Exclusion Acts of 1679, 1680, 1681) and failed, partly for lack
of support and partly because of rather peremptory action on Charles!
part to protect his Hrother's rights. The Whigs had put up another
candidate, Charles' illegitimate son (Charles' wife had no sons), and
tried to get Charles to say, "This man is really my legitimate son and
heir," which Charles would not do. They then paraded Charles!' son (the

o

B ..... .
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Duke of Monmouth) around Western England to enhance the popularity of

an already popular candidate for the throne. Shaftesbury, the head of
the king's Ccuncil after the Popish plot, was supposedly the invisible
hand in stirring up excitement about the plot and in promoting Charles'
illegitimate son as 'mext king." He was arrested for treason for his
part in the business, but a Londen jury, made up of "Whig-Dissenting"
types and influenced by a sheriff named Slingsby Bethel, would not convict
Shaftesbury. He represented their views and interests. They believed

in, or pretended to believe in, the Pepish plot. They did not want a
Catholic King.

But Charles had his way. The candidate of the Tories, despite his
personal creed and his conservative monarchist bias, was seated as James II
in 1685. In the struggle over his coming to the throne, the first modern
political parties, the Whigs and Tories, were born. The rumor that "the
Catholics are taking eover" was deflated for a time; and Dryden was given
a great opportunity to write a satire sbout religious rumors and political
plots. Dryden echose a Biblical story for his satiric fable.

In the seventh grade, "Hebrew Religious Narrative" unit, you may
have studied the story of Absalom and Dgvid. You should review that
Story again in Second Samuel, xiv-xviii. Use the King James Bible if
that's handy, since it was the Bible Dryden used at ihis point in his
career. Watch particularly the follewing matters:

1. How David is portrayed as Judge and leader; as husband (of many wives)
and father; as judge of his enemies and peacemaker.

2. Hew Absalom is portrayed as "beauty" and man of honor; as demagogue
and public flatterer; as traitor and "rival" king. Watch particularly
the details of the trip to Hebron,

3. The protrait of Achitophel (Ahitophel in seme versions) as counciller
(xv, 125 xv, 31; xvi, 20; xvii, 7).

L. The portrait of Shimei (xvi, 5-14).

Notice alse two ether Biblical references; Dryden brings in a
character named Corah (Karah, Numbers xvi) after the leader who led the
rebellion against Moses by saying that Moses and Aarcn "took too much
upon them seeing that all the congregation of Israel was holy." Corah
said that Meses and Aaron had no more right to lead than any other son
of Jehovah, had no right to 1lift themselves above "the assembly," the
mob all ef whom were "inspired by Ged," in Corah's view. A second
passage which one ought to study is the story of the rebel-usurper Zimri
(I Kings svi, 8-14). Try to figure out how Dryden could use these stories

for satiric purposes and apply them to the Catholic-Anglican-Dissenting
quarrels over who should be king and for what resson:

1. Vho is "David" in the 17th~century English story?
2. Who is "Absalom" in the English story?
3. Yho is the new Achitophel?
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4. Shimei turns into Slingsby Bethel. How is the Biblical Shimei like
Dryden's? Watch the cursing motif.

5. Corah turns into Titus Oates, a Dissenter, who made up the YPopish
plot" story. How is the Biblical Uorah like Dryden's Corah and like
the Dissenters?

6. Zimri turns into the Duke of Buckingham, one ef the Whig plotters
with Shaftesbury, the councillor, and Mermouth, Charles' illegitimate
son. Hew is the Biblical Simri an effective "fable" for ineffectual
evil?

7. The Jebusites, the old residents of Jerusalem, are the Catholics
who were said to be %taking over." Why?

8. The Jews are the English.

NOTF: Dryden's references to the Jews should not be regarded as anti-Semitic.
The "Jews," in the poem are an allegory for the English, and the giddy-
headedness which he attributes to the "Jews" an allegory for English
folly.

