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PREFACE

HE aim of this book is to set forth, in the simplest possible®
way, some of the questions to be considered and the
principles to be kept in view in the systematic study of
literature. Despite the large and ever increasing number
of works which deal with special aspects of literature on the
historical and critical sides, I believe that there is stll a
place for a compact and fairly comprehensive volume of thig
kind This faith may indeed be taken for granted, as othei-
wise the book would not have been written. 1 should,
however, add that the utiity of the plan adopted in iv has
been established by practical experience, since much_of its
substance has already been used and tested 1n a course of
lectures delivered bcfore University Extension audiences ~&
the Municipal Techmcal Institute, West Ham, and the
Polytechnic, Woolwich 'The fact that these lectures were
followed with sustained interest, in the one case by upward of
500, 1n the other by over 100, listeners, of whom, while many
were engaged 1n teaching, the majonty were concerned with
Literature only as general readers, encourages rthe to think
that the same matter, put into the form of a book, may prove
equally helpful to a wider circle of students
In th¢ course itself, ample illustrations were provided of
every pomnt considered.  In reducing the contents of twenty-
five lectures to meet the requrements of a not too bulky
volume, while adding a good deal that could not well be
included 1n them, I have been compclled to omit quotations
from and detailed analyses of particular works. I must there-
fore ask the reader to remember that this book is planned as
a guide and companion to his own study, and that, while 1
hope it may be interesung and suggestive 1n 1tsclf, the value
of the things said 1n 1t must ulumately be sought in their
applicauion.
It will be found that little place is given to questions of
abstract asthetics. These, as well as all details of a purely
5 K *
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scholastic character, have been purposely avoided, as my
dcsiré-througi];ut has been to make my volume of practical
service to thofe students for whom literature is primarily a
means of enjoyment dnd a help to life.

Wirriam Henry Hubpson

NOTE TO THE SECOND EDITION

Iy the two and a half years since this book was published
much evidence has reached me from many quarters of its
practical usefulness both to students of hterature and fto
gei.al readers I am thus able 1o feel with satistaction that
the opjects for which 1t was wntten, as explained in the
original preface, have to some extent at least been attained
“have seen no occasion to make any changes in the text for
this new editon, but I have added an appendix, in which
I haVe said something more about the question of personality
in literature, have dealt more fully with the treatment of
nature 1n poetry, angd have offered some suggcstions for the
study of the essay and the short story as forms of hiterary art,
1 hope that’the value of the book may be increased by these
additions.
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CHAPTER 1

Some Ways of Studying Literature

1. The Nature and Elements of Literature. What 1s Literature >—Litera-
ture and Life — The Impulses behind Literature — The Themes of
Literature — The Classification of Literature ~ The Elements of
Literature.  IT¥ Luterature as an Expression of Personality. The
Principle of Sincerity — The Man in the Book. III. The Study of
an Author. Reading and Study — The Reading of Books and the
Study of Authors — The Chronological Method of Studying an
Author — The Comparative Method. IVY Biography. Its Abuse —
And Use — The Need of Sympathy. V. The Study of Style .as an
Index of Personality. ‘The Personal Interest of Style. —

OWEVER loosely employed, the word literature
commonly carries with 1t, afike in the language’ of
criicism and in that of everyday intercourse, a_clear sug-
gestion of dclumitation ; in the one case »s in the other a
distinction is mmplied between books which in the literary
sense ate books, and those which 1n the same sense are not.
But where is the boundary-line to be drawn? The moment
that question s raised our difficulties begin In many instances
there 1s, of course, no room for discussion. We should all
agree about the place to which, for example, a rmlway guide
or 2 manual of cookery, Paradise Lost or Sartor Resartus should
respectively be assigned. But as we approach the border-
country from either side we pass into the region of uncertainty ;
and with this uncertainty the controversy as to the exact
definition of literature commences Shall we follow Charles
Lamb, who (half humorously, 1t 1strue) narrowed the conception
of literature to such an extent that he excluded the works of
Hume, Gibbon, and Flavius Josephus, together with directories,
almanacks, and * draught-boards bound and lettered on
the back ”? Shall we adopt the view of Hallam, who, under
the geneial head of literature, comprised jurisprudence,
9




10 ' AN INTRODUCTION TO THE STUDY OF LITERATURE

theology, and medicine? Or, if Lamb seems to elr on
the ome side and Hallam on the other, where between these
two extremes is any just mean to be found? These are
questions to which fho final answer has yet been given, and
it is fortunate therefore that they need not detain us here.
We shall get what for our purposes should be an idea of
hterature at once sufficiently broad and sufficiently accurate
if we lay stress upon two considerations. Literature is com-
posed of those books, and of those books only, which, in the
first place, by reason of their subject-matter and their mode
of treating it, are of general human interest ; and in which,
in_the second place, the element of form and the pleasure

which Torm gives are to be regarded as essential. A piece of
litcriﬁr‘?‘ﬂ?%émm a specialised treatise on astronomy,
political economy, philosophy, or even history, in_part
because it appeals, not to a particular class of readers only,
but o men and womnien asg._men_and women ; an in part
because, while the object of the treatise Is simply to impart
knowledge, one ideal end of the piece of literature, whether it
alsq imparts knowledge or not, is to yield astheuc satisfaction
by the manner in which 1t handles its theme.

The study of literature, as thus conceived, is as far as
possible removed both from the academic formalism and from
the dilettapte trifing, with one or other of which it has, in
popular thought, been too often associated. Why do we care
for Iiterature ? We care for literature primarily on account
of 1ts deep and lasting human significance. A great book
grows directly out of hife ; in reading it, we are brqught into
large, close,%and fresh relations with life; and in that fact
lies the final gxplanation of 1ts power. Literature is a vital
record of what men have seen in hfe, what they have experi-
enced of it, what they have thought _and felt about thoge

aspects of it which have the -most immediate_and_endurin

interest Tor all of us. Tt is thus funm
of life thng._ﬁuch expression
is fashioned 1nto the various forms of Iiterary art, and these in
themselves will, in their proper place and time, enlist the
attention of the student. But it is important to understand,

to begin with, that literature lives by virtue of the life which ig,
embadies. By remembering this, we shall be saved from the
- N —
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besetting danger of confounding the study of literature with
the study of philology, rhetoric, and even literary technique.
To say that literature grows directly out of life is of course
to say that it is in lfe itself that we have to seck the sources
of literature, or, in other words, the impulses which have given
birth_to the various forms of literary expression. The classi-
fication of literature, therefore, is not conventional nor
arbitrary. What we call the formal divisions of literature
must be translated into terms of life, if we would understand
how they originated, and what meaning they still have for us.
The great impulses behind literature may, I think, be
grouped with accuracy enough for practical purposes under
four heads : (1) our desire for self-expression; (2) our
mnferest in people and their domngs; (3) our interest in the
world of reality 1n which we live, and in the world of imagina-
~—— . e ——
don_which we conjure 1nto existence ; and {4) our_love of
form- as for, We are strongly impelled to confide to others
what we 51?15( and feel ; hence the Literature which directly
expresses the thoughts and feelings of the writer. e are
intensely interested 1n men and women, their LiveS; motives,
passions, relationships ; hence the literature which deals
with the great drama of human life and action. y,We are fond
of telling others about the things we have seenor imagined ;
hence the hiterature of description. \And, where the ®sthetic
impulse is present at all, we take a special satisfaction in the
mere shaping of expression into formggpof beauty ; hence the
very existence of hterature as art ﬁan, as we are often
reminded, is a social animal ; and 4s he is thus by the actual
constitution of his nature unable to keep his experiences,
observations, ideas, emotions, fancies, to himself, but is on
the contrary under stress of a constant desire to impart them
to those about him, the various forms of literature are to be
regarded as only so many channels which_he has opened
up for hims?'c’ﬂ"%'_:th?‘dyﬁ’ﬁagc of his_sociality, ;hlr:os\gh
media WHICH Tn themselves testly to his paramount dgsire
to blend expfesston with artistic creation. Moreover, these
mmpulses behund hterature explain not only the evolution of
the various forms of literature, but also our interest (for this
is merely the reverse side of the same matter) in such forms.
If we are constrained to make others the confidants of our
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thoughts and feelings, experiences, observations, unag:fungs,
we di¢ glad to listen while others tell us of theirs, especially
when we are aware that the range of their commerce with
life, the depth of their insight or passion, their power of
expression, or all these things combined, will render their
utterances of unusual interest and value ; while our own
delight in artistic beauty will make us readily responsive to the
beauty in which a master-artist embodies what he has to say.

Of these four impulses, the last named, being a factor
common to all kinds of literature, may for the moment be
disregarded ; for purposes of classification the other three
alone count. Now, it 18 evident that these three impulses
‘continually merge together in hfe In describing what we
have seen or imagined, for example, we are almost certain
to express a great deal of our own thought and feeling ; and
again, any kind of narrative will be found almost necessarily
to involve more or less descripuion. As these mmpulses merge
together in life, so they will merge together in literature, with
the result that the different dwisions of literature which
spring from them wall inevitably overlap. We simply dis-
tingwish them one from another, therefore—the lyric poem
from the epic, the drama from the descriptive essay, and so
jon—as one or another of the generative impulses seems_to

redominate. It 15 1n this way that we obtam a basis of
clas.»,lﬁcatlon.

Tt is, however, a basis only. To make our survey even
approximately complete, we must go farther, and consider
not only the mnpulses which produce literature, but also the
subjects with which 1t deals. These, being almost as varied as
life itself (for there is little in Iife which may not be made a
theme for literature), may at first sight appear to defy any
attempt to reduce them to systematic statement. But—snll
having regard only to practical purposes—we may perhaps
venture to arrange them into five large groups: (1) the
personal experiences of the individual as individual—thé
things which make up the sum-total of his privsate life, outer
and mnner ; (2) the experiences of man as man—those great
common questions of life and death, sin and destiny, God,
man’s relation with God, the hope of the race here and here-
after, and the like—which transcend the limits of the personal
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III

[ )

Taking this as our point of departure, we must next seek to
make our reading at once broader and more systematic,
Between the mere reader of books and the student of literature
the essential difference 1s not to be sought, as I am afraid
1t is very often sought, in the supposed fact that the one enjoys
his reading and the other does not. The true difference is
this, that the one reads in a haphazard and desultory way,
while the other’s reading 1s organised according to some
regular order or plan. So long as we simply take a book here
and a book there, as chance or the whim of the hour may
dictate, we are merely readers It 1s only when we introduce
method into our reading that we become students.

Obviously, our most| natural course is to pass digectly
from the reading of books to the study of authors.) Our first
aim being, as we have said, to estabhsh personal relations
with a man in his work, we begin by devoting ourselves to
some one or other of his wnitings which may have a special
kind of interest for us. But as students we cannot rest here.
We want to realise the man’s genius, so far as this is possible,
m 1ts ‘wholeness and variety; and to this end we have to
consider his works, not separately, but in themr relations
with one another, and thus with the man himself, the growth
of s mind, the changes of his temper and thought, the
influence upon him of his experiences in the world. Those
records of himself which he has left us in his books are now
no longer -to be regarded as detached and independent
expressions of his personality—isolated productions forming a
mere miscellaneous aggregate of unconnected unuts, to be reads
without any sense of their affiliations one with another. They
are rather to be taken as a corpus, or organic whole—not
simply as his works, but as his work A telling illustration lies
ready to hand in the case of Shakespeare. We may read,
. and we often do read, Shakespeare’s plays without the shghtest
gidea of sequence or method, jumping, let us say, from the
Comedy of Errors to King Lear, and from the Tempest back to

Midsummer Night’s Dream ; and no one will deny that the

eenest delight and a great deal of profit may be found 1n such
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random reading of°them. But though in this way we may
get to know much of Shakespeare, there is much that we
cannot get to know, We have still to study these plays
together as diverse expressions of one and the same genius ;
to compare and contrast them in matter and spirit, in method
*and style ; to concgive them, alike in their s{mllarmcs and:
in their dlﬂ’crcnccs, as products of a single individual power
revealing itself, in different periods and in curiously varying
artistic moods, now in one and now in another of them.
Hence, manifestly the need of systematising our reading.

If, recognising this need, we raise the question of the
course to be pursued, the answer is not far to seek. Clearly,
the most natural__WL_pmﬁtablc of all plans of
lstudy that might be suggested is the chronological—the
of a writer'¥works in the ord duction.. Takcn in
this way such works become for us the luminous record of his
inner hfe and of his craftsmanship ; and we thus follow in
them the various phases of his expenience, the stages of his
mental and moral growth, the changes undergone by his art
* Ir order to know Balzac, and to judge him,” writes a French
critic of that great novelist, “ we must arrange his works 1n
the order in which they were produced.” It is now almost
universally recognised that the true, in fact the only, way in;
which to ssudy Shakespeare, if we would properly know an
judge him, 1s similarly to arrange his works, so far as we ca
do so, in the order in which they were produced, since i
this way we can obtain, as we can obtain by no other method,
a substantial sense of those works as a progressive fevelation
of his genius and power. And what 1s thus now taken as a
principle of practice in the study of Balzac and Shakespeare
will be found to hold equally good in the study of every other
writer who is worth systematic study at all

To prevent misapprehension, it should, however, be added
that when we speak in this way of a writer’s work as a
whole, it is generally with a certain amount of quahfication,
We may not always or usually mean literally everything that
he produced, but simply everything that is really vital and
important as an expression of his genius. To-day there is
something very much like a mania for the collection and
preservation of every miscellaneous scrap which any great



. SOME WAYS OF STUDYING LITERATURE o1

author allowed to remain unpublished, or perhaps threw
aside as unworthy of publication ; but the outcome Jf such
indiscriminate enthusiasm has seldom any sohd value. Even
. [ ]

apart from these gleanings from the note-book and the waste-
paper-basket (which here can hardly concern us), most
writers, even the greatest, leave behind them a considerabler
body of published work, which is either tentative and experi-
mental, or in which they are merely echoes of themselves,
repeating less effectively what they have aiready said in other
forms, and adding nothing to the sum-total of their real
contribution to the world’s literature. Such secondary kind
of work will always have its value for the special student
utent upon the exhaustive 1nvestigation of a given author !
but to begin with we may, in the vast majority of cases, safely
disregard it.

In following the chronological method we shall find our-
selves, 1t is evident, conunually comparing and contrasting a

man with himself. Qur W
;;g_lp_r_@&g_gﬂ_hh..pm;)ﬁ'a ity b¥ companng and contrasting
E_rpf_vﬂ@_gmm_—_—wnh men _who worked 1n the same field,
ook up the same subjects, dealt with the same problems,
wrote under similar conditions, or who, for any other reason,
naturally associate themselves with himin our minds.: The
student of Shakespeare almost inevitably turns.to Shakes-
peare’s greater contemporaries—to men like Marlowe,
Jonson, Beaumont and Fletcher, Webster—and nightly feels
that by marking the points at which the master resembled
these other dramatists, and the pownts 1in which he differed
from them, he gains immeasurably 1 his realisation of the
essential qualities of Shakespeare’s genius and art.  We throw
a flood of fresh hght upon Tennyson and Browning alike
when we read them side by side. The fundamental features
of the art of Sophocles and Euripides are brought into relief
when we pass backward and forward from one to the other.
Thackeray furnishes us with an illuminating commentary on
Dickens, and Dickens does the same service for Thackeray.
We have laid down the principle that in studying literature
our first business 1s to enter into the spirit of our author, to
penetrate into the vital forces of his personality. We need
add no further illustrations to show how the comparative
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method will help useto do this  The doctrine that * all higher
knowledge is gained by comparison, and rests on com-
parison,” ! is as true and important in the study of hterature
as in the study of sciénce.

v

In our study of the personal hife in literature we shall of
course be greatly helped by the judicious use of good biography.
Our interest 1n the writings of any great author being once
aroused, the desire will inevitably be stimulated to learn
Something of the man himself, as a man, beyond that which
his work reveals to us. We shall be curioas to see him 1n the
social surroundings in which he lived, and 1n his daily con-
verse with his fellows ; to know the chief facts of his outward
histofy—his ambitions, struggles, successes, failures—and
the connection of his books with these ; the way in which
and the conditions under which such books were written ,
his dntellectual habits and methods of work Curiosity on
such and similar points 1s entirely natural and legitimate, and
we need not scruple to gratufy it. We may well be grateful,
therefore, for such massive and detailed narratives as we
possess, forginstance, of the lives of Milton, Johnson, Goethe,
Scott, Tennyson ; apart altogether from their interest simply
as human documents (which 1s really a different matter),
their direct literary value 1s mestimable, since we rightly feel
that we can understand and ¢njoy the works of these men so
much the better for the information they afford. And for
every good prece of biographical writing, small or great, we
shall be similarly thankful, and for the same reason. Side by
side on our shelf with the books of any author we really care
for, a place should thus certamnly be made for some well-chosen
account of his life.

It is necessary, however, to lay stress upon the twofold
quabfication which I have suggested ; 1t 1s good biography
which alone can be of service to us, and this must be used
judiciously and kept in its proper place. There 1s a great
deal to-day which passes under the name of literary biography

! Max Muller, Lectures on the Science of Reliaion, p. 12.
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which yields little more than trivial gossip about those details
of the private life of famous men with which the public has
really no concern, and which the studgnt is not in the least
helped by knowing. * Petrarch’s house in Arqua, Tasso’s
supposed prison in Ferrara, Shakespeare’s house in Stratford,
Goethe’s house in Weimar, with its furniture, Kant’s old hat,e
the autographs of great men—these things,” as Schopenhauer
nghtly remarked, *“ are gaped at with mterest and awe by
many who have never read their works.” Since Schopen-
hauer’s time, the craze for mere personal detail, at once fostered
and fed by a newspaper Press which, in these matters, has lost
all sense of reticence and decency, has developed to an extent
which may fairly be described as alarming, as the puerilé
chatter with which even our so-cailed literary and cntical
periodicals frequently fill their pages only too eloquently
proves  We must not mistake our interest in the external
facts of literary biography—which 1s genetally an dle, often
a vulgar interest—for an 1nterest in literature itself ; our
knowledge of these things, however wide and accurate, for
literary culture  This warning 15 opportune, for the danger
lest we do so 1s real and urgent, and may beset us at times when
we ate least on our guard agamst 1t The student of Carlyle,
for mmstance—I take an example which at once suggests atself,
and than which 1t would be difficult to sclect one more
immediately to the pomnt—will find much to s purpose 1n
Froude’s four volumnes of biography , yet through the perusal
of those volumes he may easily get himself entangled 1n the
whole problem of Carlyle’s home-hfe and domesuc relation-
ships, and in the mass of controversial hiterature which
within recent years has unfortunately grown up about this
But the fact is that with this problem he, as a student of the
great preacher and artist, has notlung whatever to do, and
that thus all the hundieds of pages which have been written
about 1t are for him little more than so much rubbish  Hence,
as they add nothing of real significance to our knowledge of
the essential personality and character of the author of Sartor
Resartus and Past and Present, and as the mastery of them
would at best involve an expenditure of tune which could
be much more profitably devoted to Sartor Resartus and Past
and Present themselves, we shall do well, 1t 1s clear, to leave*
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them severely*alone? I am not one of those who believe that
we are really better off for knowing no more than we are
ever likely to know sabout the man William Shakespeare,
actor, manager, playwright, frequenter of the Mermaid
Tavern, citizen of Stratford ; on the contrary, I quite frankly
‘admit that I should be glad to have the greatest amount of
detailed information about him in all these capacities. Yet
I am bound to add that this feeling is more than half due to
curiosity only , and if I were asked whether I think it prob-
able that we should gain in the least in our insight into the
essential Shakespeare—the Shakespeare of the plays—if we
had as many particulars concerning his relations with Anne
Hathaway as we have of Carlyle’s relations with Jane Welsh,
and were able to read the personal nddle, if personal riddle
there be, of the Sonnets, 1 should answer with an unhesitating
negatjve. And it is with Shakespeare the poet and dramatist,
as it is with Carlyle the great prophet and consummate
litérary artist, that we ought rather, after all, to be con-
certied. - -
" Bat because we are fully altve to the danger lest biography
may too easily degenerate into 1dle and impertinent gossip
about unimportant things, we need not therefore go with some
critics to the other ‘extreme of maintaimng that biography
is valueless and that the student of a man’s work should
confine himself to that work, and has no proper interest 1n
the man outside it. Distinguishing as we must between the
reading of a biography simply as a piece of literature, which
is one thing, and the reading ef it in connection with'and as a
commentary upon an author’s writings, which 1s another, we
shall in the latter case welcome and utihise everything that
really brings us into more ntimate relationships with the
genius and essential character of the man with whom we have
to deal; all else may go. And in good biography—as in
Carlyle’s own admirable essays—it will be found that a line
1s commonly drawn between the important, intrinsic, and
fundamental aspects of experience and character and those
which are merely trivial, superficial, and accidental. Of course
it will often be difficult, in any given instance, to say exactly
up to what point the personal material will be useful to us,
" and where it will cease to be s0. bSometimes a seemingly in-
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significant fact will prove to be unexpestedly, illuminating
and suggestive ; sometimes, on the other hand, phases of a
man’s career, important and intcrcsting in themselves, will
turn out on examination to have had so little to do with his
work that on the literary side they will mean nothing. Hence
we must exercise our own tact and discretion. Much will,
depend upon the special objects we may for the moment have
in view ; a good deal also on the nature of the particular case.
Thus, for instance, biographical detail will always occupy a ¢
prominent place in the study of Dante, whose writings can
hardly be understood when detached from his life, and of
Goethe, whose works, according to his own oft-quoted de-
scription of them, were but fragments of a great personal
confession ; while with Johnson, as every reader knows, the
usual relations between production and brography are
actually reversed, and instead of the life being read as a
commentary upon the writings, the wntings are read almost
entirely in connection with the life We can therefore lay
down no hard and fast rule for the use of biography in literary
study, nor is it necessary that we should try to do so. It will
be well for us, however, to be on our guard against the rather
widespread error of confusing means employed with end to
be attained Biography in itself is nearly always interesting
and generally profitable But the study of biograpghy 1s not the
study of literature, and shouldniever be made a substitute forit -
In closing this section let me insist that it 1s beyond ail
things necessary that we should cultivate a spirit of sympathyv
—at leadt of w syinpathy—with our author We
cannot of course expect that our personal relations with all,
the great writers we may from time to time take up will be
uniformly intimate and agiceable Our own temperaments
have to be reckoned with. Literature contains the revelation
of many different personalities, and we ourselves have our
well-marked leanings and antipathies. It is to no purpose
then that the dogmatic ciitic tells us that we must perforce
enjoy this or that author, admire this or_that book, on pdin
of instant condemnation as hopelessly lacking in taste. No
one has a right thus to impose his own judgment upon us ;
and honest likes and dislikes are never to be despised. We

cannot force our temperaments ; jp literatyre as in life there
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are people whose greatness we may indeed recognise, but
with whom we should find good-fellowship altogether im-
possibleé ; others, towards whom our feelings will be of positive
repugnance. It is rilht to recognise this fact, and wise to
accept its implications, if only that we may be saved thereby
Jfrom the too common habit of indiscriminate or merely
conventional admuration. Yet recognition of it should be
accompanied by certain reserves. We must remember that
many authors should prove interesting, even when, and
occasionally because, they are intellectual and moral aliens;
.tous. We must remember, too, that it 1s precisely as 1t brings
US;ihto contact with many different kinds of personality,

ith often challenge our own, and thus increases our
flexibility of mind, breadth of outlook, gatholicity of taste and
judgment, that the value of literature as a means of culfure
becbmes so great A certain amount of patience and per-
sisteney in our deafings with writers who at first rather repel
than attract 1s therefore to be recommended. The fault may
lie entirely with us—n prejudices which we ought to over-
comg ; in mere inabihity to place ourselves at once at therr
point of view, or even to rise to the level of their thought and
power. In any event, we may rest assured that without
some amount of imtral svmpathy, we shall never understand
an author’s real character To 1each the best in hiterature,
-as in life, sympathy is a prehminary condition.  Ouly through
sympathy can we ever get into iving touch with another soul.

v

It is while we are stilll dealing with hiterature on the personal
side that style or expression first becomes important for us
It 1s very commonly supposed, indeed, that the formal
wwfonly- This 15 a
serious mistake. Leaving the more technical and recondite
aspects of the subject for the moment out of consideration,
we have thercfore to mnsist thatﬁhc study of style is itsclf full
of broad interest for every reader who seeks to enter into the
human hfe n literature. :
» It is probable that we have all at some time or other had
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the experience of chancing upon a passage quoted without
indication of authorship, and of exclaiming—** So and so
must have written that.” In such a case, it is often not the
thought that strikes us as farmliar so ‘much as_the way inj
which_the thought 1s expressed. The passage has somehow
we might be at a 1oss 16 say exactly how—a charactensuc,
ring, like that of a well-known voice. However commonplace
the idea, we feel sure that no one else would have put it just
in that way. ( The choice of the words, the turn of the phrases,
the str re of the sentences, their peculiar rh and
cadence—these are a jously instinct with the individuality
of the writer. The thing said may have ht{le to distinguish
it, but the man has put himself'into it none the less.) .
This is enough to show that style—I am using the word
m its broadest sense—is fundamentally a_personal quality :
that, as Buffon’s oft-quoted dictum has 1t, le style est de I"homme
meme  When Pope called 1t * the dyess of thought,” hefailed
enurely to recogmise its essentially organic character, for he
evidently concewved 1t as something apart from the man,
which he could put on or take off at wilk Sty]c; as Carlyle
says 1n one of his Journals, 15 not the coat of a writer, but_his
skin. There are authors, of course, who have deliberately
shaped their utterance on the speech of stronger men, and
sct themselves to reproduce their very gestures agd manner-
1sms , the tyro 1n letters 1s often, indeed, advised by teachers
who know no better to take this or that master as his model
Moreover, the sttongest and most original men are frequently
deeply imffluenced by others, and carry traces of such influence
m then style  But as sincenity 1s the foundation-principle of
all true literature, so 1s 1t the foundatuon-principle of all true
style A man who has something really personal to say will
seldom fail to find a really personal way 1 which to say 1t.
Thought which 1s his own will hardly permut itself to be,
shaped into the fashion of some one else’s expression. Imita-
tion will always be significant as revealing the sources fro
which a wniter who deals with hfe mainly at sccongl:b_anc:b

derives his inspiration ; but 1t takes us mn reality but a shor

distance bencath the surface even of his work. Imiiate as
he may, the native qualties of a man—His inherent strength
and weakness—will ulumately show through, and he will of
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necessity write himself down for what he is. So profound a
truth ds it that “ every spirit bdilds its own house.” 1
* Literature,” says one who was himself a great master
of style, ““ is the personal use or exercise of language. That
this is so is . . . proved from the fact that one author uses
«it so differently from another. . . . While the many use
language as they find it, the man bf genius uses it indeed,
but subjects it withal to his own jpurposes, and moulds it
according to his own peculiarities é‘ he throng and succession
of ideas, thoughts, feelings, imaginations, speculations, which
pass within him, the abstractions, the juxtapositions, the
comparisons, the discriminations, the conceptions, which
are so original in him, his views of external things, his judg-
ments upon life, manners, and history, the exercises of lus
wit, of his humour, of his depth, of his sagacity, all these
innumerable and incessant creations, the very production
and throbbing of his intellect, does he image forth . . . mna
corresponding language, which is as multiform as this inward
mental action itself, and analogous to it, the faithful expression
of his intense personality, attending on his inward world of
thought as its very shadow ; so that we might as well say
that one man’s shadow 1s another’s as that the style of a really
gifted mund can belong to any but himself. It follows him
about a5 a ghadow. His thought and feeling are personal, and
s0 his language is personal.” 2

1 The following extract from one of our earliest English critics will be
read with interest, because 1t shows that men were mmpressed by the
personal quality of style as soon as they began to think about literature
at all. “ Style 1s a constant and conunual phrase or tenour of speaking
and writing. . . . So we say that Cicero’s style and Sallust’s were not
one, nor Casar’s and Livy's, nor Homer’s and Hesiodus’, nor Herodotus’
and Thucydides’, nor Eunipides’ and Anstophanes’, nor Erasmus’ and
Budeus’ styles And because this continual course and manner of wnting
or speech sheweth the matter and disposition of the writer’s mind more
than one or two instances can show, therefore there be that have called
style the 1image of man (mentis character). For man is but hus mund, and
as hus mund 1s tempered and qualified, so are his speeches and language
atlarge, and his inward conceits be the metal of his muind, and hus manner
of utterance the very warp and woof of his conceits ** (Puttenham, The drts
of Englishe Poesie, 158g).

$ Newman, Lectures on Literature, in The Idea of a Unwersity, § 3.
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1 have made this long quotation chiefly with the view of
further elucidating the principle I am trying to make’ clear
by putting it in language other than py own. One point
touched upon by Newman is, however, worthy of special
attention. He notes, it will be observed, that while the
majority of men use the language of their time * as they find
it,”” the man of genius subjects such language ““ to his own
purposes, and moulds 1t according to his own peculiarities.”
This means that language always receives a certamn fresh
impress from the hands of every writer of strongly marked
personality. As Dr Rutherford, Headmaster of Westminster,
n speaking of the style of Thucydides, has well said : * Just
in proportion to the measure of individuality with which #
man is gifted, does his use of the language of his race ”—and
we may add, of his period—" differ from the common or
normal use ”’ ; and this difference is sometimes so great that
“we may know a language very well in an ordinary way,
and yet be unable to enjoy perfectly some of the greatest
writers in1t.””  In this fact we have another illustration of the
inumate and inevitable relation of personality and style.

As even an unctitical reader, then, must recognise the
individual quality in style, and as this is something which
we are bound to feel with ever-increading distinctness the
more we think about it, the student will naturally be led to
consider wherein, 1n any given case, this individual quality
consists, and to look closcly into the connection between the
character of a writer’s genius and thought and the form of
expression which he has fashioned for himself. To approach
style 1n this way is to find in it not only the living product
of an author’s personality, but also a transparent record of
his intellectual, spiritual, and artistic growth. Carefully
examined, it will tell us much of his education ; of the influ-
ences which went to shape and mould his nature; of the
masters at whose feet he sat, and who helped him to find
himself ; of the books he ived with ; of his intercourse with
men ; of the development and consolidation of his thought ;
of his changing outlook upon the world and 1ts problems ;
of the modifications of his temper and of the principles by
which he governed his art in the successive stages of his
career. All the factors which combine in the making of a
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man will subtly play their parts in giving to his style its well-
definéd individuality of form and colour ; all the phases of
his outer and inner experience wil] rchstcr themselves 1n it.
In the chronologlcal study of his writings, therefore, it will
become interesting to correlate the changes undergone by
+his style with contemporaneous changes in his matter and
thought.! Even his defects of utterance, his limitations, his
mannerisms, will thus have their value. Matter and expression
being no longer thought of apart, as things which have no
connection or at most only an accidental one, style will become
for us a real index of personality, and the way in which a
writer expresses himself a commentary upon what he says

[

1 The extraordinary changes which came over Shakespeare’s style during
the twenty years of his dramauc acuvity are familiar to all students of the
plays. “ In the earhest plays the language 13 sometimes as it were a dress
put upon the thought—a dress ornamented with superfluous care , the
1dea 1§ at umes hardly sufficient to fill our the language 1n which 1t 1s put ,
in the muddle plays ( Jultus Cesar serves as an example) there seems a perfect
balance and equality between the thought and its expression. In the
latest plays this balance i1s disturbed by the preponderance or excess of
1dead over the means of giving them utterance The sentences are close-
packed ; there are ‘ rapid and abrupt turmings of thought, so quick that
language can hardly follow fast enough , impatient acuwvity of intellect
and fancy, which, havifig once disclosed an idea, cannot wait to work 1t
orderly out’ ¢’ (Dowden, Primer of Shakspere, p 37) Itas evident that these
changes are s:mply the external expression of changes 1in thought and
feeling. Shakespeare could no more have written Cymbeline 1n the style of
Love’s Labour’s Lost than Carlyle could have wnitten Sarior Resartus 1n the
style of Washungton Irving.
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Some Ways of Studying Literature (concluded)
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AS we pass fiom individual books to their authors, so
by an equally natural transiion we pass from an
indn1dual author to the age in which he lived, and the nation
to which he belonged We cannot go far m our study of
hterature before we realize that 1t involves the study of the
lustory of literature. A great writer is not an 1solated fact.
He has his afliliations with the present and the past; and
thiough these affibations he leads us inevitably to his con-
temporaries and predecessors, and thus at length to a sense
of a national literature as a developing organism having
a continuous life of its own, yet passing in the course of its
evolution through many varying phases. Thus in our study
of literature on the historical side we shall have to consider
two things—the continuous hife, or national spiritin1t ; and the
varying phases of that continuous life or, the way in which it

embodies and expresses the changing spirit of successive ages.
31
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First, what do we mean when we speak of the history of
any ‘national literature—of the history of Greek, or French,
or English literature ? The ordinary text-book may perhaps
give us the impression that we mean only a chronological
account of the men who wrote in these languages, and of the
books they produced, with critical analyses of their merits
and defects, and some description of literary schools and
traditions, and of fluctuations in fashions and tastes. But in
reality we mean much more than this. A nation’s literature
i8 not a miscellaneous collection of books which happen
to have been writien in the same tongue or within a certain
geographical area. It is the progressive revelation, age by
age, of such nation’s mind and character An individual
writer may vary greatly from the national type, and the
variation, as we shall have to nsist presently, will always be
one of the most interesting things about him. But his genius
will still partake of the charactenistic spint of his race, and in
any number of representative writers at any given time, that
spirit will be felt as a well-defined quality pervading them
all, We talk of the Greek spirit and the Hebrew spirit. By
this we do not of course suggest that all Greeks thought and
felt in the same way, that all Hebrews thought and felt
in the same way. We simply mean that, when all differences
as between man and man have been cancelled, there remains
in ca-_gl_l_ggs;g_a__cl;axly_mcgg@scd substratum of racial char-
acter, a- certain -broad element commaon tg_all l;__gge_ks as
Greeks, and to all Hebrews as Hebrews. It is in this sense
that we speak of the Hebrew and the Hellenic vicws of hfe,
and compare and contrast them with one another. Now, as
such common qualities are most fully expressed in the litera-
tures of the two peoples—as Greek literature is the com-
pletest revelation of the mind and character of the Greek
race, and Hebrew hiterature of the mind and character of the
Hebrew race—it is_through their literatures that we really
come to know these peoples best, alike in tire
in their imitations, and to learn at first hand what they have
contributed to the permanent intellectual and spiritual
possessions of the world. We travel that we may see other
nations at home—their “ cities of men and manners, climates,
councils, governments ” ; and this we rightly conceive as
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an important agency in humane culture. The study of
literature is a form of travel ; it enables us to move 4bout
freely among the minds of other races ;, with this additional
advantage that, as Professor Barrett Wendell has happily
said, it gives us the power of travelling also in time. We
become familiar not only with the minds of other races, but
with the minds of other epochs as well.

The history of any nation’s literature, then, is the record
of th_grgg@,_pf_t,hﬂs_nanm genius and character under
one of+1ts most important forms of expression. In this way
literature becomes at once a supplement to what we ordinarily
call history and a commentary upon it. Hxstory deals mainly
with the externals of a people’s civibisation, portrays the
outward manner of their existence, and tells us what they
did or failed to do in the practical work of the world: But it
is to their literature that we must turn 1f we would under-
stand their mental and moral characteristics, realise "'what
they sought and achieved in the world of inner activity,
and follow through the stages of their changing fortunes the
ebb and flow of the forces which fed their emotional energies
and shaped therr intellectual and spiritual life.

1

We thus come to a singularly interesting and fertile line
of inquiry—the study of the literature of an age as the ex-
pression of its characteristic spirit and ideals.

Even the most casual reader is soon struck by the many
qualities exhibited in common by writers belonging to the
same time, no matter how widely these may differ among
themselves. There is perceptible among them a marked
family likeness ; or, as Shelley put it, ‘‘ a general resemblance
under which their specific distinctions are arranged.” !
We have said that in order to get a clear idea of the sahent
features of Shakespeare’s genius and art it is necessary to
compare and contrast him with his fel]ow—playwnghts
Though in doing this we shall at first be most strongly im-
pressed by those outstanding elements in his personahty

1 Preface to Prometheus Unbound.

c
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which set him aliogether apart from men like Marlowe,
Jonsom, Fletcher, Webster, we shall hardly fail presently to
observe also in how many ways he none the less resembled
them, as they in turn resembled each other. Taking them
as a group, and considering alike the matter and texture of
their work and its form and spirit, we shall find in them a
predominant and unmistakable common note; we shall
feel that these Ehizabethan dramatists are united by a number
of elementary characteristics which sharply distinguish them
as a group from the men of Pope’s time and the men of
Wordsworth’s time. It is these group-characteristics which
we have now to investigate if we would grasp the underlying
principles and the historic significance of that large and
intensely fascinating body of work which we call roughly the
Elizabethan, or, more correctly, the Enghsh romantic drama,
and if we would see that work in its vital relationships, not
with ‘this or that author only——Shakespeare or any other—
but with the whole social world out of which 1t came. Hence,
however much Shakespeare himself as a unit may interest
us by the distinctive qualities of his individuality, attention
to these must not be allowed to blind us to the fact that he
too, like his companions and rivals, was after all the product
and exponent of a particular phase of civihsation and culture,
and that wg may get far into the heart of the conditions and
tendencies of his time if we devote ourselves to the considera-
tion of the generic as well as to the specific aspects of his
writings. Clear as this principle of historical interpretation
should be, it may yet be well to illustrate it in a sobmewhat
different way. If we place Pope side by side with Tennyson
we shall of course be struck at pnce by the glaring contrast
between the two poets, and our first impulse will probably
be to regard tlus as merely a contrast of personality in the
narrowest scnse of that word. But as a contrast of personality
only it cannot be entirely explamned. The wntings of both
Pope and Tennyson everywhere bear, minghng with ther
individual qualities, the unmistakable impress of those
impersonal forces of their respective epochs which combined
to create what we describe as the ZJegeist or Time-spirit
of the age of Anne and the Victorian era ; and if we should
-be troubled by any doubt as to the reality and importance of
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such Time-spirit, it will be dissipated on our observing that
precisely where the two poets differ most radically from’ each
other there they often remind us most djstinctly of their con-
temporaries. Apart from all consuderations of individual
genwus and temper, The Rape of the Lock could hardly have
been born of the age which produced The Princess. Pope’s
mock-epic belongs to the days of The Spectator, Tennyson’s
medley to those of Charlotte Bronte’s novels and Mrs Brown-
wg’s Aurora Leigh ; which means that all the vast and far-
reaching changes in the thought of a hundred years concerning
women and their place in society and on many other matters,
have to be taken into account in estimating the difference
between two works which thus regarded bccome broadly
typical of much beyond the individual poets’ characters and
ntentions. In the same way, the Essey on Man and In
Memoriam express the mood and speculation, the one of an
epoch of facile and superficial optimism, the other of an epoch
of heart-searching doubt and spuitual struggle, quite as clearly
as they set forth respectively the thoughts and feelings of the
poet-philosophers themselves Once more, the contrast be-
tween Tennyson’s intense love of nature and the conspicuous
absence of any signs of such love in the town poetry of Pope
is one that has to be interpreted on a wider basis than that
furnished by any consideration of mere personal,differences
of taste and temper It 15 a contrast which will be found
to hold good as between all the poets of Tennyson’s time
as a class and all the poets of Pope’s time as a class. The
deep feehng for nature which is one of the most marked
charactenistics of our nineteenth century poetry as a whole is
evidently, then, 1n large measure the product of a changing
Time-spirit working more or less uniformly on many different
minds, and tending at this point to bring them into a certain
substantial harmony with one another.

As there is a common racial character in the hterary
productions of any given people, so therefore there is a
common time-character in the hterary productions of such
people at any given period. A nation’s life has its moods of
exultation and depression ; its epochs now of strong faith
and strenuous idealism, now of doubt, struggle, and disillusion,
now of unbelief and flippant disregard for the sanctities of
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existence ; and while the manner of expression will vary
greatly with the individuality of each writer, the dominant
spirit of the hour, whatever that may be, will directly or
indirectly reveal itself in his work ; since every man, according
to Goethe’s dictum, is a citizen of his age as well as of his
* country, and since, as Renan put it, ““ Qne belongs to one’s
century and race even when onge reacts agamst one scentury
race.””

Thus when we speak of periods o literature—of the litera-
ture of the age of Pericles or Augustus, of Louss XIV or the
Revolution, of Elizabeth or Anne or Victorina—we have in
mind somcthing far more important than the establishment
‘of such chronological divisions as may be arbitranly made
for the sake of mere convenience. Such phrases really refer
to differential characteristics—to those distinctive qualities
of theme, treatment, manner, spint, tone, by which the
literature of each period as a whole is marked, which are
more or less pronounced in all the writers of that period, and
by virtue of which these writers, despite their individual
differences, stand together as a group 1n contrast with the
groups formed by the writers of other periods.

We have, therefore, to study the literature of an age, as
we study the writings of each scparate author, as a great body
of work expressing a common spirit under many diverse
individual forms We may of course do this, after the hapit of
many historians of literature, by looking no further than
literature itself. Our chief object will then be to Investigate

nd decay of literary fashions and tastes,
the formatlon of schools, the rise and fall of critical standards
and 1deals, the influence of particular men in initiating fresh
tendencies and giving a new direction to literature, and
so on ; keeping meanwhile strictly to the literary phenomena
themselves, and conceiving of these as explicable by reference
only to such forces as lie within the field of literary activity.
Of this narrower method of treatment I shall have something
more to say presently. But those who care pre-eminently
for the life which is in hterature will scarcely be content to
rest at this point of view. They will rather press on to examine
the connection of the literature of the period under considera-
tion with all the motive forces at work outside literature in
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the society of the time. If we ask, for example, Why did our
English writers produce and English readers enjoy, #t the
end of the sixtcenth century, The Faery Queene, at the end of
the seventeenth, The Hind and the Panther, at the end of the
eighteenth, the poems of Burns and Cowper ? or, Why did
the age of Shakespeare find 1ts main artistic outlet in the
drama, and what were the causes which combined in the
eighteenth century to bring about the decline of the drama
and the rise of the modern form of prose fiction ? or, How
arc we to account for the general coldness and aridity of the
literature of Pope’s time, and for the strong and often stormy
passion which swept into poetry with the development of
what we call Romanticism? then we have to seek our
answers in considerations which carry us far beyond all
questions of literary taste and critical theortes.{ The historian
of hterature may indeed object that with all these remoter
problems he as a student sumply of Literature has really nothing
to do, that his business 1s entirely with books as he finds
them, and with such forces as le, as I have put it, within the
field of Iiterary activity. We need not quarrel with those
who take up such a position ; rather, we may gladly allow
them to do their own work 1in their own way, while we our-
selves profit to the fullest extent by the results At the same
time ywe have to insist thatjthe domain of hteratyre cannot
permanently be thus isolateg,‘ and that really to understand,
literature we have cogtinpally to get out of literature into the
life by which it is fed. w/As behind every book that 1s written

lies the pErsonality of the man who wrote 1t, and as behind
every national literature lies the character of the race which
produced its€o behund the literature of any period le the
combined forces—personal and impersonal—which made
the life of that period, as a whole, what it was. ) Literature
15 only one of the many channels in which Uf:&energy of an,
age discharges itself; in s pohucal movements, religious
thought, philosophical speculation, art, we have the same
energy overflowing into other forms of expression. The
study of English literature, for example, will thus take us out
into the wide field of English history, by which we mean the
history of English politics and society, manners and customs,
Culture and learning, and philosophy and religion. However
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diverse the eharaocteristics which make up the sum-total of
the life of an epoch, these, like the qualities which combine
in an individual, arg not, as Taine puts it, merely * juxta-
posed " ; they are interrelated and Interdependent. Qur
aim must therefore be to correlate the literature of any age
we may take for consideration with all the other important
aspects of the national activity of the time. In dowmng this
we must of course remember that the age in question grew
out of that which preceded it ; that its own spint and ideals
were never fixed or settled, but were on the contrary in a

contir%t%iﬂmﬂﬂmmm; and, above all, that
many different and often conflicting tendencies (some arising
‘in natural reactton aganst others) are always to be found at
work together 1n the civilisation of any period. This means
that we have not only to investigate the literature of any
given moment in conncctioB_vvlthézﬁ_em:g state of
society, but have also to follow the movements of literature
in their connection with contemporaneous movements and
cross-currents in other regions of life and thought.

Thus—to take a single illustration only, and this from a
field which lies very near to the sympathies of every reader—
the hiterature of the Victorian era, marvellously rich as 1t is in
the range and vartety of its purely personal interests, will
gain 1mmensely 1n significance and value if we study it in
detail in its relations with the many-sided hfe and activites,
with all the great intellectual and social movements and
counter-movements, of Victorian England—with the growth
of democracy, humanttariamism, and the zcal for reform ;
with theé enormous progress of science, and the profound
disturbance of thought produced by this ; with the immense
industrial changes brought about In'Targe part by the applica-
tion of science to practical life ; with_the resultant struggle
between thaterialism and idealism, upon both the theorrucal
and the practical sides ; with the art-revival ; wuth the
development 6f the romantic spirit prompting men to scek
a‘ﬁrﬁfgﬁmmﬁmwng
of this romantic spirit with the spirit of reform ; and so on.
Thus studied, Victorian literature, while never for a moment
ceasing to appeal to us as the varied product of many different
minds working independently upon the most diveigent lines,
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will be found to exhibit fresh depths of interest and mcanmg\
as a revelation of the thoughts and feelings, the aspn'at)ons
and ideals, the doubts and struggles, the faith and hope, of a;
great, intense, complex, and turbulent period of our history

T -

From my thus emphasising the immediate and necessary
connection between the hiterature of an age and the general
life out of which 1t grows it may be inferred that I am to a
certain extent following the lead of Taine, who attempted
to interpret literaturc n a rigorously scientific way by the
application of his famous Tormula of the race, the milien, and
the moment ; meamng by race, the hereditary temperament
and disposition of a people ; by mulien, the totality of their
surroundings, their climate, physical emvironment, political
mstitutions, socxal condinons, and the Iike , and by moment,
the spirit of the period, or of that particular stage of national
development which has been reached at anv given time.
I must, however, hasten to add that [ am no disciple of the
brilhant French theonst.  Suggestive as his method may be
when _employed carefully and with a full sense of 1ts limita-
tions, it is sull clear that 1t breaks down completely at several
important points. 1 do not now dwell upon the fact, which
must be patent to every reader who takes up his_Literary
History of the English Prople, that Taine's interest 1s 1n reality
not in hiterature as Dierature, but 1n hterature as a document
m the history of national psychology, and that thus, sub-
ordinating as he does the study of hiterature to the study of
society, he necessarily approaches the problem of their relation-
ship from a point of view and with a purpose quite different
fiom our own Setting this consideratton amde, I shall
content myself with indicating two conspicuous defects of his
method as 1t directlv concerns thm atself

According to Taine’s theory, all the individuals of a natuon
at any particular time aie to be regarded simply as the
products of the three great impersonal forces wiich he evokes
to account for them ; and thus the study of any author is
reduced by him to an examination of the manner in which
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his genius and work express the combined action of the
influénces which play upon him in common with all his
fellow-countrymen gnd contemporaries. The initial error
in this view, and it 1s one that goes far to vitiate it entirely,
is its neglect of that essential factor of all really great literature
upon which I have already laid so much stress—the factor
of personality. In Taine’s hands the individual becomes
little more than a sample of his race and epoch. Thus he
practically overlooks the individual variation, or the quahties
which differentiate 2 man from his surroundings ; and this is
a fatal mistake, since the greater the genus, the greater and
the more important the individual varation, the differential
qualities, are likely to be. It is the munor men of an age in
whose work the general spirit of that age is most faithfully
reflected, and by which it is transmitted with the least amount
of personal colouring ; a fact which shows that from the
historical point of view these mnor men will always have a
special interest of their own  The strong man is most himself,
is most independent of current influences, and it 1s in its
application to his work, thercfore, that the scientific formula
will leave mast unexplained It has been said that the
man of genius sometimes is such in virtue of combining the
temperament distinctive of his nation with some gift of his
own whiclh 1s foreign to that temperament; as in Shake-
speare, the basis 1s English, and the individual gift a flexibility
of spint which is not normally English " ! So with the man
of geruus and the spint of his time ; we must make the fullest
allowance for the individual gift, the marked and exceptional
personal quality, which combines 1n him with the common
characteristics of the world 10 which he belongs ; and unless
we do this—unless, in other words, we lay hold of precisely
those features of his genius which are not to be accounted for
by any reference to his race, surroundings, and period—we
shall misunderstand him altogether. In the historic study of
literature, then, we are quite as much concerned with vara-
tions from the predominant type as with the type itself. After
investigating in the greatest detail the way in which the forces
of an age entercd as formative factors into the personality
of any great writer, and helped to give direction and tone to
1 Jebb, Classical Greek History, p. 29.
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his work, we are still brought back to that which no formula
will elucidate, and no analysis explain — the original,
mysterious, incommunicable element of personal genius itself.
This we must be content to take as we find it ; and how-
ever wide the lines of our subsequent inquiry, it 1s from this
that we have to set out as our datum and point of departure.
In one other most important respect Taine’s theory must
be pronounced unsatisfactory. Neglecting the individual,
he naruralty migglects personality as an originating force. He
notes the manner in which the age affects the author ; the
manner in which the author affects the age he does not note.
But the relation of hterature and life 15 a double-sided re-
Jation ; while the work of a great author is fed by the com~
bined influences of his epoch, it enters again into that epoch
as one of its most potent seminal elements. If we cannot
understand Victorian hiterature unless we connect 1t with the
large social and intellectual movements of Victorian cvilisa-
tion, neither can we understand these movements themselves
unless we realise how they were stimulated, or guided, or
checked, by contemporary literature  The names of Tenny-
son and Browning, of Carlyle, and Ruskin, and Dickens—to
take the most prominent examples only—are the names of
men who counted enormously 1n the development of the Time-
spirit of the world 1n which they lived. In our pwn study,
therefore, we must be careful to keep this double-sided
relationship always in view We must regard the great'
writer as the creator as well as the creature of his time, and
while kedn to appreciate what the age gave to him, we must be
equally solicitous to discover what 1n turn he gav® to the age.-
It 1s evident, then, that Taine’s attempt to wrte the
Luterary Hustory of the English Pegple on the basis of a formula
in which the fundamental element of individuahty is practi-
cally ignored, was necessarily foredoomed to failure, and that,
in the nature of things, no such scientific treatment of literary
facts and problems can be other than disappointing, at any
rate for the student of Iiterature It remains for us none the
less to msist on the great interest and importance of the
study of literature as literature on the sociological side. It is
sometimes felt that to take Literature in this way is to destroy
our personal sense of the life in 1t ; that when we adopt the
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historical method, great books, instead of being enjoyed as
expressions of individual thought and fecling and master-
pieces of art, come fo be regarded rather as specimens to be
analysed with critical disinterestedness, or classified and
ticketed like the bones of dead animals in a museum of
anatomy, , One may well be pardoned for sympathising with
such a misgiving. At the same time it should now be
apparent that 1t 1s really founded upon a mistaken idea of the
historic method and its results. To relate hterature to the
whole world of varied activity of which 1t 1s one expression,
is not to destroy its living interest, but to make that interest
broader and deeper; without ceasing to be essentially
individual, literature thus comes to be more comprehen-
sively human, as a record of the Iife of man as well as of the lives
of men. Moreover, by realizing the relativity of hterature
we gain a point of view from which every aspect of literary
art becomes quickened for us into fresh significance  Hence-
forth we need not find any period of hterary history wholly
wanting in the quality of ife Much of the literature of the
past must on our first approach to 1t necessarily seem to us
both dull and unattractive—matter for the specialist, not for
the general student Thoughts, feelings, 1deals change ; the
fashion of their utterance changes hkewise ; chasms yawn
between ys and bygone generations, and many a book
which once held its readers spellbound seems a vapid and
futile thing to us who belong to another age, and are touched
by other modes of passion and other manners of speech.
QOur text-book writers and professional critics seldom acknow-
ledge this, and by their failure to do so they often discourage
young and untried students, who are apt to feel that their
own mability to take a vital and personal interest in many
books which figure prominently in the annals of literature 1s
entirely due to some radical defect in themselves. This s
not necessarily so. Of even the greater books of the past
there are comparatively few which have not suffered more or
less seriously, while all but the very greatest have suffered
much, from the changes which are ever going on in life,
fashion, taste ; and it 1s at once idle and unwise to attempt
to deny this fact or to shirk its obvious imphcations  But 1t
is precisely here that the value of what we call the historic or
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sociological study of liteérature should become apparent.
When we take up the historic point of view, we can earry
every book, even the dullest, back into t{lc Ife out of which
it onginally grew ; we can place ourselves to some extent
in the relations of its first readers with it ; and the result 1s
that the rich life-blood of humanity begins to flow once more
through its long-dead pages Forms of art, which to us are
simply archaic—subjects and methods which can never now
be revived—suddenly become of mterest If only as a record
of what men once found potent to move, charm, console,
inspire—if only as an example of what once seemed beautiful
and engaging to them—hiterature which we might otherwise
pass over as hopelessly deficient in every element of appeals
reveals 1tself as worthy of close and sympathetic attention

It will hive again for us if only by virtue of the hfe which was
once 1n 1t.

v
The_comparative method, the importance of which in

the study of 1ndividual authors has alicady been recognised,
becomes of great service when we are dealing with literatuie
historically ; but after what 1 have said 1n discussing the
relations of literature with the Life of the race angd age, this
aspect of our subject hardly calls for elaboration No one
who passes from the literature of one nation or epoch to
that of another nation or epoch will fail to be struck by the
complete’change in intellectual and moral atmosphere. Now,
as the study of hterature here as clsewhere means an effort to
define and correlate phenomena which 1n casual reading we
allow to remain vague and unconnected, 1t will be the
business of the student as he pursues his inquiries along
these wider lines, to note carcfully and to formulate those
fundamental differences which are frequently obscured by
our paramount interest in indiidual authors, or are at most
stmply tahen for granted  He will thus be led, for example,
to consider the various ways in which the large, permanent
themes of literarure—Ilove, hatred, jealousy, ambition, men’s
commoun jovs and sotrows, the problems of life and destiny
which were alicady old when literature began, and are as new
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as ever to-day—are taken up and handled, not merely by
different great writers, but also by different peoples and at
different times. He wall observe how now one subject and
now another comes to the front, and for a while holds the
chief place in story and song, and he will investigate the
causes of such ebb and flow of interest. He will mark the
changes in temper, tone, emphasis, perspective, as he follows
the same motive through its various forms of expression ; the
motive, say, of the love of man and woman, from Greek
tragedy to medieval romance, from the drama of the age of
Shakespeare to that of the Restoration, from the prose
fiction of the eighteenth to that of the mineteenth century,
ofrom the English novel to that of contemporary France.
And discovering, moreover, that now one vehicle of ex-
pression and now another is for a2 tume in the ascendant, he
will endeavour to trace the history of the transformation and
alternation of the great hiterary forms—such as the lyric, the
drama, the novel-—under changing conditions and 1n response
to shifting conceptions of literary art, as they are freshly
shaped to ever-varying uses by the masters of different nations
and of different periods

In his exploration of the vast field of study thus opened up
—a field, 1t is clear, of almost inexhausuble interest—the
reader wil] find one special ine of inquiry particularly worthy
of his attention

Even if, our interest in literature being of the most narrowly
personal kind, we set out with the purpose of confining
ourselves to the writings of a single favourite adthor, we
are certain sooner or later to discover that we shall never
properly understand such author if we remain obstinately
within the lmits of his own personality and work. We are
repeatedly reminded by him of the influence exerted upon:
his thought and style by the thought and style of other men,
and to estimate him rightly we have to take account of such
influence, to consider its sources, range, and significance,
and 1o measure its extent for good or evil. And if,-recog-
nising the personal forces which helped to shape his character
and art, we turn, as presently we shall of necessity be led to
turn, to the question of his influence upon the thought and
style of others, we shall come to see that our study of individual
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authors involves us everywhere in the stady of the power
exercised by mind upon mind. In precisely the same way,
in the general evolution of literature, will the genius of one
race or age be found to have influenced—sometimes shghtly,
sometimes to the extent of turming it aside from its natural
course of development, and of almost destroying for a season
its essential characteristics—the genius of another race or age ;
and thus, in our reading of the history of literature, we cannot
go far before we find ourselves commuitted to the consideration
of the yarious tributary streams, small or great, by which the
literature of each country and each generation has been fed.
" Even the briefest text-book of the literary history of Italy,
France, or England,.will tell us something of the enormous
changes wrought during the period of the revival of learning
by the enthusiastic study of the classics, which not only
furnished artistic inspirationand set fresh models and standards
of taste, but by bringing men into hiving contact with the
genus of Greece and Rome, and with a woild of thought,
feeling, and ideals, which was then entirely new to them,
did much to emancipate their minds from the trammels of
effete dogmatism, and to break up the intellectual and
religious fabric of the Middle Ages. A fact of chief import-
ance then in the genesis of the modern spirit and of modern
Iiteratures at the time of the Renaissance, this imfluence of
pagan antiquity alike on form and on thought has to be
followed through all their later developments as a con-
stituent agency, varying greatly in the extent and intensity
of its power, and in the modes of its mamifestation, but never
wholly lost ; fand thus the student of the history of hterature
has to inquire where and when 1t has been in the ascendant,
and when and where it has waned ; to seek the causes o
these fluctuations, and to consider how far, at different epochs,
classicism has proved fruitful of good by stimulating original
activity and leading men to higher conceptions of art, and
how far it has been detrimental by paralysing individual
genius and turning literature 1nto bypaths of pedantic theory
and lifeless imitation.

Here, then, in one of the most familiar facts in the history
of modern literatures we have an illustration of the profound
influence exerted by the genius and art of one race upon those
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of other races.! Another example is furnished by the inter-
change of influence during something like a century and a
half, first between the hteratures of France and England, and
then between the literatures of England and Germany.

Soon after the middle of the seventeenth century a variety
of circumstances, political and other, combined to bring
English genius under the sway of the genius of France. Thus
we enter upon what the historian of our literature is accus-
tomed to describe as the period of French influence. “ Untul
the time of Charles I,” English literature, “1n so far as 1t
owed anything to external patterns of modern date, had been
chiefly dependent upon Italy.” (The importance of Itahian
culture and art as a force in the English literature of the
Renaissance is not, 1t may be said in passing, quite adequately
recognised 1n this sentence.) ‘ This might have long con-
tinued but for the decay of Italian letters consequent upon
the triumph of foreign oppression and spiritual despotism
throughout the peninsula France stepped mto the vacant
place. . . . Ere long French ideas of style had pervaded
Europe, and approximation to French modes was the
inevitable qualification for the great mission of human
enlightenment which was to devolve upon Britain in the
succeeding century.” 2 Thus * the dominant foreign mnfluence
on our literature, through the great part of the eighteenth

1 For the sake of brevity 1 refer to the hteratures of classical antiquity
as if they consututed a single body of work, similar in character and of
equal importance. To guard against nusapprehension I should add that
this is of course only a conventional and quite uncritical fashion of speech
One of the great mistakes in theory and practice down to comparatvely
reccut times—as in the age of Boileau i France and 1n the age of Pope
m England—has been the confusion of the original lterature of Greece
with the merely dernivative and second-hand literature of Rome, and the
consequent exaggeration of the claims of the latter The “ classic *’ penods,
so called, of all modern literatures show the fatal results of this error.
In such periods the immediate source of mspiration has always been the
Iiterature of Rome , Iittle has been known of Greek culture, and that
hittle has come mamnly through the medium of the Launs Hence the
discovery of the secret of true Hellenism 1n the second half of the eighteenth
century helped greatly, in the hands of such men as Lessing, to destroy the

tyranny of pseudo-classicism, and to proclaim the gospel of onginality
agamst imutation m literarv art

3 Garnett, The Age of Dryden, p. §
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century, was certainly French. By this declaration is not
at all meant that we did nothing but ape and imitate the
French classics, though they were translated or in some way
reproduced often enough ~ What 13 meant 15 that the
direction and tone of our literature were to a large extent
mmparted by France, then, and just before then, at the height of
its literary glory. Pope’s work 1s thoroughly his own, and
not to be confounded with that of anybody else at home or
abroad ; but in many respects that work would have been
different had not Boileau, for instance, preceded him. And
o elsewhere we see deeply 1mpr the influence of Ragne,
Voltaire, Rousseau.” 1 Here, 1n the ascendency of this
French Influence, we put our finger, as any historian of
literature will tell us, upon one of the principal causes of the
extraordinary transformation which English hterature then
underwent 1n_matter, spirit, and style, and the Enghsh
literature of the later seventeenth and earlier eighteenth
centuries cannot therefore be understood without constant
reference to the literature of France. But by the time we
reach Voltaire and Rousseau (here classed as a French writer),
we become aware of a fact not touched upon in the above
quotation, but of very great significance for students of both
French and English lLteratures—that another current of
mfluence was now flowing fast and strong in a reverse
direction, or from England into France A period of pro-
nounced Anglomama had begun, and the French mind was
now busy\zfs?)’mnghsh ideas and speculations on many
subjects—on religion, philosophy, society, politics, and even
the forms of literature. Voltaire’s three years of exile in
England are rightly described by Condorcet as of European
mmportance, because 1t was by this direct contact with English
Ife and thought that his spirit was first awakened to a sense of
hts mussion as the apostle of intellectual hiberty. “ Voltairism
may be said to have begun from the fhght of its founder from
Pans to London. This . . . was the decisive hegira, from
which the philosophy of destruction in a formal shape may
be held seriously to date.” * Rousseau and Diderot alike
derived much of their philosophy from thinkers like Locke,
1J. W Hales, Folia Latteraria, pp. 294, 295.
! John Morley, Voltawre, p. 44
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and of their literaty inspiration from such men as Richardson
and Lillo, and from the whole domestic movement in English
letters which thesc ¢cpresented. And among the other great
French writers of the period preceding the Revolution hardly
one could be named whose work does not exhibit the most
unmistakable evidence of his profound indebtedness to Eng-
land. English Iiterature was, in fact, as [Hettner]has said,?
the real starting-point of the whole European movement of
enlightenment in the eighteenth century and of the Iiterature
to which this movement gave birth. It was through their
French interpreters, indeed, that Englsh ideas became
European anﬁ ractically eflective.? But if we are to follow
the Bistory of tRe-revolutionary movement at-Targe-on The
intellectual side; and of the rise and spread_of Tevolutionary
ideas and oI the revolutionary spirit in literature, it is with
England and English writers that we have to begin. Thus in
the literatures of France and England from the middle of the
seventeenth century to the close of the eighteenth, we shall
find a continual revelation of the influence exerted, now on
this side and now on that, by one national genius upon
another ; and thus, for the full comprehension of either
French or English literature during this period, it is evident
that they must be studied together.

Equally interesting will be the inquiry into the literary
relations of England and Germany in the second half of the
eighteenth century, particularly in respect of their reciprocal
influences in the development of Romanticism. Here, in the
first place, we shall have to note that, as men like Bodmer
and Lessing will show us, English literature was a main power
in the emancipation of Germany from the long tyranny of
French modes and of pseudo-classicism, and thus in turning

1 Literaturgeschwhte des achizehnten Jahrhunderts, p. 9.

t ¢ The Iterature of France has been to England what Aaron was to
Moses, the expositor of great truths, which would else have perished for
want of a voice to utter them with distinctness. . . . The great discoveries
1n physics, in metaphysics, in political science, are ours. But scarcely any
foreign nation except France has received them from us by direct com-
munication. Isolated in our situation, 1solated by our manners, we found
truth, but we did not impart it. France has been the interpreter between

England and mankind. In the time of Walpole, this process of inter-
prctation was 1n full activity **—Macaulay, Essay on Walpole.
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German genius inward upon itself and in preparing the way
for the rise of a truly national literature. Then we enter upon
a period of rapidly developing Romanticism, during which
the wild enthusiasm of ‘‘ young Germany ” for those English
writers who had already caught up and expressed the
romantic spirit is everywhere felt as a predomunant force.
I am not now writing the history of English influence upon
German literature at this time, but am simply trying to
exhibit the interest of this history ; and it will therefore be
quite enough for my purpose if I point out how Percy’s
Reliques of Ancient English Poetry stimulated the study of folk-
poetry and the preference for the natural to the artificial in-
verse, and how, inspired by them, Burger wrote his ballads
and Herder produced his Stimmen der Volker, and formulated
his theory of the essential superiority of ¢ popular’ poetry
to all the productions of refinement and art; how Mac-
pherson’s Ossian fired the imagination with grandiose visions
of a past world which had known nothing of the petty con-
ventions and restraints of ‘civilization,” and thus gave a
fresh impetus to the movement for a ‘ return to nature”
initiated by Rousseau ; how Shakespeare became the god of
the 1dolatry of those who had cast down the graven images
of the aruficial drama, was proclaimed by Lessing as a new
standard of dramatic art, and taken by Goethe ared Schiller
as modcl and master. These few illustrations will suffice to
exemphfy the extraordinary sway of Enghsh literature in the
catlier stages of developing German Romanticism. But ere
long the *ounter-current set in, and Germany began to
return with interest what she had borrowed from England.
“ Whatever Germany owed to us at that tme of its so splendid
regeneration,” writes Prof Hales, ‘it repaid us, and stll
repays us, good measure, pressed down and shaken together,
and running over ” ; and a part reason for thus is indicated
in the fact that “the German impulse harmomsed with
impulses that were already permeating England, and to these
1t gave a stronger force and more successful action.”” ! Much
of the influence which the great Englsh romantic writers
derived directly from their English predecessors was thus
combined with the influences which came originally from

* Folia Litteraria, p. 2g6.
D
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the same sources, but were now transmitted to them by those
Germans who had first been inspired by English masters ;
as in the case of Scatt, whose poetic genius was aroused both
by Percy’s Religues and by the ballads which Burger had
written under the impulse of Percy, and whose novels are in
part to be traced to Goethe’s Goetz von Berlichingen, itself an
offspring of Shakespearean enthusiasm. Hence if English
genius was an important factor in the development of romantic
German literature, German genius in its turn was an im-
portant factor in the development of romantic Enghsh litera-
ture ; and to trace out the interplay of influences, to estimate
the valee of the lendings and the borrowings between the two
peoples, would evidently prove a line of inquiry rich in interest
and fruitful of results

Less important than the influence of one nation’s gemius
upon another, but still important, 1s that which from time to
time is exerted on the themes, temper, and fashions of hiterature
by the genius of some past age This has already been
exemplified by what has been said about the influence of
pagan antiquity, which might indeed have been treated under
the present head. Apart from this, the most nteresting
illustration of the phenomenon in question is undoubtedly
the imaginative revival of the ‘ romantic * past, which began,
roughly speaking, about the middle of the eighteenth century,
and the power of which, though 1t reached its culmination
and partly spent itself in the great romantic outburst of the
first three decades of the nineteenth century, has sull been
conspicuous in nearly all European lteratures éver since
For something like a hundred and fifty years, and especially
during what 1s often termed the ¢ Augustan” period of
literature, general critical taste in England, largely moulded,
as we have said, on the principles of the dominant French or
pseudo-classic school, was in revolt against the whole spirit
and method of pre-Restoration literature. So little affinity
was there between the temper and ideals of the early eighteenth
century and those of the Elizabethan epoch or the Middle
Ages that men for the most part turned away contemptuqusly
from Chaucer and Spenser, treated Shakespeare as a rude
genius totally wanting in refinement and art, and found in
the word “ gothic,” which they used as synonymous with
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barbarous, a term of sweeping condemndtion for whagever
failed to satisfy the requirements of their new creed. The
change from the temper thus revealed tosthat of the romantic
period, with its enthusiastic admiration for precisely those
gothic qualities which had formerly been spurned or ridiculed,
was not, as I have already insisted, a change only in hterary
taste ; it was correlated, as part cause and part effect, with
various broad and comprehensive movements in hfe at large
and with a general change in men’s atutude to things. But
in hterature itself it was marked, among other ways, by a
number of revivals—the revival of Spenser, the revival of
Shakespeare, the revival of the old ballads—and by a return
of the imagination to the Middle Ages with their romance
therr chivalrous idealism, theirr supernaturahsm  Classic
antiquity had been reborn in the fifteenth century ; the
Middle Ages were reborn in the eighteenth  And so latge a
place does this medizval or gothic Renaissance fill in the
history of Romanticism from the time of Walpole, Chatterton,
and Percy to that of Coleridge and Scott, and onward again
to Ruskin, Rossetti, the Pre-Raphaelites, and Williarm Morris,
that historians of literature and art often confound the two,
and treat medizvalism not only as a largefeature of Romanu-
cism, but even as entirely synonymous and co-extensive with
it This is indeed a mistake ; but the fact that 1t is so fre-
quently and so naturally made serves to bring out the only
points with which we are now concerned—the influence of
the genius of the Middle Ages as expressed in their poetry,
art, and religion, in some of thc most important developments
of modern literature, and the wide mnterest which this subject
therefor e possesses as a special theme for study.

\%

Yet one other aspect of the historical study of literature
may be indicated—the historical study of style This is,
perhaps, too technical a line of inquiry to appear at the outset
very attractive to any but the specialist, but the general
student may still be encouraged to give 1t some attention,
since he will soon find that it has its broader as well as its
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more purely techhical interest. On the principle already
laid down that style, properly conceived, is not an accidental
or arbitrary featuresof literature, but an organic product of
vital forces, some consideration of the larger movements of
style from age to age, and of their significance, of the causes,
literary and extra-literary, which have combined to bring
them about, and of their connection with corresponding
changes in the inner life of literature, will come to constitute
an almost necessary part of our study of the literature of any
given period. Whatever affects the inner hfe of literature
will both directly and indirectly affect at the same time that
,outer orgamsm which the inner life fashions for its manifesta-
“tions. Thus, in the way 1n which he expresses himself no
less than in what he has to express, every individual author
will betray something of his aftihations with his age; and
the form of his work, like the substance and tone of it, will,
however personal to himself, find 1ts place in the history of
those comprehensive movements which, diversely as they
may be represented in the writings of different men, are
movements nevertheless in which they are all involved. In
what has been said about style as an index of personality all
this has indeed been implied. To insist that Carlyle could
never have written as he did had he been born into the age
of Addison, that his prose 1s of the ‘ romantic,” not of the
‘classic’ kind, that it everywhere bears the unmistakable
impress of those German influences of which we have recently
spoken, is to indulge in mere commonplaces of criticism
But if these are facts too familiar to need elaborate restate-
ment, their meaning must not be obscured by their familiarity.
They show us that, individual as 1t 1s to the pomnt of extra-
vagance and mannerism, Carlyle’s style does not wholly defy
classification or stand outside the lines of historic development,
but_that,_on the comirary, it was in part a product of the
forces of his time and placc ﬁxﬁmﬁr_&fr;
n 1

In order to bring out the larger interest of the historic
study of style I will suggest an illustration which, I think,
should appeal even to students who may care little for details
of mere technique. It is usual, as a glance at any text-book
will tell us, to take the Restoration as the starting-point of
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an entirely new order of things in the formkl evolution of our
prosc_literature. *The Restoration,” as Matthew Arnold
puts it, - marks the real moment of byrth of our modern
English prose. It 1s by its organism—an orgamsm opposed
to length and involvement, and enabling us to be clear, plain,
and short—that English prose after the Restoration breaks
with the style of the times preceding it, finds the true law of
prose, and becomes modern ; becomes, in spite of superficial
differences, the style of our own day ” That this statement,
while 1n certain respects a little too emphatic and uncom-
promising, is sull substantially correct, any reader can readily
convince himself by comparing a page out of Hooker, or
Clarendon, or Milton’s Areopagitica, with a page out of Dryden, *
or Defoe, or Addison. The writing of the men of the latter
eroup will strike him at once as characterisucally modern ;
n structural principles, theus is the kind of prose we still use ;
occasional archaisms will not prevent us from recognising
that our own style stands in the direct line of descent from it.
The prose of the earlier writers mentioned, on the other hand,
is, it will be equally obvious, not our prose at all ; often
splendid 1n diction and vanous in its harmonies, it is for our
taste altogether too cumbrous, unwieldy, and involved ; 1t
1s manfestly built upon structural principles radically different
from those which form the basis of our own prose writing
Now, how are we to imterpret this transformation of prose
style in the period of its great metamorphosis 7 how explain
substitution of the new prose which was rapidly taking shape
in the cloding decades of the seventeenth century for the old
prose which had hitherto remamed in almost undisputed
possession of the field ? It scems a much easier and more
natural thing to write in the style of Addison than in the
style of Milton, because Addison’s prose 1s the arustic develop-
ment of real speech, while Milton’s 1s scarcely nearer to real
spcech than 1s his blank verse, and 1s in fact at its best when
m his own phrase 1t “ soars a little ” 1nto the higher regions
ot eloquence and imaginatuon. Why was it that the secret of
naturalness and simphcity had thus far eluded our greatest
masters ? and why did it become an open secret, free to even
the smallest 1nen, in the generation immediately following
Milton’s dcath? Well, the history of the formation and
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establishment of this new prose after the Restoration will, as we
shall’ scon discover, carry us far afield into the consideration
of many co-operatyig causes, some of them at first sight
too remote from the question in hand to have had any
bearings upon it; among which may be mentioned, by
way of illustration ‘@-the change from the poetic to the

., . Al =, s -
critical temper, whlcéa\:'as one of the most noteworthy eiar-
acteristics of the time'$"the spread of the spirit of common sense,
of the love of definiteness and perspicacity, and of the hatred
of the pedantic and obscure ; the growth of science which
greatly aided the general movement towards precision and
lucidity ; 1 the eminently pracucal purposes to which prose
was now largely turned as an instrument of argument, per-
suasion, satire, 1n an age of unceasing political and rehgious
controversy , the nise of a larger and more muscellancous
public to be addressed, and of the resuluing influence of the
general reader, of women, of the coffec-house and the draw-
ing-room ; the desire for the de-specialisation and popularisa-
tion of knowledge ; the demand which thus grew up for that
kind of writing which could be easily produced to mcet
the interests of the hour and as easily understood and enjoyed
by those for whom 1t was intended , the consequent output
of a mass of pamphlets and of peniodical hterature in which
the element of journalism and the pen of the ready writer are
everywhere apparent; and—a pomt already noted—the
influence of France, whose prose furmished to those who wcre
thus prepared to appreciate 1ts virtues and receive its guid-
ance, an established model of just the qualities they were
now most anxious to seek—ease, lucidity, sobnety, grace 2
It is manifest, therefore, that the great changes which our

! Sprat pointed out how the Royal Society (incorporated by charter
from Charles II 1n 1662) had directly affected Enghsh style by exacting
*“ from all their members a close, naked, natural way of speaking , positive
expressions ; clear senses , a native easiness , bunging all things as near
the matl.cmatcal plainness as they can’ (History of the Royal Society)
That, under the influence of the critical spinit of the time, much attenuon
was now given 1o details of style 1s well illustrated by the formation of a
Commuttee, of which Dryden, Cowley, Sprat, and Waller were members,
‘¢ to settle the language after the fashion of the French Academy

? Schlosser notes the importance of the fact that the writers of the
carly eighteenth century  began to woik for a very different public (rom
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prose underwent during the ages of Dry‘len and Addsson,
and which had their parallels in analogous changes in the
texture and form of verse, are to be understood only when they
are studied n their connection with contemporary changes
m the inner hife of literature and with the whole complex of
forces by which these were brought about. And similarly,
if, passing from the early eighteenth to the early mineteenth
century, we observe that a strong reaction had now set in
against the limitations of the classic tradition in style—that in
the hands of men like Wilson and De Quincey, and later,
Carlvle and Ruskin, prose sought a freer movement, fuller
harmorues, greater richness, warmth, and colour ; then the
development of this ‘romantic’ prose 1s once more to be’
constdered 1n relation with the evolution of literature in general
—that 1s, with the romantic movement 1n all its varied phases,
and with the many streams of influence by which this was fed
Much, of course, mght be added on this pomnt.  But enough
has, I think, been said to make good my contention that
the historic study of stvle, thus broadly conceived, like the
per<onal study of 1t, has plenty to interest the reader for whom
the ordinarv studv of rhetoric would be barren of attraction

VI

In the foregoing pages I have tried to indicate some of
the main, hines of literary study, taking what seems to me

that of their predecessors  They attempted to make easy, pleasant, and
accesaible all that had previously been regarded as serious, difficult, and
unattamnable  (Hustory of the Eighteenth Century, 1 26)  Addison, 1t will be
ranembered, was ¢ ambitious to have 1t saxd of ”’ hum *“ that he had brought
plulusophy out of closets and hbraries, schools and colleges, to dwell 1n
clubs and assemblies, at tea-tables and coffee-houses * (Spectator, No 10).
The hatred of narrow specialism—of pedantry, as 1t was currently called—
which pervades much of the literature of the time, 15 directly expressed
in the Memoirs of Martinus Scriblerus, 1, parts of Gullicer's Travels, and 1n
many passages 1n The Dunciad ; the other side of i1t 1s illustrated 1n such
altempts at the popular treatment of things hitherto handled scholasucally
as will be found in Pope’s Essay on Criticism, Essay on Man, and * drawing-
room ' version of Homer The general eflect of all this on prose style will
be evident.



56 AN INTRODUCTION TO THE STUDY OF LITERATURE'

the natural coursé. by beginning with the primary interest
of literature, which is the personal interest, and working
from that into the wAder fields of social and historical inquiry.
But though we have followed our subject as it branches out
in various directions, our business has thus far been expressly
limited to the content and interpretative power of literature—
to the thought and feeling embodied in it, and to its many-
sided relationship with hife ; and even when we have paused
to deal with questions of style, it has been with style in its
general and not 1n its technical aspects. It remains for us
now to touch upon the interest which literature possesses when
‘approached from an entirely dufferent poingt of vicw,
" One essential characteristic of any piece of literature is, as
we said at the outset, that, whatever its theme, it yields
@sthetic pleasure by the manner in which such theme 1s
Wd. Beyond its intellectual and emotional content,
erefore, and beyond its fundamental quality of lfe, it
appeals to us by reason of its form  This means that literature
is a fine art, and that, like all fine arts, it has i1ts own laws and
conditions of workmanship. And as these laws and conditions,
Like the laws and conditions of all arts, may be analysed and
formulated, one other phase of Iiterary study is obviously the
study of hiterary technique

It is of course no part of our purpose here to attempt the
task of analysis and formulation. All that falls within
the proper limits of our plan is to suggest some lines of
investigation in this new and vast region of inquiry.

Our point of departure 1s the broad fact that whatever
connects 1tself with workmanship—with method and treat-
ment, form and style—will now, in the technical study of’
hiterature, become of interest for its own sake ; as all such
details become of interest for their own sakes in the study of
other arts.

If, for example, we are studying the plays of Shakespeare,
or Spenser’s Faery Queene, or Tennyson’s Idylls of the King, or
a novel of Dickens or Thackeray, we may for a long while
be quite contented to take these works as they stand, and
to enjoy them for their human qualiucs, their power, beauty,
and meaning. But there will presently come a time when
we shall feel prompted to follow the dramatist, or the poet,
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or the novelist into his workshop, and to)study his work in
the making—to watch the processes and examine the methods
by which the results we have Qeen enjoylng in the completed
piece of art were achieved. ery stage in the history of
play, poem, or novel, from raw material to finished product,
will now come in for scrutiny ; we shall observe the conditions
under which the given work was wrought; the techmecal
difficulues which the artist had to encounter ; the way in
which these difficultics were met and the extent to which
they were overcome ; the effects which he designed to obtain
and the measure of his success 1n obtaining them; and from
the consideration of these and other such points we shall pass,
naturally to a critical judgment upon the qualities of his
work as a piece of Iiterature—upon 1ts merits and defects, its
power and hmtations, when regarded simply as drama, or
poem, or novel. We shall thus be led further to inquire mnto
the principles of the arts of drama, peetry, and prose fiction,
and to an mvestigation df the sources, significance, and value
of the standards by which these arts have been tried.?

Many things, moreover, in any piece of literature which
to the ordinary reader may seem of quite secondary import-
ance or which he may even ignore altogether, will now be
found to press for attention. Among the first questions, for
mstance, that will be likely to arise 1n connection with any
work we may take up for technical study is that of its hterary
genealogy and antecedents It 1s open to every one to enjoy
to the ful] thé earfier plavs of Shakespeare without troubling
himself to consider the condition of the stage at the time they
were produced or the dependence of their author upon the
guidance of those who had biought the Englsh drama to
the pont of developinent which 1t had reached at the be-
gimning of s career. But Shakespeare’s plays are not
1solated phenomena, nor was Shakespeare himself (as, owing
o our habit of detaching him fiom his surroundings, we are
too apt to assumnc) a gieat initator in dramatic forms and
methods. He began to write under the powerful influence
of Lyly mn comedy and of Matlowe mn both tragedy and
chronicle-drama ; and the study of his earlier work thus
necessanily involves an inquiry into the extent of his in-
debtedness to those two writers who, however much he may
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have, bettered thé'r instruction, may without exaggeration
be described as his masters in the art of dramatic composition.
Again, if we are taking up the study of Paradise Lost, we may

egin by reading it as the expression of Milton’s personality
and philosophy of life, and, viewed historically, as the poetic
masterpiece of Enghsh puritamism.> Having so read 1t, we
may next go on to consider its general qualities as a poem—
its imaginative power, descriptive power, dramatic power,
its mernits and defects as a narrative, the splendour and range
of its imagery, the majesty, beauty, and variety of 1ts versifica-
tion , and so on. But instead of finding that these matters
exhaust its critical interest, we shall rather discover, sooner
‘or later, that they lead us on to a different class of questions.
Milton’s poem belongs 1n plan and structure to a particular
and well-defined kind of poetry—to the kind which we call
‘epic’ poetry; it was written by a man of enormous
scholarship who sought to make his own work accord with
the technical principles of the great epics of classical antiquuty,
and who not only adopted these as his models, but also
drew continually upon them for vanous details—incidents,
metaphors, similes, turns of speech  Paradise Lost has there-
fore to be studied as an example of the epic ; its plan and
composition have to be examined from the standpoint of
épic art ; 1t has in particular to be compared with its acknow-
ledged models Milton’s indebtedness to hterature in a
wider sense has also to be considered—to the Bible, the Greek
dramatists, Ariosto, Tasso, Spenser ; and while his countless
borrowings are duly noted, special attention will have to be
paid to the use to which these borrowings are put by “ the
greatest of plagiansts,” and to the skill with which he adapts
them and so makes them his own In much the same way
we may study with almost equal advantage the genealogy and
literary antecedents of such poems as The Faery Queene and the
Idylls of the King.

Of this more technical kind of literary inquiry, the aspects
and bearings of which are manifestly too numerous and
varied for anything like exhausuve treatment in so brief a
survey as ours, one further illustration may be taken from the
plays of Shakespeare.

If we are dealing with King John, Macbeth, Fulus Cesar,
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Othello, As You Like It, our first business wilf of course be with
these dramas themselves and as they stand—with the finished
products of the master’s gemius and skillg and if we choose,
we may continue to regard them in their completed state only,
and to set at nought all questions which would carry us
beyond the finished product into considerations of genesis,
external history, matter, techmique. But when we have
once become deeply interested in Shakespeare and his art,
we shall certainly find ourselves tempted to give such
questions at least a share of our attention. Even in the
smallest details of his method—in such recondite problems,
for example, as those of his management of the element of
diamatic time, and the sigmficance of the alternations of’
verse and prose 1n the dialogue of most of his plays—we shall
discover something which will repay exploration ; while a
specially attractive and fertile ficld of study will be opened
up 1n the comparison of the dramas as we have them with the
taw matenal out of which they were made Shakespeare,
as every one knows, rarely troubled humself to devise a plot
outnight, but commonly helped himself freely to such themes
and ncidents, wherever found, as he felt he could turn to
good service  Thus King John 1s a rifacimento of an older play,
Macbeth 15 based on the narrative of Hohnshed’s Chronicles,
Julus Cesar on Plutarch’s lives of Brutus, Casar, and Antuny,
Othello on an ltahan novella, As You Like It on a prose romance.
As 1n each of these cases Shakespecare worked i the main
on themes and characters which he had taken over from
others, the question of his manipulation of his borrowed
subjects is one which it is scarcely possible to avoid. Here
and there a reader may pethaps be inchined to object that this
question has really nothing to do with the study of Shake-
speare himself] and that our real business should be with the
plays, with what we have termed the finished products, and
not with the dctails of their composition. But to this ob-
jection a twofold answer may be returned. In the first place,
the study of Shakespeare’s use of his sources—the conididera-

tion of What he did with the stories he chose for dramatic
treatment, hiow he adapted them to his own purposes, where
he changrd, what he omitted, what he added—must be in

itself extremely interesting and suggestive, for so we may
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t very close indeed to the principles which governed his
workmanship and\ the self-imposed laws which he obeyed.
And secondly, suchy a study must of necessity throw a flood
of fresh light on the plays themselves and therefore increase
greatly our intelligent enjoyment of them. To follow Shake-
speare in his transformation—often little less than miraculous
—of the rough material on which he worked, to note the
results of his humamsing touch upon 1t, to be led in this
way to appreciate his psychological mnsight and his technical
skill ; all this is not merely to gratify our curiosity in regard
to questions which might just as well be left alone, and it is
certainly not to be musled from the true highway of htcrary
study into narrow bypaths of pedantic mvestigation It 1s
one of the best of all possible helps to the real comprehension
of Shakespeaie’s greatness, and therefore one of the best of all
posstble ways to get into vital contact with the essential
principles of his art

Twice already we have spoken of the study of style, dealing
with 1ts interest first on the personal side and then on the
historical sitde. We have now to add that there 1s a third
way in which style may be studied and to which we are
brought round by the view of literature as an art, which we
are now emphasising—the technical or 1thetorical way
That this way will have much attraction for the gencral
student of literature in contradistinction to the rhetorical
specialist, I do not suggest Yet even for the general student
it should not be without its value Lxperts, leaving out
of the discussion all question of that purely personal qualir,
which, as we concaive it, is fundamental, have drawn up for
us various lists of the elements which should combine 1n the
making of a good style ﬁhere are the intellectual elements—
the precision which arises from the right use of the right
words ; the lucidity which results from the proper dis-
position of Such proper words in the formation of sentences ;
propriety, or the harmony which should exist between thc
thing said and the phrasing of it ; and so on. ,There are
the emotional elements of force, energy, suggestiveness, or
the elements by wiich a writer conveys not only his thought
but his feeling, stumulating in his reader sentiments and
passions akin to his own, and calling up vivid picturgs of
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things he wishes his reader to see with high. There are the
asthetic elements of Tusic, grace, beadty, charm, which
make a style a pleasure in itself apart from the thought and
feeling of which it may be the vchicTE.) This kind of analysis
might of course be carried to almdst any extent, but to
pursue it further would be to overpass the line of demarcation
which, wherever it is drawn, has to be drawn somewhere
between the study of literature and the study of rhetoric
How far in our own study of literature we may find it profit-
able to apply to the style of any great writer the abstract
standards which the rhetorician proposes, is a question which
must be left to each individual student to decide for himself.
Rut 1t should be evident that if the rhetorician, looking at
style simply as style, undertakes to analyse 1ts elements and
to estimate its merits and shortcomings without reference to
the personality behind it, we, as students of literature, are
not called upon, nor are we in the least likely, to do so. For
us, the intellectual, emotj and msthetic_qualities of any
man’s wrilings will relate themselves at bottom to all the
personal qualities of his genius and character ; and thus the
technical study of his style will become an aid in our more
systematic study of the individuality embodied in his work.

This remark suggests the important general principle that
though the study of literary technique 13 i the hands of
scholastic critics tog often divorced from the study of literature
in 1ts personal and historical aspects, 1t need not and should
not be so divorced. If the art of hiterature may be taken by
itself as subject-matter for analysis and discussion, it can also
be connected directly with the substance and human meaning
of hiterature, and indeed treated as supplementary to these
In this way, while, as we have said, everything connected
with workmanship—method, treatment, form, style—may be
considered for the interest they possess for their own sakes,
it is not for their own sakes only that we shall be contented to
consider them. In fact, the further we go with our own study
the more keenly we shall be likely to feel that any attempt to
separate the art of literature from the life of literature must,
both from the side of the art and from the side of the life, be
unsatisfactory.

To this consideration another of even greater importance
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has to be added. Y The art of the artist is to hide the art, and
.the business of the critic i o find it again. But we must be

on our guard lest in our search for the art the true results of
the art may be lost for us. Analysis must not be allowed to

outfiin its’ proper purpose and to become an end in itself ;

if we are right in considering how a great piece of literature

has come to be what it is, 1t is still with the work as it is that

we have mainly to do. To stand before a picture and to

forget its totality of quality and effect as a picture in the
interest which the method and technique of the painter may
arouse, is to confuse the means of artistic study with the end
which should always be kept in view. So 1t is with the study
of a piece of literary art; for here too the ultimate secret
of its power over us must be sought in our own personal
apprehension, not of the artist’s methods 1n the creation of
its life and beauty, but in the life and beauty themselves

And thus we come round to emphasise once again one of
the elementary principles with which we started. Good
reading js better than all scholarship, and the cultivation of
ithe art of good reading infinitely more important than all the
jacquisitions of scholastic learning. The study of literature
"in all its phases and details may be so planned and conducted
as to render our enjoyment of literature ampler and richer.
If it does this, 1ts justification is incontestible. If it fails to do
this, then, whatever else it accomplishes, 1t musses 1ts true
_purpose.



CHAPTER 1II
The Study of Poetry

1. The Nature and Elements of Poetry. What 13 Poetry ? — Some
Defimtions — Some Elements of Poetry — Poetry as a Form of
Art—DPoetry and Metre—The Significance of Rhythm—Rhythm a
Natural Vehicle of Poetic Fecling. II Poetry as an Interpretation of Life.
Poetry and Science — Poetic Truth — Fidelity to Fact in Poetry — |
The * Pathetic Fallacy ¥ — The Poetic Use of Scientific Know-
ledge — Another Aspect of Poetic Truth — Poetry the Complement
of Science  III. Poetry as Revelation. Poetry and Life — The Reveal-
ing Power of Poetry — The Ultimate Standard of Greatness in
Poetry — Didacuicism 1n Poetry IV, The Classification of Poetry.
The Two Great Divisions of Poetry — Subjective Poetry — Its
Simpler Forms — Meditative and Philosophical Poetry — The Ode
— The Elegy — Other Kinds of Subjective Poetry — Objective
Poetry — The Ballad — The Epic — The Metrical Romance —
Other Kinds of Narrative Poetry — Dramatic Poetry V. The Study
of Poetic Form. The Elements of English Metre — Metrical Varia-
tion — Characteristics of Different Metres — Rime -— Stanzas —
Blank Verse — Other Aspects of Poctic Technique. @ The Study
of Poetry and the Appreciation of Poetry. The Study of Poetry — The
Appeciation of Poetry.

WERE we challenged to answer off-hand the question,
What 15 poetry? most of us would probably be
inclined to evade it with the words which St Augustine once
used in reference to other matters—*‘ If not asked, I know ;
if you ask me, I know not.” A certain instinctive sense of
what constitutes poetry we all have ; but to translate this into
exact language seems difficult, if not impossible. Nor, I
imagine, should we be hkely to find much practcal help in
even the most careful consideration of the innumerable

definitions which from tume to time have been offered by
63
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critics of poetry hind by poets themselves. A few of these
may be quoted by\way of illustration.

Poctry, says Johyson, is ““ metrical composition ™ ;* it is
‘ the art of uniting pleasure with truth by calling imagination
to the help of reason ” ;2 and its ““essence ” is *‘ invention.” 3
* What is poetry,” asks Mill, “ but the thought and words in
which emotion spontaneously embodies itself ? 4 ‘ By
poetry,” says Macaulay, “ we mean the art of employing
words in such a manner as to produce an illusion on the
imagination, the art of doing by means of words what the
painter does by means of colours.”® Poetry, declares
Carlyle, “we will call Musical Thought™ S Poetry, says
Shelley, “ in a general sense may be defined as the expression
of the imagination >’ ; 7 it is, says Hazlitt, the language of the
imagination and the passions ™ ;® says Leigh Hunt, “ the
utterance of a passion for truth, beauty, and power,
embodying and illustrating its conceptions by Imagination
and fancy, and modulating 1ts language on the principle of
variety i umty.” * In Coleridge’s view, poetry is the anti-
thesis of science, having for its immediate object pleasure, not
truth ; 1© in Wordsworth’s phrase, 1t ““is the breath and finer
spirit of all knowledge,” and “ the impassioned expression
‘which is in the countenance of all science.” 1!  According to
Matthew Arnold, it “is simply the most dehghtful and
perfect form of utterance that human words can reach * ; 12
it is ““ nothing less than the most perfect speech of man, that
in which he comes nearest to being able to utter the truth’* ;13
it is “ a criticism of life under the conditions fixed for such a
criticism by the Jaws of poetic_truth and poetic bcaut;?’ u

' Ductionary 2 Lfe of Mlton. S Life of Waller.

¢ Thoughts on Poetry and sts Varieties, 1n Dissertations and Discusswons, vol. 1.
8 Essay on Milton. ® Heroes and Hero-Worship, Lecture i

? Defence of Poetry. 8 Lectures on the English Poets, 1.

® Imaginatwon and Fancy, i.

1% Lectures and Notes on Shakspere and other English Poets, and Biographia
Lateraria, chapter xiv.

11 Preface to second edition of Lyrical Ballads.

13 The French Play in London, in Maixed Essays.

13 Wordsworth, 1n Essays in Crittcism, second series.

Y The Study of Poetry, in Essqys w Criticism, sccond series.
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According to Edgar Allan Poe, it is * the fhythmic creation
of beauty ¥’ ;1 according to Keble, *“ a vgnt for overcharged
feeling or a full imagination.” ¢ It exprejses, says Doyle, our
“ dissatisfaction with what is present and close at hand.” 3
Ruskin defines 1t as * thﬁfﬂggﬁﬁm“’ by._the Imagination,. of
noble grounds for the noble emotions ”’ ;4 Prof. Courthope,
as ‘“ the art of producing pleasure by the just expression of
imaginative thought and feeling 1n metrical language > ;°
Mr Watts-Dunton, as “ the concrete and artistic expression
of the human mind in emotional and rhythmical language.” ¢

This hist of defimtions might be extended through many
pages ; but the above examples will suffice to indicate the
enormous diflicultics which beset every attempt to imprison,
the protean life of poetry in the cast-iron terms of a logical
formula, and the measure of 3uccess which has been reached.
How far they help "as, separately or in combination, to
answerthe question, what is poetry ? is a matter which each
reader must decide for himself. Suggestive, one and all, they
doubtless are. Yet when we look at them critically, and
compare them with one another, certain disturbing facts
about them become clear. They are almost distracting in
their variety because the subject is approached from many
different points of view.  Some, strictly speaking, fail to define,
because they express rather what is poetical in general,
wherever it may be found, than what 1s specifically poetry.
Some, on the other hand, are too narrow and exclusive,
because they recognise only the particular kind of poetry in
which the writer happened to be personally interested. And
all are necessarily so abstract in statement that, whatever
may be thewr philosophic value, they leave us in a region
very remote from that world of concrete reality in which we
move when we are reading poetry iself.