ABSALCM AND ACHITCOPHEL
1, [/ "David" and his sens_/

In pieus times, ere priestcraft did begin,
Before polygamy was made a sin;
When man on many multiplied his kind,
Ere oane to ene was cursedly confin'd;
When Nature prompted, and no law denied
Premiscuous use ef cencubine and bride;
Then Israel's menarch, after Heaven's own heart,
His vigorous warmth did variously impart
Te wives and slaves; and, wide as his command,
10 Scatter'd his Maker's image thro! the land.
Michal, ef royal bloed, the crown did wear;
A soeil ungrateful to the tiller's care:
Net so the rest; for several mothers bore
Te godlike David several sons before.
But since like slaves his bed they did ascend,
Na true successisn could their seed atterd.
Of all this numerous pregeny was none
So beautiful, se brave, as Absalem:
Whether, inspir'd by some diviner lust
20 His father got him with a greater gust;
Or that his conscieus destiny made way,
By manly beauty, te imperial sway.
Early in foreign fields he won renown,
With kings and states allied to Israel's crown:l
In peace the thoughts ef war he could remove,

1. M-onrouth in youth had been an excellent soldier.




<

L9

And seem'd as he were only born for love.
Whate'er he did, was done with so much ease,
In him alone 't was natural to please:
His motions all accompanied with grace;
30 And paradise was open'd in his face.
With secret oy indulgent David view'd
His youthful image in his sen renew'd:
Te all his wishes nothing he denied;
And made the charming Annabel his bride.
What faults he had, (for who from faults is free?)
His father could not, or he would not see,
Seme warm excesses which the law forbore,
Were construed yeuth_ that purg'd by boiling o'er,
And Amnon's murther,+ by a specious name,
4O Was call'd a just revenge for injur'd fame.
Thus prais'd and lov'd the noble youth remain'd,
While Dgvid, undisturb'd, in Sion reign'd.
Bui.life can never be sincerely blest;
Hearr'n punishes the bad, and proves the best.

2. [ The English_/

The Jews, a headstrong, moedy, murm'ring race,
As ever tried th' extent and stretch of grace;
God's pamper'd peeple, whem, debauch'd with ease,
Ne king could govern, nor no God could please;
(Gnde they had tried of every shape and size,

50 That god-smiths could produce, er priests devise:)

These Adam-wits, too fartunately free,

Began to dream they wanted liberty;

And when no rule, no precedent was found,

Of men by laws less circumscrib'd and bound;
They led their wild desires to wmeds and caves,
And thought that all but savages were slaves.
They who, when Saul was dead, without a blow,
Made feelish Ishbosheth the crown forego; <
Who banish'd David did from Hebron bring,

60 And with a general shout preclaim'd him king:
Those very Jews, who, at their very best, : .
Their humor more than loyalty express'd, ; DR
Now wander'd why so leng they had obey'd o
An idol monarch, which their hands had made; ' .
Thought they might ruin him they could create, oo
Or melt him tn that golden calf, a State. Y
But these were random belts; no form'd design,

Ner interest made the factious crowd to join:

|

b)

1

Murther:

murder. Menmouth was believed to have killed a young rival whe,

he claimed, had slandered him.

Saul is apparently Cromuell, and Ishbosheth is apparemtly Ireton,- Crcmwell;s
chosen successer, Why is David an appropriate analspgue-for-Charles! returning
from exile to ascend the throne?
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The sober part of Israel, free from stain,
70 Well knew the value of a peaceful reign;

And, looking backward with a wise affright,

Saw seams of wounds, dishonest to the sight:

In contemplation of whose ugly scars 1

They curs'd the memory of civil wars.

The mederate sort of men, thus qualified,

Inclin'd the balance to the better aide;

And David's mildness manag'd it so well,

The bad found no occasion to rebel.