It is fortunate for us, then, as students, not of zsthetic
theory, but of poetry, that we need not concern ourselves
greatly to hegin with about formulas and defimtions, and
the controversies about the ideal aims of poetry which these

! The Poetic Principie. 3 Lectures on Poetry.
3 Lectures on Poetry § Modern Pawnters, Vol. I11. Part IV, chapter i.
® The Liberal Movement w English Luterature.
* Art, Poetry, in Encyclopedia Britannica, ninth edition.,
E
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will often be foulid to involve. At the same time, some
preliminary inquif’ into the commoner qualities of poetry
is manifestly necessary, since otherwise we should start on
our work without any principles to guide us. Our initial
task must therefore be, not to seek a formula of definition,
but—a very different, and happily a much simpler thing—
to mark out some of the characteristics of poetry which, when
we take it as we find it, seem on the whole to be fairly general
and constant.

We have said that literature is an interpretation of life as
life shapes itself in the mind of the interpreter. What, then,
it has to be asked, 1s the essential element 1n that interpreta-
.tion of life which we describe as poetical> We have only
to think carefully of the connotations of the word poetical,
and an answer will at once suggest itself. By poetical we
understand the emotional and the imaginative In this
sense we use the word 1n current conversation to describe a
person, a book (whatever its subject or form), a picture, an
idea thrown out in talk. By the poetical interpretation of
hfe, therefore, we mean a treatment of its facts, experiences,
problems, in which the emotional and imaginative elements
predominate. It is one chief charactenstic of poetry, then,
that whatever it touches in life, 1t relates to our feelings and
passions, while at the same time by the excrcise of imaginative
power it both transfigures existing realities and * gives to
airy nothing a local habitation and a name.” Hence the
emphasis thrown 1n sundry of the definitions we have quoted
upon the emotiopal and imaginative attributes of poetry ;
tand hence Bacon’s conception of poetry as the ideahstic
handling of life which lends * some shadow of satisfaction to
the mind of man 1n those points wherein the nature of things
doth deny it.” 1 -

1 Advancement of Learmng, 11 1v 2. It may be worth while to remark
that nearly all interpretauons of poetry may be classed roughly as Baconian
or Anstotehan m their fundamentals according as they approximate
‘to the 1dealistic view above mentioned, or to Arnistotle’s antithetical con-
ception of it as in 1ts essence one of the imitative arts, The Greek philos-
opher’s theory really breaks down in lus own hands, since, as he himself
admuts, the poet’s business (he is thinking of the narrative poet) 18 to relate,
“not what actually happens, but what may happen ; for which reason, as he



THE STUDY OF POETRY 767

The full significance of poetry as an inferpretation of life
through imagination and feeling will be nfade apparent whe
we come presently to deal.with the. relauons of poctry and
s&iegce, and with the properties of poetic truth. Another
Gnpect of the Mmatter Has first to be considered.

When we speak of imagination and fecling as predomin-
ating in poetry we mean to distinguish these as general and
constant characteristics of the poetic treatment of life ; but
we do not mean to say that their presence, even in the
highest degree, is itself sufficient to constitute poetry. We
may regard them as essential qualities of all true poctry, and
we may wmsist that without them even that which offers itself
as poetry, and 15 commonly accepted as such, must, as lacking
these differentia, be pronounced unworthy of the name.
But they are not the only essential quahties, because they
may exist 1n what we should agree to call poetic prose, which
1s not the less to be denominated prose becaus€ 1t possesses
these poetic attributes The common way of looking at this
matter scems to me perfectly sound. There 13 much
‘poetry > which is purely ‘prosaic’; there is much
‘prose’ which is markedly ‘poetical’; but a dividing
line between prose and poetry still exists. What does this
imply ? It imples that poetry, specifically so termed, is a
partucular kind of art; that 1t arises only when the poetic
qualities of 1magmat10n and feeling are embodied in a
certain form of expression  That ferm is, of course, regularly
rhythmical language, or metre. Without this, we may have
the spirit of poetry without 1ts externals  With this, we may
have the externals of poetry without its spint. In its

very justly argues, poetry 15 more ‘ philosophical’ than history. That
this admission yields much to the idealistic theory 1s evident. On the other
hand, 1t 1s equally evident from Bacon’s discussion of the subject, that in
his view of poetry,as * feigned history,” and as an effort of the imagination
to submit “ the shows of things to the desires of the mnd,” he practically
ignores the principle of poetic truth, and regards poetry as an untrammelled
exercise of the imaginauve power. Thus for him 1t becomes a mere
* theatre ” of the mind, to which we may repair for relaxation and pleasure,
but 1n which it is *“ not good to stay too long,” because 1t only * feigneth,”
while science 1s concerned with rcality and truth  As we shall sec later,
his view canngt therefore be accepted without qualification ; but the root
of the matter 18 in 1t
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fulleet and compl t sense, poetry presupposes the union of
the two.
Here, indeed, as ‘must be frankly said, we touch upon a
?oucstlon concerning which there has been much controversy ;
r many critics have categorically denied that poetry has
anything to do with form. Thus Sir Philip Sidney, while he
acknowledges that “ the greatest part of Poets have ap-
parelled their poeticall inventions in that numbrous kinde of
writing which is called verse,” maintains that verse is
“ apparell ’ only, “ being but an ornament and po cause to
poetry ; sith there hath beene many most excellent~Roets,
that have never versified, and now swarme many versifiers
that neede never aunswere to the name of Poets.”” ! Bacon
took the same ground when he stated that the “ feigning,”
whjch was for him the peculiar function of poetry, may be
“as well in prose as in verse.” 2 Coleridge, too, emphatically
declares that * poetry of the highest kind may exist without
metre,” and cites the writings of Plato and Jeremy Tay or,
and even Burnet’s Theory of the Earth, as ** undenigble proofs ”’
of his assertion®* In these and in other similar caseg, as 1n
some of the defimtions which have been quoted, the péetical
qualities of thought and manner are emphasised to the ex-
clusion of all consideration of poetry as a specific kind of art
But from the other side the reply has come that, whatever
else poetry may or may not_ mvolvc, the employment of a
mmaﬁtﬁﬂrmtw‘fmaﬁadgg és -ong_of, s Beccasary
onditgns. Tt a3 Been contended by some,” writes Leig
u t

“ that poetry need not be written in verse at all;
that prose is as good a medium, provided poetry be conveyed
through it ; and that to think otherwise is to confound letter
with spmt or form with essence. But the opinion is a
prosaical mistake. Fitness or unfitness for song, or metrical
excitement, make all the difference between jg poetical and
prosaical subject ; and the reason why verse is necessary to
the form of poetry is that the perfection of the poetical spirit
demands it—that the circle of its enthusiasm, beauty, and
power, is incomplete without it.”” ¢ This undoubtedly over-
states the case for form, since the writer appears to ignore the

1\ An Apologie for Poetrie. * Advancement of Learnwg, 11. iv, 3.
3 Buwgraphia Luterana, chapter xiv ¢ Imagination and Fancy.
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fact that the truest spirit of poetry has oft¢gn been expressed,
and very adequately expressed, withoyf recourse tc the
medium of verse. The difference in quesgfion, as I understand
it, is not necessanily between a “* poeucal ” and a * prosaical »
subject, but between the forms in which perhaps the same
subject may be handled. Treated in prose, it may be made
richly poetical ; but only when treated in metre is it fashioned
into actual poetry. If poetry, then, as regards its substance
and spirit, is the antithesis of sucnce, or matter of fact, as
Wordsworth and Coleridge rightly insisted, it is none the less
to be distinguished from prose, as regards its form, by the
systematically rhythmical character of its language.

This view receives important support from one great critic,
who, on general principles, might rather have been expected
to oppose it. Carlyle thought of the poet always as the seer,
and many of his own pages might be adduced as splendid
examples of poetry in prose. Yet he distinctly says :—** For
my own part, I find considerable meaning in the old vulgar
distinction of poetry being metrical, having music in it ™,
though he characteristically adds that there is much in the
form of poetry which was under no * inward necessity ” to
be 1n that form at all, and had far better therefore have been
in plain prose.? Thus also, Matthew Arnold, despite his
pre-occupation with the idea of poetry as a * cridasm of
ufe,” lays stress upon “ the essential difference between
unagmative producuon in verse, and imaginative production
in prose ” The “rhythm and measure” of poetry, ha
maintaine, * elevated to a regulanty, certainty, and force
very different from that of the rhythm and measure which
can pervade prose, are a part of its perfection * 2

That in thus asserting metre to be one of the general and
constant charactenstics of poetry and in making it the chief,
powit of distinction between poetry and prose, we involve
ourselves in various critical difficulties, is not to be denied
Whateley’s declaration that “ any composition in verse, and
none that is not, is always called, whether good or bad, a
poem, by all who have no favourite hypothesis to maintain,” ?

! Heroes and Hero-Worship, Lecture m

2 The French Play in London, in Muined Essays
o Elements of Rhetorwe, 111, ui. g
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is obviously corre Yet 1t secems a hard saying, for to accept
it meéans that we a¥e bound to admit under the cad of poetry
much that we shoutd be tempted to exclude, and to exclude
much that we should like to admit. To call Garth’s Dus-
pensary poetry, and to deny the name to some of the magnificent
imaginative and cmotional passages in Sartor Resartus, seems
%at first a strange abuse of the word. Nothing but ‘ poetry,”
Mr Frederic Harrison urges, can properly express what we
find in portions of the Morte d’Arthur and 1n some of the
chapters of job and Isaza}z 1 Mr Bagehot goes farther, con-
fcssmg that he cannot ‘‘ draw with any confidence > the

¢ exact hine which separates grave novels m verse, like Aylmer’s
Freld or Enoch Arden from grave novels not 1n verse, like Silas
Marner or Adam Bede ’ ,? and such uncertainty as to precisc
boundaries becomes greater if we substitute for the narrative
poems named such works as The Inn Album, Aurora Legh,
Lucile, and Fathful For Euver, in which the resemblance to
prose fiction is much more marked Other questions start
up on every side. What, for example, 1t may be asked, are
we to say about the hundreds of hines in The Excursion which
have often been described as * prose cut into hnes of equal
length,” and in which, as even the most devoted Words-
worthian will admut, of all poeucal qualities that of metrical
form alone 1s retained > Does a poem cease to be a poem
when 1t is turned into the prose of another language? Are
the Psalms no longer poems when we read them in our ordinary
English version ? Is the Odyssey only a prose tale in Butcher
and Lang’s admirable translation, while 1t remains a puem
in Pope’s immeasurably less poetical as well as less accurate
rendertng > And how are we to deal with the many exper-
ments which from time to time have been made in pro-
ductions which are intended to be tead and judged as poetry,
but in which regularity of rhythm is abandoned, and the
language used may be said to hover between verse and prose ;
such as Macpherson’s Ossian, the rhapsodies of Blake,”
Gessner’s Death of Abel, imitated by Rousseau in his Leévite
d’Ephraim and by Coleridge 1n his fragmentary Wanderings of
Cain, Fénelon’s Té¢lémaque, Chateaubriand’s Les Martyrs, the
Prose Poems of Tur;.,encv, and (most unportant of all i recent

T The Chotee o of Books ¢ Lysay on Wordsier
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1I

We may now inquire a little more pa'rticularly into the

, purport of the statement that poetry is an interpretation of

Life through the imagination and the feelings. We can best

approach this subject by noting the fundamental difference
between poetry and science.

The world with which science deals is what we commonly
call the world of fact¥ by which we properly mean the world
of physical actuality gbjectively considered. The business of
the scientist, as the current phrase has 1t, is gvith things as

tthey are in themselves. fe studics their forms and organisa-

(M8 “their qualities, characteristics, and connections; he
collates and classifies them , he mvestigates the conditions
and processes under and by which they have come to be what
they are Each science treats of some one aspect of the
external world in this purely objective way ; while science
in the larger sense advances fiom fact to generalisation, and
from generahsation to stull more and more comprehensive
generalisations, thus seeking to reduce the multuphaty and
apparent confusion of the umverse to umty and order.
Scienee, therefore, aims to afford a systematic and rational
explanation of things—an explanation which shall mclude
their natures, genesis, and history—in terms of cause, effect,
and physical law/ With what remains after such explanation
has been given, science as science has nothing to do.

Yet no «fact of experience can be more familiar or more
patent than this—that with what remains after such explana-
uon has been given we ourselves have a great deal to do  In
our daily converse with the world we are indeed chiefly
interested, not in things as they are in themselves, but with
the aspect which they bear and the appeal which_they make
to our emotional natures. While we are actually engaged n
scientific study we may, it is true, think of the universe merely
as a vast aggregation of phenomena to be examuned, cata-
logued, accounted for; but in our common human dealings
with 1t, we do not so think of it. When science has provided
us with its completest rationale of things, we are sttt primanly
impressed by their mystery 'and beauty. No explanation
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can ever destroy this impression ; rather, we may say that
every explanatidp will serve only to intensify it. In this
simple fact we hyve to seek both the foundation and the
permanent significance of poetry. Though the mystery and
beauty of the world are habitually recognised by us, they
are recognised for the most part only in a vague and sluggish
way There are, however, magds of heightened feeling in
which they come home to us with special vividness and power.
It is then that we are deeply stirred to delight or wonder,
to gratitude or reverent awe. Out of such moods poetry
springs ; to such moods it addresses itself It reports to us of
things from their emotional and spiritual sides. It expresses
and interprets their appeal to us, and our response to them
It is thus at once the antithesis and the complement of science

“ Poetry,” says Leigh Hunt, “ begins where matter of
fact or of science ceases to be merely such, and to exhibit a
further truth, the connection 1t has with the world of emotion,
and its power to produce imaginative pleasure. Inquiring of
a gardener, for instance, what flower it is we see yonder, he
answers ‘a lily.’ This is matter of fact. The botanist
pronounces it to be of the order of Hexandria monogyma. This
is matter of science It is the ‘lady’ of the garden, says
Spenser ; and here we begin to have a poetical sense of 1ts
fairness and grace. It 1s ‘ the plant and flower of light,” says
Ben Jonson ; and poetry then shows us the beauty of the
flower in all its mystery and splendour.” 1

In one sense, of course, this passage is unsatisfactory. It
gives a wholly inadequate 1dea of the work of scicnce. For
science is not merely nomenclature and classification, and 1t
has a great deal more to tell us about the lily than that, accord-
ing to the Linnzan system, it is *“ of the order of Hexandria
monogyma”’  Yet, allowance made for this superficiality,
the relation of poetic description to scientific fact is quite
felicitously indicated. The botanist may dissect the * flower
in the crannied wall,” and, with its tiny members laid out
before him, may discourse to us of its bract$ and petals, its
stamens and pistils. That everything he has to tell us will
prove profoundly interesting and wonderful, I need not
pause to insist. Yet, after all, the botanist’s dissected flower

1 Imagwation and Fancy, 1.
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is not our flower—is not the flower that we :ktually know 4nd
love ; nor dogs his most elaborate analyyfs of it help us in
the least to realise more keenly, what we often specially
want to realise, the delight which we experience in its simple |
sweetness and beauty. For any vivid sense of such sweetness
and beauty, for any translation into words of the pleasure
they give us, we have rather to turn to the poeg who, by his
imaginative handling of his subject, catches the meaning
that 1t has for us, and expresses, with absolute fidelity and
sumulating power, the feelings to which it gives birth in
ourselves  For this reason Matthew Arnold is perfectly right
in maintaining that *‘ the grand power of poetry ™ 1s ¢ the
power of so dealing with things as to awaken in us 4 wonder-
fully full, new, and intimate sense of them, and of our relations
with them.” * I will not now inquire,” Arnold "continues,
 whether this sense is illusive, whether it can be proved not
1o be illusive, whether 1t does absolutely make us possess the
real nature of things ; all T say is, that poetry can awaken
it 1 us, and that to awaken 1t is one of the highest powers
of poetry The interpretations of science do_not give us
this intimate sense of objects as the interpretations of poetry
gIvEé it ; they aBEcaT to a_IImthd faculty, agd not to the whole
man It was not Linnzus or Cavendish or Cuvier who gives
us the true sense of animals, or water, or plants, who seizes
their secret, who makes us participate in their lfe ; it is
Shakespeare, with his
- ¢ daffodils
That come before the swallow dares, and take
The winds of March with heauty’;

il 15 Wordsworth, with his

¢ voice . . . heard
In spring-time from the cuckoo-bird,
Breaking the silence of the scas
Among the farthest Hebrides’

it is Keats, with his
‘ moving waters at their priest-hke task
Of pure ablution round Earth’s human shores’;

it is Chateaubriand with his ¢ cime indétermnée des foréts * ; itis
Senancour, with his mountain birch-tree : * Cette deorce blanche,
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lissh et crevassée ; Ogtie tige agreste ; ces branches qui s’inclinent vers
la terre ; la mobilitA des fewlles, et tout cet abandon, simplicité de la
nature, attitude des deserts.” 1

The relations of poetic interpretation to scientific fact
should now be sufficiently clear ; but, as the subject is one
of fundamental interest in the consideration of the place and
functions of poetry, space may be found for one further
illustration. This I take from the pages of Mr Edmund
Clarence Stedman’s book on The Nature and Elements of
Poetry. “ The portrayal of things as they seem,” which is
the *special business of the artist, whatever his medium may
be, ‘“ conveys,” as Mr Stedman nightly argues, *“ a truth just
as important as that other truth which the man of analysis
and demonstration imparts to the intellect > when he exhibits
things as they are in themselves ; and this doctrine he en-
forces by reference to the difference between the scientist’s
treatment and the poet’s treatment of a storm on the Atlantic
coast. “ The poet says

When descends on the Atlantic
The gizantic
Storm-wind of the Equinox,
Landward 1 his wrath he scourges
The toiling surges
Laden with sea-weed from the rocks.

Or take this stanza by a later balladist :

The East Wind gathered, all unknown,
A thick sea-cloud his course before :
He left by might the frozen zone,
And smote the cliffs of Labrador ;
He lashed the cofSts on either hand,
And betwixt the Cape and Newfoundland
Into the bay his armues pour.

All this impersonification and fancy is translated by the
Weather Bureau into something like the following :

“‘An area of extreme low pressure is rapidly meving up
the Atlantic coast, with wind and rain. Storm-centre now

! Essay on Mauriie de Guérin, in Essays i Criticism, first seiies.
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off Charleston, S.C. Wind N.E. Velocity) 54. Barom?er,
29'6. The disturbance will reach New Yo lk on Wednesday,
and proceed eastward to the Banks and Bay of St Lawrence.
Danger-signals ordered for all North Atlantic ports.”

With these contrasted passages before us we have no
difficulty in realizing the weight of Mr Stedman’s contention
that the mmaginative rendering of fact is in its own way just
as important as the plain statement of it But we may g<;}
even farther than this, and assert that from ome pomnt o
view the mmaginative rendering contains a quality of vital
truth which 13 not to be found in the plain statement. For
which gives us the more genuine and vivid sense of a storm
as we ourselves actually feel it—the ‘ impersonification and
fancy ” of the poet, or the colourless and ummpassioned
language of the Weather Bureau bulletin? The question
can easily be decided by a direct appeal to experience Let
anyone who has ever emoyed a great gale on some rocky sea-
coast turn to the meteorologist’s dry catalogue of phen-
omena and ask himself if any suggestuion of the life and reality
of what ke then witnessed and felt be in 1t For the hfe and
reality of the storm he will have to go to the poet’s imaginative
version of 1t

We are thus able to realise the essenual quality of poetic
truth. By poetic truth we do not mean fidelity to facts in
the ordinary acceptation of the term  Such fidehty we look
for in science By poetic truth we mean fidelity to our
emotional apprehension of facts, to_the mmpression which
they makesupon us, to the feelings of pleasure or-pain, hope
or fear, wonder or religious reverence, which they arouse.
Our Ssrst test of truth in poetry, therefore, is its accuracy in
expressing, not what things are in themselves, but their beauty
and mystery, their interest and meaning for us. -

Here, then, we reach the full significance of poetry as
an anterptetation of hfe—the life of nature and the life of
humanity—through the imagination and the feelings To
prevent possible misapprehension, however, several points
have now to be considered.

In the first place, it is not to be assumed that because a
poet’s principal concern is with the beauty and mystery, the
human interest and meaning of the things with which he
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objective reality.\ Such assumption is, indeed, a not un-
common one ; yet\a moment’s thought will convince us that
it is utterly erroneous. The poet, it is true, gives us that
intimate sense of things and of our relations with them, of
which Arnold speaks, by touching them with imagination
and feeling, and linking them with our own life. But we none
the less demand of him that his vision of the world shall still
be a clear and steady vision, and that absolute fidelity shall
be his guiding principle 1n all his renderings of pereeived facts.
All poetry has to be tried by the criterion of this fidelity, for
it belongs to the essential foundations of poetic greatness.
When, for example, Oliver Wendell Holmes speaks of the
crocus as the * spenthrift crocus . . . with his cup of gold,”
he does what the poet should do—he touches the flower with
imagination and feeling, and links 1t with our own life ; and
by so doing, he doubtless gives the careless or ignorant reader
a lively sense of its beauty and charm. But for the reader
who really knows the crocus, and who has himself watched it
closely, the magic of his description is spout by 1ts unveracity ;
since, as Ruskin pointed out, the crocus cannot rightly be
called ““ spendthnft,” for it 1s a hardy plant, while its yellow
1s not gold but saffron.! Here, then, we have a case in which
the imaginative handling of natural fact is unsatisfactory
because it wants the basis of reality ; the poetry is wrought,
not out of, hut at the expense of truth. The fidehty, and
‘therefore the poetic value of some of Milton’s natural imagery
have similarly been impugned on the score of lack of sub-
stantial knowledge and accuracy of detail. ** A close observer
of things around us would not speak ’—as Milton does n
L’ Allegro and Il Penseroso—* of the eglantine as twisted, of the
coswlip as wan, of the violet as glowing, or of the reed as
balmy. Lycidas’ laureate herse is to be strewn at once with
primrose and woodbine, daffodil and jasmine,” which indi-
cates a strange confusion as to the flora of the seasons in the
poet’s mind. ‘‘The pine is not ‘rooted deep as high’
(P.R. 4416), but sends its roots along the suiface. The elm,
one of the thinnest foliaged trees of the forest, is inappropri-
ately named starproof (A4rc. 8g). Lightning does not singe.
* Modern Pasnters, Vol. I11. Part tv. chapter xii.

deals, he is undx no restraint or obligation in respect of
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the tops of trees (P L. i. 613), but eithers shivers them¢ or
cuts a groove down the stem to the groundf These and other
suchlike inaccuracies,” says Mr Mark Pattison, by whom
they are collected, * must be set down partly to conventional
language used without meaning, the vice of Latin versifica-
tion enforced as a task, but they are partly due to real defect
of natural knowledge.” * To us the source of such infidelity
does not for the moment matter. The point now to be
insisted upon is simply this—that, despite all popular ideas
to the contrary, the imaginative handling of nature does not
properly include, and must certainly not be held to excuse,
such lax treatment of natural facts.

As a contrast to Milton’s occasional ships and convention-
alisms we may note the detailed accuracy which almost in-
varniably characterises Tennyson’s treatment of nature. In
such passages as

More black than ashbuds win the front of March ; *

and
A crowd of hopes,
That sought to sow themselves hike winged seeds ; ®
and
Her harr,
In gloss and hue the chestnui, when the shell
Divides threefold to show the fruit within ; ¢
and

In the spring a fuller cnimson comes upon the robin’s breast ;
In the spring the wanton lapwing gets himself another crest ;8

we know that the poet’s eye has indeed been upon hus object ;
that he has looked steadily at things for himself ; that he
records carefully what he has seen Such first-hand know-
ledge of the aspects of nature dealt with, and such fidelity 1n
the treatment of them, must be reckoned among the elements
of poetic truth. We can now see in what ways Bacon’s
conception of poetry as mere ‘feigning * has to be qualified
before it can be accepted. The touch of imagination and feeling
upon the outer world may often transfigure, but should never

! Milton, \n English Men of Letters, chapter u.  * The Gardener’s Daughter.

* Ind ¢ The Brook. $ Lochsley Hall.

¥
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mijscepresent or distort it. This principle holds good whether we
consxier the poet‘s\gcndering of particular natural phenomena,
as in the instances cited, or his treatment of nature in general,
or his interpretation of human life and experience.

It is often, it must be admitted, extremely difficult to
distinguish between the poetic transfiguration of natural fact,
which is entirely justifiable, because it gives us only another
kind of truth, and that which is tantamount to misrepresenta-
tion, and should therefore be condemned. This question,
though important, is one which is unfortunately too involved
to be discussed fully within the narrow limits of the present
section, and the briefest consideration of it must suffice. The
reader will remember that it was definitely raised by Ruskin
1n his famous chapters on The Pathetic Fallacy and Classwal
Landscape in Modern Painters1 By * pathetic fallacy ”—an
mnjudiciously chosen phrase, as a substrtute for which Oliver
Wendell Holmes proposed ‘‘ sympathetic illusion  *—Ruskin
Jneans our. modern ‘ subjective” way of dealing with nature ;
that 1s, our habit of transferring our own mental and emo-
tional states to the things which we contemplate This
Ruskin pronounces a defect Yet it cannot properly be
regarded as such ; nor 1s he himself very clear or consistent
in what he says in his criticism of it.  He falls foul of Kingsley
because in the ballad of The Sands of Dee he writes

They rowed her in across the rolhng foam—
The cruel, crawhng foam ,

“ the foam is not cruel, neither does 1t crawl,” he protests,
and to speak of it in these terms 1s to falsfy it. But he pre-
sently acknowledges that, while the epithets used ““ fallaciously
describe foam,” they “ faithfully describe sorrow *’ ; in other
words, they truly reflect our feeling about the sea when in
a mood of violent grief we think of it as a destructive agent
Again, he finds fault with the lines in which Keats depicts a
wave breaking, out at sea :

Down whose green back the short-lived foam, all hoar,

Bursts gradual with a wayward indolence—

because salt water can be neither wayward nor indolent.
None the less he concedes that ““ the 1dea of the pecuhar
1 Vol. IT1 Part 1v. ® Lyfe of Emerson, chapter xav
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action with which foam rolls down a long,large wave could
not have been given by any other wordsﬁo well as by this
wayward indolence.” Surely, therefore, Keats’s description
furnishes us with an admirable example of poetic, as contra-
distinguished from scientific, truth. I have said this much
because the question of the subjective treatment of nature in
modern poetry 1s one which perpetually arises, and cannct
therefore be passed over in silence. Without pursuing the
matter further we may, I think, lay it down as a rule for our
gwdance that the translation of natural facts into terms of
our own feelings is wrong only when those feelings are themselves
morbid, or in the circumstances unreasonable or illegitumate, or
when they are so violent as to render our vision of things
untrustworthy and our transcript of them essentially untrue.!

I Some remarks by the late Mr Roden Noel on Ruskin’s cnticism of
I eats are here very much to the pont, and should be read with close
attention  * Now, salt water cannot be etther wayward or indolent, on
this plain fact the charge of falsehood in the metaphor 1s grounded Yet
this expression 1s precisely the most exquisite bit in the picture Can
plain falschood then be truly poetic and beaatful? Many people will
reply ¢ certainly,” believing that poetry 1s essentially pleasing by the number
of pretty falsehoods told or suggested I beheve with Mr Ruslkun that
poetry 15 only good tn proportion to its truth Now we must first inquire
what the poet 13 bere intending to describe  If a saientific man were to
explain to us the nature of foam by telhng us that 1t 13 a wayward and
indolent thing, this would clearly be a falsehood  But does the poet profess
to explain what the man of science would profess to explain, or something
else” What are the physical laws according to which water becomes
foam, and foam falls along the back of a wave—that 1s one question ., and
what impression does this condituon of things produce upon a mind that
observes closely, and feels with exquisite delicacy of sense the beauty of the
mavement of the foam, and 1ts subtle relation to other maternial thungs, as
well as to certain analogues 1n the sphere of spint, to functions and states
of the human spirit—thus 1s a totally different question. I submut that the
office of the poet 1n this connection 1s to answer the latter question, and that
of the scientific man to answer the former. But observe that this 1s not
granting hicense of scientfic 1ignorance or wanton naccuracy to the poet
vwhich some critics are disposed to grant® (On the Poetic Interpretation of
vatire, in Wordsworthiana, ed. Wilham Kmght, repnnted in Essays on
Poetry and Poets) The fault to be found with Holmes’ descripuion of the
crocus as ““ spendthrift,”’ therefore, 1s not that 1t imputes a human char-
acternstic to the flower, but that 1t imputes the wiong charactenstic, and
thus, through accuracy, arouses false feeling 1n regard to i,
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"Fhis brings us‘to another consideration. While the poet
will always and & necessity deal largely with such aspects
of things as appeal directly to the senses and the feelings,
'there is nothing to prevent him from penetrating beneath
their surface, or from taking as his subject-matter those more
recondite truths of nature which are revealed by science.
There is thus a poetic interpretation of nature based upon
scientific knowledge and the emotions stirred by this, as
there is a poetic interpretation which limits itself to appear-
ances and the emotions stirred by them. When the hero of
Tennyson’s Maud sohloquises over the tiny shell which he
picks up on tlie Breton coast

See what a lovely shell

Small and pure as a pearl,
Lying close at my foot,

Frail, but a work divine,
Made so fainly well

With delicate spire and whorl,
How exquisitely munute,

A muracle of design ,

he gives us for the moment nothing beyond careful ohserva-
tion and appropriate fecling. But when his imagination
begins to play about it and 1ts history, and he continues :

The uny shell 1s forlorn,

Void of the little iving wall

That made 1t stir on the shore.

Did he stand at the diamond door
Of his house in a raimmbow fnll ?
Dhd he push, when he was uncurl’d,
A golden foot or a fairy horn

Thro’ his dum water-world ?—

we see that he is drawing in part upon knowledge furnished
by science to complete that given by observation. Herbert
Spencer, writing as a scientist, tells us how much more the
geologist can find in a highland glen than can ever be found
there by deer-stalker or ordinary tourist. ‘ He, observing
that the glacier-rounded rock he sits on has lost by weathering
but half an inch of its surface since a time far more remote
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than the beginnings of human civilisation, and then trying to
conceive the slow denudation which has cut out the whole
valley, has thoughts of time, and powerfto which they are
strangers—thoughts which, already utterly inadequate to their
objects, he feels to be still more futile on noting the contorted
beds of gneiss around, which tell him of a time immeasurably
more remote, when far beneath the earth’s surface they were
in a half-melted state, and again tell him of a time, immensely
exceeding this in remoteness, when their components were
sand and mud on the shores of an ancient sea.” ! Here 1n
the mind of the scientist himself we have the mood of wonder
arising from contemplation of the facts which science has
brought to light—a mood, 1t is manifest, closely akin to the
mood of poetry It 1s by contemplation of the same facts
that Tennyson is inspired to wrnite "—

There rolls the deep where grew the tree.
O earth, what changes hast thou scn'!
There where the long street roars, hath been
The stillness of the central sea

The hills are shadows, and they flow
Yrom form to form, and nothing stands ;
They melt hke nust, the sohid lands,

Like clouds they shape themselves and go.?

In this case, it is evident, the poet 15 not thinking about the
ordinary appearances of nature He 1s thinking about what
science hag told him of the evolution of the woild  His inter-
pretation of nature is thus illuminated and transformed by
science  Indeed, with a boldness possible only to one who
has read the geologic record, he sets appearances at nought
so completely that 1n his hands the hills become mere fleeting
shadows—those everlasting hills which from tume immemorial
have been for men who judge by appearances alone the pillars
of the universe and the very symbols of eternity.

Thus Wordsworth has the best of grounds for declaring
that ‘“ the objects of the poet’s thoughts are everywhere,”
and that “ though the eyes and senses of man are, 1t is true,
his favourite guides, yet he will follow wherever he can find

Y Egelesiustwal lustrtubsens, § GGo. t In Memtiam, § 121,
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an atmosphere of sensation in which to move his wings.” 1
It may indeed be sgid that, as a really great poet is, of necessity,
a great thinker-——al;omt we shall have to return to presently—
he can hardly fail to be interested 1n and nfluenced by, if not
the separate discoveries and controversies of science, at any
rate the large movements in thought to which these give rise.
The new knowledge of the time, with all the changes which
1t brings about in men’s inherited beliefs and traditional views
of the cosmic order and their relations with it, and all the
fresh problems and speculations which 1t everywhere thrusts
to the fore, must have an irresistible fascination for him on
their emotional and spiritual sides Their bearings for good
or evil upon the cherished hopes and aspirations of the world
will almost inevitably force themselves upon his attention ,
and even if he does not make them the subjects of direct
consideration, they are certain 1n countless subtle ways to
enter into and colour the texture of his verse, as they enter
into and colour the current thought of his age So far
from 1ts being true, therefore, that the poet has nothing to
do with the scientific knowledge of things, it may rather be
maintained that the wider issues of that knowledge can never
be entirely ignored by him ; while if he be a poet of the
philosophic class, he will find himself specially tasked to
challenge it 1n 1ts relation with every question and interest
belonging to the higher life of man. In an era of rapidly
accumulating scienufic discoveries and vast and far-reaching
intellectual change, like our own, we must expect to encounter
a certain amount of antagonism between science and poetry,
in the same way and for the same reason as we must expect to
encounter a certain amount of antagonmism between scence
and religion In the development of thought the feelings
can never quite keep pace with the intellect ;2 and, as a
result of this, the poet 1s, in the average of cases, conservative ;
he chings by preference to what is old and familar; he 1s
commonly repelled by what is new and strange Hence,
the spiritual unrest, the uncertainties, the struggles and doubts
and pessimusm, which were so marked among the character-
istics of our Victorian poetry. The emotionalisation of
1 Preface to second edition of Lyrical Ballads.
$ See W. K Chfford’s essay on Cosmic Linotion
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knowledge is inevitably a slow and gradual process; but
meanwhile, one measure of a poet’s greatness as a thinker 1§
his ability To perceive the possibility of it/and by his insight
mto the spiritual meanings of scientific fact, to point forward
and help in its accomplishment.

It is an important implication of the high conception of
poetic truth which we have now reached, that the poet who
15 a2 philosopher no less than the philosopher who is not a
poet must be held responsible in the fullest degree for the
soundness of the foundations upon which he builds his
arguments and rests his conclusions The widest margin
may be allowed to every poet for the play of his imagination
so long as his purpose is only to del'ght by the creation of
beauty But the moment he enters upon the work of a
teacher, we demand that his teachings shall satisfy the under-
standing as well as engage the fancy and touch the heart.
The application of this principle may be made clear by a
single 1llustration,

v In his Gebir, Landor has a striking passage dealing with
the old notion that the murmuring of a sea-shell held to the
ear 1s the reverberation of the sea-waves, suill hingering inat :

But I have simuous shells of pearly hue

Shake one and 1t awakens, then apply

Its polished lips to your attentive ear,

And 1t remembers 1ts august abodes,

And murmurs as the ocean murmurs there.

Wordsworth 1n turn takes up the same pretty notion (indeed,
Landor complained that he stole his shell), and this 1s the use
to which he puts it

I have seen
A cutious child, who dwelt upon a tract
Of 1nland ground, applying to his ear
The convolutions of a smooth-lipped shell ;
To which, 1n silence hushed, his very soul
Listened intensely ; and his countenance soon
Brightened with joy ; for from within were heard
Murmurings, whereby the monitor expressed
Mystcnous unlon with 1ts nauve sea.
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Even such a shell the umverse itself

Is to the ear of Faith ; and there are times,
I doubt ﬁ.ot when to you it doth impart
Authentic tidings of invisible things ;

Of ebb and flow, and ever-during power ;
And central peace, subsisting at the heart
Of endless agitation !

Now it is evident that there is a very important difference
between Landor’s treatment of the sea-shell’s murmur and
Wordsworth’s. Landor employs it only as what Arnold
would call ““ a play of fancy,” 2 and as such it is excellent.
Wordsworth presses 1t into the service of a transcendental
philosophy, and since, as everybody knows, the alleged fact
18 not a real fact, the use of 1t for such a purpose only serves
to make the phllOSOth itself seem unreal Then a third
poet, Mr Eugene Lee-Hamilton, appears and, starting from
Wordsworth’s parallelism between the sea-shell and the uni-
verse, boldly turns the argument upon the transcendentalist
himself by contending that what 1s demonstrably illusion in
the one case is unquestionably illusion also in the other :

The hollow sea-shell which for years hath stood
On dusty shelves, when held against the ear
Proclaims 1ts stormy parent , and we hear

The faint far murmur of the breaking flood

We hear the sea The sea? It is the blood
In our own veins, impetuous and near,

And pulses keeping pace with hope and fear

And with our feehings’ ever-shifting mood.

Lo ! 1n my heart I hear, as in a shell,
The murmur of a world beyond the grave,
Distinct, distinct, though faint and far it be.
Thou fool ! this echo 1s a cheat as well,—
The hum of earthly instincts ; and we crave
A world unreal as the shell-heard sea.

¥ The Excursion, Book 1v

% Arnold describes the 1dea which forms the core of the Ode on the Intime-
tons of Immortality as an 1dea “ of undemable beauty as a play of fancy,”
but as one which has not “ the character of poctic truth of the best kind ,
it has no real sohdity ”’ (Essay on Wordsworth) But on this speaal point,
s+ Wordsworth's own introductory note to the poem,
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We are not now called upon to inquire into the general value
of Wordsworth’s transcendentalism, or of Lee-Hamilton's
reply. We have only to insist that, so fidr as this particular
case of the sea-shell is concerned, Lee Hamilton is right,
because he deals with the known fact of the matter, and
Wordsworth wrong, because he gives us merely a bit of
pleasing fancy. And the poet who assumes the réle of teacher
of philosophic truth must not invoke fancy to do the work
of fact.

We need not here enter into any further discussion of
poetic truth. Its general nature 1s now clear. In some
cutiously wild and whirhng words, Macaulay once spoke of
the truth that *'is essential to poetry ” as the * truth of
madness,” and went on to declare that in poetry, though ** the
reasonings are just,” the * premuses are false,”” and that thcit
acceptance ‘' requires a degree of credulity which almost
amounts to a partial derangement of the intellect.”! No
more glaringly absurd conception of poetry has ever been
suggested by a cniuc of any pretensions ; Mr Gradgrind
himself could hardly have improved upon it as an expression
of utter thhstlmsmf‘ Poetic truth 1s emphatically not the
“ truth of madness.” It has, on the contrary, and in the
fullest sense of the term, the essential quality of sanity. It is
the truth of things as seen, indeed, from a pomt of view
different from that of science ; and 1t 1s this fact which misled
Macaulay into his strtange vagaries concerning 1t  But as
we can never learn the whole truth of things until this otfier
point of"view has been taken—as to know things in their
entirety means to know them in their poetic as well as in their
sctentific_ aspects and meanmings—the truth of poetry while
antuithetical to that of science, is at the same time, as 1 have
shewn, complementary to 1t, and it has at least an equal
impot tance

Thus as Leigh Hunt says, to the poet * truth of every kind
belongs . provided 1t can bud into any kind of beauty,
or 1s capable of being illustrated and impressed by the poetic
faculty.” 2 Or, as Principal Shairp put 1t: “ There 1s no
truth cognisable by man which may not shape itself into
poetry. It matters not whether it be a vision of nature’s

! Essav on Muiton 2 Imagmation and Fancy
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on-goings, or a conception of the understanding, or some
human incident, qr some truth of the affections, or some
moral sentiment, some ghmpse of the spiritual world ;
any one of these may be so realised as to become fit subjects
for poetic utterance. Only in order that it should be so, it
1s necessary that the object, whatever it is, should cease to be
a merely sensible object, or a mere notion of the under-
standing, and pass inward,—pass out of the coldness of the
merely notional region into the warm atmosphere of the hfe.
giving imagination. Vitalised there, the truth shapes itself
into living images which kindle the passion and affections,
and stimulate the whole man  This is what has been called
the real apprehension of truths, as opposed to the merely
notional assent to them 1 And this shows that poetic truth
has a human value to which scientific truth cannot possibly
lay claim.

111

We are now in a position to apptreciate the relations of
poetry to life, and the laige part that 1t has to play i that
comprehensive cultivation of all our faculties bv which alone
we can ever get out of life all that it has to afford ,

One chief element of poetry 1s its revealing power. It
opens our eyes to sensuous beauties and spiritual meanings 1n
the worlds of human experience and of nature to which other-
wise we should remain blind, There are few of us who have
not some endowment of poetic insight and feeling, some
measure of *“ the vision and the faculty divine.” But in the
large majority of cases such poetic capacity as we possess,
slight as 1t probably 1s at the best, 1s cramped by the ordinary
conditions of existence, crippled by the mere material interests
which fill so vast a place in our daily routine, and sometimes
even consciously or unconsciously repressed. The true poet,
whatever his range and quality, 1s one 1n whom the power of
seemng and feelmg the sensuous beauty and spiritual meanng
of things exists in a pre-eminent degree, and to whom, more-
over, another special power has been granted—the power

! On Poetsc Interpretation of Nature, pp. 14, 20.
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of so expressing and interpreting what he sees and feels gs to
quicken our own 1mmaginations and sympath:es, and to make
us see and feel with him. Thus one gr[:at service that the
poet renders to us is that of *“ awakening the mind’s attention
to the lethargy of custom, and directing 1t to the loveliness
and wonders of the world before us, an inexhaustible
treasure, but for which, in consequence of the film of famili-
arity and selfish solicitude, we have eyes, yet see not, ears
that hear not, and hearts that neither feel nor understand.” *
This 1s why Biowning calls poets the ‘ makers-see,” and
why Carlyle writes of them as ** gifted to discern the god-like
mysteries of God’s umiverse ” ; and this 18 why we may
descuibe every true poet, as Arnold once described Words-
worth, as ““ a pricst to us all of the wonder and bloom of the
world > How much we need the poet’s help, how greatly we
are benefited by 1t, a moment’s thought will show. For, as
Brownmng puts 1t, speaking through the mouth of his Fia
Tappo Lippt

For, don’t you mark ® we’re made so that we love
First when we see them painted, things we have pass’d
Perhaps a hundred times, nor cared to sce,

And so they are bLictter, painted—better to us,
Which 1s the same thing Art was given for that

This 15 a pamter’s noble apologia for his own art  Mani-
fistly, the poet might quite as justly sav as much for his
Poetry, too, was given for that , and in carrying out this great
puipose, det us never forget, while 1t helps us directly by
tevealing fresh beauty and unsuspected significance 1n the
actual things with which 1t deals, 1t does at the same time
somethimg more than thuis It educates us to look at life for
outscives with more of a poet’s msight and power of compre-
hension , it strengthens out own vision and sympathies ; and
thus 1t develops within us the latent faculty of poetic inter-
pretation

Poctry, therefore, covers our relations with life at almost
every point, appeals to neaily all our moods and finds its
subject-matter i whatever, nightly treated, will yield poetic
beauty and meaming. Thus every kind of poetry—even the

1 Coleridge, Biographia Literana, chapter xiv.



92 AN INTRODUCTION TO THE STUDY OF LITERATURE'

poetry which touches things intrinsically trivial with the
charm which 1t is its special functiom to give—has its efficacy
and justification  VYet, if poetry be an interpretation of life
through the imagination and the feelings, its essential great-
ness must ultimately be judged by the greatness of the power
with which it handles life’s greatest and most abiding things
.—the things which belong to our hghest experiences and
interests. Since poetry is an art, it must, it is true, be esti-
mated also with respect to 1its purely artistic or technical
features. But this consideration must not blind us to the
fact that poetic art is after all an embodiment of spirit and a
vehicle of thought and feeling, and that it is from the char-
acter of the spinit, thought, and feeling which it expresses
that 1t denves 1ts substantial value This does not mvolve
any denial of the proposition that the immed:ate object of
poetry, as of all other forms of art, 15 to give pleasure. It
simply means that the quahlity of the pleasure itself must
depend upon the nature of the subject-matter and the manner
in which 1t is presented From time to ume we hear morc
than enough of *““ art for art’s sake.® Dut this vague and
shadowy doctrine 1s, so far as the art of poetry is concerned
brought into contempt by the rank and standing of thos
who 1nculcate it , for it is for the most part associated with
minor poets and dilettante critics. The really great poets of
the world have never taken any account of it.1 One and all;
they have been substantial men Thev have always recog-
nised that poetry 1s made out of hfe, belongs to life, exist
for life On this primary principle they have done theu
work ; and 1t1s by their grasp of life and power of interpreting
1t that their greatness may in large measure be explained
We can thus go cvery step with Matthew Arnold when he
writes . “ It is important, thciefore, to hold fast to this.
that poetry 1s at bottom a cniucism of life , that the greatness
of a poet hes m his powerful and beautiful application of
ideas to hife—to the question  How to hve. Morals are often
treated in a narrow and false fashion ; they are bound up
with systems of thought and belief which have had therr
day ; they are fallcn into the hands of pedants and pro-
1 Save, indeed, when, like Tennyson, they have disunctly repudiated it
See Meanowr, u 92
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fessional dealers ; they grow tiresome to some of us. *We
find attraction, at times, even i a poetry of revolt against
them ; in a poetry which might take for its motto Omar
Khayyam’s words : ‘ Let us make up in the tavern for the
tume we have wasted in the mosque.” Or we find attractions
n a poetry indifferent to them ; in a poetry where the
contents may be what they will, but where the form is studied
and exquisite  We delude ourselves in either case ; and the
best cure for our delusion 1s to let our minds rest upon the
great and inexhausuible word {ife, until we learn to enter into
its meaning. A poetry of revolt against moral 1deas is a poetry
of revolt against {ife ; a poetry of indifference towards moral
ideas 1s a poetry of indiflference towards /ife 1
We nced not, therefore, be afraid of laying the utmost

stress upon the nature of a poet’s subject-matter, his powers
of thought, his moral strength and mfluence * No man
was ever yet a great poet,” says Coleridge, * without being
at the same time a profound philosopher ” 2 ** The great
poets,” says Emerson, in one of his penetrating apothegms,
‘“are judged by the frame of mund they mduce 3 “ We
may ", says Landor, * write Iittle things well, and accumulate
onc upon another, but never will any be justly called a great
poet unless he has treated a great subject worthily  He may
be the poet of the lover and the 1dler, he may be the poet of
green fields or gay society ; but whocver 1s this can be no
more A throne 1s not built of birds’ nests, nor do a thousand
recds make a trumpet ¢4 And again: “ A pretty sonnet
may be written on a lambkin or on a parsnip, there being
room enough for truth and tenderness on the edge of a leaf or
the tip of an ear, but a great poet must clasp the higher
passions breast high, and compel them 1n an authoritative
tone to answer his interrogatories 8

I am not asserting that in order to fulfil the conditions of
poetic greatness a poet must of necessity address himself to
the direct communication of 1deas, or even write with a
conscious ethical aim. We are not to confuse the functions
of the poet with those of the preacher or homilist ; their

! Fssay on Wordsworth, 1 Esvas i Cricasm, sccond senes

2 Luoar sphua Laterania, chapter av. 8 Prelece 1w Parnassus.

& The Fentameron, 1v. blbid
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husiness is to instruct and guide, his to stir and vivify, to

aspire, energise, agd delight. This vital distinction is indeed
Ymplied in everything that has been said about the specific
characteristics of that interpretation of life which poetry
affords ; and too much weight can hardly be attached to it.
On the other hand, however, the horror which critics of the
so-called asthetic school continually express of any poetry
which deals with ideas and s written with a conscious ethical
aim, is entirely without warrant With much that they urge
against didacticism in art we may, it is true, cordially agree ;
but we must not be misled by them into an unqualified
condemnation of 1t When Browming says--—‘‘ Philosophy
first, and poetry, which 1s 1ts highest outcome, afterwards ” ;1
and when Lowell says, “ No poem ever makes me respect
its author which does not in some way convey a truth of
philosophy,” 2 we feel that in these utterances the scope
and powers of poetry are unduly circumscribed But there
is no reason why poetry should not be the outcome of phil-
osophy and the vehicle of philosophic truth without sacnificing
anything of its essential poetic qualities and graces. The real
objection to so much that passes as didactic poetry 1s not that it
is didactic, but that 1t is not poetry. Nevertheless, there 1s
no inevitable antagonism between the didactic and the
poetical. It all depends upon the poet. Take, for example,
the work of Wordsworth, who, as we remember, wished to
be “ considered as a teacher or as nothing ” ““ In deserts of
preaching,” says Lord Morley, * we find almost within sight
of one another, delightful oases of the purest poetry.”” 3 But
examination shows that in his passages of *‘ purest poetry ”’
Wordsworth is often quite as much occupied with 1deas as
in his passages of flat prosaic preaching It is not, therefore,
/thc presence or absence of ideas which makes all the differ-
ence ; it is the difference 1n treatment which counts4 From

1In a letter to Professor Wilham Kmght. ¥ Letters, 1 73

3 Introduction to Globe edition of Wordsworth’s Poetical Works, p. bun.

¢ The reader can test this for himself by comparing the passage ated by
Arnold in his essay on Wordsworth, as an example of that poet’s too
frequent prosaic dulness, with the superb Lines written above Tintern Abbey,
mn which far more profound philosophic thought 13 embedied 1n poetry of
the purest kind
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this fact we learn that we have no just ground to take- ex-
ception to a poet’s didacticism ; what alone really calls for
adverse criticism 1s his inability to give to his ideas a pocth
form and setting. We do not, therefore, quarrel with any
poet Who offers us philosophy in the fashion of poetry. We
require only that his philosophy shall be transfigured by
imagination and feeling , that it shall be shaped into a thing
of beauty ; that it shall be wrought into true poetic ex-|
pression ; and that thus in reading him we shall always be
keenly aware of the difference between his rendering of
philosophic truth and any mere prose statement of 1it. These
conditions fulfilled, we welcome the poet as teacher and
morahst, because we know that in his hands the truths
of life and conduct will acquire a higher potency and

value
In concluding this brief discussion of the relations o
poetry and hfe I may, theiefore, repeat that a poet’s great
ness must ultmately depend upon the greatness of his subject-
matter, the power of thought, which™hé brings to bear l?on
C

it RS o S ol ae And if it shoal
objected t putting the matter in this way I am over-

stating the ethical side of poetry, I will reply by quoting the
tesumony of one who among our modern Enghlsh critics
stands out conspicuously as a supporter of the claims of art.
“It 157, says Walter Pater, ‘“ on the quality of the matter
it mforms or controls, 1ts compass, 1ts variety, its allhiance to’
great ends, or the depth of the note of revolt, or the largeness
of hope 1 it, that the greatness of Iiterary art depends, as
The Diwmne Comedy, Paradise Lost, Les Misérables, The English
Bible are great art.” !

/" In the study of poctry, therefore, as in the study of all
other kinds of hiterature, our attention must first be directed
to the poet himself , to his personality and outlook upon the
world ; 16 the interpretation of life expressly given by or held
in solution 1n his work ; to the individual note in it How-
ever deeply we may presently become interested 1n questions
of art and form, origins and historical affihations, these
primary aspects of poetry must never be permitted to ship
out of our sight.

v Appreciateons, p 36.
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v

As a guide to the systematic study of our subject, we have
next to pass under rapid review the principal kinds of
poetry.

In a broad way, poetry may be divided into two classes
There is the poetry in which the poet goes down into himself
and finds his insprration and his subjects in his own experi-
ences, thoughts, and feelings. There is the poetry in which
the poet goes out of himself, mingles with the action and
passion of the world without, and deals with what he discovers
there with little reference to his own indiyiduality. The
former class we may call personal or subjective poetry, or the
poetry of self-delineation and self- cxpresslon The latter we
may call impersonal or objective poctry, or the poetry of
representation or creation. The boundary-lines between
these two divisions cannot, of course, be drawn with absolute
precision, and in much poetry, cspeaally 1 our extremely
composite modern poetry, personal and impersonal elements
continually combine. But the distinction none the less rests
on a firm foundation of fact, and for purposes of classification
it is undeniably useful.

We may begin with personal or subjective poetry, to
which, rather looscly, the name lyrical 1s often also appled.
We ongmf::l meaning of the term, was poetry

osed to D€ sung to the accom animent of lyre or har

In this sense, much poetry belonging 16 'thcﬂi'mpcrsongl
division—like the old ballads and even early epics—might
strictly speaking be described as lyrical. But the use of
‘lyrical > will be restricted here to the simpler forms of
the poetry in which, in contradistinction to the epic and
dramatic kinds, the poet is principally occupied with
himself.

In such simpler forms this personal poetry is almost un-
limited in range and variety, for it may touch nearly all
aspects of experience, from those which are most narrowly
individual to those  which 1nvolve the broadest interests of our
common humanity. Thus we have the convxvxal or bac-
chanalian lyric ; the lyric which skims the lighter things of
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life, as in the so-called vers de société ; the lyric of love in all
its phases, and with all its attendant hopes and longings,
joys and sorrows; the lyric of patriotism ; the lyric of
religious emotion ; and countless other kinds which it is
unnecessary to attempt to tabulate.

In our study of any lyric certain elementary principles
of valuation should always be kept 1n view. We must inquire
mto the character and quality of the emotion which inspires
1t and the manner in which that emotion is rendered , for a
lyric, to be good of its kind, must satisfy us that it embodies a
worthy feeling ; it must impress us by the convincing sincerity
of its utterance ; while its language and imagery must be
characterised not only by beauty and vividness, but also by
propricty, or the harmony which in all art 1s required between
the subject and its medium It will also be found that the
pure lyric, having for 1ts purpose the expression of some single
mood or feeling, commonly gains much in emotional power
by brevity and condensation, and that over-elaboration is
almost certain to entail loss 1n effectiveness.

Though the essence of lyrical poetry is personality,
must yet be remembered that the majority of the world’s
great lyrics owe their place 1n literature very largely to the
fact that they embody what is typically human rather thap
what is merely individual and parucular, and that thus
every reader finds in them the expression of experiences and
feelings in which he himself 1s fully able to share. In such
cases we. do not have to put ourselves in the poet’s place
because he has already put himself into ours. Moreover,
there is much lyrical poetry which is communal rather than
personal_in _character. Investigations into the beginnings
jof literature have shown that poetry onginated in the desire
to give outward form to the feelings not of the individual but
of the clan or group.! Hebrew lyrical poetry was chiefly of
this kind. “ The awakening of the individual consciousness
mn the western nations since the introduction of Christianity
had, as Canon Cheyne has said, * no parallel 1in the Semitic
East ”; and though the old Hebrew was a magnificent
egotist, his egotism was emphatically that of race. Thus the
“I” and “me” of the Psalms, as modern scholars tell us,

L See Gummere's Beginmings of Poetry and Posnett’s Comparatue Literature.
G



98 AN INTRODUCTION TO THE STUDY OF LITERATURE

refer, not to David or any other individual singer, but to the
community of Israel, with its common tribulations, hopes,
contrition, trust. The immense development of individuality
in the modern world has naturally been followed by an
increase of the personal and a subsidence of the communal
factor in poetry. Yet group-consciousness still produces
group-poetry ; as in hymns and lyrics of patriotism: Of
such group-poetry the chorus, which is’so popular a feature
of many songs, is also an interesting survival. A further fact
of importance is that in periods when general feelings are
deeply stirred, and men are lifted out of themselves and the
concerns of their private lots, the communal element 1n poetry
becomes specially conspicuous Thus Byron, though one of
the greatest egotists of our literature, and our fullest ex-
ponent of that extreme individualism which was one character-
istic of the romantic movement, often poured into his verse
the world-passions which shook all Europe in the revolu-
tionary age !

Personal poetry _passes by insensible degrecs from the
simpler forms of ‘lyric’ into_meditative and philosophc
poetry, in which the element of thou important.
Here, of couf$e, emotional qualities and the beauty, vividiess,
and propriety of language and imagery, have still to be con-
sidered ; but i1n addition, as we have already shown in
sufficient detail, the substantial value of the thought itself
has also to be estimated, together with the poet’s success in
giving it a poetic rendering. Thus, if we pass adverse
‘udgment on Pope’s Essay on Man, it is not only because, while
1t contains many passages of brilliant rhetoric, it is on the
whole rather a versified treatise than a poem, but also because
its philosophy, as philosophy, is confused, inconsistent, and
radically unsound. It should be observed that there is a
good deal of poetry which 1s didactic in intention but narrative
in_form—poetry in which the truths to be conveycd are
wrought into story, parable, or allegory. This poetry is of
course commonly classed as narrative, and therefore falls
into the objective division ; but we mention it here on account
of the purpose by which it is dominated. A poet will often
choose such indirect method of inculcating his ideas because

1 See Dowden’s The French Revolution and English Luterature,
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in this way he can obtain the immense advantage of trans-
lating abstract ideas into concrete forms. Tennyson’s Palace
of Art and Viston of Sin may be referred to as popular
illustrations.

It is here also that we may best find place for the Ode,
which may be defined as “a rimed (rarely unrimed) lyric,
often in the form of an address ; generally dignified or exalted
in subject, feeling, and style ” ;! or as ““ any strain of en-
thusiastic or exalted lyrical verse, directed to a fixed purpose,
and dealing progressively with a digmified theme.” 2 It will
be seen from these definitions that the ode is not specifically
differentiated by any one constant feature, or combination
of features, from other kinds of lyric ; 8 the term is, in fact, an
elastic and most ambiguous one ; and there has always
been in consequence an extreme diversity of view among the
critics as to what poems shall and what shall not be included
under it. In addition to dignity or exaltation of matter and
manner and a logical evolution of thought, which may be
accepted among 1ts more habitual characteristics, it is gener-
ally, though it would seem not necessanily, marked by a
certain amount of complexity and elaboration , it has often
something of the quality of a poetical oration ; while often,
again, it is inspired, hke Lowell’s Memorial Poems, by some
great public occasion In structure, it may be regular, like
Spenser’s Epithalamion, Collins’s Ode to Evening, Shelley’s West
Wind, and Keats’s Odes To a Mghtingale and On a Grecian Urn ;
or irregular, like Dryden’s Alexander’s Feast, Collins’s The
Passions, Wordsworth’s Ode on the Intimations of Immortality,
and Tennyson’s Ode on the Death of the Duke of Wellington. In
some cases a classic form is taken as model ; and we have
mtations, more or less close, of the ‘Horatian’ ode, so-
called ; as 1n Jonson’s Ode to Humself and Marvell’'s Upon
Cromwell’s Return from Ireland ; or of the choric odes of Pindar,
with their systematic disposition of parts Tifo strophe, anti-
strophe, and epode, or, 1in Jonson’s language, turn, counter-

Y New English Diwctionary

2 Gosse, English Odes, Introduction, p xm

? Among the Greeks, Ode was used, generally, for anv kind of lyrical
composition, from the drninking songs of Anacreon to the love songs of
Sappho, and from these again to the lofty * occasional *’ poems of Pindar,
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turn, and stand.! Gray’s Pindaric odes are probably the
most successful examples in English of the latter type.2 But
such poems follow their model in appearance only, and as
the original choric significance of the divisions no longer
exists, they are, like all such attempts to reproduce ‘“an
ancient form through which the spirit breathes no more,”
essentially artificial productions.

We come next to one of the most important divisions of
personal poetry, the Elegy. In its simplest form, as in David’s
Lament for Saul and jJonathan, Landor’s Rose Aylmer, and
Tennyson’s * Break, break, break,” this is a brief lyric of
mourning, or direct utterance of personal bereavement and
sorrow. Its basis is manifestly, therefore, absolute sincerity
of emotion and expression, since on the shghtest hint of
simulation or artifice we are prompted to turn on the poet
with the warning words of Guiderius to Arvnagus .

Prithee, have done,
And do not play mn wench-like words with that
Which 1s so serious.®

In the evolution of literature, however, the elegy has under-
gone great elaboration, and has expanded in many directions
It has sometimes become the medium of communal feeling ,
as in the five poems of the Book of Lamentations which, while
fashioned on the professional mourning-songs of the Hebrew
“ cunning women,” are dirges, not for an individual, but
over the fall of a city “ that was full of people.” It has
grown into a memorial or encomiastic poem, containing the
poet’s tribute to some great man (not necessarily relative or
personal friend), and often a study of his life and charactes,
with reminjscences and thoughts suggested by them ; as in

1 See his Ode to the Immortal Memory and Friendship of that Noble Par,
Str Luctus Cary and Str Harry Morison

* The Pindangue Odes of Cowley were wrtten in stanzas of unequal
lengths and great varicty of metre under the then prevalent, though quite
mustaken 1dea, that this was the true Pindanc style. Only much later
was 1t discovered that the Odes of Pindar are not metnically * icentious,’
but are, on the contrary, based upon a very ngid though exceedingly com-
phicated system.

3 Cymbeline, iv. 2.
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Spenser’s Astrophel, Ben Jonson’s celebrated verses 7o the
Memory of my Beloved . . . Mr Willlam Shakespeare, Milton’s
Lyerdas, Arnold’s Rugby Chapel and Thyrsis, Whittier’s In
Remembrance of Joseph Sturge Often, too, the philosophic
and speculatve elements become predominant n 1t, some-
times even to the total sub-ordination of the purely personal
mterest , the poet, brooding upon his subject, being moved
to meditations over questions immediately rased by 1t, or
over the deepest problems of life and destiny ; as in Shelley’s
.ldonais and Browning’s La Saistaz  In many cases, of course,
all these characteristics are combined , as in some of the
«xamples just cited, and even more notably in In Memoriam,
which is at once one of the most frankly personal of elegies,
a large tribute to0 the dead friend, a spiritual autobjography
extending over some three years of intellectual struggle, and a
philosophic poem of immense rcach and significance. _More:
over, under the powerful influences of a bookish age, the
clcgy in modern literature has often been used as a vehicle
for literary criiusm ; as by Arnold 1n Hewne’s Grave, the two
*“ Obermann > poems, and AMemorzal Verses, 1850 ; and by
Sir Willlam Watson i Wordsworth’s Grave—unquestionably the
finest poem of the hind n our language. The fact that these
poems have an intrinsic value as appreciations of the authors
calt with, no less than for their beauty as poems, will serve
to rernind us that m our study of the critical elegy, as in our
study of all other classes of poetry in which the thought-
element 15 in the ascendant, the criteria already indicated
have still to be apphed One particular type of elegy calls
for separate mention—the pastoral type, 1in which the poet
expresses his sorrow under the smilitude of a shepherd mourn-
mg for a compamon, or otherwise through conventional
bucolic machinery This form arose among the Sicilian
Greeks ; 1t passed into modern European litcratures at the
time of the Renaissance ; and 1t has often been emploved by
Enghsh poets from Spenser to Matthew Ainold /Thus far
we have considered the elegy in its various developments as a
memorial poem only. It rcmains to add that the word has
long been more broadly used for any poem distingtively
reflective in character, and of a markedly melancholy
strain.  One of the most famous of English poems—Gray’s
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Elegy m a Country Churchyard—shows this extension of
meaning.!

Under the general head of subjective poetry we may also
include the descriptive poem,”the Epistle, and the Satire.
Finally, it may be mentioned that there are certain kinds of
lyrical poetry which are classified wholly on the basis of
form.2 The only one of these which has any real importance
for English readers 1s the Sonnet, a poem of fourteen lines,
governed by certain prescribed rules in general structure and
in the disposition of the rimes. These rules have indeed been
often ignored by Englsh sonnet-writers from Shakespeare
downward, and thus a distinction has grown up between the
regular (or Italian) and the irregular (frequently called the
Shakespearan) types. The theoretical system of the sonnet

1 It was 1n an even broader sense that elegy was understood among the
Greeks  Greek clegy, says Jebb, ¢ deals with the greatest varety of sub-
jects,—the wars which the poet’s city 1s waging, the political feuds among
the citizens, the laws or prinaples which the poet wishes them to adopt, his
own opinions on the manners and morals of the day, his views as to the best
way of enjoying hfe, festive pleasure, lamentaton for the dead—every-
thing that the poect and lus friends are wont to think or talk of *’ (Pruner
of Greek Luterature, pp 50, 51) An elegy was, m fact, any poem written
n the ‘elegac’ measure, which was a distich composed of a dactylic
hexameter followed by a dactvlic pentameter This measure 13 adnurably
described and exemplified by Longfelow N

Peradventure of old some bard in Ioman Islands,

Walking alone by the sea, hearing the wash of the waves,
Learn’d the secret from them of the beauuful verse elegac,
Breathing into his song mouons and sounds of the sea ,

For as the wave of the sea, upheaving 1n long undulations,
Plunges loud on the sands, pauses and turns and retreats,
So the Hexameter nising and surging with cadence sonorous
Falls , and in refluent rhythm back the Pentameter flows

Gocthe’s Roman Elegies are among the most famous examples in modern
literature of this classic form The English reader may study the measure
to perfection 1n Watson’s noble Hymn to the Sea
? Among these, the mtricate verse-forms of old French poetry, Northern
and Provengal, may be referred to in passing, on account of the vogue
they enjoyed for a time in our mnecteenth century literature  See the
- collection of Ballades and Rondeaus, edited by Gleeson White in The Canterbury
Poets.
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should, however, be carefully analysed and mastered by every
%cnt of poetic technique.!

e now pass from subjective or personal to objective or
impersonal poetry. The fundamental characteristic of this
poetry is, as I have already said, that it deals directly, not
with the thoughts and feelings of the poet, but with the outer
world of passion and action. While, therefore, in subjective
poetry, which is the poetry of introspection, the poet looks
mto his heart to write, and even draws the outer world down
into himself and steeps 1t 1n 1ts own emotions, in objective
poetry he projects himself into the life without, and, seeking
there his motives and subjects, handles these with the least
possible admixture of his own individuality 2

Such impersonal poetry falls naturally into two groups
—the narrative and the dramatic. As these must manifestly

'See, ¢ ¢, Mr Watts-Dunton’s article in Chambers’s Encyclopedia and
William Sharp’s Introduction to Sonnets of this Century, \n The Canterbury
Poets.

? [ say “ with the least possible admixture of his own individuahty,”
because, despite much loose talk about ¢ dramanc self-obliteration,” no
poet can ever completely eliminate himself from his work. Everything
that we have said about personality as the foundation of literature holds
good of even the most objective of poetry But here, for the most part,
the poet reveals himself indirectly through what he represents and creates,
while i1n subjecuve poetry he expressed himself immediately It may
further be added, that only 1n a few rare cases (and among these the
Shakespearean drama cannot be included) 1s no trace of even direct self-
mtrusion to be found. Something more will be said on this point when
we come to the drama. Passing teference may meanwhile be made to
the rather academic controversy concermng the alleged natural and
essential superionity of objective poetry as a class to subjecuve poetry
as a class Bruneunére, for instance, drew up a ‘‘ hierarchy of genres,”
and argued that the relative value of each was to be found in an inverse
ratio to the degree to which 1t involved ot permitted the direct expression
of personality  On this basis he ranked the drama, as a form of art, higher
than the novel. Among Bmghsh critics, Arnold may in particular be
menuoned as a stout upholder of the objective doctrine (see Preface to
Poems, 1854, reprinted i Mixed Essays). It was in accordance with the
principles there enunciated that his own most ambitous poems—his
tarrative and dramatic poems—were written  But by temper and natural
bias of genius, Arnold was emphatically subjective , and his most char-
actenisuc verse belongs to the personal class.
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have much in common with the prose-story and the regular
play, the reader will find a great deal which bears directly
upon them in our succeeding chapters on the novel and the
drama. A rapid survey of their principal subdivisions and
of the more salient characteristics of these, is all that we have
now to undertake.

In our study of narrative poetry we naturally begin with
the popular ballad, or short story in verse , a form which
appears to have arisen spontaneously in almost all literatures,
and represents one of the earliest stages 1n the evolution of the
poetic art. Our own literature 1s particularly rich in ballads
of the true traditional kind, of which the authorship has long
since been forgotten, and which alike in form and spirit bear

ident traces of the unlettered but vigorous times out of
ghxch they sprang, and of the tastes of the popular audiences
for which they were origmally made?! Their themes arc
commonly furnished by the more elementary aspects of life ,
large space is given 1n them to tales of adventure, fighting,
deeds of prowess and valour ; they have frequently a strong
infusion of supernaturalism ; while love, hatred, pity, and
the simpler interests of the domestic lot, receive a full share
of attention. In method and style they are charcterised by
straightforwardness and rapidity of narration, and a certain
childlike naiveté | often crude, they are often, too, astomshingly
energetic ; and while habitually garrulous in matters of
detail, they seldom linger over description or concern them-
selves about motives and passions, save as these translatc
themselves immediately into action Many of these ballads
have immense dramatic power and wonderful metrical
beauty, and for this reason they must be assigned to a distinct
place among the great imperishable things of our literature
But apart from their intrinsic merits, they are specially
deserving of study at a time like our own when, in hterature

1 Percy's Reliques of Ancient English Poetry—the first important collection
of our old ballads—bhas been already referred to as an epoch-making
book. It1s a work which, notwithstanding its many unperfections, every
lover of poetry and every student of the hustory of hiterature should possess,
But a number of much more comprehensive and more scholarly anthologies
have been published since Percy’s tume , notably, the monumental work
of Prof F.J Child.
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as in music, the current runs so strong in the direction of
ever-increasing complexity that our tastes are becorning
sophisticated and we are in danger of losing all healthy
appreciation of what 1s simple, broad, and elemental.l

The modern ballad may be defined as a literary develop-
ment of the traditional form. To this form it often keeps very
close ; as in such admirable examples of the sumpler narrative
1n verse as Scott’s Eve of St John, Kingsley’s The Sands of Dee,
Longfellow’s The Wreck of the Hesperus, Rossettr’s Stratton
Water, and Willtam Mornis’s Shameful Death. More often, on
the other hand, while 1t clearly owes much to the mspiration
of early poetry, and preserves its best traditions, it shows the
powerful influences of a later age in its tendency to greater
claboration, the enlargement of description and psychological
mterest, and a more finished style of art. The really char-
acteristic modern ballad, therefore, represents the natural
expansion, not the artificial reproduction, of the primitive
type It is not in laborious imitations of primitive models,
with their attempts to recover the spontaneous simplicity of
nature through the studied ssmpheity of art, their dehberate
archaisms, and their conscquent flavour of affectation and
formalism, but 1n poems like Tennyson’s The Revenge, Brown-
mg’s Hervé Riel, Rossetti’s The King’s Tragedy, and Robert
Buchanan’s The Ballad of Judas Iscarwot, that we arc i the
true line of literary evolution ; for these, while they have all
the sterling quahities of the old ballads, have nothing merely
imitative about them, but are, on the contrary, essentially
modern and onginal poems

From the ballad, or story-poem, we pass to the longer
narrative 1 _verse Of this large species a number of fairly
well-marked varietics may be distinguished, the first place
among which must be given to the Epic  For purposes of
historical study this again has to be subdivided 1nto primitive
cpic and later epic  The former of these has also been called
the “epic of growth,” to mark the fact that, unlike the ‘ epic
of art,” with which 1t is thus conu asted, it is not in its entirety
the work of a single author, but to some extent the result of a

! Mention has already been made of the [act that Percy's Religues did
much to help the reaction towards the end of the eighteenth century
against the aruficiality which had then long prevatled 1n our literature
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a

process of evolution and consolidation, and that a large
amount of pre-existing material, 1n the shape of floating
legends and earlier folk-poems and sagas, is gathered up into
its composition. An epic of this kind may, therefore, be
regarded as the final product of a long series of accretions
and syntheses ; scattered ballads gradually clustering together
about a common character into ballad-cycles (like the English
Robin Hood cycle), and these at length being reduced to
approximate umty by the intervention of conscious art
Well-known examples are to be found in the Anglo-Saxon
Beowulf, the old Germanic Nbelungenlied, and the Finnish
Kalevalal To the same general class we may also assign
the Ihiad and the Odyssey, though we must do this with some
diffidence, since, as all but the most radical cnitics admuit,
whatever may have been their gencsis and early history, the
controlling power of a single supreme artistic genius is clearly
evident in the poems as they stand  All primiuve epics deal,
broadly speaking, with the same kind of subject-matter Then
themes are furrushed, in Homeric ‘phrase, by xkéx avdpav
—the ““deeds of heroes,” ? generally the great legendary
heroes of a race ; and vast bodies of immemonal traditions
provide the basis of their stiucture  As these traditions are
almost 1nvariably bound up with a people’s mythology, the
supernatural element 1s also more or less prominent ; whether,
as 1n the Homeric epics, 1t 1s distinctively religious i character
and is everywhere interfused with the human mterest of the
action ; or whether, as 1n the Nibelungenlied, 1t has become
attenuated into the mercly marvellous and appears onl
occasionally in the background In the style of such poems
there is much to remmd us of the popular ballad , even the

L The case of the Aalevala 15 1ndeed different from that of the other
two poems mentioned, since 1t owes 1ts epic form to the labours of a modern
scholar, Dr Lonnrot, who, like Scott 1n his ¢ Border raids,” collected fiom
the peasantry an immense number of ancient ballads and sagas, and then
wove these together, with great shill, into a consecutive narrative, without,
as he asserted, adding a hine of his own His work, therefore, provides an
interesting object-lesson, for 1t shows the way in which, 1n eailv umes,
an epic may have been made out of masses of scattered legendary
material

2 Jhad, 1x 189, Odyssey, viu 73.
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lliad and the Odyssey, notwithstanding the individual greatness
of their manner, bemg marked by the directness and sim-
phaity, the naiveté and frequent garrulity, which, in all
literatures, belong to the poetic art in the earhier stages of 1ts
development. ' N

The relation of the ‘ epic of art’ to the ‘ epic of growth’
1s much the same as that of the later ballad to the traditional
form It is the product of individual genius working inan
age of scholarship and literary culture on lines already laid
down One great epic of art occupies a place of capital
umportance in hterary history, not only on account of its own
splendid quabties, but also because, itself fashioned closely
on the Homeric poems, 1t became 1n 1ts turn a chief model
{o1 other workers in the epic field—the ZEneid In Paradise
Lost English poetry possesses one of the supreme master-
preces of epic hiterature ; while for other examples of the same
clas$ reference may be made to Tasso’s Gerusalemme Liberata,
the Lusiadas of Camoens, and on a much smaller scale,
Arnold’s ¢ episode,” or epic fragment, Sohrab and Rustum
‘The literary epic naturally resembles the primitive epic, on
which it 1s ultimately based, 1n various fundamental character-
istics  Its subject-matter 1s of the old heroic and mythical
kind , it makes free use of the supernatural ; 1t follows the
same structural plan and reproduces many traditional details
of composition ; while, greatly as it necessarily differs 1n
style, 1t often adopts the formulas, fixed epithets, and stereo-
tiped phiases and locutions, which are among the marked
{catures of the early type. But cxamination discloses, beneath
all superfiaal hkenesses, a radical disstmilarity  The heroic
and legendary material is no longer living material , it is
nvented by the poet or disinterred by scholarly research ;
and 1t 1s handled with laborious care in accordance with ab-
stract rules and principles wlich have become part of an
accepted hterary tradition. Where, therefore, the epic of
growth 1s fresh, spontancous, racy, the epic of art 1s learned,
antiquarian, bookish, imitative. Its specifically ‘literary’
qualities—its skilful reproduction and adaptation of epic
matter and mecthods, its erudition, its echoes, reminiscences,
and borrowings—are indeed, as the Fneid and Paradise Lost
will suflice o prove, among 1ts most interesting character-
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istics for a cultured reader ! A minor form of the epic of
art may just be mentioned—the Mock Epic, in which the
machinery and conventions of the regular epic are employed
in connection with trivial themes, and thus turned to the
purposes of parody or burlesque The earliest specimen of
this form is the fragmentary Batrachomyomachia, or Batile of
the Frogs and Mice, once ascribed to Homer, while the fincst
example of it in English 1s Pope’s The Rape of the Lock It will
be observed that thus far I have spoken of one particular kind
of literary epic only—the classic kind In rare instances,
however, a non-classic form may be taken as model. Thus
Longfellow’s Song of Hiawatha was 1n part at least inspired by
and fashioned upon the HKalevala, the rhythm and style ot
which are adopted 1n 1t.?

Another diviston of narrative poetry which, with many
resemblances to the epic, 1s yet distinguished fiom it 1n source,
matter, and method, 1s the Mcmcal Romance As, however,
1n the evolution of hteraturé this term has undergone con-
siderable enlargement of meaning, various different classes
of composition have to be mcluded under it There are,
first, those poems Wwhich fall under the strictggt defimtion of
romance, which origmally sigmfied a story told in one of the
romance languages, and dealing, as all such stories did, with
chivalry, kmght-erramtry,. fighting, adventure, enchantments,
love : like the chansons de gestes which were popular in France
during the Middle Ages, and flourished 1n England 1n Anglo-
Norman uines. Then there are the English narratives of the
same general type which, as the word had already come to
denote a certain kind of matter"and treatment, were called

! See ante, pp 58, 59

2 To prevent possible confusion T ought perhaps to call special attention
to the fact that while € pic 15 often employed as a synonym for a long narra-
tive poem of any description, I have taken the word here, as will be seen,
i a much more restricted sense  This himutation of 1ts meaning 1s amply
justified, I thunk, by the needs of classificaion  The attempt to bring
all kinds of narrative poetry under one head is a result of the acadcmic
assumption that the divisions of poetic forms adopted by the Greeks, and
satisfactorily enough 1n respect of therr own poetry, had, as Arnold held,
a “ natural propriety,” and are thcrefore to be accepted as final Such
assumption 1gnores the enormous evolution of literature since Greek
tunes, vith the consequent continual differentiation of Lterary types
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romances though not written in a romance tongue. In part
developed from these earlier forms, though in part touched
by the classic culture of Italy, Chaucer’s splendid idealised
picture of the fast-vamshing world of chivalry, The Knightes
Tale, next deserves special mention on our list. Thence we
pass to such poems as Ariosto’s Orlando Furioso and Spenser’s
Faery Queene, 1n which the famihar characters and machinery
of the old romances—wandering knights, distressed damsels,
mattles, tournaments, gants, dwarfs, wizards, enchanted
castles—are remanipulated for different purposes by poets
for whom such things have become as much matters of
literary tradition as are heroic and mythical subjects for
writers of epics of art. In yet another subdivision of
the verse-romance we may place the numerous narrative
poems of more recent lLiterature which were inspired
by that imaginative revival of the past which, as we have
secn, was one conspicuous feature of the romantic move-
ment ; for example, Scott’s Lay of the Last Minstrel and
Marmion, and later, Tennyson’s Idylls of the Ring, Swinburne’s
Tiistram of Lyonesse, Arnold’s Tristram and Iseult, Hawker’s
Quest of the Sangreal, and the tales in Morris’s Earthly Paradise
These last are specially interesting as showing the purely
romantic handling even of subjects taken from Greek
mythology  The Idylls of the King, on the other hand, are
equally suggesuve, because they exhibit the combination,
natural in an age of hiterary eclecticism, of the romantic with
the classic, since, while their theme is medieval, their art
owes so much to therr author’s long and loving study of
Homer that with almost as much propriety we might define
them as epic It may further be remarked that, hke the
Faery Queene, they exemplify on a large scale the use of narratve
for allegorical purposes, of which I have already spoken.
Fmally, the word romance has been still further extended to
cover poems hike Moore’s Lalla Rookk, and the verse tales of
Byron and his wmitators, which are products of the romantic
movement in literature, and are romantic in matter and
spint 1n that secondary, though now current, sense in which
the term has now come to mean anything that is remote,
passionate, fantastic, wild.

One other class of narrative poetry remains to be ;entioned,
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but for this unfortunately it seems impossible to find any
name which could be accepted as entirely sausfactory. It
may be best described, perhaps, by saying that in contrast
with both the epic and the romance it represents the tendency
towards realism in poetic art. It is the distingushing
feature of such poetry, therefore, that in its subjects it keeps
relatively close to the ordinary world of experience and
action, though it may treat this world in very diflerent ways ;
as we may see by comparing the hard and uncompromising
literalness of Crabbe, who set out to ‘‘ paint the cot as Truth
will paimnt it and as bards will not,” ! with Tennyson’s
so-called ‘idealistic realism,” or habit (as in the English
Idylls), of transfiguring homely~detail by the subtle touch
of poetic magic. Naturally, this kind of narrative poetry
often finds its themes and characters in the present; and
even when it goes back into the past for them, it seeks them
still, as in Longfellow’s Evangeline, amid commonplace people
and surroundings, and not in heroic legend, or romantic
achievements, or among the grcat movements and figures
of history. Sometimes it may take the form of a humorous
transcript from contemporary manners, especially the
manners of ““ low ” life, as in several of Chaucer’s Canterbury
Tales, and in the dehghtful character-studies loosely set in the
economic argument of Goldsmuth’s Deserted 1'tllage. But the
greatest interest belongs to two subdivisions of it, both of
comparatively recent growth. The first of these comprises
such poems as derive their material from ‘ the short and
simple annals of the poor,” or from the lives of the humble
and obscure ; lhike Wordsworth’s Michael and Tennyson’s
Enoch Arden and Dora ‘To the second we may assign all
such poetic narratives as, like Mrs Browmng’s Aurora Leigh,
Owen Meredith’s Lucile, Coventry Patmore’s The Angel mn the
House, and Robert Browning’s Red-Cotton Night-Cap Country,
are to all intents and purposes novels in verse, The former
class has a special historical sigmficance as marking _the
influx into narrative poetry of that ever-broadgning sym-
pathy with * all sorts and conditions of men,” which is one
aspect of the modern democratic movement. The latter is
manifestly the result of that same complex of forces,*social
1 The Village, Book 1
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and Iiterary, which produced the modern novel. It is
particularly worthy of critical consideration, both because it
exhibits the effort of poetry to follow prose fiction into the
field of contemporary social life, and because it thereby
raises the difficult problem as to how far, and under what con-
diions of treatment, modern facts and problems can be
successfully handled in verse.!

The last division of objective poetry is the Dramatic.
By this I do not here mean the regular acted drama which,
as a spectfic form of hiterary art, is reserved for separate
ticatment I mean simply poetry which, though intended not
for the stage but to be read, is essentially dramatic in principle ;
poetry, that is, in which the poet merges himself in his
character or characters, and does not, as in subjective poetry
or ordinary narrative, decribe or relate in his own person
and from the outside. In all varieties of narrative poetry the
dramatic element commonly appears more or less promin-
ently in the shape of dialogue ; while more rarely it fills
considerable space as incorporated autobiographical matenal,
as 1n the long tales told about themselves by Odysseus in the
Odyssey and Aneas in the Zneid. In many cases it is not
necessary to distinguish what should strictly be called dramatic
narrative from ordinary narrative Thus, to be enurely
consistent, we ought to class Aurora Leaigh under the former
head , but nothing would be gained by doing this, and 1t
seems more natural, therefore, to describe it as a narrative 1n
verse in the autobiographical, or first-personal form 2 The
use of the epithet “ dramatic > should rather, I think, be
confined to poems in which the poet’s assumption of character
has a real importance in the working out of his theme. So

! Aurora Leigh, which Leigh Hunt called a * kaleidoscopic presentment
of modern Iife,” was, according to the author’s own statement, intended
to show that poetry could *“ meet the age face to face > See Book v, lines
139-221, for a vigorous asserion of the claims of modernity in poeuc
art, and contrast Arnold’s contention (Preface to First Editwn of Poems,
mm Mixed Essays), that, while modern subjects may serve * the comic
poct”* and ‘ the lighter kunds of poetry,”” an * action of present tumes " 18
“ 100 near,” and * too much mixed up with what’ 1s *“ acadental and
passing, to form a suffiaently grand, detached, and self-sufficient object
for a tragic pocm.”

* On the general significance of this form, see chapter iv, pp. 187-18g.
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understood, dramatic poetry may be subdivided into several
groups. Therg & fipst the Dramatic Lyric. This 1s in spirit
and method a subjective poem ; but the subjective element
pertains, not to the poet himself, but to some other person,
into whose moods and experiences he enters, and to whose
thoughts and feelings he gives vicarious expression. Brown-
ing’s works furnish many familiar examples of this type,?!
and to these, such widely differing productions as Macaulay’s
Tvry, Hood’s Song of the Shirt, and Stevenson’s Child’s Garden of
Verses, may be added by way of further illustration. There
is, secondly. the Dramatic Story, including the ballad, or
short story in verse, like Tennyson’s The First Quarrel and
The Revenge, Browning’s How they brought the Good News from
Ghent and Muléykeh, and Arnold’s Forsaken Merman ; and
the more extended narrative, like Browning’s 4 Forgieness,
Rossetti’s A Last Confession, and Tennyson’s ‘ monodrama,’
Maud. Somcumes the story is told entirely in dialogue, as in
Rossetti’s Swster Helen ; and sometimes, while the bulk of the
story is in direct narration, the dialogue element plays an
important part in the scheme, as in The Holy Grail, in which
Sir Percival’s tale is interrupted from time to time, and its
moral significance punctuated, by the questions and com-
ments of his auditor, the old monk Ambrosius This poem
also shows that in a dramauc story there may be a certain
amount of non-dramatic description and ° setting’; a pomnt
which is again illustrated by The Ancient Mariner. Another
plan, adopted by Coventry Patmore in Faithful for Ever, is to
unfold the incidents and characters in letters.2 A third
species of dramatic poetry comprises the Dramatic Monologue
or Soliloquy.® It is often difficult to distinguish this from the

1 Browning uses Dramatic Lyrys as a general title for one division of his
works , but some of the poems contained 1n 1t are really dramatic stones

? Another kind of dramatic narrauve may just be mentioned, though
1t does not properly enter into our present analysis It 1s the kind repre-
sented by the Canterbury Tales, in which the story is told 1n the third-personal
form, but by a character created by the poet, and not by the poet himself

3 Though the two words are habitually employed interchangeably,
soliloquy really means a poem 1n which the speaker talks to himself, as
in Browning’s Caliban upon Setebos ; monologue, a poem in which he
addresses some Listener or listeners, as in the same wniter’s Andrea del Sarte

and Fra Lippo Lippr,
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dramatic_lyric on the one hand, and, on the other hand,
from the dramatic narrative; from the former, because it
too is vicariously subjective ; from the latter, on account of
the amount of story which frequently enters into its com-
position. Speaking generally, however, it differs from the
dramatic lyric as the more elaborate forms of personal poetry
differ from the simple lyric proper ; while, however closely
it may approximate to the narrative by its free use of in-
cident, the fact that it treats all outward things as subordinate
to those inner forces and problems upon which its interest is
concentrated, is sufficient to put it into a class by itself, It
1s essentially a study of character, of mental states, of moral
crises, made from the inside Thus it is predominantly
psvchological, analyucal, meditative, argumentative. Of
thns form, though 1t has been used with success by other
modern poets, Browning is, of course, our greatest master,
andein his work may be found examples of almost every
variety of it, from brief and subtle self-delineation, as in
My Last Duchess, to long and profound exploration of spiritual
depths and moral complexities, as in The Bishop orders his
Tomb at St Praxed’s, Bishop Blougram’s Apology, and Prince
Hohenstiel-Schwangau  One problem involved 1n the study
of the dramatic monologue 1s too important to be passed
over without a word. In theory, it is clear, dramatic poetry
1s the most entirely objective form of poetry, that in which
the poet most completely loses himself The ideal aim of a
dramatic monologue may, therefore, be defined as the faithful
st if-portrayal, without ulterior purpose, of the personahty
of the supposed speaker. In practice, however, it is often
used by the poet as a medium for his own philosophy. He
may so use it to present his philosophy directly, as when the
supposed speaker is to all intents and purposes his mouth-
piece and representative ; or he may so use it to present his
philosophy indirectly, as when he makes the supposed speaker
give expression to 1deas antagonistic to his own 1n such manner
4s to convey or suggest adverse judgment upon them. The
direct method is exemplified by Browning’s Rabbi Ben Ezra ;
the indirect, by the same poet’s Cleon, and by Tennyson’s
St Simeon Stylites. Despite Browning’s rather too emphatic
claim for the absolute objectivity of his dramatic writing, his
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own religious and ethical teachings continually appear in it,
in either posttive or negative statement ; and the problem in
his case, and in all other sumilar cases, therefore, is to dis-
entangle the personal from the impersonal elements, and to
determine how far, and in what ways, poetry which 1s dramatic
in form and spirit 1s none the less to be taken as a contribution
to the poet’s interpretation of hfe.

The foregoing are varieties of the poetry which rests upon
the dramatic principle, though it does not employ the actual
structure and machinery of the regular stage-play. There 1s,
however, another class of diamatic poetry in which such
structure and machinery are adopted Browning’s Paracelsus,
Longfellow’s Golden Legend, Arnold’s Empedocles on Eina,
Ibsen’s Brand and Peer Gynt, will indicate some of the shapes
which this ¢ closet drama ’ may assume.

In closing this analysis, I must ask the reader to remember
that it is not intended to be either rigorously logical or ex-
haustively complete I have sought only so to arrange the
principal genera and species of poetry according to a natural
scheme of classification, as to provide thereby a useful basis
for systematic study.

\Y%

Thus far our attention has been directed mainly to the
content of poetry and to its general importance as an inter-
pretation of hfe. A few pages must now be devoted to its
formal and technical aspects.

From what has already been said about the vital connection
between poetic feeling and rhythmical expression, it is evident
that careful consideration must be given, in the first place,
to the facts and problems of metre

By metre we understand that ordered rhythm which
results from a regulated alternation of syllables of different
characters or values. In the Greek and Latin languages this
difference in character or value depended upon what is
called quantity, or the length of time taken in pronunciation ,
and the metrical ‘ foot,” or group of syllables forming the
basis of the linc or verse, was composed of short and long
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syllables arranged according to certain schemes. Thus the
1ambic foot was made up of a short syllable followed by a long
one (4 or ¥7); the dactylic, of a long syllable followed by
two short ones (] JJor =~ 7); the spondaic, of two long
syllables (J Jor~~); and so on In Englsh, the basis of
metre 1 not quantity but accent, and ordered rhythm arises
from a regulated alternation of syllables which are stressed,
or heavy, and unstressed, or hight.! Now a stressed syllable
may be combined in a foot with one unstressed or with two
(never, in English verse, with more than two) , and thus we
may have feet of two syllables or of three, the character in
each case being determuned by the relative position of the
accent. The five chief measures of Enghsh verse—two
dissyllabic and three trisyllable— are thus reached —

1. Feet of two syllables -—

{1} The 1ambic, 1 which the unaccented syllable precedes

the accented (¥ '), asin bemin  Thus—
“ Awake | my soul, | and with | the sun | .
(2) The trochaic, in which this order 1s reversed, and the

unaccented syllable follows the accented (° ~), as 1n m;rZy
Thus—

“ Comrades, | leave me | here a | hitle | while as yet *tis | early
Y

morn ”’

I1. Feet of three syllables :
(1) The anapestic, in which the two unaccented syllables

precede the accented (¥~ '), as1n colonnade Thus—
“ And the sheen | of therr spears | was like stars | on the sea |
(2) The dactylic, in which the fcstintcd syllable precedes
the two unaccented (’ ), as 1n merczful Thus—

“Take her l:p ] tenderly |

1 The question whether quantity does or does not also exist in English
verse, and if so, to what extent 1t reinforces or interferes with accent, 1s
one of the great problems of metrical speciabsts, and 1t has long been
hotly debated It 1s, however, of too technical a character to be discussed
witlun the hmits of a mere introductory sketch.
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(3) The amphibrachic, in which the accented syllable
comes between the two unaccented (¥’ ¥), asin eternal. Thus—

“O hush thee, | n:y babie | thy sire was | a knight.”

Other feet are also recognised by some English metrists,
and even of the five principal forms here given there are
numerous intricate variations and combinations  But
limitations of space compel me to confine myself to the most
elementary facts of a subject which is so vast and involved
that for its adequate treatment a volume, not a section, would
be required. As a matter of convenience I adopt, without
discussion, the descriptive names which, though strictly
apphcable only to classic metres, have been, and are still,
employed by the great majority of writers on English verse,
though not without protest from those who advocate their
abandonment in favour of a new nomenclature. It will of
course be understood that in using them we take accented
and unaccented as equivalent to long and short.

These feet form the foundation of Lines or verses, which
may be called 1ambic, trochaic, anapastic, dactyhc, and
amphibrachic, as the dominating movement is one or another
of these. Such lines or verses may then further be described
as dimeter, trimeter, tetrameter, pentamcter, heptameter, and
octameter, according to the number of feet of which they are
composed. Thus, the measure of In Memoriam is iambac
tetrameter ; of Locksley Hall, trochaic octameter ; of The
Bridge of Sighs, dactylic dimeter ; our English blank verse
is unrimed iambic pentameter ; the closing line of the
Spenserian stanza (generally called an °alexandrine’) 1s
iambic hexameter ; the measure of FEvangeline, dactylic
hexameter ; and so on.

It must not be forgotten, however, nor is the attentive
student ever likely to forget, that these theoretic systems are
m actual practice subject to continual variation, and that
much of our English poetry, and especially of modern English
poetry, is characterised by great metrical irregularity. One
of the simplest and most frequently occurring of all metrical
phenomena, even in verse-structures marked by sustained
uniformity, is the substitution of another kind of foot for that
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which constitutes the basic principle of the verse. Take
these two lines from Akenside’s dclightful little poem, For a
Grotto, which is written in jambic pentameter :

To me, whom 1n their lays the shepherds call,
and
Lulled by the murmur of my rising fount ;

and, though in an ordinary way we read them with no sus-
picton of anything aberrant in them, exammnation at once
shows that in the second foot of the former and in the first
foot of the latter, the accent is so changed that a trochee takes
the place of the normal iambus. This kind of substitution 1s,
m fact, so common as to pass unnoticed !

Often the accent is so evenly distributed between two
syllables in reading that what may be analysed as an iambic
foot becomes pracucally a spondee (T 7), as in Milton’s line
(citéd by Johnson) .

Thas at | their sha | d\;/ lo’dge | arnv'd, | both stood |,
and i one recurrent hine of Newman’s well-hknown hymn—
The mght | s dark, | and | am far | from home | —
Lead Thou | me on | .?
I'lequently the entire character of an iambic line may be

changed by an additional number of unaccented, or hght
syllables, which 1n such examples as—

M;'r:ads of | rivulets | hLIrr; | l;l]g thr’ough ] the lawns ]
and

Of some | precxp | ltous riv | ulet to | the wavc,

' Dr Johnson, though of course a gu:.ll stickler for rcguldrxty, held that
4 celtain amount of vanauon was justified by the fact that in a long com-
posiion “ we are soon wearied with the perpetual recurrence of the same
cadence ” He was therefore willing to admut deviauon from * the nigour
of exactness ** 1n the first foot of a verse, though its mtroduction elsewhere
he regarded as savouring of ““ licentiousness '’ See The Rambler, No. 86,
m which he ponts out that Milton’s blank verse * seldom has two pure *'—
that 15, absolutely regular—* lines together.”

?With such a line as this before us, we may fairly question whether
the spondee ought not to be added to the st of English feet.
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serve to give to the verse, in the one case a dactylic, in the
other an anapastic movement. As an addition of extra light
syllables will thus turn an ijambic or trochaic foot into an
anapast or dactyl, so the omission of a light syllable will turn
an anapast or dactyl into an iambus or trochee. The facility
with which such changes may be made is therefore evident
To refer to a single example, Tennyson’s Vastness 1s dactylic —

Peace, let it | be ! for 1 |loved him, and | 1ove him for | éver
the | dead are not | dead but a | hve | .