3. [/ The Catholies and their supposed plot_7

But when to sin sur bias'd nature leans,
€0 The careful Devil is still at hand with means;
And providently pimps for ill desires.
The Gead 01d Cause2 reviv'd, a plot3 requires:
Plots, true or faise, are necessary things,
Te raise up commonwealths, and ruin kings.
Tht inhabitants,of eld Jerusalem
Were Jebusites;4 the town se call'd from them;
And theirs the native rizsht--
But when the chosen people grew more strong,
The rightful cause at length became the wrong;
90 And every 1+ss the men of Jebus bore,

They still were thought God's enemies the more.
Thus worn and weaken'd, well er ill centent,
Submit they must to David's ge.vernment :
Impeverish'd and depriv'd of all command,
Their taxes doubled as they lcst their land; |
And, what was harder yet to flesh and bieed, |
Their gnds disgrac'd, and burnt like cemmon woed. |
This set the heathen priesthoed in a flame; |
For priests of all religiens are the same: 1

100 Of whatsoe'er descent their godhead be,
Steck, stone, or other homely pedigree,
In his defense hig servants are as bold,
As if he had been born of beaten gold.
The Jewish rabbins, tho' their enemies,
In this econclude them honest men and wise:
For 't was their duty, all the learned think,
T' espouse his cause, by whom they eat and drink.
Frem hence began that Plot, the nation's curse,
Bad in itself, but represented worse;

110 Raist'd in extremes, and in extremes decried;
With oaths affirm'd, with dying vows denied;
Net weigh'd er winnew'd by the multitude;
But swallew'd in the mass, unchew'd and crude.
Seme truth there was, but dash'd and brew'd with lies,

What English memaries are these? Ceuld Milton have said this?
The G.fﬁ 0ld Cause: The cause of the dissenters, formerly Cromwell's cause.
A plet: A made-up plot,

The Jebusites: the Catholics,

LW
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Te please the fools, and puzzle all the wise,
Succeeding times did equal folly call,
Believing nothing, or believing ail.

Lo [/ The Catholics: what their plot really was_/

Th' Egyptian ritesl the Jebusites embrac'd;
eére gods were recommended by their taste.
120 Such sav'ry deities must needs be good,
As serv'd at once for worship and for foed.
By force they could not introduce these gods, |
For ten to ene in fermer days was odds;
So fraud was us'd (the sacrificer's trade):
Fools are more hard to cenquer than persuade.
) Their busy teachers mingled with the Jews, |
And rak'd fer comverts even the court and stews:
Which Hebrew priests the mopc unkindly toek.
Because the fleece accompanies the flock, |
130 Some thought they Ged's anocinted meant to slay
By guns, invented since full many a day: |
Our author swears it not; but who can know
Hew far the Devil and Jebusites may go?

¥ i and the parties which grew up with its
exposure/

This Plot, which fail'd for want of common sense,
Had yet a deep and dangerous consequence:
For, as when raging fevers boil the blood,
The standing lake soon floats into a floed,
And ev'ry hostile humor, which before
Slept quiet in its channels, bubbles o'er;
140 Se several factions from this first ferment
Work up te foam, and threat the government..
Seme by their friends, more by thenmselves thought
wise,

Oppos'd the pow'r to which they could not rise.

Some had ia courts been great, and thrown from
thence,

Like fiends were harden'd in impenitence,

Some, by their menarch's fatal mercy, grown
From pardon!d rebels kinsmen to the throne,
Were rais'd in Pow'r and public office high;
Strong bands, if bands ungrateful men could tie,

6. [fThe counter-plotters: Achitophel and Absalqm47

150  Of these the false Achitophel? was first;

N

Egyptian rites: the rites of Catholic France.