But there are in fact very few of such completely dactylic
Iimes, and throughout trochees are frequently interspersed,
as In—

Lies upon | this side, | hes upon | that side, | truthless |

PR A rd N - - r
violence | mourn’d by the | Wise,
Ll

aud

Household | happiness, | gracious | children, | débtless | com-
w v e ~ r
petence, | golden | mean

The frequent intermuxture of iambic and anapastic feet
has been, since Coleridge introduced it in Christabel,? and
Scott gave it vogue by The Lay of the Last Manstrel, one of the
most common characteristics of octosyllabic poetry, of the

1« T have only to add,” Coleridge explains in his preface to the poem,
““ that the metre of Christabel 1s not, properly speaking, irregular, though
it may seem so {rom 1ts being founded on a new principle, namely, that
of counting 1n each hne the accents, not the syllables Though the latter
may vary from seven to twelve, yet 1n each line the accents will be found
to be only four. Nevertheless this occasional vanation in number of
syllables 1s not introduced wantonly, or for the mere ends of conventence,
but 1n correspondence with some transiion in the nature of the imagery
or passion’ Scott heard portions of the then unpublished Christabel
reated by a friend, and was so enchanted by “ the singularly trregular
structure of the stanza, and the hberty which 1t allowed the author to
adapt the sound to the sense,”’ that he at once borrowed 1t for his Lay,
afterwards making ‘ the acknowledgment due from the pupil to his master *’
The prinaiple 1n question was not, however, so entirely novel as Coleridge
fancied. For Mr Watts-Dunton’s theory that 1t was discovered by Chatter-
ton, see his introduction to selections from ** the marvellous boy >’ in Ward’s
English Poets, vol 1
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now familiar free movement of which the following passage
may be taken as a type :—

And Christ | abel saw | the 1a | dy’s eye, |

And néth | ing else | she saw | thereby, |

Save the boss Ian the shield [ of Sir Li | onel tall, ]
Which hing ] on a murk ]y old niche | in the hall | .

Sometimes the unaccented syllable may be dropped even
from a dissyllabic foot, and its place supplied i reading by a
pause, or the dwelling of the voice upon the accented word ;
as in Tennyson’s

Break, break, break,
On thy cold grey stones, O scal

and

Birds 1in the high Hall-garden
When twihight was falling,
Maud, Maud, Maud, Maud
They were crying and calling

In much trisyllabic verse; moreover, the interchange of the
thiee kinds of foot is so continual that one almost hesitates
to describe the metre by any single term Thus in the first
four lines of Byron’s The Bride of Abydos—

Know ye the land where the cyprus and myrtle
Are emblems of deeds that are done in their chime ?
Where the rage of the vulture, the love of the turtle,
Now melt 1into sorrow, now madden to crime ?—

the first line, as will be seen, 1s dactylic, the second and fourth,
amphibrachic, the third, anapastic

These few examples will sufiice to introduce the queston
of metrical variation, which, of all questions connected with
the subject of versxﬁcatxon, 1s at once perhaps the most’
fascinating and the most difficult

It is commonly recognized that each of our five principal
mcasures has 1ts own distinctive quahty, and therefore its
special fitness for particular purposes. The triple metres,
owing to their greater number of unstressed syllables, are
undoubtedly lighter and more rapid in movement than the
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dissyllabic. This explains why the introduction of anapastic
or'dactylic feet into 1ambic verse tends to render it more swift
and graceful ; which in turn shows the inner motive of the
variation in metre in Tennyson’s two lines about the rivulets,
quoted above. It is possible still further to distinguish differ-
ences in axsthetic character and effect within the two groups ;
and thus we find critics describing the iambic measure as
smooth, dignified, and stately, and the trochaic as energetic
and abrupt ; the anapstic as swift and forcible, the dactylic
as airy and graceful, and the amphibrachic as swinging and
free. On these matters, it is true, it is rather hazardous to
generalise, for we do not have to go far in our practical study
of poetry before we discover that every form of metre has a
much wider range of power than such abstract statements
would suggest. Iambic measure, for instance—the standard
verse of English poetry—has been used with complete success
for all kinds of subjects ““ from grave to gay, from livel; to
severe ’ ; while examples are not wanting to prove that the
lighter trisyllabic metres are often (as in Tennyson’s Vastness,
Arnold’s The Future, and Cosmo Monkhouse’s 4 Dead March)
singularly effecuve as vehicles for solemn meditation and
feelings of tenderness and sorrow  On the principle that the
connection between matter and form in poetry 1s an organic
one, the question of the propriety and asthetic value of the
verse employed in a given case is, thercfore, of the utmost
interest. Similarly, in our study of any poet it will always be
worth while to consider the measures most frequently and
most successfully used by him, and their relation to the
characteristic qualities of his temper and genius

While metre 15 an essential gconcomitant of poetry, nme !
is to be regarded as only an accessory; yet it 1s so common
an accessory 1n English verse, and in most of 1ts forms, indeed,
'so nearly constant a feature, that its importance can hardly b
overstated. It adds much to the beauty of poetry as ‘ musical
speech,” and therefore to the pleasure which poetry affords. 1t
has also frequently been pointed out that, by marking distinctly
the close of lines and stanzas, it helps to emphasise rhythm

1 It 13 perhaps desirable that I should call attention to the fact that 1
have ventured to discard a long-standing error, and to spell this word 1n
the only correct way
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Rime is the correspondence in sound between syllable and
syllable ; the conditions being: identity in vowel sound,
and, 1if the words end in a consonant or consonants, in these
also ; as in see, me, ark, mark ; difference in the consonant or
consonants, if any, preceding the vowel, as in ray, stray ;
similarity of accent, as in ringing, singing, beautsful, dutiful ;
identity in the syllable or syllables, if any, which follow the
accent, as in the illustrations just given. Thus, singer and
ringing, dutiful and beautify, are not rimes. Rimes, as will be
seen, may be single (or ‘ masculine,’ as they are sometimes
called), as ring, sing ; or double (‘femimine’), as ringwing,
singing ; or triple as unfortunate, importunate. These different
kinds may be emploved at the discretion of the poet in different
ways. A poem may be entirely in single rimes, or m double,
or in triple ; or different kinds may be introduced in regular
alternation ; or the alternation may be occasional and
arbsrary., A large proportion of double or triple rimes
unquestionably adds lightness and rapidity to the verse, and
on general principles, therefore, we should expect to find them
sparingly used in poems of a2 markedly serious or melancholy
character. Yet no hard and fast rule can be laid down.
Mrs Browning’s Cowper’s Grave, for example, is entirely in
double rimes ; but every reader must feel that they serve
here to deepen, not to interfere with, the subdued elegiac
tone ! Double and triple nnmes which are too obviously
mgenious and far-fetched, always produce a grotesque effect,
and are thercfore admirably adapted to the purposes of
burlesque, as in Butler’s Hudibras. Browmng’s frequent
1ccgurse to them in the treatment of high and solemn themes
was a perverse habit, often attended with disastrous results.

A stgpza (commonly, though incorrectly, called a verse)
15 a group of lines forming within itself a umit of organisation.
In many cases the stanzas composing a poem are quite
urcgular alike in length and structure, as in Wordsworth’s
Ode on the Intimations of Immorlalily and Tennyson’s Maud. But
as a rule (poems 1n blank verse being excepted), a poem is
built up of sections strictly identical in form Regular stanzas

! Though we are here confining our attention to Enghsh poetry, we

may just note the fact that Dante’s Diuine Comedy 1s 1n double rimes, as
are also the great Latin hymns (e g, Dies Ire) of the Middle Ages.
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are commonly defined by the number of their lines and the
disposition of the rimes which bind these lines together.
The stanza-forms of Enghsh poetry are so numerous and
varied that no complete tabulation of them could be attempted
here ; but the following may be mentioned as some of the
best-known examples —the couplet (riming 4a), as in Pope’s
Essay on Man and Keats’s Endymion ; the triplet (aaa), as in
Tennyson’s Two Vowes ; the quatrain in vatious forms, as,
e g., that of Keats’s La Belle Dame sans Merct (abcb) ; that of
Gray’s Elegy (abab) , that of In Memoriam (abba) ; that of
FitzGerald’s version of the Rubdwdt (aaba) ; the six-line
stanza in various forms, as, ¢ g, that of Byron’s ** She walks
in Beauty” (ababab) ; that of Browning’s Rabbi Ben Ezra
(aabaab) » that of Southey’s The Scholar (ababee) ; and a form
much used by Burns (aaabab) ; the eight-line stanza (abababec),
as in Byron’s Don Juan ; the mne-line stanza (ababbcbec), first
used 1n 7he Faery Queene, and hence commonly callede the
‘ Spenserian.” For a proper classification of stanzas, the
relative lengths of the lines would also of course have to be
taken into consideration. Thus 1t 1s not only the rime-
scheme but also the peculiar arrangement of the metres
(three tetrameters, a dimeter, a tetrameter, a dimeter), which
gives its special character to the six-line ‘ Burns’ stanza ;
while the closing alexandrine must be emphasised as a con-
stituent feature of the Spenserian stanza It will be remem-
bered that in the language of our hymnals, the octosyllabic
quatrain (or measure of ‘ eights’) 1s called ‘long measure’;
the quatrain of alternate ‘eights’ and ‘sixes,” ‘ common
measure,” ; the quatrain of three ‘sixes’ and one °eight,’
‘ short measure ’

Apart altogether from any question of their special pro-
priety, otherwise condidered, stanzas may be used with a
sense of thewr traditional significance, or significance of
literary association It 1s with such a sense of fitness that
Byron takes Dante’s intcrwoven triplets (aba, bcb, cde, ded, etc)
for his Prophecy of Dante, and the ‘ Italian’ stanza (abababcc)
for his Beppo , that Keats chooses the same form for his
Isabella, and the Spenserian stanza for his Lve of St Agnes ; and
that Wordsworth, Longfellow, and Wilham Watson all
employ the ‘Burns’ stanza for memorial poems on the
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great Scots poet. But in a more general way the problem
of the asthetic qualities of different stanzas, and their applica-
bility to particular purposes, will always have to be investr-
gated. In a poet’s choice of metres and stanzas alike, we
shall furthermore find a great deal of interesting food for
thought.. Rossetti’s frequent use of intiicate and curious
structures, heavily weighted with rimes, 1s itself an index of
the exotic character of his genius and the fastidious element
mn his art.  Longfellow’s wide reading, eclecticism, power of
absorption, and lack of originality are all indicated by the
fact that he experimented with marked success 1n an astonish-
ing number of metrical forms, derived from nearly all the
literatures of Europe, while he struck out none of any
immportance for himself The use of different stanzas at
different periods has also a great historical significance  The
publication of some fifty poems, small and large, in the
Spemserian form, and often on subjects for which that
form was not 1n the least approprniate, mn the half century
between 1725 and 1775, 15 1tself a sign of awakening interest
dunng those years in Spenser and his work. The history of
the 1ambic pentameter (or ‘ heroic’) couplet, from the
Augustan to the Romantic age, 1s familiar to every student
of English poetry In its ‘classic’ form, as perfected by
Pope—the form mm which the sense ended with almost
absolute regularity at the end of every second hne—it
favoured epigrtammatic terseness and force, and was thus an
admirable instrument m the hands of writers of satire and
gnnomic verse The rise of the ‘romantic’ form, remntro-
duced by Leigh Hunt and Keats—the form in which the
sense was allowed to flow on uminterrupted fiom one couplet
to another indefinitely, while the rhetorical pause could
occur 1 any part of a line—was simply one more indication
of that general quest for greater freedom and more varety 1n
the harmomes of versification which had already given
popularity to blank verse and the Spensenian stanza.

We have said that rime, though an important accessory
of English poetry, 1s not essential to it.  This 1s shown by the
large amount of poetry, including much of the most important
poetry in the language, which 1s without nme. The principal
form of unrimed verse is the iambic pentameter, popularly
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called °blank verse.” But other kinds exist, such as the
trochaic tetrameter of The Song of Hiawatha ; the dactylic
hexameter (often loosely called °hexameter’ simply) of
Longfellow’s Evangeline, Kingsley’s Andromeda, and Clough’s
Bothie of Tober-na-Vuolich ; the irregular measures of Southey’s
Thalaba the Destroyer, Shelley’s Queen Mab, and some of
Arnold’s poems, like The Strayed Reveller and The Future
These, however, have no established place in English poetry,
unless, indeed, an exception be made in favour of the dactylic
hexameter, which I personally hold to have justified itself
completely, though many fierce critical attacks have been
made upon it.1

The study of versification does not, of course, exhaust the
interest of poetry on the techmical side. There are in-
numerable other matters which are equally deserving of
agrention. There 1s, for instance, the whole vast problem

f poetic diction ; of the qualities which make 1t peculsarly
“strong or tender, passionate or beauuful, of the speafic
differences between 1t and the diction of prose; of the
mysterious power of certain words and combinations of
words, whether through association or through sound, to
stir the imagination and go home to the heart ; of the ‘ natural
magic’ of expression which belongs to the rare moments
of highest mspiration, and that final felicity of phrasing by
which language is steeped 1n meanings beyond the formal
definitions of the lexicogiapher. Since the diction of poetry
is inevitably figurative and allusive, those figures of speech
and subtle suggestions and mnuendoes which are so im-
portant an element in its texture, have also to be considered
from the pomt of view alike of their sources and of their
msthetic value. And as further illustrations of the manifold
mnterest of the lines of inquiry which I am now seeking just
to open up, mention may be made of such details of poetic
style as the varied use of consonants and vowels 1n the pro-

! For some interesting remarks on the Englsh hexameter, see Arnold’s
On Translating Homer  For the study of Enghsh versificauon in general,
the reader may be referred to E. Guest's History of English Rhythms (and ed ,
revised by Skeat) ; J. B Mayor’s Chapters on English Metre ; F. B Gunmere's
Handbook of Poetws; H. Corson’s Primer of English Verse; R. Bridges'
Muiton’s Prosody ; J. A Symonds’s Blank Verss , Sclupper’s Englische Metrik
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duction of special effects, and of the service which, in the
hands of an accomplished master, may be rendered by “ apt
alliteration’s artful aid.”

VI

Regarding the systematic study of poetry, enough has
already been said, either statedly or by implication, in our
chapters on the study of literature in genecral. All that is
necessary, therefore, 1s to point out how, on-the principles
laid down for guidance, various plans may be suggested for
definite courses of reading.

We may, for example, take up the work of a single poet,
and our business will then be to analyse the content of his
writings and investigate the salient qualities of his art ; to
exafhine his hterary ancestry and affihations ; to trace to their
sources the derivative elements in this thought and style ; and
to consider his relations with the spirit and movements of
his time. After this, we may pass from him to the other
poets of his age, taking his work, point by point, as a founda-
tion for comparison and contrast. Or we may make an
historical study of some great body of poetry, like our English
poctry, following 1ts ebb and flow from epoch to epoch, and
the rise and decline of schools, methods, and traditions ;
noting every significant change in subject-matter, spirit, and
style ; and seeking its explanation in the initiative power of
particular men, 1n the circumstances which helped to give
them popularity and influence, and in the larger tendencies
of hfe and thought in the world outside. Or, limiting our
ficld of inquiry on one side while broadening it on another,
we may devote our attention to the history of some one great
poetic form, such as the epic or the elegy, through the whole
course of 1ts evolution and transformation in different litera-
tures and at dilferent times. Or, again, we may select some
special theme—the treatment of nature in poetry, for example
—and make this the basis of a study which, as we shall soon
discover, will branch out in various directions, and connect
itself at many points with the consideration of the develop-
ment of literature at large.
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These are some of the ways in which our reading of poetry
may be systematised, and thus made at once more interesting
and more profitable than it would otherwise be. A warning,
already given, should none the less be here repeated. How-
ever far afield we may pursue our researches, however wide
and accurate our knowledge of the development and tech-
nique of poetry may become, however engrossing we may
find the special problems of the historian and the critic, we
must never forget that our chief purpose, after all, should
be the enjoyment of poetry as poetry—of poetry for its own
sake, as a thing of beauty fraught with infinite meanings for
those who have the capacity to feel and the heart to under-
stand. More important, then, than all the acqusitions of
scholarship 1s the cultivation of the faculty of poetic apprecia-
tion. On this matter, indeed, 1t 1s of little use to discourse
=
in the abstract; for though the lover of poetry may, by
personal contact, transmut something of his enthusiasth to
others, rules and counsels will prove of shght service to those
who need them most, and in the end each reader must be
left, very largely, to himself Perhaps the most valuable of
all suggestions that may be thrown out in the way of help
is one so simple and obvious that, but for the fact that its
practical bearings are seldom reakhsed, 1t would hardly call for
formal statement I our reading of poetry we should always

e e
remember that the poet appeals directly to the poet 1n our-
selves, and that our real enjoyment of poetry therefore depends
upon our own keenness of imaginative apprehension and
‘emotional response This means that the true secret and
virtue of a poem are to be seized and appropriated by us only
through the exercise on our parts of powers sirmular in kind to
those which gave the poem hfe, however far they may fall
short of these 1n strength and witality. To those who are
born without any poetic sense at all, 1t is, of course, as futle
to talk about the beauty and meaning of poetry as it is to
talk about the beauty and meaning of music to those who are
born without a musical ear But wherever-the poctlc sense
exists, in however rudlmcntary a form—and it is at least
latent in the majority of normally constituted men and
women—it is capable of cultivation ; and for its cultivation no
better course can be proposed than its daily exercise in sym-
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pathetic contact with great poetry. , Thus we learn to appre-
crate through appreciation and to enjoy through enjoyment.
In this case the end and the means are one.

A word of practical advice on a matter of detail may be
added. ‘ The art of printing,” as Prof Butcher has pointed
out, ‘“ has done much to dull our literary perceptions. Words
have a double virtue—that which resides in the sense and
that which resides in the sound We miss much of the charm
if the eye 1s made to do duty also for the ear. The words,
bereft of their vocal force, are but half alive on the printed
page. The music of verse, when repeated only to the nward
ear, comes as a faint echo” ! The moral of this 1s clear
If poetry is ‘ musical speech,’ if 1t owes much of its beauty,
its magic, its peculiar power of stirring the feelings and
arousing the imagination, to 1ts verbal felicity and its varied
inclodies of metre and 1ime, then its full significance as poetry
cansbe appreciated only when 1t addresses us through the ear.
The silent perusal of the printed page will leave one of its
principal secrets unsurprised  As much as possible, therefore,
we should make 1t a practice to read our poetry aloud

! Harvard Lectures, pp 229, 230 ‘It 13 a fact but httle known,” the
writer conunues, ‘‘ that throughout the Greek period, and far into the
days of the Roman Empire—to the third and fourth century of our era
—the custom survived of rcading both prose and verse, not silently,
but aloud and in company There 1s a curious passage in Augustine’s
Confessions—one of the few 1n ancient lhterature where silent reading 1s
mentioned He there tells of the difficulty he had 1n getung access to
his master, Ambrose, whose rare hours of leisure were spent 1n reading, and
who was one day observed to run his eye silently over the page while ‘ his
voice and tongue were still 7 Various reasons are then suggested to account
for so strange a departure from the common practice”” The reference
15 to the Confesstons, V1 m1, where we read ** His eyes scanned the
pages, but his voice and tongue were silent . . . Whatever the reason,
no doubt 1t was a good one in such a man.”



CHAPTER IV

The Study of Prose Fiction

1. The Novel and the Drama. The Elements of Fiction. II. Plot in the
Novel. Subject-matter in Fiction — The Importance of Fidehity —
Plot — The Gift of Story-telling — Loose Plot and Organic Plpt —
Simple and Compound Plots — Methods of Narration. [u.)ghar-
acterisation. Its Elementary Condition — The Mystery of the Creative
Process — The Power of Graphic Description — The Analytical
and Dramatic Methods of Characterisation — The Character in the
Making — The Question of Range in Characterisation — Char-
acterisation and Knowledge of Life. IV. The Relations of Plot and
Character. Therr Combination — “ Motivation.” V. Dulogue. Tests
to be apphed to it. VI Humour, Pathos, and Tragedy. The Quality
of the Emotional Element in Fiction — Humour — The Painful
Emotions. VII. Secial and Material Setting in Fiction. Setting in the
Novel — Speciahsation 1n Modern Fiction — Special Social Settings
~- Setting 1n Historical Fiction — The Question of Anachromsm —
Material Setting — The Use of Nature. VIIL The Novehst's
Craicsm of Life. Its Place — The Novelist’s Point of View — Ways
of presenting 2 Cnticism of Life in the ﬁovel-—Tshlf: Dramatic,
or Indirect Way — The Direct Way — Tests of a Novehst’s Phil-
osophy of Life— Truth in Fiction —Realism — Realism and
Romance -— Moralty in Fiction — The Moral Responsibilities of
Fiction.

IN any historical study of literary forms the drama,

as the earlier to evolve, should of: course take precedence
of the novel. As a matter of convenience, however, we will
here reverse the chronological order and deal with the novel
first. Manifestly, the drama and prose fiction are compounded
of the same raw materials. In this chapter, though our
mmmediate business is with the novel, we shall therefore of

necessity have much to say about characteristics which are
138 N
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common to both of them, and to some extent it will thus seyve
as an introduction also to the study of the drama. Bat ‘quiite.
as mamfestly, owing to differences in conditions, the raw
materials in drama and prose fiction are treated in very
different ways. In the chapter which follows we shall there-
fore have to take up our subject at the point where they part
company and consider the drama as a specific form of literary
art.

We have already seen that thenovel owes its existence to,
the interest which men and women everywhere and at all:
times have taken in men and women and in the great
panorama of human passion and action. This interest, as we
have noted, has always been one of the most general and most
powerful of the impulses behind literature, and it has thus
given rise, according to changing social and artistic circum-
stances, to various modes of expression—here to epic and there
to dsama; Tiow to ballad and now to romance. Latest to
develop of all these modes, the novel is also the largest and
fullest of them. This statement may perhaps be challenged
by reference to the drama. But apart from many other
considerations, which we need not now discuss, it must be
remembered that the drama is not pure literature. Itisa
compound art, in ‘which the literary element is organically
bound up with the elements of stage setting and histrionic
mterpretation. ; The novel is independent of these secondary
arts ; it is, as Marion Crawford once happily phrased it, a
“ pocket theatre,” containing within itself not only plot and
actors, but also costume, scenery, and all the other acces-
sories of a dramatic representation.’, This point has important
bearings upon the comparative study of the novel and thc'
drama. Evidently such complete immunity from those
conditions of the stage to which the drama is bound by the
very law of its being, and by which it is everywhere hampered,
gives to the novel a freedom of movement, a breadth, and a
flexibility to which, even in its most romantic developments,
the drama”cannot possibly attain. What the novel loses in
actuality and vividness by its substitution of narrative for
lepresentation it thus amply makes up for in other ways.
This is, of course, one reason why the novel has largely
displaced the drama, as it has displaced other vehicles for the

1
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expression of our common interest in human life, and has
established itself as the principal hiterary form of our complex
and many-sided modern world. It is equally evident that
we can thus explain one essential difference between the
novel and the drama which it is necessary for the student
of either to keep well in mind. The drama is the most rigorous
{form of literary art; prose fiction is the loosest. It is a
\familiar fact that for the writing of a play a long preliminary
discipline 1n technique and a thorough knowledge of the stage
are requisite, while anyone can write a novel who has pens,
ink, and paper at command, and a certain amount of leisure
and patience. The moral of this on the critical side 1s that
while it is relatively easy to draw out and formulate the laws
of the drama and the standards by which it is to be judged,
it is extremely difficult to do this mn the case of the novel.
Yet some laws and standards there are, none the less, even
for this most elastic and irregular of all the great forms of
literary expression, and it must now be our business to seek
ofit and illustrate the more general and important of these.

Though 1t 1s necessary to do so only 1in the way of a re-
minder, we will begin with a brief statement of the principal
elements which enter into the composition of a novel. In
this analysis, as will be seen, we are also tabulating the
principal elements which enter into the composition of the
drama.

In the first place, the novel deals with events and actions,
fwith things which are suffered and done; and these con-
stitute what we commonly call the plot. Secondly, such,
things happen to people and are suffered or done by people ,
and the men and women who thus carry on the action form
its dramatis persone, or characters. The conversation of these
characters intioduces & third element—that of dialogue,
often so closely connected with characterisation as to be an
integral part of it. Fourthly, the action must take place, and
the characters must do and suffer, somewhere and at some
time ; and thus we have a scene and a time of action. The
element of style may be put next on our list ; and with this
it might seem that for practical purposes our analysis is
complete. But there still remains a sixth component to
which too much importance can hardly be attached. Directly
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or indirectly, and whether the writer himself is conscious of

of hife and of some of the problems of hife ; that is, it must so '
exhibit incidents, characters, passions, motives, as to reveal |
more or less distinctly the way in which the author looks out !
upon the world and his general atutude towards it. It is
difficult to find a name for this sixth element which is alto-
gether satisfactory, for whatever may be suggested, we are
n danger of implying too little or too much. But postponing
any discussion of this till we reach 1t in our proper course, we
will for the present call this the novelist’s criticism, or_inter-
pretation, or philosophy of life.

Plot, characters, dialogue, time and place of action, style,
and a stated or imphed philosophy of life, then, are the chief!
elements entering into the composition of any work of prosc?
fiction, small or great, good or bad. Omitting the element
of swle, which, as commom to all kinds of literature, need
not detan us here, we will take the other components one by
one and consider some of the questions which naturally arise
in connection with each of them 1n any novel we may select for
ou study.

IT

In dealing with the element of plot our first business will
always be with the nature of the 1aw matenal out of which
1t is made and with the quality of such material when judged
by the standards furnished by hfe itself

Take, for example, the works of four of the greatest novelists
who wrote in Enghsh during the last century—Dickens,
Thackeray, George Ehot, and Nathaniel Hawthorne, It is
inmmediately evident that these four writers drew their
subjects from widely different aspects of life and classes of
mcident ; and as we turn from David Copperfield to Vamity Fair,
and fiom these again to Adam Bede and The Scarlet Letter, we
feel that with each transition we are passing, not only from
one kind of plot-interest to another, but even from one kind
of world to another. Yet, with all their differences in matter
and method, Dickens and Thackeray, George Eliot and
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Hawthorne are at one ip this—their themes possess in them-
selves a substantial value and a genuine human meaning
because they are concerned, not with the mere trivialities
which lie upon the surface of existence, but with passions,

conflicts and problems which, however their forms may
change, belong to the essential texture of life. Deduced from
the fundamental conception of literature as an interpretation

of kfe, the elementary test thus suggested is of universal
applicability, for it is the certain mark of a great novel, as
of all great literature, that, wide as may be the range of its
accessory topics, 1t 1s primarily engaged with the things which

make life strenuous, intense, and morally significanty, This

does not, of course, mean that greatness in fiction depends in

the least upon the external importance of its incidents and

characters. Life may be as strenuous, intense, and morally

significant in the simplest story of the humblest people as

in the largest movements of history or the most thmilling
situations of the heroic stage ; and in the agony of Arthur

Dimmesdale and the pitiful story of Hetty Sorrel’s downfall

we are quite as closely in touch with some of the most powerful

motive-forces of hfe as in the fate of Macbeth or Agamemnon

Nor does it mean that it is to the tragic phases of experience

only that a great novel must be confined, for the comedy of
life is often as full of large and permanent human interest as

its tragedy. The question is one of essential ethical value,

and the principle proposed is simply this—that a novel 1s
really great only when it lays its foundations broad and deep®
in the things which most constantly and seriously appeal to us

in the struggle and fortunes of our common humanity.

To prevent possible misapprehension it should perhaps
be further stated explicitly that to employ this test and to
abide by its results does not imply any censorious denial of
the claims to a warm place in our affections of many novels
which would fail to meet it. One function of fiction is to
provide amusement for the leisure hour and a welcome relief
from the strain of practical affairs ; and any novel which
serves its purpose in this way may, on the sole condition that
the pleasure it affords is wholesome and tonic, be held to
have fully justified itself. Moreover, the excellence of its
technique, or its dramatic power, or its excepuonal clever-
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ness in characterisation, or its abundant humour, or some
other outstanding quality of its workmanship, may suffice to .
hft an otherwise insignificant story to a high rank in fictitious
literature. These considerations must be duly recognised,
and a narrow and pedantic view of the matter avoided.
None the less, all qualifications admitted, our principle
remains unimpugned. Matthew Arnold’s emphasis upon’
the need of sound subject-matter in literature is here
very much to the pomnt. The basis of true greatness in a
novel 1s to be sought in the greatness, or substanual value, of
its raw materials. TN L

It is, however, clear that though this is the basis, gréatness |
of subject-matter will not of itself ensure the greatness of a
novel Mastery of handhing 1s now requisite in order that all
the varied possibilities of a given theme may be brought out
to the full. Here, of course, we approach the whole question
of tife making of a novel, including the two contributory
elements of individual power and technical skill. But before
we come to this, there 1s a preliminary problem to be touched
upon, since individual power would be wasted and technical
skill exercised to little effect unless they are both supported
by an ample knowledge of Life

We are thus brought back to the cardinal princ1ple, already
often emphasised, of fidelity to oneself and one’s experiences
as the condition of all good work in Iiterature  Because fiction
15 fiction and not fact, 1t 1s sometimes carelessly assumed that
it has nothing to do ‘with fact No mistake could be more
sertous  Of the relations of fiction to truth we shall, however,
speak presently. (For the moment we have merely to insist
that no novel can be pronounced, I will not say great, but
even excellent 1n its degree whatever that may be, if it lacks
the quality of Whatever aspects of life
the novelist may cltee rrt€ about, he should write of
them with the grasp and thorouqhness which can be secured
only by familarity with his material. What he is not familiar
with he should leave alone.

This general principle has been rigorously interpreted to
mean that the novelist should confine himself within the
field, however small, of his own personal first-hand intercourse
with the world, and never allow himself to stray beyond it.
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Thus we have George Eliot’s well-timed attack upon the work
of the ordinary women novelists of her day ; they tried, she
complained, to write like men and from the man’s point of
view, nstead of taking their stand on the fundamental differ-
ence of sex, with all that this implies, and endeavouring to
portray life frankly and sincerely as a woman knows and feels
it.!  One of the writers whom for contrast she singles out for
special praise may indeed be taken as our supreme example
of unfailing conscientiousness in this particular—that ex-
quisite artist who was content to work upon ‘‘ two or three
inches of ivory ** because her knowledge of life was too limited
to provide matenal for larger treatment, but whose novels
may be regarded as perfect in their kind though they do not
fulfil our first conditiory of real greatness in fiction 2 Alike
in theory and practice¥Jane Austen adhered strictly to this
principle of absolute fidelity When a niece asked her
judgment on a manuscript story, she gave her the charfter-
istic advice . “* Let the Portmans go to Ireland ; but as you
know nothing of the manner there, you had better not go
with them. You will be 1n danger of giving false representa-
tions.” Equally instructive was her own example Save
two brief passages in The Watsons, there 1s, 1 beheve, no
scene 1 all her novels in which men only are described as
talking together and their dialogue reported Her women
converse with other women, and with men , but as she had
no immediate knowledge of the behaviour of men among
themselves 1n wholly masculine company, she sumply left the
subject alone.” Such willingness to accept her limitations of
knowledge, combined as 1t was with equal willingness to
accept her limitations of power, goes far to explain the
uniform excellence of Jane Austen’s work.

1 Sec her essays on Lady Novelists and Silly Novels by Lady Novelsts

* Comparing Jane Austen and George Sand, and giving full prase to
both, George Eliot indicated what she deemed the essential defect
each. the former never penetrated into the deeper experiences, the powerful
emotonal and spinitual things of ife , the latter, while she had abundance
of passion, lacked moral poise and clear ethical vision It 1s interesting at
this point to consider the purely feminine elements in George Eliot herself
Most of her early readers, misled by her masculine pseudonym, took her
for a man ; but others of keener perception, like Dickens, were not slow
1n discovering the womanly characteristics of her work.
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How little this principle of fidelity is commonly recognised
,is rcpeatcdlv shown In the writings of our minor novelists, who
frequently build their plots out of materials lying far beyond
their own observation, and are seldom deterred even by the
profoundest ignorance from following their story whitherso-
ever it leads. They will boldly challenge comparison with
Anthony Trollope in descriptions of the hunting field ; with
Halévy in pictures of theatnical hife ; with Bret Harte 1n
scenes from the Califorma gold diggings ; with Stevenson and
Clarke Russell 1n the romance of the sea ; though they them-
selves have never ridden with the hounds, or entered a green
room, or hived in the far west, or known more of salt water
than may be gathered from a summer passage from Folke-
stone to Boulogne ! It 1s often sa:d that every man might’

roduce at least one interesting novel if he would only write
faithfully of what he has known and felt for himself ; but it
15 a &urious fact that 1n the vast majonty of cases this is the
last thing that the would-be novelist ever thinks of doing
On the contrary, inspired rather by the work of some favourite
writer, whom he seeks to mmitate, than bv life itself, he
commits the fatal blunder of drawing upon second-hand
mformation for the groundwork of Ius plot

It 1s not, however, necessary to push the doctrine of authen-
tiaty to the extreme represented by the precept and practice
of Jane Austen, and, indeed, we should be warranted in
domg so only on the supposition that a novel must be realistic
in the narrowest acceptation of that word—a supposition
which, as we shall see presently, we are not 1n the least called

upon to accept. ” Knowledge of Life_may be obtained jn
various ways besidés” dUrfl peisapal cxpenience ; 1t may,

m particular, be obtained th;ough books and through con-
versation with other people who have touched the world at

! Lapses 1n detail, due to 1gnorance, are sometimes very amusing I
have a recollection of a scene 1n one of Owda’s novels (though 1 could
not give chapter and verse) 1n which her hero, rowing 1n a boat-race, 1s
culogised for his strength and prowess 1n pulling twice as fast as any other
man in his crew ! Dickens, as 1s well known, came to grief over the game
of cricket (Pickwwk Papers, chap vu), wlich it 1s very evident he had
neither played nor watched attentively Practical yachtsmen have been
much puzzled over the nautical manceuvres described 1n the storm b
Stevenson’s Treasure Island
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points where we have not touched it ourselves. A writer of
real creative genius, with that power of absorbing and utilising
Eall kinds of material derived form all kinds of sources, and
,that sheer power of realistic imagination which habitually
}gocs with this, may thus attain substantial fidelity even when
he is handling scenes and incidents which have never come
within the range of his own experience and observation.
Little fault has been found with Robinson Crusoe on the score
of i inaccuracy even in details, while in the quality of carrying
~€onviction it stands in the front rank of fictitious narratives ;
yet it must not be forgotten that the man who wrote it had
not only never hived on a desert island, but had never even
seen the sea. The historical novelist is evidently compelled
to rely upon indirect information for the specific character-
istics of any period he undertakes to describe ; and what the
historical novelist does 1in dealing with the past, the novelist
of contemporary hife may do with equal assurance whea the
exigencies of his plot carry him beyond his individual field.
The doctrine of fidelity must therefore be stated with due
qualifications. What 1s required 1n all cases 1s a large many-
sided experience of men and things and a resulting general
knowlcdgc.nﬁﬁ[c\b_oil_%_nlﬂ___mirfﬁo\m;%;he application
of which to specific detalls may vitalise an anise materials
wheresoever gained ; this, and what I have called that sheer
power of realistic imagination which will often enable a writer
to see more clearly and depict more convincingly a scene he
has only heard or read of than could an ordinary person who

d himself witnessed such a scene or even taken part in it.

The more technical side of the substance of a novel, which
we designate in the word plot, has next to be considered
A novel, whatever else it is or is not, is at any rate a story
Two questions, therefore, suggest themselves which, though
it is almost superfluous to do so, we must still state in definite
form. Is the story, as story, fresh, interesting, and worth
the telling ? And, this being settled, 1s 1t well and artistic-
ally told? In other words, we demand, with the most
uncritical reader, that the story shall in its own particular
way be a good one; and also—a considerauon to which
the uncritical reader 1s for the most part curiously indifferent—
that 1t shall be skilfully put together. By this we mean that,
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on careful examination of all its details, it shall reveal nc
gaps or inconsistencies ; that its parts shall be arranged with
a due sense of balance and proportion ;1 that its incidents
shall appear to evolve spontaneously from its data and from
one another ; that commonplace things shall be made
significant by the writer’s touch upon them ; that the march |
of events, however unusual, shall be 30 managed as to impress
us as orderly and natural in the circumstances ; and that the
catastrophe, whether foreseen or not, shall satisfy us as the
logical product and summing up of all that has gone before.?
Mere power of narrative is also in itself a feature which
will always repay attention The gift of telling a story to

the best possible advantage is, as anyone may soon discover
for himself by listenming critically to the anecdotes which are

1 The law of balance and proportion 1s often broken even by our greatest
novehsts. Thus, for instance, Scott (as I have elsewhere pointed out)
“15 cepable of writing pages of description about an occurrence that leads
nowhither, or a character who forthwith drops into a second or third place >’
(Life of Scott, p. 278)

It will be noted that many otherwise admirable story-tellers have
great difficulty in getung started and sometimes fumble painfully over
thar mibal scenes This was conspicuously the case with Scott, whose
cumbrous and heavy introductory chapters (as in the classical example of
Waverley) are almost enough to deter the reader on the very threshold
of hus narrative His conclusions are generally quite as unsausfactory,
“ Sometimes ”’ (f I may again use my own words), ““ as in The Heart of
Adlothian, he dawdles over unumportant matters after the main 1interest
has come to a close , but more often he 1s guilty, as Lady Lowsa Stuart
put 1t, of ‘ huddiing up a conclusion anyhow, and so kicking the book
out of his way’' Jvanhoe and Kemlworth have exceptionally effectve
catastrophes, but “ any tyro in cniticism could pick holes 1n the dénouements
of the Antiquary or Woodstock’”> Dickens’s conclusions are commonly
married by his desire to get all hus characters together into a series of grand
final scenes in which rewards and punishments may be distributed according
to the strict demands of poetic justice ; and to achieve this he 1s obhged
to have recourse to means that are too patently forced and artificial to
be 1n the least convinang  The contrast between the well-rounded and
completely explanatory dénouements of most of our older novelists and the
abrupt endings, which are often no endings at all, so popular 1n much
of our later fiction opens up an interesting hne of study in the changes
which have come over the art of fiction since the days of the Victorian
masters The logic of the catastrophe will be dealt with in our chapter
on the drama.
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exchanged over a dinner-table, much rarer than is commonly
supposed ; while, as the same experiment will further prove,
it 15 also a gift by itself, having, like the histrionic faculty,
Iittle or nothing to do with a person’s general ntellectual
ability. Among Encghsh poets, Chaucer, Dryden, Scott, and
William Morris, dissimular as were otherwise their qualities
of genius, had this gift 1n a marked degree, while on the other
hand Spenser, great as he was i pure description, was here
singularly weak , among our historians Carlyle and Macaulay
m particular had it , and we must recogmse this fact in our
esimate of these writers apart fiom any other questions
concerning Chaucer, Dryden, Scott and Morns as poets,
and Carlyle and Macaulay as historans. So with prose
fiction There arc novelists whose books have little weight
or permanent value, who can at least tell a story natually,
easily, and 1n a way to bring out at each stage its maximum
amount of interest , there are others of immeasurably greater
intellectual power 1n whom this faculty s poorly developed,
or 1n whose work 1ts exercisc 15 impeded by the pressure of
other things Thus in reading Rumgs, for example, who 1s
one of the woild’s very best story-tellers, we cannot fail to
admure the frec and vigorous movement of the narrative,
which sweeps us on fiom point to point with no apparent
effort or straun, while a certain sense of effort and strain 1
almost always with us when we are reading George Elot, or
Balzac, or Tolstot? Nor 1s 1t only at the evolution of the
action as a whole that we have to look. We must consider
also the writer’s power of managing his separate parts—of
handhing his sttuations and working up his effects  Much of
the dramatic value of scenes of great potential interest 1s
often allowed to escape under inadequate treatment; but
a novelist who knows his business will make every incident
tell with its proper proportion of effect in relation to the
whole. Of course, here as clsewherc, methods vary. We
may have, for instance, the marvellous brevity and restramt
of Thackeray’s account of George Osborne’s death at Water-

T am thinhing here of Tolstor’s longer works of fiction only Many
of his shorter tales are almost perfect examples of the story-teller’s art
They seem, indeed, not so much to be told as to tell themselves—the
highest praise that can be @ven to work of this descniption,
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loo; we may have, in a totally different manner, the
elaborately-wrought detaill with which Dickens describes
the death of old Krook, and Hawthoine the death of Judge
Pyncheon. Hence 1t will always be a matter of interest not
only to observe results, but also to examine the means by
which the results are obtained by different writers or by the
same writer in different circumstances or at diflerent stagcs‘
of his career.}

In dealing with plot-structure we may distinguish roughly
between two kinds of novel—I say roughly, because the types,
though clearly defined, shade into one another by imper-
cepuble gradations. These are what we may call respecuvely
the novel of loose plot and the novel of organic plot In the
former case the story is composed of a number of detached
incidents, having little necessary or logical connection among
themselves ; the unity of the narrauve depending not on the
machinery of the action, but upon the person of the hero
who, as the central figure or nucleus, binds the otherwise
scattered elements together  Such a novel 1s, 1n fact, *“ rather
a history of the miscellaneous adventures which befall an
individual in the course of life than the plot of a regular and
connected epopceia, where every step brings us a point nearer
to the final catastrophe ” 2 Thus while 1t may be filled to
overflowing with nteresting separate episodes, 1t has little
in the nature of a comprehensive general design, min the
evolution of which each detail plays a distinct and vital part.

1 Thus the student of Thackeray will note that while the satire of lus
later Looks 1s less pungent and their general atmosphere more kindly, the
witer had also lost some of his earher horror of dwelling, 1n Dickens’s
{ashion, over sentimental or tragic sttuations  In I anigy Farr, 1n the account
of Osborne’s death, in the natrative of the struggles of his widow, 1n the
great scene in which Rawdon Crawley surprises lus wife with Lord Steyne,
we have no suspicion that the matter 1s being specially worked up for
eflect ; 1ndeed, ‘lhackeray more than once openly checks himself for
fear of becoming theatiical or mawkish  On the other hand, there 1s
much elaborauon in the description of the last years and death of the
Colonel 1n The Newcomes, and of the death of the Baroness de Bernstein
i The Virginians. Dickens, on the contiary, whose earher pathos and
melodrama were ternbly over-wrought, showed a disunct tendency 1o
later works towards increasing restraint.

¢ Scott, Introductory Epistle to The Fortunes of Nigal.
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Robinson Crusee and Gil Blas, Foseph Andrews and Roderich
Random, Vamty Faw and Pendenms, The Pickwick Papers and
Nicholas Nickleby, may be cited as familiar examples of this
“ loose and incoherent ” type of novel, as Scott called it ;
in them one scene leads to another, the characters cross and
re-cross ; but the books as a whole have little structural
backbone or organic unity. In no one of these cases, it is
evident, was it necessary that the author should have thought
out beforehand the details of his drama ; it was enough that
"he should have in mind a broad general notion of the course
the story was to take ; it could then be left—as Thackeray
confessedly left his stories—to unfold itself as it went along.?
Just as manifestly the case is entirely different with novels of
the organic type—with such novels as Tom Jones, Bleak House,
Our Mutual Friend, or The Woman in White. Here the separate
incidents are no longer treated episodically ; they are dove-
tailed together as integral components of a definite glot-
pattern. In these cases, 1t is clear, something more than a
general idea of the course of the story was necessary before
the author began his work The entire plan had to be con-
sidered in detail ; the characters and events arranged to
occupy their proper places in 1t ; and the various lines laid
down which were to converge in bringing about the catas-
trophe.

This distinction, however, as I have said, is a rough one
only. I have mnstanced the above-mentioned books precisely
because they represent well-defined types Several qualifying
remarks must now be made In the first place, even in
novels of the organic kind there is often a great deal of purely
episodical material. Thus in Tem Fones, Bleak House, and Our
Moutual Friend there are many incidents and characters which

4 Scott acknowledged that *‘ the tale of Waverley was put together with
so little care that I cannot boast of having sketched any distinct plan
of the work” Thackeray said that his method of compositon was to
create in advance two or three of his chief characters, and then go on
from chapter to chapter with only a general notion of the course he would
be taking a few chapters later on  Even when he was actually at work
on the episode of Pen and Fanny Bolton 1n Pendennis, he was by no means
certam how it would turn out * When I st down to wnite 2 novel,”
said Anthony Trollope in his Autobwgraphy, *“ 1 do not at all know, and I do
not very much care, how 1t 18 to end.”
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lie outside the general design and are not really connected
with it. Secondly, all degrees of plot-organisation are, of
course, possible between the elborate compactness of these
books and the extreme looseness of The Puckwick Papers or
Pendennis. Among Dickens’s novels, for example, David
Copperfield and Martm Chuzzlewit exhibit intermediate stages
of plot-unification. Again, there are innumerable novels
mn which (as in those of Jane Austen and Turgenev) the
matter of the plot is so simple that no regular development
of a dramatic scheme is to be looked for, Nor, finally, is it
for a moment to be assumed that the organic novel, as such, is
on a higher artistic plane than the loose novel, though Scott
thought it necessary to apologise because his stories belonged
to the latter class. Indeed, for reasons which will appear
prescntly, a really great novel is likely, as a rule, to ap-
proximate rather to the loose than to the organic type.:
At #he same time, compactness and symmetry—a good
plot well worked out—undoubtedly give zsthetic pleasure,
and we rightly admire the technical skill to which they
testify ; while no consideration of their excellence in other
respects should tempt us to palhate the total want of
structural unity and coherence in such works as Vanity Fair
and The Newcomes

The two drawbacks to which a highly organised plot is
specially liable may here just be noted It may be so mech-
anically put together that its very cleverness may impress us
with an uneasy sense of laborious artifice. This is commonly
the case with the novels of our most deft manipulator of mere
plot, Wilkie Collins. Or it may lack plausibility in details.
Here a frequent error is the abuse of coincidence. Thus in
Tom Fones (the plot of which, perhaps because it was the first
great effort of the kind in English fiction, has been absurdly
over-praised) all sorts of unexpected things are perpetually
happening in the very nick of time, while people turn up
again and again at the nght moment, and in the place where
they are wanted only because they chance to be wanted then
and there. Even Mr Austin Dobson is compelled to admit,
though he does so reluctantly, the strain which the narrative
for this reason frequently inflicts upon our sense of probability.
The defence which is sometimes offered for the free use of
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coincidence—that coincidences do happen in real life—is
scarcely to the point; for the obverse of the dictum that
truth 1s stranger than fiction is, that fiction should not be so
strange as truth. Two tests of any plot are thus suggested.
t should seem to move naturally, and be free from any
appearance of artifice ; and the means used in working it
out should be such as we are willing to accept, in the circum-
stances, as at least credible,

A special aspect of the principle of unity in plot-structure
has next to be considered. The plot of a novel may be simple
or compound ; that 1s, it may be composed of one story only,
or of two or more stories in combination ; and the law of
unity requires that in a compound plot the parts should be

rought together into a single whole. Our crincism of

anily Fair, on the structural side, bears chiefly on this point ;
the narrative 1s made up of two stories—the story of Ameha
Sedley and the storvy of Becky Sharp ; and these two gories
are not properly amalgamated. In precisely the same way
Middlemarch, Damel Deronda, and Anna Raremna are alike open
to criticism In Bleak House, on the contrary, the three
threads of Esther Summerson’s story, the story of Lady
Dedlock’s sin, and the story of the great Chancery suit of
Jarndyce v Jarndyce, are very cleverly interwoven, and thus
we have an admirable example on an immense scale of the
“unification of complex materials It should also be noted
that where several independent elements enter into a plot,
1t is often the practice of novelists to make ‘them balance or
illustrate one another. It was Dickens’s habitual method to
offset his melodrama by broad comedy, according to the
plan of the romantic dramausts. Even in Vamity Fair, while
there 1s little effort to fuse the two stories, the significance
of the moral and dramatic contrast between them through-
out is kept clearly i view; and some such moral and
dramatic contrast will be found underlying the two stories
m Anna Karemna /About this matter of balance among the
different parts of a plot, however, we shall have more to say
when we come to speak of the technique of the drama, when
the various stages mn the movement of a plot will also be
considered.