The Earl of Shaftesbury: The chief of the VWhig propenents of a Protestant
but 7>t imate Monmouth rather “hon a Cellivlic James (who might plot again)
as (hucics II's successor, Shartesoury vas alse Charles' closest councillor,
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A pame to all succeeding ages curst:
For close designs and crooke:l ccunsels fit;
Sagacious, bold, and turbulen’. ol wit;
Restless, unfix'd in principles ad place;
In pow'r unpleas'd, impatient o cisgrace:
A fiery soul, which, working out its way,
Fretted the pismy body to decay,
And o'er-inferm'd the tenement o clay.
A daring pilet in extremity;
160 Pleas'd with the danger, when the waves went
high,
He sought the storms; but, fer a celm unfit,
Weuld steer too nigh the sands, to boast his wit.
Great wits are sure to madness neax allied,
And thin partitions do their bounds divide;
Else why should he, with wealth and honor blest,
Refuse his age the needful hours of rost?
Punish a body which he could not please;
Bankrupt of life, yet prodigal of ease?
And all to leave what with his toil he won,
170 Te that unfeather'd two-legg'd thing, a son;
Got, while his seul did huddled notions try;
And born a shapeless lump, like anarchy.
In friendship false, implacable in hate;
Resolv'd to ruin or to rule the State,
To compass tnis the triple bond he broke;
The pillars ef the public safety shook ;
And fitted Israel for a foreign yoke.

I R I R R G

200 Achitophel, grouwn weary to possess
A lawful fame, and lagzy happiness,
Disdain'd the golden fruit to gather free,
And lent the crowd his arm to shake the tree.
New, manifest of crimes contriv'd long since,
He stood at bold defiance with his princei
Held up the buckler of the people's cause
Against the crown, and skulk'd behind the laws.
The wish'd occasien of the Plot he takes;2
Secme circumstances finds, but more he makes.
210 By buzzing emissaries fills the ears
Of list'ning crowds with jealousies and fears
Of arbitrary counsels brought to light,
And proves the king himself a Jebusite.>
Weak arguments! which yet he knew full well
Were strong with people easy to rebel.

Feeple's cause: Democracy and/or freedom from Catholicism.

Shaftesbury used the "Pepish Plet" to stir up hysteria against. James and
the King.

What did Shaftesbury say about Charles?
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For, gevern'd by the moon, the giddy Jews
.Tread the same track when she the prime renews;
And once in twenty years, their scribes record,
By natural instinct they change their lord.l

220 Achitophel still wants a chief, and none
Was fourd so fit as warlike Absalom:

Net that he wish'd his greatness to ¢reate,

(For politicians neither love nor hate,)

But, for he knew his title not allew'd,

Would keep him still depending on the crowd:

That kingly pow'r, thus ebbing out, might be

Drawn to the dregs of a democracy.

His he attempts with studiec arts to please,

And sheds his venom in such words as these:
"Auspicious prince,2 at whose nativity

Some royal planet rul'd the seuthern sky;

Thy longing country's darling and desire;

Their cloudy pillar and their guardian fire:

Their second Moses, whose extended wand

Divides the seas, and shews the promis'd land;

Whose dawning day in every distant age

Has exaercis'd the sacred prophets; rage:

The people's pray'r, the glad diviners' theme,

The young men's visicn, and the old men's dream!

240 Thee, Savior, thee, the natien's vows ccnfess,

And, never satisfied with seeing, bless:

Swift unbespoken pemps thy steps proclaim,

And stammering babes are taught to lisp thy name.

How long wilt thou the general jey detain.

Starve and defraud the people of thy reign?

Centent ingloriously to pass thy days

Like one of Virtue's fools that feeds on praise;

Till thy fresh glories, which now shine so
bright,

Grow stale and tarnish with our daily sight.

250 Believe me, royal youth, thy fruit must be
Or gather'd ripe, or rot upen the tree.

Heav'n has to all allotted, soen or late,

Seme lucky revolution of their fate;

Whose metions if we watch and guide with skill,
(For human good depends on human will,)

Our Fortune rolls as from a smooth descent,
And from the first impressien takes the bent:
But, if unseiz'd, she glides away like wind,
And leaves repenting Folly far behind.

260 New, now she meets you with a glorious prize,
And spreads her locks befere her as she flies.
Had thus old David, from whose loins you spring,
Not dar'd, when Fertune call'd him, to be king,
At Gath an exile he might still remain,

. Te what is Dryden reférring here?
. Prince: ‘'Absalom," Charles' illegitimate son. Are you reminded of the. speeches

of any other "tempter" in the poetry you have read?

N
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And Heaven's annointing oil had been in vain.

Let his successful youth your hopes engage; |
But shun th' example of declining age:

Behold him setting in his western skies,

The shadows lengthening as the vapors rise.

270 He is nou now, as when on Jordan's sand
The joyful people throng'd to see him land, 1
Cov'ring the beach, and black’ning all the strand;

But, like the Prince of Angels, from his height
Comes tumbling downward with diminish'd light;
Betray'!d by one poor plot to public scorn,
(Cur only blessing since his curst return;)
Those heaps of people which one sheaf did bind,
Blown off and scatter'd by a puff of wind.
What strength can he to your designs oppose,
280 Naked of friends, and round beset with foes?
If Pharaoh's doubtful succorf he should use,
A fereign aid would more incense the Jews:
Proud Egypt would dissembled friendship bring;
Foment the war, but not support the king: |
Nor would the royel party e'sr unite |
With Pharoah's arms t' assist the Jebusite; |
Cr if they should, their interest soen would
break,
And with such odious aid make David weak.
All sorts of men by my successful arts,

290 Abhorring kings, estrange their alter'd hearts
From David's rule: and 't is the general cry, |
'Religion, ecmmonwealth, and liberty.'3 |
If you, as champion ef the public good,
Add to their arms of chief of rpyal blood,
What may not Israel hope, and what applause
Might such a general gain by such a cause?
Not barren praise alone, that gaudy flow'r |
Fair only to the sight, but solid pow!r;
And nobler is a limited command,

300 Giv'n by the love of all your native land,
Than a successive title; long and dark,
Drawn from the moldy roils of Noah's ark."

[ Achitophel pours on further flattery /
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He said, and this advice above the rest,

With Absalom's mild nature suited best:
Unblam'd of life, (ambition set aside,)

L80 Not stain'd with cruelty nor puff'd with pride;
How happy had he been, if destiny
Had higher plac'd his birth, or not so high!
His kingly virtues might have claim'd a throne,
And blest all other countries but his own.

1. To what event in Charles! life does this refer?

2. Pharaoh's . . .: If France should come to aid the Tory-high church-monarchist
cause,

3. When had England heard this cry before?




55

But charming greatness since so few refuse,

'T is juster to lament him than accuse.

Strong were his hopes a rival to remove,

With blandishments to gain the public love;

To head the faction while their zeal was hot,
490 And peopularity prosecute the Plot.

7, [ Other counter-plotters_/

To further this, Achitophel unites
The malcontents of all the Israelites;
Whose differing parties he could wisely join,
For several ends, to serve the same design:
The best, (and of the princes some were such,)
Who thought the pow'r of monarchy too much;l
Mistaken men, and patriots in their hearts;
Not wicked, but seduc'd by impious arts.
By these the springs of property were bent,
5CO And wound so high, they crack'd the government.
The next for interest sought t' embroil the State,
To sell their duty at a dearer rate;
And make their Jewish markets of the throne,
Pretending public good, to serve their own.
Others thought kings an useless heavy load,
Who cost too much, and did too little good.
These were for laying honest David by,
On principles of pure good husbandry.
With them join'd all th? haranguers of the throng,
510 That thought to get preferment by the tongue. x x x

A numerous host of dreaming saints succeed,
530 Of the true old enthusiastic breed:?
'Gainst form and order they their pow'r impley,
Nothing to build, and all things to destroy.
But far more numerous was the herd of such,
Who think teo little, and who talk teo much.
These, out of mere instinct, they knew not why,
Ador'd their fathers! God and property;
And, by the same blind benefit of fate,
The Devil and the_Jebusite did hate:
Born to be sav'd,”’ even in their own despite,
540 Because they could not help believing right,
Such were the tools; but a whole Hydra more
Remains, of sprouting heads too long to score.
Seme of their chiefs were princes c¢f the land:

1. What does this line tell you about Dryden's attitude toward democracy?

2. the. . .enthusiastic breed: Dissenters, Puritans, "pilgrims," etc. These
were often Whig in party and plot.