One other point in the study of plot has still to be indicated.
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While the dramatist 1s, of course, confined to a single way of
teling his story—by representation combined with narrative
put into the mouths of his characteis—the novelist has his
choice among three methods—the direct, or epic; thel
autobiographical ; and the documentary. In the first andy
most usual way, the novelist is an historian narrating from
the outside ; in the second, hcmm—g erson,
wdentifying himself with one of his characters {generally,
though not always, the hero or heroine), and thus produces
an imaginary autobiography ; as in Robinson Crusoe, The Vicar
of Wakefreld, David Copperfield, Esmond, Jane Eyre ; 1in the third,
the action is unfolded by means of letters, as in the ‘epis-
tolary ’ novels of Richardson, Smollett’s Humphrey Clinker,
Fanny Burney’s Evelina, and Goethe’s Sorrows of Werther ; or
—a favounte device of Wilkie Collins—by diaries, contributed
narratives, and miscellaneous documents Occasionally, the
metkeds may be blended, as in Bleak House, where Esther
Summerson’s story is told by herself, while the rest of the
book takes the direct historic form It 1s evident that each
of these three ways has its speaial advantages , for while the
direct method always gives the greatest scope and freedom
of movement, a keener and more intunate interest may
someumes be attained by the use of erther the first-personal
or the documentary plan. Yet 1t will be observed that both
these last-named methods involve difficulties of their own,
and that on the whole it 1s best to avoid them save where
the compensating gain 1s considerable In adopung the
autobrographic form, a novelist may frequently fail to bring
all his matenal naturally within the compass of the supposed
narrator’s knowledge and power ; and he may someumes
muss the true personal tone ; as in the case of Esther Summer-
son, who (as the least cntical reader must be aware) writes
altogether too much like Dickens humsclf and with teo marked
an admxture of Dickens’s insight and humour. And what-
ever may be urged in theory on behalf of the documentary
method,! in practice it is very apt to become, even i the

1 The pnnapal advantage of the epistolary method 18 to be found i1g
the fact that full personal expression can be given to the feelings of all the
mportant actors at the nme of the events described, and before ther
1ssue is known to them. In this one respect the novel-by-letters 1s superior
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hands of a skilful artist, both clumsy and unconvincing.!
In our study of any novel in which either of these two plans
is followed, we must always ask why the author has chosen to
depart from the more ordinary narrative’ method, and to what
extent, and in what ways, his work has gained or lost by the
change.

111

In passing from plot to characterisation in fiction we are
met at the outset by one of those elementary questions of
which even the most uncritical reader is certain to feel the

both to the ordinary epic novel, in which such feelings are in the main
analysed by an outsider, and to the autobiographical novel, mn which
we have only the retrospective interpretation of a single character written
after the inaidents descnbed are things of the past  This was peggeived
by Richardson, who, defending the epistolary form, writes mn lus preface
to Clarsssa ; “ Much more hvely and affecung must be the style of those
who wnte in the height of the present distress, the mind tortured by the
pangs of uncertamty (the events then hidden 1n the womb of ume), than
the dry narrative, unammated style of a person relating difficulties and
dangers surmounted, the relater perfectly at ease ; and if himself unmoved
by his own story, then not ikely greatly to affect the reader.”

1 It has been noted by vanous critics of Richardson that all his characters
seem to have a perfect manta for correspondence, and, however busy
otherwise, unhmated lessure for 1t ; and that the world in which they hive
resembles nothing so much as a well-ordered office where everything 13
transcribed, docketed, and filed away for future reference. Richardson
himself thought it desirable to explain Pamela’s extraordinary devoton to
letter-wrniting. Miss Byron’s facility and industry (in Sir Charles Grandison)
were specially dealt with by Sir Leshie Stephen. On March 22, he ponts
out, she writes a letter filing fourteen pages of pnint, and two others of
six and twelve pages respectively ; the next day, two more letters of
eighteen and ten pages; on the 24th, two more, making together thirty
pages. At the end of the last of these she remarks that she 1s forced to lay
down the pen ; notwithstanding which, she adds six pages of postscript !
In three days she thus produces ninety-six pages of print! Macaulay
calculated that the interest of her small capital must have been wholly
consumed in postage. Scott tried the epistolary method in Redgauntlet,
but found 1t necessary to abandon 1t.  Of course letters are often mtroduced
with excellent effect 1n novels in other forms; like, e.g., those of Mr Micawber

in Dawnd Copperfield.
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force. Does the novelist succeed in making his men and
women real to our imaginations? Do they, in Trollope’s
phrase, “stand_upright on the E1I'ound ”? That the great
creations of our great novelists fu is' initial condition is
a fact too familiar to need particular illustration. They lay
hold of us by virtue of their substantial quality of life ; we
know and believe in them as thoroughly, we sympathise with
them as deeply, we love and hate them as cordially, as though
they belonged to the world of flesh and blood. And the first
thing that we require of any novelist in his handling of
character is that, whether he keeps close to common experi-
ence or boldly experiments with the fantastic and the ab-
normal, his men and women shall move through his pages
like living beings and like hving beings remain 1n our memory
after his book is laid aside and its details perhaps forgotten.
It is unnecessary to enter here into any discussiop of the
psycbology of that dramatic gemus by which life is thus given
to the figments of fancy and the illusion of reality produced.
Intensity of conception and what I have called realistic
imagination are doubtless at the bottom of it. But 1t is well
to remember that the processes of creation are confessedly as
mysterious to those who possess such creative power as they
are to other people. Thus Thackeray spoke of this power
as ““ occult "—as a power which seemed at times to take the
pen from his fingers and move it in spite of himself. *1
don’t control my characters,”” he once protested ; ‘“I am
in their hands, and they take me where they please.” He
had, as it were, endowed them with independent volition,
and by so doing had to a large extent placed them beyond
the range of his calculations ; they spoke and acted on their
own impulse; and so unexpected and surprising were
occasionally the results that when, as he tells us, one or
another of them had said or done something altogether
unlooked for, he would be driven to ask in bewilderment,
“ How the dickens did he come to think of that?* Such
testimonty is exceedingly instructive, for it touches upon an
experience which, so far from being unique, has been, I am
convinced, the experience of every writer of real creative
genius from the delineator of Shylock and Hamlet downward.
Herein, indeed, lies the ultimate distinction between creative
K
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genius and mere talent, however brilhant and well-trained.
The latter simply manufactures, and its effects are always
within the field of conscious and deliberate effort. The
former really creates, and for this reason 1ts outworhings are
often as strange and inexphicable to the author himself at the
time as to those who afterwards pick his characters to pieces
in the hope of plucking the heart out of their mystery.

Putting on one side, however, this whole problem of
power, and confining ourselves to the question of method,
we may note that a novelist’s success in charactensation
necessarily depends in part upon his faculty for graphic
description. In the representation of a play those secondary
drts of which 1 have spoken are of 1mmense service 1n the
definition of personality, and the make-up of the actor and
his interpretation of his part give us the dress and bearing,
the looks and gestures, of the chaiacter portrayed by him
In the reading of a novel (save where occasional assiseence
is furnished by accompanying illustrations—a device seldom
satisfactory enough to merit serious attention), all these things
are of the imagination only , and thus 1t 1s an important part
of the business of the novelist to help us by description to a
vivid realisanon of the appearance and behaviour of his
people Whatever 1s individual and characteristic mn therr
physical aspect in general, whatever 1s of importance in their
expression or demeanour at any critical moment, must be
so indicated as to stand out clearly in the reader’s mind. But
how 1s this to be accomplished » This 15 a question which
will always repay careful consideration 1t will be found that
as a rule a set and formal description, given 1itemn by item, 1s
(as Lessing showed) ! one of the least successful ways of mahing
a character live before us, and that a skilled artist is specially
known by his power of selecting and accumulating significant
detail and of stimulating the mmagimation of the reader by
slight occasional touches.

In regard to what is more specifically understood as
characterisation—that is, the psychological side of 11— the
principal thing to remember is, that the conditions of the
novel commonly permit the use of two opposed methods—
the direct or analyucal, and the indirect or drama_tic.ll In

1 Laokoon, § 20.
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the one case the novelist portrays his characters from the!
oufside, dissects their passions, motives, thoughts and chlmgs,
cxplams, “comments, and often pronounces authoritative
judgment upon them. In the other case, he stands apart,
allows his characters to reveal themselves through speech and
action, and reinforces their self-delineation by the comments
and judgments of other characters in the story. 1 say the
conditions of the novel commonly permit the use of these two
methods ; they do not always do so, because in fiction in
which the autobiographical or documentary plan is strictly
adhered to, in fact as well as in theory, and the intrusion of
the novclist 1n person 1s thus prevented, the presentation of
character 1s confined within the limits of dramatic objectivity.
Speaking gencrally, however, the very form of the novel as a
compound of narrative and dialogue, practcally involves a
combination of the non-dramatic and the dramatic in the
hangling of character In the examination of a novelist’s
techmque, therefore, his habitual way of using these two
methods, and the proportions 1n which he combines them,
will evidently prove an interesting question  Often we may
observe a distinct bias towards one or the other. Thus
Thackeray, though he makes admirable use of the indirect
method, supports its results by an enormous amount of
personal interpretation and criticism ; while direct analysis
1s seriously overdone by George Elot and the so-called
psychological novelists 1n general. In Jane Austen’s works,
on the other hand, the dramatic element predominates ;
her men and women for the most part portray themselves
through dialogue, while she herself continually throws cross-
lights upon them 1n the conversation of the different people
by whom they are discussed. We shall naturally find that
the largest place 1s given to direct analysis in novels which
deal mainly with the mner hfe and with complexities of
motive and passion ; yet even here it may be abused, and
the abuse of 1t must always be regarded as a grave artistic
mustake. Modern criticism rightly favours the fullest possible
development of the dramatic method. The principle that:
it 15 always better that a character should be made to reveal
itself than that it should be dissected from the outside, is
thoroughly sound ; and it is easy to perccive that where
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dissection is perpetually substituted for self-revelation, it is
often because the novelist is deficient in true dramatic sense
and power. But it is not therefore necessary to go with some
extremists, who, on the suppogsition that the excellence of a
novel is in the measure of its approximation to the drama,
condemn entirely the employment of analysis and com-
“mentary. It is one advantage which prose fiction possesses
in comparison with the drama that the author himself may
from time to time appear in the capacity of expositor and
critic ; and when he avails himself of this privilege he may
justly maintain that as he is writing a novel and not a drama,
it is by the laws of the novel and not by those of the drama
that he is bound.

Further comparison of these two cognate forms of art
suggests another important point. The immense scope of
the novel, its freedom of movement, and its indifference to
considerations of time and place, combine with the advagtage
just mentioned to give it a special power of dealing with
character 1n the making. Even our earlier novelists were
quick to seize the opportunity thus afforded, as we may
see in the wnitings of Defoe and Richardson ; while the whole
tendency of literary evolution during the past century has
been to force the dynamics of personality more and more to
the front. So far as modern fiction is concerned, therefore,
there is little exaggeration in the statement of Lotze that * the
slow shaping of character is the problem of the novel *’; for
it would be difficult to name any really great modern novel
in which that problem does not occupy a conspicuous place,
even if 1t does not furnish the kernel or centre of interest. A
common practice with the novelist who writes as a serious
student of character is thus to ipresent at the outset some
leading figure with certan potentialities of good and evil, and
then to follow his movement upward or downward under the
influence of other people, surrounding conditions, personal
experiences and his reaction to them, and whatever else
enters as a formative factor into his life4 The problem may
of course be worked out in many ways ; in particular, the
changes in question may be exhibited as the results either of
some exceptional crisis by which an entire revulsion of feeling
is brought about, or (as Lotze’s view indicates), of a gradual
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unfolding or atrophy of the moral nature. In either case,
our attention should be directed to the means by which the
changes are produced, to the question of the adequacy of the
assigned causes to account for the supposed effects, and to
the psychological power and truth of the delineation as a
whole. It is here that, however otherwise we may judge her
work, George Eliot holds her special place among our English -
writers of fiction. Some problem in the dynamics of char-
acter (usually conceived on the tragic side) lics at the heart
of every one of her novels, and their real greatness is ulti-
mately to be sought in the wonderful insight and skill with
which she handles her theme. Where so many illustrations
might be given, choice is difficult ; but 1t may, I think, be
said without hesitation that as an elaborate study of moral
deterioration under repeated shocks of temptation Tito
Melema is the finest thing of the kind 1n English literature.
Itwmay finally be noted that in our general estimate of any
novelist’s characterisation, the question of his range and
limitations must not be left out of consideration Catholicity
of course counts greatly in our judgment of his work 1n the
mass ; for while we admire those who, like Jane Austen, are
content to do a few things and to do them well, we naturally
assign a higher place to those whose accomphshment is
broader and more varied. But every novelist who writes
much and covers a considerable field is certain to have his
points of special strength and special weakness, and the
strength and the weakness alike will always throw much
light upon the essential qualities of his genius and art. There
15, for example, no better way of getung to know the real
powers, sympathies, and affiliations of Scott than by a careful
analysis of the many different classes of character which make
up the dramatis persone of the Waverley Novels. His nominal
heroes possess little life, and are generally, as he confessed,
“ very amiable and very insipid young men.” “I am,” he
writes with his customary candour, ‘“ a bad hand at depicting
a hero properly so-called, and have an unfortunate pro-
pensity for the dubious characters of borderers, buccaneers,
highland robbers, and all others of a Robin Hood description.”
His heroines, though they often possess genuine charm, are
usually rather conventional. He has little power over the
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deeper passions, save, significantly enough, those of loyalty
and patniotism. Under the influence of the romantic move-
ment he made frequent excursions into the domain of the
abnormal and the fantastic ; but he was too much a man of
the eighteenth century to succeed in this direction, and his
Madge Wildfire, Meg Mernlies, Dame Urfried, Norna of the
-Fitful Head, Fenella, and the rest, though highly praised by
Coleridge, are mn fact poor things, while the White Lady of
The Monastery is decisive proof of his deficient sense of the
supernatural. We have, therefore, a long list of failures,
comparative or complete, to allow for, before we come at
length to Scott’s great and memorable successes in char-
acterisation. And where are these to be sought ? 1 pass over
the historical studies because they involve complicating
considerations of accuracy into which we cannot now enter,
and reply, chiefly among his homely figures from Scottish
life ; 1n such characters as Jeanie Deans and Sauerders
Mucklebackit ; among his lawyers, peasant-folk, farmers,
mn-keepers, old-fashioned retamers and serving-men ; in
his humorous eccentrics, such as the Baron of Bradwardmc,
Dominie Sampson, Jonathan Oldbuck, and Duguld Dalgetty.
That the facts thus elicited help us to understand the founda-
tions of Scott’s genius and the real value of his work in the
novel is, I belicve, evident ; and a similar inquiry into the
successes and failures of other novelists would be equally
fruitful of results.

What has previously been said about the need of fidelity
to personal observation and experience in the plot and
manners of a novel is of course no less applicable to 1ts char-
acterisation. In his “ essay to prove that an author will
wnite the better for having some knowledge of the subject,
on which he writes, ”’ Fielding properly urged that “ a true
knowledge of the world is gained only by conversation ; and
the manners of every rank must be seen in order to be known.”!
This may be accepted as thoroughly sound doctrine, disregard
of which has been responsible from time to ume for some

conspicuous failures on the part of even the greatest novelists.
i Yet the general statement must be qualified in the ways
¢ already pointed out. Special information concerning the

' Tom Jones, Book xiv., chapter 1
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manners and speech of particular classes and callings 1s
indeed a prerequisite of their correct portraiture. But a
broad and intimate knowledge of human nature at large, a
keen insight into the workings of its common motives and
passions, creative power and dramatic sympathy, will together
often suffice to give substantial reality and the unmistakable
touch of truth to characters for which scarcely a single sug-
gestion can have been taken duectly fiom the life.

v

Thus far we have dealt with plot and characterisation
separately ; but as in practice they are always united, some-
thing must be said about their relationships

In common talk we distingumish roughly between two
clasves of novels—those in which the interest of character 1s
uppermost, while action 1s used simply or mainly with refer-
ence to this ; and those in which the interest of plot s upper-
most, and characters are used simply or mainly to carry on
the action. Quite inadequate as the distinction is, since,
like all such haphazard groupings of literature, it takes
cognizance only of the more extreme forms, 1t 1s none the
less useful because, as indicating differences of emphasis, 1t
suggests the question of the relative value of mcident and
character in ficton To this question I do not hesitate to
reply that of the two elements characterisation is the more
unportant ; from which it follows that novels which have the
principal stress on character rank higher as a class than those
which depend mainly on incident  The mnterest aroused by
a story mercly as a story may be very keen at the time of
reading ; but it is in atself a comparatively childish and
transitory mterest, while that aroused by characterisation is
deep and lasting. Now, there 1s ample evidence to show,
as indeed one mught have anticipated, that a certain amount
of opposition always exists between the claims of plot and
those of character ; where attention 1s paid primarily to
plot, the characters have often to be forced into its service,
even at the cost of some sacnifice to their consistency ; where
attention s paid primarily to character, the expansion of
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personality—often quite unforeseen at the outset—as the story
runs its course, will frequently prove fatal to the regularity
of the plot design.! We now seec why the novels which hold
the highest places in literature are it

of characfef_and not novels of plot. Our greatest novelists,
indeed, have habitually shown a disregard of mere plot
sometimes amounting to positive carelessness ; a fact which
explains the generalisation already mentioned, that a really
great novel is bikely as a rule to approximate rather to the
loose than to the organic type of plot-structure.

These considerations lead to a principle of great importance.
While in every novel plot and characters must be combined,
there is a nght way and a wrong way of treating their relation-
ship. The wrong way is to bring them together arbitrarily
and without making each depend logically upon each ; the
right way is to_ﬁmm&mms vitally
interacting in the movement of the story. In a merely snsa-
tional novel, where the writer’s main concern is with his plot,
the machinery of the action will commonly be found to have
little to do, save in the most general sense, with the personal
qualities of the actors. The plot itself having been put
together with little or no reference to them, they are simply
puppets pulled this way or that, as the intrigue demands, by
the showman’s string. But it is in the personal qualities thus
subordinated that in all really good fiction the mainsprings
of the action must ultimately be sought. Simple or complex,
the plot evolves as a natural consequence of the fact that a
number of given people, of such and such dispositions and
impelled by such and such motives and passions, are brought
together in circumstances which give rise to an interplay of|
influence or clash of interests among them. The circumstancesj
themselves may indeed count greatly as co-operating factors,
and an impersonal element may thus combine with the

1 Scott may be cited as a witness on this point: “ Alas, my dear sir,
you do not know the force of paternal affecion When I hght on such
a character as Bailie Jarvie or Dalgetty, my wumagination brightens, and
my conception becomes clearer with every step I take in his company,
although 1t leads me many a weary mule away from the regular road
and forces me to leap hedge and ditch to get back into the route again’
(Introductory Epistle to The Fortunes of Nigel).
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personal in the development of the action. Yet even so, the
personal reaction to circumstance will always remain a central
consideration. Incident is thus rooted in character, and is to
be explained in terms of it. One point to be kept in view,
therefore, in the examination of a novel, is the degree of
closeness with which plot and characters are interwoven.

This introduces the special question of ‘motivation.’
“It1s a part of the author’s duty,” as Scott properly remarks,
“ to afford satisfactory details upon the causes of the separate
events he has recorded.” This means that in the evolution
of plot out of character, the motives which prompt the
persons of the story to act as they do must impress us as
both 1 keeping with their natures and adequate to the
resulting incidents. If for the sake of the plot a character
1s made to take a line of action in contradiction to the whole
bias of his disposition, or on motives which seem insufficient
or famtastic, then the true relation of plot and character 1s
ignored, and the art is faulty We are thus brought round
again to the problem of psychological truth, which, as will
now be seen, 1s as essential in the management of plot as in
the handhing of character itself

A\

By a natural transition we pass from the characters of
fiction to their conversation

' Thus the rule of the * conseryation of character '’ is broken, when, in
order to bring a story to a close, some character 1s represented as under-
going a complete and violent change of heart Fielding complamed of
modern wnters of comedy on this head ‘ Their heroes generally are
notorious rogues, and their heroines abandoned jades, during the first four
acts, but in the fifth, the former become very worthy gentlemen, the
latter women of virtue and discreion  There 15, indeed, no other reason
to be assigned for 1t, than because the play 1s drawing to a concluston *’
(Tom Jones, Book vin , chapter1). A classic example of this fault 1s furmshed
by the first of our English novels, Pamela, 1n the facile conversion at the
rizht moment of Mr B, who 1s transformed from a profligate into ‘‘ one
of the best and most exemplary of men ™ Illustrations of unsatisfactory
motivation 1n the inception of a plot may often be found 1n Dickens ; eg,
n the ongin of the long-sustained deceptions practised by Old Martin 1
Martin Chuzzleunt and by the Golden Dustman 1in Qur Mutual Friend.
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Dialogue, well managed, is one of the most delightful
lements of a novel ; it is that part of it 1n which we seem
to get most iptimately into touch with people, and in which
the written narrative most nearly approaches the vividness
and actuality of the acted drama The expansion of this
element in modern fiction is, therefore, a fact of great signi
ficance. Any one who watches an uncritical reader running
over the pages of a novel for the purpose of judging in advance
whether or not it will be to his taste, will notice that the
proportion of dialogue to compact chronicle and description
is almost always an important factor 1n the decision. Nor 1s
the uncritical reader to be condemned on this account. His
instinct is sound. Good dialogue greatly brightens a narrative,
and 1ts judicious and timely use 15 to be regarded as evidence}
of a writer’s technical skill.

Investigation shows that while dialogue may frequently
be employed 1n the evolution of the plot—the action neaving
(as often in the drama) beneath the conversation—its principal
function is in direct connection with character It has
immense value in the exhibition of passions, motives, feelings ;
of the reaction of the speakers to the events in which they
are taking part; and of their influence upon one another.
In the hands of a novelist who leans strongly towards the
dramatic method, 1t may thus often be made to fill the place
and pcrform the work of analysis and commentary. Where
this can be done naturally and effectively, the gain, as I have
already pointed out, 1s considerable. Even where the ana-
lytical method 1s freclv used, dialogue will prove of constant
service as a vivifying supplement to 1t.

The chief requirements which dialogue should fulfil may be
briefly formulated

In the first place, 1t.should_always constitute an organc

lethent in the story ; that 1s, 1t should really contribute,
dir€ or indireéctly, erther to the movement of the plot or to
the elucidation of the characters in their relations with it
Extraneous conversation, however clever or amusing in itself,
is therefore to be condemned for precisely the same reason as
we condemn any interjected discourse on miscellaneous
topics by the author himself ; namely, that having no con-
nection with the matter in hand, it breaks the furidamental
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law of unity. Examples of such infraction will be found in

lenty in the discussions on politics, society, literature and
art, which fill so many pages in the novels of Bulwer Lytton.
Conversation extended beyond the actual needs of the plot
1s to be justified only when it has a disunct significance in the
exposition of character.

Beyond having this organic connection with the action,
dialogue should be natural, appropriate, and dramatic;
which means that 1t should be in keeping with the personality
of the speakers ; suitable to the situauon in which 1t occurs ;
and easy, fresh, vivid, and interesting It is evident that these
are elementary conditions of good dialogue Yet it must
be noted that the last-named of them 1s to a certain degree in
antagomsm to the other two, and that to fulfil them all in
combination 1s possible only by a delicate compromise which
it 15 one of the most difficult parts of the novelist’s art to
attar® The actual talk of ordinary people, and even the
talk of brilhant people i exceptional situations, would, if
1calistically reproduced, seem hopelessly slipshod, discursive,
and meflective ; while on the other hand there 15 a constant
danger lest, 1n his effort to escape fiom the flat and common-
place, the writer should become just as hopelessly stilted,
beokish and unconvinung  “ In a quarrel that takes place
mn real hfe,” says Mr Henty Arthur Jones, * you will find a
gicat many undramatic repetitions and anti-climaxes, and
sometmmes a vast amount of unnecessaty language. On the
stage all this has to be avoided.” ! In the novel, too, all this
has to be avoided ; but 1n the one case as in the other, while
the periphrases and ineptitudes of an actual altercation must
be ehminated and the enuire matter re-cast with an eye to
dramatic effect, theatrical declamation 1s not to be accepted
as the proper substitute for racy and natural utterance It
was one of the besetting sins of Dickens that, master though
he was of admirable dialogue, he habitually fell into melo-
dramatic rant and bombast 1n scenes of tragic stress or passion
It will be admitted by all but the most uncompromising
reahsts that to use the exact language which such a girl as
Alce Marwood would have employed in her passionate
outbursts of anger and hatred, would never do at all ; but

} On Playmaking, \n The Renascence of the Fnglish Drama.
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then the language which Dickens puts into her mouth, not
one syllable of which rings true, will never do either.! To
find the proper mean between such extremes, alike in ordinary
conversations and in situations of emotional intensity, is the
problem which the novelist has to solve. He has to edit and
re-fashion his dialogue, but to do this without taking the
genuine flavour out of it. His aim must therefore be, not to
report the actual talk of everyday men and women, but to
give such a conventionalised version of this as shall at once
maintain the required dramatic rapidity and power, and
leave the reader with a sausfying general sense of naturalness
and reality.

VI

Ld

In speaking of plot, characterisation, and dialogue in prose
fiction I have not, 1t will be remarked, made any®overt
reference, though reference has several times been imphed, to
the question of the novelist’s powers of humour, pathos, and n
tragic effect. These special attributes are so conspicuous by
their presence or absence, as the case may be, and they are so
inevitably recogmsed or musscd by even the most careless
reader, that it is unnecessary to do more than make passing
mention of them. It is no less evaident that in our estimate
of any novelist’s work as a whole, there are two points which
in particular will here come up for examination. There is
first the question of the extent and himitations of his powers.
In the comparative study of fiction this question has some
interest, since one writer is weak in humour who 1s strong
in pathos ; with another the conditions are reversed ; a third
is most at home among the fiercer passions ; while here and
there we may find one who has something of Shakespeare’s
yassured mastery of many imoods, and can touch us with equal
certainty to mirth, to pity, to terror Secondly, there is the
more important question of the quality of his accomplish-
ment in any of these directions ; for humour may vary from
broad farce to the subtlest innuendoes of high comedy ; pathos
from weak sentimentalism to the most delicate play of tender
feeling ; tragedy from a crude revelling in merely material

! Dombey and Son, chapter xxxiv. Gf. Gissing’s Dickens, chapter v.
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horrors to the most soul-moving calamities of the moral and
spiritual life. Without further discussion it may be taken for
granted that in the study of any novel or author both these
questions OFF%WM
cons:demd_as_a_mm%_sgursc.

It must however be added that, simple as it may at first
seem, the question of quality involves the large and in some
respects difficult problem of the use and abuse of the emotional

elements in fiction. This problem has many sides, one or two
of which only can be indicated here.

Thwmym
and the oneWhic all others should help to keep a
novelxstmgﬂwl%_vl\%m may yet be misemployed
in various ways, will readily be perceived.. It is misemployed,
for example, when it is enlisted in the service of indecency
or used to tusn to ridicule what should arouse sympathy or
the sense of revulsion rather than mirth. To lay down an
abstra®t rule is impossible, for many things which are intrinsic-
ally pitiable or disgusting, like drunkenness, have still their
comic aspect, and may therefore rightly be handled in the
comic way Often too such comic handling is morally most
effective, and for this reason humour has always been a potent
instrument for the correction of manners and the castigation
of vice. Much_depends upon spinit and treatment. But we
are at least safe 1n saying that when our laughter is stirred it
shall be by no unworthy subjects, that it shall not partake
of cruelty, and that it shall leave no bad taste in the mouth.

A similar problem confronts us i connection with the
pamnful emotions. Why we enjoy them at all when we
experience them in the mimic world of art, 18 a question
concerning which, since Arnstotle started it in a famous passage
m the Poetics, much has been written and countless theories
propounded. That we do enjoy them is at any rate a patent
fact, while the place that they occupy in much of the world’s
greatest imaginative literature testifies eloquently to the
depth and permanence of their appeal. Yet these painful
emotions may easily be abused, and often have been abused.
Sentiment may degenerate into sentimentalism and an
unhealthy indulgence in the luxury of grief, and no one will
deny the danger of this tendency who remembers how much
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fiction is written with the express purpose of satisfying a
wide-spread craving for this particular kind of morbid excite-
ment 1n weak or over-sensitive natures. In the same way,
the proper bounds of tragic feeling may be over-stepped or
its power perverted, as in the numerous instances in which
descriptions of suffering are drawn out to a point at which
they become positively agonising, or the reader 1s compelled
to linger over scenes the whole effect of which depends upon
their profusion of pathological detail. Once more 1t is
impossible to formulate general principles for the guidance
of taste, for healthy sentiment passes by insensible degrees
into sickly sentimentahism, whije the border-line between
the tragic horror which 1s justifiable and that which is un-
justifiable is equally shifting and vague We can only suggest
the importance of watching carefully the after-effect of
fiction upon ourselves. If, the spell of the moment beimng
broken, we look back on a novel we have just been reading
and become conscious that we have been tricked into®strong
feeling without sufficient or upon unworthy cause, that ou
emotion has been merely factitous and will not stand the
impartial judgment of the next say, or that the interest
aroused has been of that gross and morbid kind which leaves
a taint upon the mind, then, no matter what may be its artistic
merits, the book must stand condemned A rough test is thus
provided, and though it 1s only a rough one, 1n practice 1t should
prove of some utility

VII

We turn next to the question of setting 1n a novel, or what

e have called its time and place of action In this term we
nclude the entire mulieu of a story—the manners, customs,
ways of hfe, which enter into 1ts composition, as well as 1ts
natural background or environment. We may therefore
distinguish two kinds of setting—the social and the matenal.

One marked feature of modern fiction is its specialisation
Fielding probably intended to give in Tom Jones a fairly
complete picture of the English hfe of his tme Balzac and
Zola alike attempted, not in one novel but in a series of
novels, to embrace the whole of French civilisation in all its
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phases and ramifications. How far in these, and in other such
cases, success has been achieved, it is unnecessary now to
mquite. We have only to note the fact that few novelists
have written with so comprehensive an aim The tendency
of the modern novel to spread out in all directions until it
has become practically coextensive with the complex modern
woild, has inevitably been accompanied by a parallel ten-
dency towards the subdivision of 1ts subject-matter. A
certain largeness of design 1s indeed often nouceable, as in
the work of Dickens ; yet, for the most part, fe 1s rather
ticated in sections, each novel concerning itself chiefly with
one or two aspects of the great social comedy Thus we have
novels of the sca and of military life ; of the upper classes,
the middle classes, the lower classes ; of industrial hfe, com-
meraal Lfe, arustic hife, clerical ife ; and so on  Subdivision
also follows topographical lines, as 1n the innumerable novels
ot different localities and of local types of character : Scotch
novels, Irish novels, “ Wessex ”” novels ; the °sectional’
stortes which have long been popular in America ; and many
novels in French literature which, hike Daudet’s wonderful
stuches of the southern temperament, have a similar concen-
tration of interest. Frequently, of course, the local type of
character 1s presented ammd 1ts natural surroundings, but
often 1ts peculianties are brought out by the device of trans-
planting 1t 1nto another and contrasted environment Which-
ever plan 1s adopted, it is evident that i all novels in which
particular phases of life are kept to the fore, characterisation
and social setting are vitally associated, and each elgment
‘must therefore be considered 1n 1ts connection with the other
But 1t must further be remembered that many novels owe
much of their attractiveness and literary value to their skilful
"portrayal of the hfe and manners of special classes, social
groups, or places At this point the work of the novelist has
again to be judged by the accuracy and power of his descriptions.
These principles hold good for the historical novel, which
aims to combine the dramatic interest of plot and character
with a more or less detailed picture of the varied features of
the life of a particular age. Soretimes the historical setting
has comparatively little to do wath the essence of the narrative,
the basis of which 1s provided rather by the permanent facts



160 AN INTRODUCTION TO THE STUDY OF LITERATURE

of experience than by the forms which these facts assume in
special circumstances. George Ehot utilises in Romola the
setting of the Italian Renaissance, and gives a laborious
study not only of the outer hfe but also of the peculiar intel-
lectual movements and spiritual struggles of that strange and
brilliant period. Yet the central tragedy of Tito’s downfall
is largely independent of the historical surroundings—a fact
which she herself indicates in advance by dwelling as she
does in her mtroductory chapter on the broad uniformities
of human life beneath all superficial variations of place and
time. Sometimes, on the other hand, the pmymggnent is so
bound up with the temporary and interpenetrated by it, that
the setting becomes an essential element in the human drama
itself. This is illustrated 1n Hawthorne’s Scarlet Letter. As a
study of sin and the effects of sin upon the soul, this powerful
romance transcends all conditions of time and place. But the
actual tragedy is wrought out of the materials furnisksd by
New England Puritamism, and permanent moral 1ssues thus
assume in it a local and temporary form While therefore it
is possible to think of Tito’s story with little reference to the
particular phases of life which constitute its background,
to think in this way of the story of Arthur Dimmesdale and
Hester Prynne 13 impossible. It will thus always be well to
observe the connection between theme and setung and the
extent to which the latter is essential to the former. In some
cases we shall find that the plot and characters are used
simply to focus the outstanding features of the period dealt
with ;_as in Newman’s Callista and Pater’s Gaston de Latour.
In whatever way the setting may be treated, however,
the interest of an historical novel will always inhere in part—
for this is one sense is the very justification of its existence—in
its vivid reproduction of the life of a bygone age. Here
again the tests to be applied are those of descriptive power and
substantial accuracy. It is the business of the historical
novelist to bring creative imagination to bear upon the dry
facts of the annalist and the antiquarian, and out of a mass of
scattered material gleaned from a variety of sources, to evolve
a picture having the fulness and unity of a work of art. It s
this power of making real and picturesque some particular
period of civilisation, and of doing this without any suggestion
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of the dry-as-dust and pedantic, that the ordinary reader
values most in the writer of historical ficton. About the
question of his scholarship and fidelity he probably troubles
himself lttle.}  That question must, however, ulumately
enter into our estimate of any novel which purports to describe
a past epoch, though it 1s far too large and complex to admit
of consideration here. Two points only may just be mentuoned
In the first place, while of course an historical novel should
adhere to truth in the narrative of such actual events as fall
witlin its compass, 1t 1s far more important that it should repre-
sent faithigiimpshe manners, tone, and temper of the age with
which 1t deals Thus we blame Scott because he 1s often
gulty of anachronism in detail , as when he brings Prince
Charlic back to Scotland after Culloden, and makes Shakes-
speare the author of A Adsummer Night's Dream at a time
when he could have been only some eleven years old ; but
still more we blame him because in lvan/oe—which 1s from
first to last one sustained anachronism—he gives us a totally
false impression of the hfe and spuit of the Middle Ages
Secondly, though, despite his many defects as an interpreter
of history, Scott still remains our greatest historical novelist,
it must not be forgotten that the sense of the importance of
truth 1n historical fiction has developed enoimously since his f
time. The historical novel was in part a product of the
romantic movement, and in the hands of a writer hke Dumnas,
1t was almost pure romance But the scientific spirit has now..
invaded it, and the wiiter who undertakes to rehabilitate the”
past has 1n a measure to accept the responsibilities of the
chronicler. He has thus to satisfy at once the claims of history
and the claims of art.

On the other kind of setting in fiction—the material—little

! Occasionally the novehst provides some record of his sources and thus
throws hght upon his preparaton and equipment for lus task  Scott does
this t0 some extent 1n Ins prefaces and notes A full display of authonties
will be found in Becker’s Gallus and Charicles These works, however,
can scarcely be classed among historical novels, as the shght story 1s
avowedly contrived only as the vehicle for a study 1n the one case of Roman,
in the other of Greek anuquiues, and the human interest 1s wholly sub-
ordinated to ths scholarly purpose A similar remark may be made of
Strutt’s unfimshed Queenhoo Hall, concerming which see Scott’s General
Introduction to The Waverley Novels.

L

ey
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How important this philosophical element in their work really is,
is strikingly shown by the fact that in discussing any great novel
we soon find ourselves mvolved in the discussion of life itself.!
It is not to be understood by this that we are to think of a
novelist as starting out to expound a set body of ethical
doctrines, or as contriving his story as an embodiment of
certain 1deas about life. This would be to misconcerve grossly
the attutude and method of the true creative artist. Of the
question of purpose in the novel something will be said
presently. For the moment we have only to msist that
philosophical significance does not necessarily imply any
prebminary philosophic aim. What a novelist thinks abou
life will inevitably guide him, consciously or unconsciously, u:\
the arrangement of his plot and the treatment of his characters.
But his primary concern is not with abstract questions but
with the concrete facts of hife, and he may—1I do not say that
he generally does, but that he may—handle these concrase facts
| without any effort or desire to suggest therr moral meanings
It is certainly safe to assume—to take the example of the
greatest creative power 1n lhterature—that Shakespeare’s
interest throughout was in concrete facts—in action and
character as such Theie 1s thercfore a sense 1n which 1t would
be quite unwarrantabie to speak of Shakespeare as a morahst
at all. Yet, even if we waive the question whether he himself
cared in the least about the ethical problems involved 1n his
plays, there is another sense in which he may be regarded
as_one of the greatest of moralists Thus Prof. MoTi_fton is
‘cntircly Justified In discussing the * moral system of Shakes-
peare 7 ; by which phrase he does not mean that Shakes-
peare wrote his dramas to prove any thesis or convey any
lesson, or that he had any thesis or lesson in mind while com-
posing them ; but simply that, as they stand, they actually
present ““ a vast body " of “ creative observations in human
}life,” which “ invite arrangement and disposition into general
truths.” In precisely the same way, if in no other, we may
speak of the moral system of any great novelist, and regard

! Thus Prof. Moulton properly notes that, of what passes current as
commentary on Shakespeare, ‘‘ the vast proportion 1s comment upon
human hfe itself, touched as life 1s at myriad points by the creauons of
the Shakespearean Drama ' (The Moral System of Shakespears, p. 5).
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his works as bodies of * creative observations ** capable and
worthy of being formulated intd general truths.

Such moral system, or philosophy of lfe, may be given,
and commonly 1s given, in the novel in two _ways. In the
first place, like the dramatist, the novelist interpiets Life by his
mere representation of it. He selects certain materials out
of the mass which hfe offers to him ; by his arrangement of
these he brings certain facts and forces into rehef; he ex-
hibits character and motive under certain lights ; and in the
conduct of his plot indicates his view of the moral balance
among the things which make up our human experience.
As Prof Moulton puts it, “every play of Shakespeare,
critically examined, turns out to be ““ a microcosm, of which
the author 1s the creator, and the plot its providential scheme.”’
Smmularly, every novel 1s a microcosm, of which the author
1s the creator and the plot the providential scheme Merely
by se'ectton and organisation of material, emphasis, pre-
sentation of character and development of story, the novelist
shows us 1n a general way what he thinks about life , and it
is one business of criucism to reduce this scattered and
unphed philo ophy to a systematic statement of funda-
mental prinaples

Thus far the novelist’s course 1s the same as the dramatist’s :
they both inteipret bfe by representation  But while the‘
dramatist is confined to this indirect method, the_novelist 18
able if he chooses, to Supplement it by‘dlrect perg)na,l
commefitary “and explanatlon He can, as 1t were, step
before the curtain, clucidate the action, discuss the characters
and therr motives, and generalise on the moral questions
sugcested by them  Where he avails himself of the privilege
aﬂOIdt‘d by the fiee form of the novel to do this, he becomes
himsclf the mnterpreter of the mimic world he has called into
existence, and therefore of hifc at large , thus antcipating the
critic 1n the task of systematising and formulating his thought.

In estimating the philosophy of hife contamned 1n any novel,
we have to test 1t from two points of view—that of 1ts truth
and that of 1ts morality. But 1n applying these tests, we must
be on our guard against some rather serious misconceptions
which are current in respect of them.

The truth we demand in fiction 18 not identical with the
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truth we demand from science. Plato made the mistake of
confusing them, holding that all imaginative literature is
‘“ false ” because it does not reproduce the actual facts off'
existence ; that Homer’s poetry, for instance, is full of ** hes
Even to-day we may meet with people who are more or les
troubled by this difficulty, and who, failing to perceive any
difference between fiction and falsehoood, look askance
at all kinds of fictitious writing 1n consequence. But with the
penetrative insight which carried him to the heart of so many
questions, Aristotle pointed out the fallacy of Plato’s view,
Irightly maintaining the existence in all great works of the
imagination of a ““ poetictruth ” which 1s really deeper and
more comprehensive than the mere literal fidelity to fact
swhich we expect 1n the work of the historian. For while the
historian is bound down to things which, in Charles Reade’s
witty phrase, have gone through the formahty of taking
place, the creative artist is limited only by what Awmstotle
called ‘ideal probability.” In the one case, truth means
fidelity to what was or is ; in the other, fidelity to what may
be. Already the great Greek philosopher detected the dis-
tinction, for a clear statement of which we are indebted to
De Quincey, between the literature of knowledge and_the
hiterature of power The literaturé of knowlédge must be
judged by its accuracy in matters of fact ; and with every
step forward taken by science, 1t necessarily becomes anti-
quated. Thus it 1s that our text-books of biology and physics
have perpetually to be re-written, and that even our historics
have conuinually to be revised  But the truth of the hiterature
of power is fidelity to the great essential motives and impulses,
passions and principles, which shape the hves of men and
women ; and because these change so little amid all the
vast_upheavals of the ages, the books which_have i them
this supreme element of essential truth remain, however old
1n_years, as fresh and vital in_their human interest_as in the
days whc_n they were wnitten Aristotle’s own science has
now only a curious significance for the special student of
thought, but when are we likely to outgrow the Odyssey,
Agamemnon, Antrgone ?

A wit has said - ““ In fiction everything 1s true except
names and dates ; in history nothing is true except names and
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ydates.” 1 am not at the moment concerned to defend history

against this cymical assault. I quote the paradox only because
it describes so sharply the kind of truth upon which all great-
ness in ficion ulumately depends. The novelist may take
mnumerable liberties with his subject ; he may re-arrange
his materials in fresh and startling combinations ; he may
mvent outnight ; but we 1nsist that he shall still be true to
ideal probability and the great elemental facts and forces o
Lfe If at this pomnt his work proves to be faulty, without
hesitation we adjudge it unsound.

It will be scen that this does not in the least tend to check
the free play of the imagination in ficton Wc have heard
more than enough in recent years of 1ealism in the novel,
and advocates of this realism have told us with wearisome
iteration that the one and only business of the novelist who
takes his art seriously is to go direct to actual hfe and repro-
duce svhat he finds there with photographic fidelity Now,
i common practice this doctrine of realism 1s often shamefully
abused. Sometimes it 15 made to justify detailed pictures ot
the sordid, base, and ugly—pictures which, while they may
be pamnfully accurate in their presentation of selected par-
ticulars, are so completely out of perspective that they are
anything but true to hfe at large  Sometimes 1t 15 employed
to dignify the much-ado-about-nothing of a certain class of
writers whose chief concern scems to be the elaboration of
the trivial and the commonplace, and who offer us little but
cross-sections of hfe as seen through a powerful microscope
But even when not so abused in one or other of these two
ways, the theory of realism as generally understood—that'
the novelist should never venture beyond actual fact—is to
be rejected because 1t involves 1n another form the old con-
fusion between scientific and poetic truth. Art cannot with-!
out self-destruction adopt the aims and borrow the methods
of science, ‘‘ The arust’s work,” as Goethe admurably says,
““1s real in so far as 1t 1s always true ; ideal, in that it 1s never
actual.”

Bearing this principle in mind, we shall cease to be greatly
disturbed by the loud quarrel of the rival schools of novelists
and critics over realism and romance. We shall see that,
properly undeistood, both are justified, since both spring from
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fundamental instincts : the source of the one being our delight
in seeing the near and famuliar artistically rendered ; of the
other, our plecasure in the remote and unfamihar. We shall
see too that while each has its jusufication, each has likewise
its conditions. Rcalisrn must be kept within the sphere of art
by the presence of the 1deal element. Romance must be saved
from extravagance by the presence of poetic truth.?

In dealing with the question of truth in fiction I have to
some extent anticipated the consideration of the closely-allied
duestion of morality The ethical element too has to be
interpreted broadly ; but so interpreted, it has to be em-
phasised to the full. The common distrust of so-called
‘novels with a purpose ’—by which 1s properly meant
novels written specifically to make out a case or to prove a
set thesis—is well grounded ; for, though there are exceptions,
the attempt to do two things at once—to write a good story
and at the same time to produce a scrmon on a statcd text,
an essay in plulosophy, or a political pamphlet—has seldom
ended in anything but failure But to confuse specific purpose
with general purpose—duect didacticism with large moral
meaning—is to make a serious mistake I have said that a
novehlist’s chief concern must always be with the concrete
facts of life, and in doing this, I assumed that he may dea
with concrete facts without troubling himself in the leas
about their moral bearings Such assumption was mad
for the sake of the argument. It has now to be added that,
while theorists of a certain school may say what they lhike
about the moral indifference of fiction, it remains none the
less true that nearly ali the really great novelists of the world
have been declared moralists, and have troubled themsclves
a great deal about the moral bearings of the concrete facts
presented by ticin - A general moral plnlosophy is, therefore,
almost always embodied in thewr work as a more or less

! Compare Colenidge’s statement of the twofold aim of the Lyrical
Ballads —on the one hand, “ to give the charm of novelty to thinss of
every day,” by touching them with the * modifying colours of 1magina-
tion’, on the other hand, to give substantial interest to supernatural
incidents and agents * by the dramatic truth of such emotions, as would
naturally accompany such situations, supposing them real’ (Biographia
Literaria, chapter xav.).
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distinctly avowed part of their plan. But the conditions of
success in the carrying out of such moral purpose under the
forms of ficton and with due regard to the demands of art,
must be clearly recognised. The ethics must be wrought
into the texture of the story ; the philosophy must be held
mn solution ; the novelist must never for a moment be lost
in the propaﬂrandlst or preacher It 1s therefore less in its
directly inculcated lessons than in 1its whole interpretation of'
Iife, thought, character, and action, and its occasional illu-
mimmve commentary upon these, that the fundamental
morality of a novel has habitually to be sought. Even its
plot. with 1ts perhaps quite arlatrary scheme of poetic justice,
may have little to do with 1ts true philosophy  For example,
at the end of The Vicar of Wakefield, Goldsmuth restores his
long-suffering hero to earthly prosperity and happiness,
and thus exhibits ‘ virtue rewarded’ 1in the most orthodox
fashigp  He does this, however, by means so desperate that,
it 1s sometimes urged, the motal value of the book 1s destroyed.
But on further consideration 1t will be found that the happy
ending 1s only a wecak concession to the taste of the average
novel-reader of the time ; 1t was not an essential part of
Goldsmith’s ethical design. Where then 1s the 1eal moral
of the tale » As the author himself suggests in the heading
of the twenty-eighth chapter, 1t lies 1n the beautiful and sym-
pathctic portrayal of simple courage, picty, and faith in God
under stress of accumulated afhciions ~ This, and not the
convent.onal and hopelessly unconvinang conclusmn, shows
Goldsmith,” as Prot Walter Ralagh has well remarked,
* high among the moralisis of the century ” In our estimate
of the moral philosophy given or imphed in 1 any ¥ novel, we
have Thcrelare To consider chicily the impression made upon
us bmﬁz—mper of the wotk as a whole.