3. Born to be saved: What Puritan dnctrine is Dryden referring to?




8., [/ Zimri, counter-plotter /

In the first rank of these did Zimril stand;

A man so various, that he seem'd to be

Not ene, but all mankind's epitome:

Stiff in opinions, always in the wrong ;

Was everything by starts, and nothing leng;

But, in the course of one revolving moon,

Was chymist, fiddler, statesman, and buffoen:

Then all for women, painting, rhyming, drinking,

Besides ten thousand freaks that died in thinking,

Blest madman, who could every hour employ,

With semething new to wish, or to enjoy!

Railirg and praising were his usual themes;

And both (te shew his judgment) in extremes:

So over-vielent, er over-civil,

That every man, with him, was God or Devil.

In squand'ring wealth was his peculiar art:

Nething went unrewarded but desert.

Beggar'd by foels, whem still he found toe late,

He had his jest, and they had his estate.

He laugh'd himself from court; then sought
relief

By forming parties, but could ne'er be chief;

For, spite of him, the weight of business fell

On Absalom and wise Achitophel:

Thus, wicked but in will, ef means bereft,

He left not faction, but cf that was left. x x x

9, / Shimei, another ceunter-pletter /

Shimei,? whose youth did early premise bring
Of zeal te Grd and hatred to his king,

Did wisely from expensive sins refrain,

And never breke the Sabbath, but for gain;
Nor ever was he knewn an eath to vent,

Or curse, unless against the government,
Thus heaping wealth, by the most ready way
Among the Jews, which was to echeat and pray,
The city, te reward his pieus hate

Against his master, chose hi::.magistrate.3
His hand a vare of justice did uphold;

His neck was loaded with a chain of geld.
During his office, treasen was no crime;
The sens ef Belial had a glerious time;

Fer Shimei, tho!' net prodigal of pelf,

Yet lov'd his wicked neighbor as himself.
When two er three were gather'd to declaim
Against the monarch of Jerusalem,

Shimei was always in the midst of them;
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Zimri: The Duke ef Buckingham,

Compare the Chimei in the Biblical story.

Slingsby Bethel (Shimei) was a sheriff who helped to keep "Achitophel" from
being convicted for treason by manipulating "Achitophel's" jury.
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10 . [C.rah3

640

And if they curs'd the king when he was by,
Weuld rather curse than break g.cd company.
If any durst his factious friends accuse,
He pack'd a jury of dissenting Jews;

Whose fellew-fegling in the godly cause

Would free the suff'ring saint from human laws.
For laws are only made to punizh those
Who serve the king, and to protect his foes.
If any leisure time he had from pow'r,
(Becavse 't is sin to misemplay an hour,)
His bus'ness was, by writing, to persuade
That kings were useless, and a clog to trade;
And, that his noble style he might refine,
Ne Rechabite more shunn'd the fumes of wine.
Chaste were his cellars, and his shrieval board
The grossness ef a city feast abhorr'd:
His cooks, with long disuse, their trade forgoti
Cool was his kitchen, tho' his brains were hot.
Such frugal virtue malice may accuse,
But sure 't was necessary to the Jews;
For towns once burrt such magistrates require
As dare not tempt Ged's providence by fire.
With spiritual fered he fed his servants well,
But free from flesh that made the Jews rebel;
And Meses' laws he held in more account,
Fer forty days of fasting in the mount.

Ta speak the rest, who better are forgot,
Weuld tire a well-breath'd witness ef the Plat.

ceunter-plotter_/

Yet, Cerah,? thou shalt from oblivion pass:
Erect thyself, theu menumental brass,

High as the serpent of thy metal made,3

While nations stand secure beneath thy shade.
What tho' his birth were base, yet comets rise
From earthy vapors, ere they shine in skies.
Pradigious actiens may as well be done
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