“That we have a perfect night to include the problem of
motal value in our final judgment upon any work of fichon—
that, unul this problem 1s settled, our judgment remamns in
fact incomplete-—i1s a proposiion concerning which I per-
sonally do not entertain the shightest doubt Discussing
poetiy as a criticism of life, John Addington Symonds wrote :
“1f one thing 1s proved with certainty by the whole history of
Literature down to our own time, it is that the self-preservative
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instinct of humanity rejects such art as does not contribute
to its intellectual nutrition and moral sustenance. It can-
not afford to continue long in contact with ideas that run
counter to the principles of its own progress. All art to b

truly great, must be moralised—must be in harmony wit

those principles of conduct, that tone of feeling, which it is th

self-preservative instinct of civilised humanity to strengthen
This does not mean that the artist should be consciousl

didactic or obtrusively ethical. The objects of ethics and art
are_distinct. The one analyses and_instructs; t};__QJ.hcr
embodies and delights. But since all the arts give form to
thought and feeling, it follows that the greatest art is that
which includes in its synthesis the fullest complex of thoughts
and feehings. The more complete the poet’s grasp of human
nature as 2 whole, the more complete his presentation of life
in orgamsed complexity, the greater he will be Now, the
whole struggle of the human race from barbarism to cjvilisa-
tion is one continuous effort to maintain and extent its moral
dignity. It is by the conservation and alimentation of moral
qualities that we advance. The orgamsation of all our
faculties into a perfect whole is moral harmony. Therefore
artists who aspire to greatness can neither be adverse nor
indifferent to ethics.”

The apphcation of these admirable remarks to the special
question of prose fiction will be evident In respect of the
novel, as of other kinds of imaginatuve lterature, it is often
said that art as art has nothing to do with morality. The
reply 1s, that in the sense in which morality is understood by
Mr Symonds—in the sense i which the word has been
employed throughout the present dlscussxon—art 1s vitally
connected with morality. Art grows out of life { it is fed by
e T O e

ibitrties to life. It 1s therefore to the last degree
absurd to talk of the artist, whatever his line of work, as if
he stood without the field of ethics. Certainly, we cannot
thus speak of the novelist.  As he deals with life, he must deal
with the moral facts and issues everywhere involved in hfe ;
and it is upon his moral power and insight and upon the
whole spirit and tendency of his philosophy, that the real
greatness of his work very largely depends.
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AT the opening of the last chapter 1t was premused that,
as the novel and the diama are_compounded of the
same elements, a great deal of what would be said about the
former would be found equally apphcable to the latter. We
are now 1n a positton to reahise the force of this statement.
The general principles of criicism which we have laid down

for the study of plot, characterisation, dialogue, local and
m
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temporal setting, and interpretation of life, in prose fiction,
hold good, for the most part, as will be seen, in respect of the
same constituents in a play. In taking up the study of the
drama, therefore, we shall discover that the ground is already
broken, and that many questions, especially questions of
valuation, have been answered by anticipation. But it was
further pointed out that, though their elements are identical
the novelist and the dramatst work under very dissimilar
conditions, and for this reason have to manipulate therr
material in dissimidar ways Hence the mcrence
between novel and play in everything that pertains to tech-
nique. This difference 1s the starting-point of our present
inquiry ~ Other matters will be dealt with later, whuch,
though involved in the analysis of the novel no less than in
that of the play, have been held over till now because they
can be more easily con«udered in this part of our study. But
our first business will be with some of the elementary char-
acteristics of the drama, as—in the phrase already used—a
specific form of literary art. -
Tt is important at the outset to understand that what we
call the princ.ples of dramatic construction and the laws of
dramatic technique anse out of and ‘are imposed by the
requirements, which, owing to the very circumstances of its
existence, the drama is compelled to meet The ancient
epic_was composed for recitation ; the modeérn novel 18
written to be read ; the drama is designed for representation
“by actors who impersonate the characters of its story, and.
“amiong whom the narrative and the dialogue are distributed.

_While, then, the epic and the novel relate and report, the

drama imitates by action and speech ; and it is by reference
“to_the Tundarmiental neccssiies entailed by such Tmifation
_that the structural Teatures of the drama have to be examined
and explained. Because it helps us to keep this point clearly
in view—because 1t serves to remind us that the hiterary art
of the drama 1s orgamcally bound up with 1ts_histrionic
conditions—there is much to be said in favour of the good o
name for drama—stage-play.

It may of course be assumed that the essential difference
in technique between the novel and the drama is commonly
recognised in theory by every reader of the one or the other.
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But ity practical bearings for the student of literature are, I
believe, very seldom appreciated to the full, and to these,
therefore, some attention should be given.

The novel is self-contained ; that is, it provides within
its own compass everything that the writer deemed necessary
for the comprchension and enjoyment of his work. The
drama, on the other hand, when it reaches us in the form of
print, and when we read it as literature, in the same way as
we read a novel, is not in this sense self-contained. It implies
everywhere the co-operation of elements outside itself, and
for the moment these elements are lacking. What we read
15, 1n fact, little more than a bare outline which the play-
wright intended to be filled in by the art of the actor and
the ‘ business ’ of the boards—a hiterary basis for that stage-
representation upon which he calculated for the full execution
of his design. In the mere perusal of a play, therefore, we
laboux under certain drawbacks and difficulues, for much of
its cffect is hikely to be lost upon us for want of those continual
appeals to the imagination, those descriptions, explanations,
and personal commentaries, which 1n a novel help us to
visualise scenes, understand people, estimate motives, grasp
the ethical import of actions. For this reason, the compre-
hension and enjoyment of a play as a piece of literature must
always make immeasurably greater demands upon us than
the comprehension and enjoyment of a novel We have to
supply for ourselves the external conditions from which it
dertves much of its life, and the whole machinery of actual
petformance ; in countless cases of detail, where, had
we been spectators, we should have relied upon the
‘reading > of the actor, we must as students have recourse
to our own powers of apprehension and interpretation ;
our imagmnation must be so alert that every scene may
be conceived as if 1t were passing before us in action. In
ordinary practice—and particularly m our study of Shake-
speare, whose works we persist 1n treating as ‘ pure’ litera-
ture, and rarely regard in their primary qualities as plays
written expressly for the stage—we are too apt to neglect
these simple but far-reaching considerations, It is worth
while, therefore, to insist that in our study of any drama we
should do our utmost to recreate its proper theatrical circum-~
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stances and surroundings, and thus to make our private
reading of it so far as possible an adequate substitute for publc
performance.?

Nor is it only the general conditions of stage-representation
which thus demand attention. We have also to investigate
the special conditions which at different times have affected
the. methods of the dramatist, and given a certain form and
tendency to his art. .

Thus, it is impossible either to understand the structural
peculiarities or to appreciate the asthetic effect of Greek
tragedy without some knowledge of the economy of the Attic
theatre. Take, for instance, the enormous size of the audiences
which commonly numbered upward of 20,000 ; % the shallow-
ness of the platform, or ‘speaking place,” to which the
regular dialogue and action were confined ; and the heavy
conventional costume of the actors, who were ‘ made up’
with padding and the thick-soled, high-heeled cothiirnus,
or buskin, to appear of heroic proportions, and who always
wore masks representing ““ a set of features much larger than
those of any ordinary man.” 3 Now these three facts, taken
together, go far to explamn various outstanding principles of

! In the printing of modern plays provision 1s now frequently made for
the needs of the mere reader by the introduction of a great deal of ex-
planatory material In Tbsen’s dramas, for example, the setting of each
scene is almost invariably given in detail , often the appearance, bearings,
tones, gestures, by-play of the characters are descnbed , and much of
the stage ‘business’ is indicated. With such ¢extra-dramatic’ aids
we may read a play very much as we read a novel, to which, indeed,
as a piece of hiterature, 1t 1s thus made to approximate Had such aids
been furnished by the editors of the First Folio, our appreciation of the
dramatic life and movement of many of Shakespeare’s scenes would have
been much more vivad than 1t commonly 1s. If the student will turn for
himself to the interpretative notes which the great American actor, Edwin
Booth, contributed to Furness’s Variorum edition of Othello, he will reahse
at once the extent to which 1n our ordinary reading of Shakespeare we muss
the wealth of detail which gives sigmficance to character and situation
when one of his plays is put on the stage.

3 According to recent calculations, the great theatre of Dionysius at
Athens accommodated about 17,000 spectators  Plato, 1n his Symposium,
speaks of more than 30,000 being present on one occasion ; but this 13
now regarded as an exaggeration See Haigh’s Attzc Theatre, p 100.

? J. W. Donaldson, The Theatre of the Gresks, p 243
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the ancient drama, and especially its want of anything
approaching the free and rapid action, the well-marked
mdividuality of character, and the realistic quality, with
which we are famihar in modern plays. The shallowness of
the speaking place’ prevented mass-scenes and elaborate
stage pictures requiring depth and perspective ; the arrange-
ment of the chief persons and their retinues being that of a
processional bas-relief The distance of the performers from
the spectators made by-play and detailed gesture impossible.
As rapid utterance, low tones, and changing inflections would
have been lost 1n an immense open-air theatre, the language
employed was of the rhetorical, not of the conversational,
kind—of the kind adapted to recitative or declamation,
which accounts for “ the extreme stffness and formality
which distinguishes the tragic dialogue of the Greeks from
that dexterous and varied play of verbal interchange which
delights us so much in Shakespeare and other masters of
Enghsh tragedy.” ! The costume of the actors compelled
them to move with a measured and stately gait, to adopt
“abrupt and angular” gesticulations,? and to avoud all
vigorous activity ; while the use of the mask not only “ pre-
cluded all attempts at varied expression,” ® but necessarily
tended also to stereotype the passions portrayed, to prevent
any rapid changes of emotion, and to give to the persons
represented a generic or typical rather than an indrvidual
character. “ The effect produced by the unchangeable
expresston of the actor’s countenance,” writes Muller, * un-
natural as 1t seems to us, was of less consequence 1n the ancient
tragedy, because the principal characters appeared through-
out the pilece under the influence of the same feelings by
which they were actuated at the commencement. Thus we
may easily mmagime an Orestes in Aschylus, an Ajax in
Sophocles, or a Medea 1n Euripides, retaining the same
expression from the beginning to the end of a play, although
1t may be impossible to conceive this of a Hamlet or a Tasso.” 8

1 J. S Blackie, Introduction to the Lyriwcal Dramas of &'schslus, 1. p. xIvi.

? Donaldson, op ci, p 269 3 1bwd, p 270.

¢ The mask could indeed be changed during the progress of the play,
but not of cour«e while the actor was on the stage

® Hustory of Greek Literature
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student of the English drama, will serve to make clear in a
somewhat different way the immediate dependence of a
playwright’s technique upon the histrionic methods and
resources of his ime. When, ceasing to regard Shakespeare’s
plays merely as literature, we think of them 1n their connection
with the principles and requirements of stage effect, it is the
stage as we know it to-day that we almost invariably have in
mind. ,Now a comparison of any modern acting version of
one of these plays with the original text will reveal many points
of difference ; it will be found that numerous passages and
even whole $cenes are cut out entirely ;} that scenes which
Shakespeare separated are brought together ; that the order
of events 1n the plot is sometimes changed. Often, of course,
these alterations are arbitrarily made, and, except in so far
as they throw a curious light upon the taste of this or that
manager and the public for which he caters, they are therefore
without significance. But often, on the other hand, as axalysis
will show, they carry us back directly to the fact that the stage
for which Shakespeare wrote was in vanous fundamental
particulars quite unlike our own, and that many character-
istics of his dramas are thus to be understood only when
they are studied 1n relation with theatrical conditions which
have long since ceased to exist. We must not be beguiled
by the fascination of the subject into any general discussion
of the arrangements of the Elizabethan stage, our present
task being merely to indicate the importance of these for the
student of Shakespeare. Confining our attention to a couple
of points only, let us therefore simply note the way in which
his work was affected by the lack of movable scenery and the
absence of a drop-curtain.

In connection with what follows, the reader is advised to
study carefully the pen-and-ink sketch of the Swan Theatre
reproduced on the next page. This was made by a Dutchman,
one Johannes de Witt, about the year 1596, and discovered
in 1888 by a German scholar, Dr Gaedertz, in the Library of
the University of Utrecht. It is, of course, very rough, and
in sundry details it does not altogether correspond with what
we otherwise know or infer about the Elizabethan stage  But
it is of immense interest and value as our only contemporary
picture of the interior of a playhouse in Shakespeare’s time.
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As movable scenery was then unknown, the dramatist
was under no necessity to give, scene by scene, a definite
locality to his action. The stage on which his plays were
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performed—a narrow platform running out into the audi-
tortum—was divided into three parts j jof which the first, or
‘ front stage,’ was convenuionally employed for any kind of
open space—street, or square, or field ; the second, or ‘ back
stage ’ (the portion behind the columns of De Witt’s drawing),
with its few common articles of furniture, was similarly
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accepted as representing a room in a palace, a council chamber
or any other interior; while the third, or upper stage,’
a gallery behind this inner stage and above the actors’ * tiring
house ’ (mimorum edes), was used for any elevated spot,—the
walls of a castle or town, for example, or Brabant10’s window,
or Juliet’s gallery.l Evidently, this simplicity of stage-setting
permitted and encouraged a freedom and rapidity in the
movement of the action which are rendered practically
impossible by the elaborate and cumbersome scenic devices
of the modern theatre. Just because there was, in our sense
of the term, ‘ no change of scene’ to be made, it could be
made without difficulty, and as frequently as might be
desired ; for as soon as one group of characters went off,
another group could enter, and a fresh scene begin, even
though the spectators were supposed to be transported in
imagination into a different place.?

' Thus the lack of movable scenery on the Elizabethan boards
helps us at once to explain various structural features in which
the Shakespearean drama differs conspicuously from the
drama of recent times, Its complete indifference to all con-
siderations of locality and the unity of place ; its numerous
minor scenes, which break up the plot and are a source of so

} much perplexity to modern managers ; its frequent recourse
to a series of such minor scenes, which follow one another 1n
quick succession, and over which the interest of the action
is scattered 1n a way which seems singularly unsatisfactory
to us who are accustomed to more concentrated effects . 3—

1 In our sketch, however, this balcony seems to be occupied by spectators

3 Occasionally the scene would change while people remained on the
stage. There 13 a good example of this in Act IT scene m of Marlowe’s
Few of Malta Barabas announces his intention of going to the market-
place to buy a slave. Lodowick says . ‘“ And Barabas, I'll bear thee
company *’ Barabas rephes* ¢ Come then—here’s the market-place
What's the price of this slave ?”’ In the interval represented by the
dash in the text, the Jew and his young companion took a walk round the
stage, and this brought them to the market. The Jew's words sufficed
to indicate their arnval.

8 A striking example of the use of a series of short scenes where a modern
playwnight would naturally have massed lus incidents together, will
be found in the alternate appearances of groups of Roman and Volsuan
soldiers in the first act of Corwlanus. The dispersion of interest over a
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these, and various other peculiarities (such, for example, as
tthe wealth of natural description often to be found in the
dialogue) lare to be largely accounted for by reference to
this one fact that the Elizabethan stage was a stage without
scenery. i

The second of the two facts above mentioned—that the
Elizabethan stage was likewise a stage without a drop-
curtain *—had also a marked, though perhaps a less obvious,
influence on {Shakespeare’s dramatic methods. As in the
absence of sueh curtain there was no way of closing a scene
except by taking all the characters off mn full view of the
spectators, provision for a general clearance had always to be
made ; and 1t had to be made in the case not only of the
living but also of the dead. This explains the specific com-
mands which are frequently given among the scanty stage
duections of the original text, for the carrying away of the
bodie® of those who had been slain, such as * Exit Hamlet
tugging 1n Polonius ” ;2 and the orders which are often
incorporated in the dialogue, such as the Prince of Verona's
‘“ Bear hence this hody,” 3 and Cornwall’s *‘ throw this slave
upon the dunglull ” ¢ But this, though an interesting, is a
comparatively trivial, matter. A far more important result
of the absence of the drop-curtain, and one which shows
that this deficiency profoundly affected Shakespeare’s entire

e

number of minor scenes 1n the crists of Antony and Cleopatra has often been
noted as a grave defect in the construction of that play  Yet 1t must be
tuncinbered that owing to the rapidity with which they could be repie-
sented, these scenes were far more cflective on Shakespeare’s stage than
they can ever be on our own, Every student should seize the fitst oppor-
tuuty of witnessing the performance of one of Shakespeare’s dramas
as given from time to time, with a careful reproduction of the onginal
conditions, Ly the Elizabethan Stage Society From such a performance
he may lcarn more about Shakespeare’s techmque than from the study of
many volumes of criticism.

L There was a ‘ traverse,” or draw-curtain which (though there 18 no
sign of 1t 1 our sketch) could on occasion be employed to separate the
back-stage from the front This had many uses, which 1n various ways
affected dramatic construction. But into these details we cannot now
enter

2 Hamlet, 111 1v. 3 Romeo and Julwt, 11I. 1.

¢ hung Lear, III vii  Compare the dying king’s request 1n 2 Henry IV,
IV 1v. + “ Bear me hence into some other chamber.”
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structural plan, will be brought to light by a careful examina.
tion of the manner in which he rounds off his scenes and
acts. (It is not too much to say that the skill of a modern
playwright is largely exercised in the contrivance of a thor-
oughly effective ¢ curtain *; a scene is worked up to its most
thrilling situation, and” upon this it closes abruptly, . the
incident being left incomplete. Shakespeare knows nothing
of this device. He is obliged by the very necessities of the
case to carry each scene to its natural conclusion ; and the
consequence is that he often passes beyond the note of highest
dramatic interest in a situation into what from a modern
playwright’s point of view would be pronounced an anti-
climax. His general method is, therefore, as one writer
on the subject has well said, “ peculiarly unsuited to the act-
drop. Upon one of Shakespeare’s plays the curtamn falls
like the knife of a guillotine.” !

We thus see, without going further, that Shakesgeare’s
work is not only essentially theatrical, in the sense that it was
written with an eye to the conditions of performance in a
public theatre, but also that it possesses a special kind of
theatrical quality which can be appreciated only when it is
examined from the historic side  Produced to meet certain
conditions, it was everywhere moulded by these conditions.
The study of Shakespeare’s plays must therefore include a
study of the theatrical methods 1n vogue at his tune.

II

The foregoing -remarks will perhaps suffice to open up a
fruitful line of invesugation for the student who is specially
interested 1n the changing technique of the drama at different
periods of its development But as considerations of space
prevent us from here pursuing this large subject into further
details, we will at once pass on to note how, with little reference
to local and temporary influences, and therefore in ways
that are farly uniform,{the dramatist’s practice is directly
affected by the necessitie§ of stage representation in regard,

1 Lawrence, Some Charactersstics of the Elizabethan-Stuart Stage, in Englische
Studien, xxxn 36-51.
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first, to the constitution and management of his plot, and,
secondly, to the treatment of his characters. ;

In the constitution of his plot, it is obvious, he labours
under one elementary disadvantage as compared with his
fellow-craftsman in the field of prose fiction The novelist
enjoys” almost absolute freedom as to the length of his work,
and therefore as to the amount of material that may go to its
composition. 'At_both points the dramatist is subject to
severe restrictions. A novel is not designed to be read through
at a single sitting. " It can be put down and taken up again
at the pleasure or convenience of the reader ; its perusal
may extend over days and weeks ; and the only requirement
it has to meet is, that its interest shall be so sustained as to
prompt a return to 1t when occasion offers.! A play, on the
other hand, is intended, in Anstotle’s phrase, for '* a_single
"hearing © ; and as the physical endurance of the spectator
1s limjted, and as, when the Limit 1s once reached, even the
most engrossing scenes will fail to arrest the flagging of atten-
tion, relative brevity is a first practical law of dramatic being.?

! It may, however, be justly contended that the principle of himitation
should be applied even to the novel, which should never be so long that
we cannot easily grasp 1t as a whole, or, as Anstotle said n regard to
the epic, comprehend the beginnming and end in a single view  Such
enormous and complex works as Clarissa, Monte Cristo, The Mpysteries of
Paris, Les Misérables, War and Peace, and most of the novels of Dickens
and Thackeray, may thus be criticised as so far excceding the due length’
that all sense of wholeness and arustic umity 1s destroyed 1n the mnd of the
rcader Tt 1s clear that, with all his admiration of Homer, Aristotle felt
that the Ihad and the Odyssey were really too long ’

2 Even the spectator’s power of mamtaining interest seems, however,
to have vaned considerably at different umes As Freyvtag remarks,
“ we read with astomishment of the capacity of the Athemans’—on
whose stage a number of dramas were enacted 1n succession—*‘ to endure
for almost an entire day the greatest and most thnliing tragic effects ™
(Techmgque of the Drama, chapter vi)  Shakespeare speaks of *‘ the two hours’
traffic of our stage’ (Prologue to Romeo and Fuliet , cp the * two short
hours”’ of the Prologue to Henry VIII) , but 1t 1s very clear that 1if his plays
were produced as they stand in our texts, they must (even allowing for the
great rapidity with which they were performed) have often exceeded and
1In some cases very much exceeded, the hmit assigned Freytag lays it
down as a general rule that * a five-act play which, after 1ts arrangement
for the stage, contains an average of five hundred hnes to the act, exceeds
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A dramatist then, to begin with, is compelled to work within
a much more confined space than the novelist. He has
therefore to compress his matenals ; to eliminate everything
not absolutely essential to his purpose ; to select the most—
important incidents and situations, and concentrate Hi5

—attemtion Upon these. Hence the significance of Aristotle’s
_warning to the playwnight that he should not attempt to

" construct a tragedy upon an epic plan”; meaning by

““epic plan” a T Iable composed of miany fables; as if
anyone, for instance, should take the entire fable of the Ihad
for the subject of a tragedy 1 In the same way, it is easy
to appreciate the difference between the expansive plan
permitted by the conditions of prose fiction, and the con-
densed plan demanded by the drama, and to understand how
much excision and compression are required in dramatising
a novel of any length and complexity. In securing brevity,
the dramatist is greatly helped, it 1s true, by the secendary
arts of the stage ; since much that the novelist has to explain
he may leave to histrionic interpretation, while stage setting
practically relieves hum from the necessity of verbal descrip-
Tiol, Yet The problem of the clear and eflective disposition

of his material within the narrow limits he is forced to accept,
is one which will always tax his constructive shill ; and 1t is
to this aspect of his plot, thercfore, that attention may first

the allotted time,”® and that * not more than two thousand hnes should be
considered the regular length of a stage piece” Shakespeare’s Macbeth
has 2108 lines, but this 1s one of the shortest of lus plays  Othello has 3317
hnes, King Lear, 3332 ; while Hamlet with 3931 and Antony and Clenpatra
with 3991, run to twice the proposed bulk It 1s a well-known, and n
our present context a suggestive fact, that plays written by dramausts
wha have Itttle or no expert trammung 1n theatrical technique have nearly
always to be abridged for stage representation Freytag notes that 1t
was notonously difficult for Schiller to complete a play withun the requred
stage tume.

1 Poetics, II xx But Aristotle elsewhere contends that the structural
superionty of the Homeric poems to other epics lies m their unity ; for
which reason, as he pownts out, the liad and the Odyssey would not furmsh
material for more than one, or at most two tragedies each, while * more
than eight”’ dramas had been made out of a chromcle-poem called The
Lattle Ihad. 1t s evnident that several plays mught be made, ¢.g., out of
Bleak House,
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I

be directed £ Analysis will show that, unlike the novelist, who
generally te “his tale in a comprehensive narrative, incor-
porating all the necessary details as they arise, the dramatist
commonly reserves for full treatment a number of important
scenes, providing within these scenes the hinks of the story
which are required to bind them together. : Yet even here
allowance must be made for the differences of technique
which have resulted from differences in the conditions of stage
representation. There is far more massing of incident and
concentration of interest upon a few outstanding points
the works of a skilled modern playwright than in our romantic
drama Compared with the method of Sardou, or Ibsen, or
Sudermann, Shakespeare’s is much more nearly allied to the
method of the epic poet or romance writer, since, like them, he
habitually follows his plot through a succession of minor scenes
1 which he directly exhibits transitional movements which
the madern playwright would give in the form of explanatory
narrative. The peculiar freedom of the stage for which he
wrote, as we have already observed, largely accounts for this
practice. {Thus, when Shakespeare approprnates some story
in prose or verse (ke Brooke’s Romeus and Julet, Lodge’s
Rosalynde, or Greene’s Pandosto), and turns it into a play,
he does so without undertaking that entire recasting of its
materials which would now be deemed necessary.) In one
conspicuous case—that of The Winter's Tale—he produces
indeed what 1s rather a dramatised romance than a drama.
One striking illustration of the general looseness of texture
which was permutted by the conditions of the Elizabethan
stage and encouraged by the spirit of the time, 1s provided
by the Chronicle-play, which the criticism of our own day is
bound to regard, so far as formal structure is concerned, as an
unsatisfactory compromise between the claims of history and
those of dramatic art.

The points which have been here touched upon belong, of
course, to the mere rudiments of dramatic theory, and 1t is
quite unnecessary to consume space in thewr elaboration.
Some umportant questions connected with the laws and
principles of dramatic construction wall be considered later.
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I1I

Great, however, as are the structural differences between
drama and novel in the management of plot, they are even
greater in the exposition of character.’

It is sometimes carelessly assumed that, since the business
of the stage 1s so largely and so necessanly with action,
characterisation in a play is really of minor importance. On
this assumption, indeed, many plays are still written. It
is none the less so far a mistake that everything that has been
said about the supremacy of the character-clement in prose
fiction is equally applicable to the drama. ‘I suppose,” says
Mr Henry Arthur Jones, *‘ that the first demand of an average
theatrical audience to 1ts author will always be the same as the
child’s—Tell me a story ” And then, after explaining thut
he has no desire to behttle the value of a story as sugh, Mr
Jones continues : “ Story and incident and situation 1n
theatrical work are, unless related to character, comparatively
childish and unintellectual. They should indeed be only
another phase of the development of character . . . A mere
story, a mere succession of incidents, 1if these do not embody
and display character and human nature, only give you
something in raw melodrama pretty much equivalent to
the adventures of our old friend, Mr Richard Turpin 1!
This 1s sound doctrine. “Characterisation is the really
fundamental and lagting element 1n the greatness of
any dramatic work. e have only to turn to Shakespeare
to find a teling illustration No one would contend
that his plays owe their permanent place in hterature
to the quality of his plots. The interest which keeps
them alive 1s the interest of the men and women in them
As I have elsewhere said, “1t 15 only because the core of
Macbeth is not the murders which Macbeth commuts.
but the character of Macbeth himself, that Macheth 15 a

stupendous tragedy and not a mere farrago of sensational
horrors. It 1s only because the core of The Merchant of Venice
is not the things which are done, but the people who do
them, that our play 1s a great comedy, and not a mere tissue

v The Renascence of the English Drama, p. 232.
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of childish absurdities.” 1 Considered simply on the side of its
plot, Hamlet has to be classed with those numerous * tiagedies
of blood,” or ‘revenge plays,” which, with their crude
violence and monstrous passions, made a stirring appeal to
the strong nerves of the Elizabethan public. But out of this
unpromising material @hakcspeare has made a drama of
inexhaustible interest ; and he has done this by the develop-
ment of what 1n the language of our time we call the psycho-
logical element. And it 1s, in the last analysis, upon this

sychological element that the permanent vitality of any play
%)m -

As 1n the handhing of plot, so agamn in characterisation
a first condition of dramatic art is previty, In defence of an
over-long novel 1t 1s sometimes urged that the exposition of
motive, the full portrayal of character, demand and justify
prolixity. But the dramauist has to deal with motive and
characser within the narrowly circumscribed area of a com-
paratively few scenes, in which at the same time (since the
diama affords little scope for characterisation divorced from
action) he has to be more or less concerned with the progress
of lus story. Until their attention has been specially directed
to 1t, few readers realise the full meaning of this fact. It may
be well, therefore, to emphasise 1ts significance by taking a
single ilustration. Macbeth is often referred to as a wonderful
cxample of the condensed treatment of action It is even
more remarkable as an example of the condensed treatment of
character. It 1s trite to say that Macbeth and his wife are
among the most vital and permanently intcresting figures in
Iiterature ; the endless crincal discussions which have gone on
about them tesufy to the fact that Shakespeare has endowed
them with the reahity and the mystery of ife  We may well be
surprised, therefore, to discover by direct investigation how
Little there is of them, and how few are the master-strokes
with which they are drawn If we examine the first act, we
find in it a marvellously complete exhibition of the potenti-
alities of both of them for good and ill-—Macbeth’s physical
courage, his prowess on the battlefield, the confidence of
others in him, the evil already fermenting 1n his mind, his

! Introduction to The Merckant of Venice, in The Elzabethan Shakespeare,
D. XX1u1.
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imaginative and superstitious temperament ; Lady Macbeth’s
strength and moral courage, her singleness of purpose, the
power and direction of her influence over her husband’s more
sensitive and less resolute nature :—all these things are made
clear to us in broad outhine ; we feel that we have been
brought into the closest contact with the motive-forces of
these two mighty personalities. Yet this act contains, all told,
only some twenty-five pages of ordinary print, or fewer than
five hundred lines ; and in it Lady Macbeth speaks only
fourteen times, uttering 864 words, and Macbeth only twenty-
six times, uttering 878 words. In the whole play Lady
Macbeth has something less than 6o speeches, Macbeth
barely 150, and in each case some of the speeches are very
short.! Perhaps it 1s only when we put it in this way that
we are quite able to appreciate the extraordinary range and
resources of Shakespeare’s art, which, once appreciated,
must remain, as Prof. Barrett Wendcll says, “a magter for
constant admiration.” Macheth is indeed an exceptional
example of condensation, but any other of Shakespeare’s
greater plays would, on analysis, reveal results only a hittle less
surprising. Harnlet’s, for instance, is the longest single part in
the Shakespearean drama ; yet when we think of the enormous
complexity of the character and of the place which it holds
among the great imagnative creations of all literature,
it is not the length of the part, but its brevity which should
impress us.

« Concentration as a nccessary condition of dramatic char-
acterisation, of course, implies the most carefully considered
emphasis upon the qualities which have to be brought into
relief.”. More even than in the novel, therefore, every word of
dialogue must be made to tell, each feature must be elaborated
in strict relevancy to the whole, and all mere supererogatory
talk must be avoided. The rule being that every character
should be so presented as to appear absolutely adequate to
all the demands which the plot makes upon 1t, *“ dramatic
criticism is inclined to insist,” as Prof. Tolman says, ‘that
only those characteristics of the hero ”—or indeed of any
important personage—‘‘ should be made prominent which
really influence the course of the action; and that these

! Barrett Wendell’'s William Shakespeare, p 308,
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characteristics should be unmistakable.” 1 The principles
of dramatic economy may justly be appealed to in support
of this opinion. Yet it is interesting to note that the great
creators of character in the drama seem sometimes to become
absorbed in the development of character for its own
sake, with a resulting occasional tendency to what we may
call ¢ over-characterisation ’—that is, characterisation in
excess of the real needs of the action. Shakespeare not infre-
quently exhibits this tendency. There 15 undoubtedly more
in the character of Hamlet, for example, than is actually
required to account for his part in the plot.2

An even more important condition of characterisation in
the drama than that of mere brevity is its necessary im-_
personality. The novelist can himself mingle freely with the
men and women of his story, take them to pieces from the
outside, lay their thoughts and feelings bare before us, pass
judgment upon them. The dramatist cannot do this ; he 1s
compelled to stand apart. Here again, and most obviously,
the advantage is on the side of the novelist, especially where
complexitics of character and the subtler shadings of motive
and passion are concerned When, remembering this, we~
join with such advantage his practically unrestricted freedom
n respect alike of movement and of space, we can see that
the peculiarities which critics sometimes regard as the artistic
mmperfections of the novel—its wide range, its looseness of
structure, its eminently personal quality—really give it an
enormous superiority to the drama in the field of characterisa-
tion Here we have one among several reasons which go far
to explain the displacement of the drama by prose fiction in
an age greatly occupied with the problems of the inrer hife

1t 1s clear that we have now reached the point of funda-

V' The Views about Hamlet and other Essays, p. 44.

8 Coleridge was evidently inchned to regard Dogberry and his com-
panions as instances of over-characterisation—** any other less ingeniously
absurd watchmen and might-constables would,” he declares, * have
answered the mere necessiies of the action > (Lectures and Notes on Shakes-
speare, p 13g). But Colendge, who had such a marvellous power of dis-
covering things which Shakespeare did not put into his plays, often failed
to see what he did put there. Dogberry and s fellows provide, in fact,
an admurable example of the vital dependence of action upon character.
Their interview with Leonato in Act IIL., scene v, suffices to prove this.
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mental distinction between characterisation in the novel and
characterisation in the drama. There arises, therefore, the
question of the methods of dramatic characterisation. De-
barred as he is from adopting the novelist’s simple plan of
constituting himself the official interpreter of his men and
women, and telling us himself all that we need to know about
them, how does the playwright disclose their personalities to
us ? How does he make us realise what manner of men and
women they are ? He has, of course, to do so wholly through
the medium of the plot and the utterances of his characters.!

1t 1s possible that, drawing as we often do an arbitrary line
of demarcation between them, we commonly overlook the
significance of plot as a means of characterisation. Yet
action connotes character and implies it Through the very
movement of a story, and particularly through its great
crises and situations, the larger intellectual and moral qualities
of the persons who take part in it are necessarily impressed
upon us. We know them by what they do, as the tree is
known by its fruit. The importance of this point will become
more manifest f we recall what has been said about the
proper inter-relations of plot and character in a well-con-
structed story.?2 In a good play, as in a good novel, plot
‘really rests upon character ; 1t evolves, as I have said, “ as a
natural consequence of the fact that a number of given people,
of such and such dispositions and impelled by such and such
motives and passions, are brought tagether in circumstances
which give rise to an interplay of influence or clash of interests
among them.” This being so, the evolution of the story
inevitably reveals their dispositions, motives, and passions,
which are indeed the actual forces behind the events of which

! It 1s scarcely necessary to point out, though it may perhaps be desir-
able to do so, that the novelist, too, makes continual use of plot and the
utterances of his characters, the contrast lies in the fact that he 1s at
liberty also, whenever he deems 1t requusite for clearness in charactensa-
tion, to reinforce the results so obtained by personal explanation and com-
mentary  As shown in the last chapter, there are novelists who lean
towards the ‘ analytical > or non-dramatic method, and novelists who lean
towards the dramatic method (see ante, pp 146-148). In the works of the
former, the intrusion of the wrniter 1s frequent ; 1n those of the latter,
personal explanation and commentary are mtroduced as sparingly as
possible, * See ante, pp. 152, 153.
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the story is composed. This is a corollary from the remark
of Mr Jones which I have quoted, that in theatrical work,
story, incident, and situation * should be only another phasc
of the development of character.” It was a curious practice
of Diderot, when he went to the theatre, to stop his ears to
the dialogue and to watch the play as mere pantomine. He
did so for the purpose of isolating the acting and studying tlus
by itself. But such an experiment might be made for the
isolation of the action and the study of the exposition of
character through this and the histriomc mnterpretation which
would be required to make 1t effecive. Were Agamemnon or
Edipus the King, Hamlet, Macbeth, or Othello, represented in
dumb show only, we should still be left in little doubt as to
the broad characteristics of their principal personalities. We
should at least have certain outstanding features to rely upon,
and from these much else might be safely inferred.

Plots however, since 1t can show us nothing more than
the man 1n action, discloses such broad characteristics only 3/
and that it may do even this at all clearly, 1t 1s necessary that
it should be bold 1n outlines and full of movement, that its
critical situations should be so well defined that to mistake
therr meaning 1s 1 possible, and that the characters them-
selves should be of e massive and relatively simple kind.
All these conditions, we may just note in passing, are fulfilled
m our Englsh romantic drama For all details of char-
acterisation, and for the exhibition of passions, motives,
feclings 1n their growth, entan<lements, and conflicts, we
must 1n every case refer from the action itself to the dialogue
which accompanes 1t ; and evidently this must be particu-
larly true where the interest of a drama 1s predominantly
psychological and the plot concerns itself rather with the
play of the forces behind action than in the external events
m which these discharge themselves. Dialogue then becomes
an essential adjunct to action, or even an integial part of 1t :
the story moving beneath the talk, and being, stage by stage,
eluaidated by it Yet the principal funcuon of dialogue in
the drama as in the novel 1s, as I have said, in direct con-
nection with characterisation! FEven m the hands of the
novelist, as we have already seen, dialogue will often be used

1 Cp ante, pp 151-156.
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to fill the place and do the work of analysis and commentary.
In the drama (save for the exception presently to be men-
tioned) it is not simply an aid to analysis and commentary, it
is, in fact, a substitute for them.

We may regard dramatic dialogue as a means of char-
acterisation under two heads ; taking, first, the utterances of
a given person in his conversation with others, and then the
remarks made about him by other persons in the play.

Of the former aspect of dialogue there is little to be said.
Speaking broadly, the utterances of any person in a play will
furnish a continual running commentary upon his conduct
and character ; and when, for any reason, such commentary
is particularly necessary, we may expect to find scenes in
which the action practically stands still while thoughts,
feelings, and motives are brought to the front. ¢ Mere talk’
—as it is sometimes called by those who are impatient of any
delay in the movement of a story—talk in which e are
directly concerned with character and only indirectly with
incident—the kind of talk of which there is so much, for in-
stance, in the greater plays of Moli¢re, and in the works of
modern psychological playwrights hike Ibsen—is thus amply
justified on the one condition that it really serves the end for
which it is intended. Of course, i the critical examination
of dialogue the demands of natural reticence, and occasion-
ally of deliberate disguise, may have to be allowed for. Much
that a person tells us about himself may have to be told, as
it were, unconsciously and by implication. Alceste 1n
Moliere’s Le Misanthrope will very properly make a full state-
ment of his feelings to his friend and confidant Philante ; but
just as properly the arch-hypocrite in the same writer’s Le
Tartuffe will do his utmost to hide his real nature from those
about him. In this case, indeed, we already know him too
well to be deceived. But now and then it may be neccssary
that some character should at first throw us more or less
completely off our guard as to his auns and motives, and
reveal these only gradually, or, as 1s far more likely to happen,
in some sudden turn of the action, like Euphrasia in Beau-
mont and Fletcher’s Philaster. Where this occurs, we shall
then have to go back over the whole play and consider all
the utterances of the person in question under the fresh light
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which this final revelation throws upbn them.; A skilful
playwright, unless he has some special motive for concealment
or delay, will take pains to indicate the fundamental qualities’
of his pr1nc1pal characters—the qualities on which the plot
1s to hinge—as soon and as clearly as possible. This is
Shakespeare’s general method. * The later a new character-
istic trait enters the action, the more carefully,” as Freytag
says, “ must the motive for it be laid in the beginning, in
order that the spectator may enjoy to the full extent the
pleasure of the surprise, and perceive that it corresponds
exactly to the constitution of the character * 1

While, however, this direct self-portrayal through a person’s
own speech must always constuitute the principal means of
characterisation by dialogue, it may be greatly reinforced
by what other people say about him either to his face or
among themselves. In this way we may often obtamn a
numbar of cross-lights which, taken together, may prove of
the utmost value In considering this indirect evidence we
must, 1t is obwvious, keep steadily in mind 1ts essentially
dramatic quality Every utterance must therefore be tested
by reference to the character of the paiticular speaker, his
own situation and relation to the action, the possible bias
given by his interests, his sympathy, his antipathy. To catch
at a phrase here and there, and, without thought of its con-
text, to treat it as an impartial and authoritative expression
of opinion, 1s 1n the last degree uncritical There are com-
mentators who have thus caught at the words ** ambitious
Constance,” 1n the opening scene of Shakespeare’s King Fokn,
and have hastily assumed, on the strength of them, that
Shakespeare mtended us to understand that ambition was
the keynote of Constance’s character The question whether
or not this view of Constance is in fact just, is not one which
we now have to discuss The point is, that the words cited
do not in themselves warrant the interpretation which is
thus rashly put upon them. For the phrase is used by Elinor
mn a private speech to her son , and a moment’s consideration
will suffice to show how greatly 1ts ssgmficance must therefore
be discounted ; since Elinor, in using 1t, is mamfestly inspired
by a powerful personal animus against Constance, and by a

Y Technique of the Drama, chapter IV,
N
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desire to influence thre king against her. The expression thus
tells us how Constance appeared to Elinor, or how Elnor
wished her to appear to the king ; but before we conclude
that it also tells us how Shakespeare would have Constance
appear to us}the whole play must be passed under careful
examination.) In considering the language employed by any
character about any other, then, we have always to note who
it is that is speaking, what motive such a person may in the
circumstances have for speaking as he does, how his utter-
ances may be coloured by his own feelings. Only then shall
we be able to determine how far we are justified 1n taking
his words as a factor in the formation of our own opiion.
While, however, occasional phrases must thus be care-
fully scrutinised before they are accepted as aids in the
analysis of the character to whom they refer, we cannot
go far wrong when we find that various utterances scattered
through the dialogue of a play all converge towards the same
point. In this case we have a body of cumulative evidence,
each item of which gains 1n value by 1ts correspondence with
all the rest A dramatist who 1s anxious to throw some
particular figure mto clear rehef 1s likely to avail himself
freely of this method of cross-lighting. Shakespeare often
employs it with great eflect He employs 1t, for example,
with Antonio i The Merchant of Vemwce. To deepen our
feeling of horror at Shylock’s nefarious scheme against his
Iife, his nobility and purity of nature are repeatedly impressed
upon us by the attitude of the other characters towards him.
Bassaruo’s praise of him i III, n, 287-291, 15 cunningly
introduced for emphasis at a critical moment ; and we feel
that this 15 no mere heated expression of friendship and
agitation, because nearly everybody else in the play catches
the same tone of admiration and affection —Salanio calls
him “ the good Antomo ”, Lorenzo refers to him as a
“true.. . . gentleman ”; Gratiano “loves” him; the
chief men in Venice respect him ; the gaoler, as Shylcok
complains, grants him wunusual privileges,! while even
Shylock’s own sneer at his “ low simplicaty  is only another
bit of testimony—and it is not the less significant because 1t 15

\ See Introduction to The Merchant of Venwce, in The Elizabethan Shake-
speare, p XXXvill
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oblique—to the merchant’s goodness of heart. In the case
of Brutus in Julwus Cesar, again, the measure of the man is
continually suggested by his associates, both friends and
foes ; the cynical Casca is bound to acknowledge his probity ;
Cassius lays stress upon his nobility and influence ; Ligarius
shows blind faith in huim , Porua’s devotion brings out the
tender side of his nature ; and, as a final stroke, his enemy
Mark Antony, in the last important passage in the play, pro-
nounces an eloquent eulogy upon him as ‘‘ the noblest Roman
of them all ” It is unnecessary to add further examples to
show the value of this indirect method of characterisation

In considering this method we shall occasionally find that
a certain character 1n a play seems to stand a httle apart
from the rest and to speak, as it were, with somewhat greater
authority  Such a character is sometimes described as the
“Chorus’ of the drama in which he appears, because to a
hmiteeb extent he fulfils the imterpretative function of the
Chorus in Greek tragedy !  Of his réle as commentator I shall
speak later Here we have only to note that where it seems
safc to conclude that any character 1s thus used to point the
dramatist’s own judgment, his utterances must, of course,
be accepted as having a special weight  Enobarbus, for
mstance, is commonly regarded as a kind of ‘ Chorus’ in
Antony and Cleopatra ; among those who come into personal
contact with the queen, he alone remaius untouched by the
spell of her marvellous fasciation , he sees her as others do
not, and his pungent criticisms thus help very greatly to set
her under the proper hght

I have said that there 1s one exception to be made to the
general statement that dialogue is the dramatist’s only sub-
stitute for the direct analysis and commentary of the novel
This exception 1s furmished by the device known as the
sohloquy, under which term we include not only the soliloquy
proper, but also that minor subdivision of the same form
which we call the ¢ aside’

The purpose of this piece of pure convention is, of course,
clear. It 1s the dramatist’s means of taking us down into the
hidden Yecesses of a person’s nature, and of revealing those
springs of conduct which ordinary dialogue provides him

1See post, § V.
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with no adequate opportunity to disclose. It may be neces-
sary for our complete comprehension of his action that we
should know certain of his characters from the inside. He
cannot himself dissect them, as the novelist does.! He there-
fore allows them to do the work of dissection on their own
account. They think aloud to themselves, and we overhear
what they say.

A very fair account of the rationale and functions of soliloquy
in characterisation will be found in the following remarks by
Congreve. His Double Dealer had been criticised because,
among other things, of the place given 1n 1t to solildloquy As
this criticism did “ not relate in particular to this play, but
to all or most that were ever wntten,” Congreve undeitakes
to answer it ““ not only for my own sake, but to save others the
trouble, to whom 1t may hereafter be objected,” and he
proceeds —

“ I grant that for 2 man to talk to humself appearsearbsurd
and unnatural ; and indeed it 1s so tn most cases , but the
circumstances which may attend the occasion make great
alteration. It oftentimes happens to a man to have designs
which require lnm to himself [sic}, and 1n their nature cannot
admit of a confidant. Such, for certamn, is all villamy ;2
and other less mischievous intentions may be very improper te
be communicated to a second person In such a case, there-
fore, the audience must observe, whether the person upon the
stage takes any notice of them at all, or no For if he supposes
any one to be by when he talks to himself, it is monstrous
and ridiculous to the last degree Nay, not only in this case,
but in any part of a play, if there is expressed any knowledge
of an audience, it is msufferable.3 But otherwise, when a

1 The sohloquy was much used (probably under the influence of the
drama) 1n early prose ficuon, and 1t occasionally appears 1n novels of quite

recent date  In ficton, however, 1t 1s the more objectionable because 1t
18 so manfestly unnecessary

® This particular statement, as I need scarcely say, 15 wholly without
warrant

¥ Congreve's point 18 not very clearly put, but the refcrence is to a
device occasionally used on the stage—that of allowing a speaker to take
the audience themselves into his confidence In the highter French drama
of the last century (as in the farces of Labiche) soliloquies were frequently
addressed to the audience. Sometimes the appeal has been carried farther ;
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man in sohloquy reasons with himself, and prosr and cons, and
weighs all his designs, we ought not to imagine that this man
either talks to us or to himself; he is only thinking, and
thinking such matter as were inexcusable folly 1n him to
speak. But because we are concealed spectators of the
plot 1n agitation, and the poet finds it necessary to let us
know the whole mystery of his contrivance, he is willing to
inform us of this person’s thoughts ; and to that end is forced
to make use of the expedient of speech, no other better way
being yet invented for the communication of thought 1

Apart from 1ts interest as a playwrnight’s statement of the
case for the soliloquy, this passage is noteworthy because it
serves to remind us that the convention i question was a
common feature of our early English drama Despite such
adverse opinion as 1s here referred to, a common feature it
remained down to quite recent times, as a glance at the
standagrd English plays of the Victorian period will at once
prove  The criticism of our own day 1s, however, distinctly
against 1its use, at any ratc 1n realistic drama , 1t 1s now held
to be not only a convention, bhut a clumsy convention, and
one, strictly speaking, non-dramatic; a chief aim of the
dramatist, 1t 1s asserted, should be to avoid 1t ; whilst its
appearance is deemed sufficient to stamp any new play as
‘ old-fashioned ’ in its style of workmanship  Even Mr Joncs,
who has valiantly undertaken its defence, admuts that 1t is
*“ childish,” that 1t should be employed as sparingly as
possible, and that it 15 never permissible to do by soliloquy
what can be adequately done by dialogue > 2 The practical
disappearance of both formal soliloquy and incidental aside
from our greater contemporary drama, notwithstanding the
fact that thas drama 1s so largely psychological in 1ts interest,
1s thus a most significant index of a general change 1n our
ideas of di amatic techuique.

as when the slave girl, Halisca, in the Castellziia of Plautus, begs any one
in the audience who may have picked up the cashct she has lost to restore
1t to her and so save her from a whivping, and when Eucho, in the
Aulularia of tue same writer, seeks amony the spectators for the robber of
hus gold , a trick imitated by Moliére 1n a famous scene 1n L’ Avare (IV, va.).
! Epustle Deduatory to The Double Dealer.
® On Plupmaking, \n The Renascence of The English Drama, pp 246-249.
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In our study of the older drama, however, we must accept
the soliloquy without protest as an established convention,
and, setting aside all question as to 1ts theoretical justification,
must concern ourselves only with the use to which it is put.
That Shakespeare systematically has recourse to it 1s a fact
familiar to even the most casual reader of luis plays Again
and again his leading persons, through their direct and con-
fidential utterances, make us participants of their intimate
thoughts and desires, exhibit the motives by which their
conduct 1s governed, and define their true relations (which are
often very different from their apparent relations) to the
progress of events about them. He adopts this course in
particular with his more complex characters, with characters
who are engaged 1n nternal conflict, and, generally, mn all
cases in which, but for the 1llumination thus given, we should
find 1t dafficult or impossible to explain the words and doings
of the people who talk and act before us  In the soljoquics
of Shakespeare’s characters we shall thercfore naturally
expect to find the real basis for our interpretation of them
But while every passage of sclf-delineation must thus be
carefully examined, spectal importance must be attached to
the first sobloquy or aside It has been noted that it was
Shakespeare’s practice to reveal very early in a play and very
clearly those qualities of character in any principal personage
on which the plot 1s to turn It will be found that he often
provides us with the necessary clue 1n the first words which
this personage has an opportunity—thinking aloud—to utter
to himself.

To complete this part of our subject 1t should be added
that the sohloquy 1s often more or less successfully disguised
by being turned into a speech addressed to some listener who
is brought forward for the purpose The so-called confidant
originated in the Chorus of Greek tragedy, and passed thence
through Seneca into the drama of the Renaissance under the
form of the intimate friend, or nurse, or duenna, or some
such person to whom the speaker, without restraint, could
unburden his soul Modern criticism accepts the confidant,
but only on condition that he shall cease to be a mere lay-
figure, and shall himself be provided with an essential part
m the action.
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v

We cannot go far 1n our study of any play without some
knowledge of the general principles of dramatic design.
To these, therefore, we will now direct our attention.

Every dramatc story arises out of some conflict—some
clash of opposed individuals, or passions, or interests. In
the most elementary, and still most popular type of story,
such conflict takes a purely personal form ; the collsion is
between good and evil as embodied respectively in the hero
and the villain of the piece. But it may of course assume
various other shapes; the struggle may, for example, be
waged by the hero against fate or circumstance, as in Edipus
the King ; or against the code or conventions of society, as
in Antigone, Le Misanthrope, An FEnemy of the People ; or the
collisign of the hero with outer antagonistic forces may be
involved with and even largely subordinated to the mnward
struggle which goes on in the nature of the man himself, who
is, like Brutus, ‘ with himself at war,” as in the case of Orestes
in The Libation Bearers, of Hamlet, of Macbeth, of Nora in
A Doll’s House Some kind of conflict is, however, the datum
and very backbone of a dramauc story! With the opening
of this conflict the real plot begins , with 1ts conclusion the
real plot ends; and since, between these two terms, the
essential interest of the storv will be composed of the develop-
ment and fluctuations of the struggle, the movement of the
plot will necessarily follow a fairly well-defined and uniform
course The complications which arise from the mmitial clash
of opposed forces wall, as a rule, continue to increase until a
pomnt is reached at which a decisive turn is taken 1n favour
of one side or the other , after which, the progress of events
will be inevitably, though often with many minor inter-
ruptions, towards the final triumph of good over evil or of evil

! A play 1n which the element of conflict 1s shght will always be found
defective as a play, however great its other menits may be  Two of Shake-
speare’s dramas are thus dcfective, because owing to the overtowering
predominance of a single character, who from first to last pracucally
controls the action, the interest of struggle 1s almost entirely wanting,
Fhese are Henry V and The Tempest.
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over good. Through every plot we may thus trace more or
less clearly what is sometimes called °the dramatic line.’
We have, to begin with, some Initial Incident or Incidents
in which the conflict originates ; secondly, the Rising Action,
Growth, or Complication, comprising that part of the play
in which the conflict continues to increase in intensity while
the outcome remains uncertain ; thirdly, the £limax, Crisis,
or Turning Point, at which one of the contending forces
obtains such controlling power that henceforth its ultimate
success is assured ; fourthly, the Falling Action, Resolution,
or Dénouement, comprising that part of the play m which
the stages in the movement of events towards this success are
marked out; and fifthly, the Conclusion or Catastrophe,
in which the conflict 1s brought to a close.?

It is probable that this natural five-fold structure of a
dramatic story may account for the common, indeed at one
time universal, division of a play mnto five acts 2 It must be
remembered, however, that in a Shakespearean or other
five-act drama, the mechanical divisions do not actually
correspond with the natural divisons, since, as the most
casual examination of any such play will show, the complica-

! In the above epitome I have given the prinaipal alternative terms
which are in common use to designate the different divisions of a plot
The word Chmax, as a synonym for Cnsis or Turning Point, though
currently accepted, 1s really unsausfactory, because 1t means ladder, and
should therefore refer to the rise of the actuon towards 1ts turning-point,
and not to the turmg-pownt ttself Dénouement 1s sometimes carelessly
made to do duty for Catastrophe Catastrophe itself 15 frequently re-
stricted, particularly in ordinary speech, to the calamitous close of tragedy,
but it may properly be used for the happy issue of comedy as well 1
may add that Greek words are occasionally substituted for those here
gwven ; Protasis for Exposition (for which, see later) , Epiiasis, for Growth ,
Penpetera, for Turming Point , Calabasis, for Falhng Action, but therr
employment 1n Englsh cnticism savours of pedantry, and 13 not to be
recommended.

2 This division reached the modern stage through the Latin tragedres
of Seneca, which exercised an enormous influence over the drama of the
Renaissance 1n England as well as in Italy and France. It was doubtless
based directly upon the normal (though by no means umform) division of
a Greek tragedy into a Prologue, three Episodes, and an Exodus—fi.e
parts 1n all. Latin comedies appear to have been first broken up 1nto
acts, also five in number, by the editors of the sixteenth century.
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tion commonly arises in the first act and runs on into the
third ; the third act generally contains, along with a portion
of the complication, both the crisis and the beginning of
the resolution ; while the resolution continues through the
fourth act into the fifth Moreover, the natural divisions,
masmuch as they are natural, are of course independent of
any artificial di<position of the materials of a story nto a
given number of acts In the four-act dramas of our modern
stage, and in a brief one-act play, we shall still find the
dramatic hine.

Our analysis of dramatic structure, however, is not yet
complete  Though the real plot of a play begins with the
beginmng of a conflict, such conflict arises out of and therefore
pre-supposes a certain existing condition of things and certain
relations among the characters who are to come 1nto collision.
These conditions and relations have to be explained to wus,
since otherwise the story will be unintelhgible. We have

»
therefore to distinguish another division of a drama—the
Introduction or Exposition, comprising that part of it which
leads up to and prepares for the imtial incident.

Since Freytag first pointed out that the plot of a play may
be symbolised as a “ pyrammdal structure,” it has been a
common practice with writers on dramatic theory to represent
the diamatic line in the form of a hiagram  Duferent versions
have been adopted ; the one I should select would be this ;

d

b S

In this diagram, ¢ stands for the exposiion , b, for the initial
madent , ¢, for the growth of the action to its cnisis ; d, for
the crists, or turming-point , ¢, for the resolution , and f; for
the catastrophe This particular figure, however, will evidently
serve only to represent a play in which, as, e ¢ , 1n Julus Cesar,
the crisis comes almost exactly in the middle of the plot, which
15 thus divided into two practically equal parts. It would of
course have to be varied to meet cases in which this extreme
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symmetry is not found. Thus, in King Lear the real crisis
of the main plot is in the very first scene ; in Othello it does
not occur till the first scene of the fourth act. In order to
indicate approximately the plot-movement in these two in-
stances, we should have to use for the one some such form
as—

d e
j !
a b
and for the other, some such form as-
4
[ ad &

pa
& 3

The use of this pyramidal diagram in the study of dramatic
technique 1s now so popular that I could not possibly pass 1t
over here without some reference Its principal claim upon
our attention undoubtedly lies i the fact that it helps to
bring the great divisions of a dramatic story vividly before
our mnds. On the whole, however, I am inclined to de-
precate the employment of such diagrams in the study of
literature mn general, as tending to make 1t too mechanical and
formal. I will, therefore, without further discussion, leave
this ‘ dramatic pyramud > with the reader for his own con-
sideration.

Having now learned what are the great divisions of a
dramatic story, we have next to examine these one by one,
and to inquire under each head what constitute some of the
chief demands of good dramatic workmanship.

The purpose of the introduction or exposition is to put
the spectator in possession of all such information as is neces-
sary for the proper understanding of the play he is about to
witness. At the outset, he finds himself in the presence of a
number of people 1n whose fortunes he hopes soon to be
interested, but of whom and of whose circumnstances he for
the moment knows nothing , and as it is essential that he
should learn as quickly as possible who and what they are,
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and what the relations in which they stand to one another
before the action begins, the opening scene or scenes of any
drama must be largely occupied with explanatory matter
It is a commonplace of dramatic criticism that the manage-
ment of this explanatory matter is one of the severest tests of a
playwnight’s skill ; be his story ever so simple, difficulties
will be involved 1n it ; and these difficulties of course increase
with the complexity of his subject and the number of his
characters Even the novelist 1s often greatly taxed by his
preliminaries, and sometimes staggers awkwardly beneath
the heavy burden which they impose. ‘ When one has a
story to tell,” says Mrs Stowe, 1n the first chapter of her best,
though not her best known book, The Minister’s Wooing, “ one
1s always puzzled which end of it to begin at. You have
a whole corps of people to introduce that you know and your
reader doesn’t , and one thing so presupposes another that,
whichgver way you turn your patchwork, the figures still seem
ill-arranged.” ! If such be the experience of the novelst,
who can always, when necessary, have recourse to direct
narrative and explanation, the difliculty of exposition in the
drama must be apparent

Among the expedients which have been adopted to over-
come this difficulty, the least dramatic is the set speech of
some particular character, to whom, more or less appro-
prately, the task of elucidation is thus assigned. The crudest
form of this 1s the detached explanatory prologue, or ‘ versified
programme,’ 2 habitually used by Euripides and Seneca
This has never had an established place on the modern stage ,
yet some of Shakespeare’s introductory solifoquies—notably
that of Gloucester in Richard II/—may almost be regarded
as attenuated survivals of it  But the set speech, though now
indeed embedded 1in dialogue and occasionally broken by it,
may still be recognised 1n those lengthy passages of retrospect
and description which are so clumsy a feature of the opening
scenes 1n many Elizabethan and Stuart plays. Dryden may
have been guilty of some little exaggerauon when he said
that such passages *“ are seldom listened to by the audience ” : 3
but it is certain that only a very perfunctory attention is

'Cp ante, p. 137, note nn L, D Barnett, The Greek Drama, p. 18.
3 Essay of Dramatic Poesie
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commonly accorded to them, and unless they are marked by
real dramatic power, they are sure to drag. The tedious
narrative of Prospero in the second scene of The Tempest is a
case in point ; another is furnished by Horatio’s long accoum
of the political relations of Denmark and Norway, which
greatly mars the exposition in Hamlet, otherwise an admirable
piece of work. Ewvidently, then, the dramatist will always be
well advised when he breaks up his introductory narratives
as much as possible, and relieves them of their formal quality
by giving them the tone of conversation Thus we pass,
\though of course by msensible degrees, to exposmon throuzh
chaloguc, and here it is easy for the veriest tyro in criticism
to distinguish between what 1s really excellent in dramatic
workmanship and what 1s slovenly or poor. Every playgoer
is familiar wath the servants who, while busy dusting furniture
or laying the breakfast-table, discourse freely of thewr master’s
concerns ; with the person just returned from abroae, who
hungers for all the local news, and opportunely meets an old
acquaintance who is able and eager to satisfy his curiosity ;
with the ‘ First Gentleman” and * Second Gentleman”
whom Shakespeare employed when he was in a hurry, and
whom Tennyson artlessly borrowed from him In all such
cases the artifice 1s so obvious and so ‘ stagey * that, while we
listen to the talk because we know that from it we must
glean all the particulars that are necessary if the coming
action is to be intelligtble to us, we do so with an irritating
sense that 1t has all been arranged for nothing but our own
edification. This maladroit kind of exposition was happily
satirised by Sheridan in The Critic. Sir Walter Raleigh is
introduced in conversation with Sir Christopher Hatton, and
proceeds to give hus friend a great deal of manifestly gratuitous
information. Dangle interrupts the rehearsal with the
remark : “ Mr Puff, as he knows all this, why does Sir Walter
go on telling him ? ” Puff’s reply is : ¢ But the audience are
not supposed to know anythirg of the matter, are they?”
“ True,” says Sneer, *“ but I think you manage 11l ; for there
is no reason why Sir Walter should be so communicative.”
Whereupon Puff retorts : “ Foregad now, that is one of the
most ungrateful observations I have ever heard ; for the less
inducement he has to tell all this, the more I think you ought
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to be obliged to him; for I am sure you’d know nothing
of the matter without it.”” The art of a dramatist is nowhere
shown to greater advantage than 1n his power so to conduct
his exposition as to relieve it of all such appearance of effort
and_artifice. Good exposition will therefore take the form o
dialogue which seems in the circumstances to be natural and
appropriate, which is put into the mouths of characters
who are made at once to interest us, and which is, moreover,
so bound up with the beginning of the action as to be practic-
ally undistinguishable from 1t In such fine dramatic open-
ings as, for example, those of Othello and The Alchenust, the
business of the play starts almost with the rise of the curtamn ;
our attention is immediately arrested and our curiosity
aroused by scenes and talk which are full of hfe and character ;
and 1n following these we unconsciously learn all that is for
the moment requisite about the imtial situation, the events
which Jhave led up to it, and the people whose fortunes are
to provide the substance of the plot. It must, of course, be
understood that 1t is often impossible for the dramatst to
attain ideal perfection in this portion of his work. His intro-
ductory matter may prove so intractable that even under
the most dexterous handling some signs of effort and artifice
will remain ; and since 1t 1s the first condition of exposition
that, at whatever cost, it shall at least furnish us with the
necessary clues to the coming action, the employment of
purely conventional stage devices may have to be accepted
as unavoidable Yet the ideal should none the less be kept
mm view as a standard for judgment Exposition should be ]
clear ; it should be as brief as the nature of the material will{
permut ;1 it should be dramatic; it should if possible be
witally connected with the first movements of the plot , and
1t should be so disguised that, while analysis will never fail
to reveal 1ts mechanism ; the 1mpression left upon the spec-
tator shall be one of absolute naturalness and spontaneity.

In our diagrammatic representation of plot in the drama,

1 In the openung scenes only those details will commonly be given which
are needed for the comprehension of the first stages of the action, other
particulars being left for later introduction. We shall see presently that
In a certan type of drama exposition 1n one sensc forms the very substance
of the play
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it will be seen that exposition is marked off as a separate
division, preparing for, but independent of, the action proper.
From what has just been said, however, it will be evident
that this is only an arbitrary way of conceiving the matter,
since plot will commonly be found to begin before exposition
is over. Somewhere in the early part of a play, possibly in
the very first scene,! in any case before the end of the first
act, we shall come upon the genesis of the action in some
incident or incidents which, as giving birth to the conflict
out of which the play is to be made, may be described, in
Freytag’s terminology, as ‘‘ the exciting force.” It 1s not
necessary that this exciting force should stand out prominently
at the time, or that we should be made to realise at any given
moment that the action of the play has begun ; though 1t was
Shakespeare’s general practice to mark distinctly the starting-
point of his dramatic conflict It should perhaps be noted
that the use of the word ‘incident’ to define this siarting-
point, while very common in technical criucism, 1s open to
objection on the ground that the real inception of the action
is often to be found (as, e.g , \n Richard 111, Fulus Cesar, and
Othello) not 1n some particular occurrence, but 1n the purpose
formed suddenly or gradually in the mind of one of the
characters, whose subsequent efforts to carry out his designs
will thus become the motive-principle of the plot. ‘ Incident’
must therefore be interpreted broadly enough to cover mental
processes as well as external events. In many cases we may
distinguish two springs of action © as in Romeo and Fuliet,
where the conflict anses both from Romeo’s determination to
attend the Capulets’ ball and from the resolve of Juliet’s
parents to marry her to the County Pans; and again 1n
Macbheth, in which the motive of the drama is to be sought
in the mind of Lady Macbeth no less than in that of her
husband. Of course m a play composed of two or more
stories, each story will have its initial incident ; and these
initial incidents may or may not occur close together. In
The Merchant of Vemwce, for example, the principal plots arse
almost at the same time in the first act, while the minor

! In Kwng Lear, the business of the mawn-plot really begins with the
entrance of the King at hne 33 of scene 1, and with scarcely anything
that we can call exposition.
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imbroglio of the rings, which 1s to help to {ill out the drama
after 1ts main interest has been completed, does not originate
until the second scene of the third act. Butsuch late introduction
of new motives is not as a rule to be regarded as satisfactory.

With the initial incident we enter upon the real business
of the play, the first portion of which comprnses the complica-
tion, or rise of the action to its crisis. Here the instinct of
every thom lead him, as a matter of course,
to test the dramatist’s workmanship by the elementary canons
of clearness and logical consistency. Given the characters
and their circumstances, then every event should appear to
grow naturally out of what preceded it ; while 1n the move-
ment of the action as a whole, that which is essential should
never be obscured by unimportant details, however interest-
ing in themselves these may be The play of motives should
be distinctly shown, and should be obviously sufficient to
accoumt for what 1s said and done, and the proper relations.
between character and action should be carefully maintained.
Moreover, every scene should occupy a definute place in
the evolution of the dramatic organism, either by marking a
fresh stage in the development of the plot, or by adding to
our knowledge of the characters, or in both of these ways.
The ngorous application of this principle of dramatic economy
to Shakespeare’s plays will occasionally yield rather un-
expected results. No one of course will require to be told
that the scene in The Merry Wies of Windsor (IV. 1), 1n which
Sir Hugh Evans cross-examines little Wilbam on the rudi-
ments of Latin acaidence, has really nothing whatever to do
with the play  but 1t may perhaps give us a shock of surprise
to discover that Hamlet’s famous interview with the Grave-
diggers (V, i, 1—240), while we should never now dream of
sacrificing it to the demands of structural umty, has 1n fact
no artistic justification *

The playwright’s treatment of his material 15 also a subject
for careful consideration from the point of view of techmque
and dramatic effect Swept along by the strong current of
interest, the ordinary reader or spectator accepts a great

! Cnitics of Shakespeare are indeed coming more and more to realise
that Hamlet 1s throughout overloaded with matter which has httle or no
vital connection with the plot.
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scene—like the Trial Scene in The Merchani of Vemce, or the
Play Scene in Hamlet, or the scene in Ibsen’s Doll’s House, in
which Nora dances a tarentella while Krogstad’s incriminating
letter lies close at hand in her husband’s letter-box—as if it
were a spontaneous growth, and all its details matters of
mere happy chance. It is only when we place such a scene
under searching analysis, and note every turn of the action
and every phrase in the dialogue, that we begin to appreciate
the consummate skill by the exercise of which the dramatist
has made the very most of his opportunity When once our
attemtion has been directed to this side of his art, however,
every particular relating to plan and structure will be found
to have its significance. We shall instantly perceive—to take
a single example—how greatly the effect of the central
incident in Much Ado about Nothing, Act 11, scene ii, is en-
hanced by Benedick’s long sohiloquy which leads up to 1t.
It must at the same time be remecmbered that as the«aim of
the dramatist must always be to achieve the appearance of
naturalness and spontaneity even m his most cunmngly
devised effects, whatever obtrudes itself upon us as con-
trivance must be accounted an aruistic mistake Such
obtrusion is one secret of the ‘stagimness’ which offends us
in many otherwise well-made dramas. Every student of
Shakespeare knows that one difference between his experi-
mental and his mature plays hes in the fact that in the former
the devices employed to obtain effect are so obvious that they
cannot escape even the least attentive reader, while in the
latter they are so deftly managed that 1t needs critical examina-
tion to bring them to hght

The foregoing considerations, though it has been con-
venient to deal with them in connection with the first stage
of the dramatic action, will manifestly be found to apply
to the management of the plot as a whole. One special
feature of the complication must, however, be referred to.
‘It may be laid down as a general rule that during the rising
laction those elements in the conflict will already be indicated
'which at the crisis are to come into promience, for good or
evil, as the chief agents in bringing about the catastrophe.
If the conflict 15 mainly between persons, then the first part
of the play should familiarise us with the characters who are
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to dominate the second part ; if it lies mainly in the mind
of the hero, then by the careful presentation of those qualities
which are presently to gain control, the conduct should be
foreshadowed which will lead him to happiness or disaster.
In this way the foundations of the subsequent action will be
firmly laid at the outset. To spring a fresh force upon us
without’ warning or preparation—to introduce an entirely
new character—to bring forward interests and motives of
which hitherto no hint has been given—must, save in very
exceptional circumstances, he pronounced extremely poor art.

Since the play of antagorustic forces cannot go on in-
definitely, every dramatic story sooner or later reaches a
stage in its development at which the balance begins to
incline decisively to one or the other side. This we have
called the turning-point or crisis of the action !

The great law of the crisis 1s that it shall be the natural and
logicalyoutcome of all that has gone before ; which means
that we shall be able to explain it completely by reference to
the characters and to the condition of things existing at the
time  An event which is to determine the whole course of the
acuon to its catastrophe should thus arise out of the action
itself ; it should not, like the death of the French king in
Love’s Labour’s Lost, be a mere accident thrown into the plot
from the outside. Provided that this law be obeyed, the
treatment of the crisis may be allowed to vary according to
crcumstances. It may often be made emphatic by bemng
condensed 1nto a single incident or group of incidents, which,
moreover, may perhaps be attended by accessories which will
serve to accentuate the mmportance of what is occurring ;
as 1n the Capitol scene 1n Julius Cesar and the Banquet scene
in Macbeth. Such concentration and emphasis, however, are
not by any means necessary. On the other hand, it 1s certainly
requisite that the critical change in the movement of events
shall be made so clear that no doubt shall be left 1n our minds
as to 1its significance. This, as we have already noted, is
the weakness of Antony and Cleopatra—it has no well-defined

1 As the movement of any plot resolves itself under analysis into a series
of crises, the real turning-point should, strictly speaking, be descrnibed as
the chief criis  But no serious objection can be urged againstéhe common
use of the unqualified word.
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crisis ; for Antony’s relapse, instead of being exhibited in
one powerful scene as a final choice of passion before honour,
is spread over a number of minor scenes, which do not arrest
our attention, and the essential point of which 1s lost amid
masses of unessential detail.

Though the aim of many modern playwrights seems to be
to postpone the crisis as long as possible, the practice of our
older stage was to place it somewhere about the middle of the,
action, perhaps, generally, a little beyond this In Shake
speare’s plays 1t is commonly to be sought towards the close

f the third act, or quite early in the fourth. Thus, as has
\Elready been pointed out, in Macbeth it occurs in II1, i, where
with the escape of Fleance and the appearance of Banquo’s
ghost begins the tragic reversal of Macbeth’s fortunes ; in
bthello, in IV, 1, where the Moor 1s finally convinced of his
wife’s infidelity ;  in Fulws Cesar, in III, i, the scene of
Ceesar’s death ; whilst King Lear, a singular and pewplexing
exception to the Shakespcarean rule, the crisis of the main-
'plot, ““instead of standing 1n the centre of the composition
I. .. stands almost at the beginning » ¥

The cnsis past, we enter upon that portion of the play
in which the dramatic conflict 1s to be brought to 1ts con-
clusion. The conduct of this dénouement will depend upon
the answer to the question whether the play is to have a

| happy or an unhappy ending In comedy 1t will take the
' form of the gradual withdrawal of the obstacles, the clearing
| away of the difliculties and misunderstandings, by which the
wishes of the hero and heroine have been thwarted and their
good fortune jeopardised. In tragedy, on the contrary, 1ts

t Thomas R Price, King Lear + A Study of Shakespeare’s Dramate Method,
wn Publications of the Modern Language Association of Amerwca, 1894 Mr
Price says  “ There 15 a protasis of only g4 lnes, followed at once by
the operung of the action in I, 1, 35-81  This opeming of action, contained
1n 47 lines, 13 1n reahity the only epitasis that the drama contains  Then
comes, 1n 58 lines, the chimax itself  Lear, misled by the false ardour of
Gonenl and Regan, and by the apparent coldness of Cordeha, gave his
kingdom to them, and reserved for her only his curse At thus point, the
138th line of the first scene, the chmax of the action 1s fully reached, and
the fate of Lear determuned. By this arrangement, unprecedented, as I
believe, 1n dramatic art, all the remainder of the tragedy . . 1s thrown
together into one huge catabasis ™’
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essence will consist in the removal of those resisting elements
which have held the power of evil in check, and in the conse-
quent setting free of that power to work out its own will
In any case, what remains after the crisis 1s the development
of the new movement which has arisen out of it ; and to the
extent to which we now foresee, more or less distinctly, the
outcome of events, our interest will be different in kind from
that which had been excited during the earlier stages of the
action Hitherto, we have watched the plot with growing
uncertainty and suspense ; now, uncertainty and suspense
being largely set at rest, our interest will be due in part to
that sympathy with the characters which makes us desirous
of following their story to its very close, in part to the drama-
ust’s skill in the treatment of the inaidents by which the
anticipated results are to be accomplished

The special difficulty of the dénouement 15 now apparent.
The pgoblem of the dramatist will always be, how to keep the.
interest alive after the spectators have become aware that the
resolution has begun, and that the cuirent of events has
definitely set in towards a certain catastrophe. We can now
understand why Fielding anathematised ‘the man who
invented fifth acts,” and why, as we have already noted, the
tendency with many modern playwrights 1s to extend the
rising action and reduce the resolution to then utmost possible
Limits. Mere power in the handhing of the necessary matenal
1s now the chief point to consider ; as in the case of Shake-
speare’s great tragedies, in which, despite our clear premoni-
uon of the upshot of things, the interest continues to increase
in mtensity to the very last An expedient frequently adopted
to sustamn interest 1n the second part of a play i1s worthy
of particular attention, It s that of delaying the catastrophe
by the interposition of events which interrupt the progress
of the falling action and thus serve temporanly to revive
uncertainty and suspense In comedy this 15 often done by
the employment of various unexpected obstacles which check(
the happy course of things ; 1n tragedy, by suggestions that a;
way of escape for the hero and heroine may yet open up,
and the fate that awaits them be averted In Much Addl
about Nothing, for example, the plot against Hero ig discovered
in time for its complete frustration, but a fresh difficulty
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arises through the failure of the watchmen to give Leonato
information of it before he leaves for the wedding ceremony.
In Antigone we are led for a moment to hope that Creon’s
order to release the maiden from her cave-prison may not be
too late. Edmund’s revocation of his command that Lear and
Cordelia shall be put to death has something of the same effect.
A great effect in the falling action of Romeo and Fuliet 1s'attained
when it seems at lcast possible that success may yet crown the
Friar’s plans. - This sudden flash of light amid the fast gather-
ing gloom is not only poignantly dramatic in itself ; it also
intensifies the darkness which follows

We now come to the ultimate stage of the plot, in which
the dramatic conflict is brought to an issue on which the
imagination is willing to rest with a sense of finality and
completeness. In modern plays, as in modern novels, we
have often indeed ‘ a conclusion in which nothing is con-
cluded ’~—in which we are left, as Tennyson once complatned,
poised on the crest of a wave which does not break Critical
advocates of extreme realism defend this inconclusiveness
on the ground that the drama and fiction should be true to
Iife, and n Lfe there 1s no such thing as an ‘end,” since
every situation contains within itself the germ of fresh activi-
ties. In one sense, this view 1s of course correct; as a rest-
ing-place for the imagination nothing can be more purely
conventional, for 1nstance, than the marriage upon which the
curtain falls 1n the vast majority of comedies. Yet against
this doctrinaire contention 1t may surely be urged that while
experience is undoubtedly continuous, any series of incidents
selected out of 1t for dramatic treatment may be traced from
a real beginning to a fairly defimte, if only temporary, close ;
that imagination does 1n fact conceive any such series as a
detached and self-existent whole , and that while 1n real life,
as we are all well aware, no record is ever completed, and the
last term of one series is only the starting-point of the next, art,
on the other hand, may justly claxm as part of 1ts privilege of
selection and arrangement the right to adopt the convention
of the ‘end.” These matters belong, however, to theory only
It is certain that 1n practice we all of us instinctively demand a
catastrophe in which all the lhines of the story are gathered
together and no loose threads are left.
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It is usual to distinguish between the two chief kinds of
drama—comedy and tragedy—by reference to the nature of
the catastrophe : the one having a happy, the other an
unhappy, ending. There are many plays, however, in which,
as in the tragi-comedy of our older stage and in our modern
melodramas, the interest of the plot is largely tragic, though
at the last the Fates smile on most of the good characters.
Moreover, whether the catastrophe be in the main unhappy
or happy, it may be qualified 1n various ways. In tragedy
the darkness may be somewhat broken by a suggestion that
virtue has not suffered nor good been overcome in vam ;
while into the general rejoicing of a comedy-close an element
of pathos may be introduced by the undeserved misfortune
or unrequited affection of some one among the persons of the
drama 1n whom our sympathetic interest has heen specially
aroused. Thus, for example, 1n Romeo and Juliet our sorrow
1s to sgme extent mitigated when we realise that the family!
hatred which has been the ruin of love 15 at length conquered‘
by the love which 1t has destroyed , while 1n Beaumont and '
Vletcher’s Philaster a tender touch 1s given to the final scene |
by the faithful and charming Luphrasia’s hopeless passion
for the hero ! It will also be understood that, though a happy
close necessitates the discomfiture of evil, such disconuliture
inay be managed in accordance with one or the other of two
opposed principles Ewil may be foiled and debvered over
to the fate which it deserves, as 1n The Alerchant of Temce
and Auch Ado ; or 1t may be turned to good and caught up
in the general harmony of forgiveness and reconciliation, as in
As You Like It and The Tempest.

What has been said about the crisis must now be repeated
with reference to the catastrophe-—whatever form 1t takes,
1t must obey the great law of causality, and thus satisfy us
as the natural and logical outcome of the forces which have
been at work during the entire action.  This law was explicitly
stated by Aristotle when he wrote . “ It 1s therefore evident
that the unravelling of the plot, no less than 1ts complication,
1nust arise out of the plot itsell , it must not be brought about
by the deus ex machina Within the action there must be

! Compare the use which Dickens makes of Smuke in Nuchglas Nickleby,
end, even more particularly, of Tom Pinch, 1n Martin Chuzzlewst.
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nothing irrational.”! Any ending which does not grow
inevitably out of the characters and the action, but which is
of the nature of an accident introduced from the outside, 1s
therefore to be pronounced defective. To the large class of
such merely arbitrary solutions belongs the device mentioned
by Aristotle and so frequently employed by Euripides—that
of the ‘god out of the machine,” who, at the required
moment, was brought upon the scene to secure that con-
clusion which, though really alien from the dramatist’s
treatment of his story, was none the less prescribed by tradition.
Parallels to this may occasionally be found in the modern
drama when some powerful external agency 1s invoked to cut
the knot which the playwnight 1s unable or too impatient
to untie ; as in the interposition of the King to accomplish
the overthrow of the hypocrite in Moliere’s Le Tartuffe. In
modern plays the fortuitous element assumes a number of
forms ; as when the villain 1s removed by a timcly agcident,
or a lost wall turns up, or an uncle, long reported dead, proves
to be very much alive. But perhaps the commonest kind of
arbitrary conclusion 1s that which depends upon a sudden
and incredible change of heart in one of the persons of the
drama Here we have to re-emphasise another great law,
to which allusion was made in our chapter on prose fiction—
the law of the conservation of charagter? Conspicuous
illustrations of the transgression of this law will be found n
The Two Gentlemen of Verona and As You Like It

It should, however, be added that in plays in which the
handling of life is relatively light and superficial, it would be
mmpettinent to insist too rigorously upon the application of
the foregoing principles. The dramatist may be jusuiied,
therefore, when working in the mood of comedy, 1n devising
a conclusion by contrivances which, 1n the mood of tragedy,
he would never dream of emploving  Considerable latitude
may thus be granted to the writer of comedy even 1n the'
treatment of the logic of motive and passion This quabfica-
tion has also cthlzgrb—éarmgs which 1t is important to keep'
well 1n mind, since the closing scenes in comedy are by no
means bound to possess that moral weight and significance
which of pecessity belongs to the catastrophe in any serious

1 Poelwcs, XV. ? See ante, p 153, note 1
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drama. Thus, while the character of Claudio 1n Much Ado
must, undoubtedly, always remain an ugly blot upon an
otherwise delightful play, his marnage at the end to the girl
he has so foully wronged must not be criticised 1n that strenu-
ous spirit in which it 15 often discussed. After all, notwith-
standing, the pathetic interest of 1ts central theme, Much
Ado 15 only light comedy, and for the purposes of such a
piece it 15 enough that cach Jack shall have his Jill, and that
the curtan shall fall with a promise of wedding bells. To
enforce moral standards and to indulge m the refinements
of over-curious scholastic interpretation in such a case as
thus 1s, therefore, more than a tnifle absurd  We are, 1n fact, |
sausfied, and we have a perfect right to be sausfied, in a play
of this description, with a certamn lax1tx of moral treatment
which we should at once r1escnt in 2 drama which purported
to grapple sertously with hic’s deeper realities  We can now
understand why, as Canon Beeching has well pointed out,
roguery 1s dealt with by Shakespeare in one way when 1t 1s
found in the world of pure comedy, and 1n another and quite
different way when 1t 1s entangled with the moral ssucs of
actual fe  “In The Merry Wives of Windsor, Falstaff, not-
withstanding his enormities—and Shakespeare needs all the
excuse of a Royal Command for the way he has degraded
him—meets no further punishment than the jeers of his
would-be victims ; 1t 1s sufficient in comedy that faults should
be judged by laughter Nobody wants Sir ‘T'oby put on the
black list as a tippler, or Autolycus sent to gaol for filching
Iinen from the hedges But when the world of comedy
touches the real world, as in Henry IV and Henry V, social
offences have to meet social pumshment, and so we have not
only Falstafl' exiled from court and dving of a broken heart,
but poor Nym and Bardolph hanged for stealing 1n the wars 1
In concluding this brief survey of the natural divisions
of plot in the diama, I would ask the reader to remember
several things In the first place, so formal an analysis must
necessarily give to the principles of dramatic structure an
appearance of simphcity which 1s 1n fact rather dclusive  In
our study of any plav, therefore, we must never expect to
find that the various ponts of the diamatic line will be as

! William Shakespeare, p 101
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distinctly marked and as easily detected as our abstract
statement might lead us to suppose. Secondly, there are
types of play which do not exactly correspond with the plan
outlined. In many comedies of intrigue, for example, as in
Massinger’s 4 New Way to Pay Old Debts, and works of the
same general class, the main interest of the plot is provided
by the efforts by which the intriguer gradually overcomes all
difficulties and achieves complete success, and in such cases
the diagrammatic representation would have_to take the form,
not of a pyramid, but of an irregularly ascending line. More.
over, there are modern dramatists, like Henry Becque and
Gerhart Hauptmann, who, in their anxiety to escape con-
vention and to exemplify the principles of naturalism, deliber-
ately disregard the formulas of what the French critics used
to call the ‘well-made’ play. Finally, it is often quite
possible to interpret the dramatic movement of any play
in various different ways according to the particular goint of
view which we chose to adopt 1n regard to 1it. Thus, 1n
Macbeth, it is usual to place the crisis, as we have said, in
111, 1, the scene which marks the turn 1n Macbeth’s outward
fortunes. But if we look rather at the spiritual sigmficance
of the tragedy than at its plot, we may with perfect justice
contend that the real crisis i1s reached at the moment when
Macbeth, yielding to the evil in his own nature and to the
\sohcnat)ons of the witches, definitely commits himself to a
career of crime, and that the subsequent deterioration of his
character from this point onward, and not his external ruin,
constitutes the true falling action. Simularly with King Lear
Here we have accepted Mr Price’s view that the crisis arises
with the king’s division of his kingdom. But 1t is much more
usual to put it, with Freytag, in the hovel scene in the fourth act.

These illustrations will suffice to show that our inter-
pretation of a play is not to be governed by hard and fast
mechanical rules.

Y%

A few outstanding features of structural design have still to
be considered, which are t6¢ important to be omitted even
from a mere introductory study of dramatic art.
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Among these, the first place must be given to the principles
of Parallelism and Contrast.

Parallelism is a familiar element in the composition of plot,
especially in the form of the reduplication of motives. An
excellent effect is often obtained when the central idea of one
part of the action reappears in another part of it, and each
is thus made to illustrate and reinforce the other. Shakespeare
was much addicted to this practice of repetition. Sometimes
he adopts it for the mere purpose of further complicating
the dramatic interest of his story Thus, e g., in The Comedy
of Errors, he adds to the confusion which he had found in the
Menaechmr of Plautus by providing the two twin brothers
with two slaves who are also twins and also indistinguishable
in appearance; while in his version of the imbroglio of the
rings 1n The Merchant of Venice he gives us two rings mstead of
the one which had figured 1n the original story in Il Pecorone.
Somewmes, however, the repetition 1s not used merely to
complicate the action and so increase 1ts theatrical effective-
ness, but rather to draw its diverse matenals together into
an organic whole In Much Ado, for example, Shakespeare
set out to dramause a borrowed story in which a pair of
lovers were driven apart by an evil trick, with this story
he finds it neccssary to combine an under-plot; and he
invents one in which there are also two lovers (at all events,
potential lovers) who are brought together by a merry trick
The idea of trickery, in the one case for evil, in the other for
good, 1s thus used to fuse two stories which otherwise stand
in the sharpest contrast. But the most extraordinary example
of parallelism 1n the Shakespearean drama is that which 1s
presented by King Lear, the two plots of which correspond in
almost every detail  In this play, the dramatist worked upon

"two narratives derived from widely different sources. “ In
the one story, there was the father deceirved in the character
of his daughters, and finding love only in that one whose
love he had denied and spurned. In the other story, there
was the father decerved in the character of his sons, and
finding allegiance and affection only in him that he had
sought to destroy as assassin and parricide. Thus, in the
two stories, along with their antithetical difference, there
was an almost artificial symmetry of plan and”movement.
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And so, in the mind of the poct, at some happy moment of
stimulated creative power, the two stories, coming from
regions and times so different, and so completely independent,
flashed together, as capable of so supplementing each other,
\as to merge in one great movement of tragical emotion.” ?
In such cases of parallelism, in which we have, as i1t were,

a series of variations upon a single theme, the repetition of
motive provides the real bond of connection between the
different parts of a play, and thus secures a kind of moral
unity. This is exemplified again in 4 Alidsummer Night’s
Dream. 1In this comedy, as the commentators have pointed
out, a common motive scems to be furnished by the 1dea of
love as a lawless power, by which friendship is broken, and
girls are inspired to rebellion against their parents, and lovers
are led into strange inconstancy, and even the Queen of the
Fairies 1s made the victim of a monstious infatuation Many
other illustrations of such umfication through repetitien will

be found in the Shakespearean drama

Occasionally parallelism is employed for the purposes of
burlesque ; in other woids, the repetition of motive 1s intro-
duced in the way of ridicule. Such builesque parallelism was
a singular feature of the Spanish drama of the seventeenth
century, in which the gracioso, or valet—the recognsed
‘funny man’ of the stage—was often specially entrusted
with the task of parodyimg the high-flown sentiments, the
flamboyant language, and the romantic actions, of his master.
A ludicrous example may be cited [rom one of the best known
of the Spanish plays—E! AMdgico Prodigioso (The Wonder-working
Magician) of Calderon. The main plot of this curious drama
shows how Cipnano, to obtain possession of Justina, sclls
himself to the Devil, to whom he gives a contract signed 1n
the blood which he draws from s own arm. In all this he
is aped by his servant Clann, who, with much absurd mock-
heroic talk, also sells himself to the Devil for the sake of the
‘““ cruel Libia,” and that he too may sign the compact in his
own blood strikes his nose and makes it bleed. It would
probably be difficult to discover any instances of so crude
a sort of parody as this in our English drama, unless it he
in the so-cglled ‘ comic * scenes 1n Marlowe’s Doclor Faustus.

« Thomas R Pnice /oc. cu
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But in subtler forms burlesque parallelism has from time to
ume been employed by our playwrights with telling results.
It 15 occasionally employed by Shakespeare ; as, for example,
in the Silvius-Phoebe and Corin-Audrey episodes in As You
Like It, and even more distinctly in Bottom’s interlude in
A Midsummer Night's Dream, which, travestying as 1t does the
central 'motive of the main action, completes the series of
variations contained in 1t upon the underlying theme—the
lawless power of love.

Far more important, however, than parallelism as an
clement in dramatic design 1s the principle of contrast As
this principle inheres indeed 1n the very nature of conflict—
as 1t must be involved in any clash of opposed persans, or
passiens, or intcrests—it belongs of necessity to the very
substance of every dramatic story  But contrast in the drama
takes so many different forms, and 1s employed 1 such a large
variety of ways, that a comprehensive discussion of 1t would
requirc a scparate treatise. Here we must confine ourselves
to a few of 1ts ssmpler and more common uses.

Of 1ts primary mamfestation as one of the constituents of
every plot, little needs to be said ; 1t is enough merely to
recoguse 1 passing that some antithests will always be found
between the good and evil, or the ¢ sympathetic’ and ‘ un-
sympathetic * sides of the action ; and, specifically, among
the characters and groups of characters by whom these
different sides are respectively represented. But one par-)
ticular aspect of tlus elementary distinction perhaps calls for|
notice, and this 15 the contrast between the growth of the\
action and 1ts final stages of resolution and catastrophe.
Whether a play begins happily and ends in disaster, or begins
with a struggle and ends in success, the difference 1n tone and
spirit between the opening and closing parts 1s likely to be
mote or less cleatly marked. This is perhaps especially true
of tragedy, in which the gloom which gathers about us as
the plot proceeds 1s intensified by the sunshine which we
have only just left behind. So important indeed is this
clange as a factor in the heightening of tragic effect that a
dramatist will often, in one way or another, throw stress upon
it. Even Aschylus, who was hardly a playwright in the
modern <ense of the term, was alive to the value®f this form
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of contrast, and carefully prepared for the fall of Agamemnon
by a preliminary picture of his greatness and glory in the
hour of his happy return from Troy. So, too, the pitiful
fate of Sophocles’ (Edipus is rendered more piuful by the
skil with which in the opening scenes we are impressed by
the fine qualities of his character, the esteem in which he 1s
held by his people, his kingly state and self-confidetice. In
our first acquaintance with Macbeth enough is told us of the
nobler possibilitdes of his nature to enhance the significance
of the ultimate triumph of evil and the spinitual rum which
this entails. The gay and sportive preliminaries in Romeo and
Juliet, and the scenes of lyric passion which immediately follow,
add immensely to the pathos of the heart-rending close, for
the memory of them lingers with us as we gaze wto the tomb
where the young lovers lie clasped 1n death, and mstinctively
we look upon this picture and on that; while Othello’s
absolute confidence in Desdemona, and the utter happiness
which each has found in each, constitutes an admirable
prelude to the awful crash which 1s soon to come. Ibsen
frequently utilises, and with wonderful effect, this principle
of contrast, for he opens several of hus plays (¢ g, An Enemy of
the People and Rosmersholm) at a moment of calm and peace
just before the bursung of a great storm.

Contrast as an element of plot-design is, however, by no
means confined to thus difference between the rising and
falling actions. It is often most clearly prescnted in the
difference in.character (other, I mean, than that between
good and evil) between the diiferent matenals which enter
into the composition of a play We are all farmliar with this
kind of contrast in our romantic drama in the humorous
relief, which indced sometimes assumes the proportions of a
regular comic under-plot, which 1s frequently introduced
amd the serious or tragic interests of the main action. In the
balancing of plots in a compound play, contrast frequently
combines with parallelism, as in several of the examples of
parallelism given above. In Much Ado, for instance, wiile the
Hero-Claudio and Beatrice-Benedick actions correspond 1n
motive, there 1s, as we have pointed out, the greatest difference
between them in tone. In the same comedy the successful use
of contrasteu parallelsm 1s delightfully illustrated by the way
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in which the Beatrice-Benedick action and the Dogberry
episodes are set off against each other, since the fun depends
upon two opposite kinds of effect—in the one case, upon
brilliant, daring, intellectual wat ; in the other, upon blunder-
ing stupidity, muddlc-headedness, and ignorant verbosity.
Contrast, moreover, often appears in the evolution of the
plot, and in the arrangement or articulation of the successive
scenes. In the romantic drama, with its blend of the serious
and the comic, it 1s often emphasised by rapid and sudden
transitions from the one to the other.

Enough has now been said to indicate the many-sided
interest of contrast in the structure of a dramauc plot. It
must, however, be remembered that, like all other artistic
principles, this too is hable to abuse ; and that, just because
1ts place and value are so obvious, it 1s in fact very frequently
overdone or injudiciously employed. To lay down any
abstract rule for guidance in such a matter 1s, indeed,
impossible, for each case will have to be judged on 1ts own
merits. Keeping to general terms we can only say that when,
under any of 1ts aspects, contrast impresses us as forced or
mechanical, when 1t suggests °theatrical® over-emphasis
and a stniving after sensational eflect, or when it is of such a’
nature that the harmony of the plot-design 1s destroyed, then,'
certainly, it must be condemned. The contrasts of the
Elizabethan drama, while they strongly appealed to the
‘groundlings’ of the time, often seem to us crude and
violent, and we frequently have the same feeling in regard to
those of modern melodrama, which are devised to delight the
gallery rather than to meet the demands of critical taste.

Contrast in plot, of course, implies contrast in characterisa-
tion, and this introduces us to another and extremely im-
portant phase of our subject. Merely noting that it 1s under
this head that we have to include that inner struggle which
often occurs between opposed passions and mterests 1n a single
complex and paradoxical nature, we have here chiefly to
remark that the principle of contrast commonly underlies
the scheme of characters in any well-organised play. When
we first read or witness a certain drama, we are perhaps
aware only of the fact that its story is carried on by a number
of people who are interesting in themselves. Bu® when we
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look a little more closely into the matter, we discover that
the particular qualities of each individual are accentuated,
and his motives and feelings thrown nto sharper rehef
through his relations with.other individuals of unlike qualmcs,
motives, and feelings, who thus act continually as foils to him.
The character-scheme of any play, therefore, deserves careful
study, not as a collection of individuals only, but as a scheme ;
while in following the working out of a plot we should always
take special note of the way in which the principal figures
are brought out by contrast with those among whom they
move. With dramatsts of all times and schools 1t has been a
favourite practice to present the leading persons of a drama as
companion studies. A very early instance of this is to be
found in the two sisters in the Aniigone of Sophocles. This
method was much used by Shakespeare, who indeed hardly
ever brings two characters into intimate connection without
making each a foil to each. Such balanced pairs as Romeo
and Juliet, Beatrice and Benedick, Prince Hal and Hotspur,
Brutus and Cassius, Macbeth and his wafe, Othello and lago,
Timon and Alcibiades, will at once occur to every reader
as a few among the many cases in point. But this bilateral
symmetry is only a first step in the arrangement of a character-
scheme, in which careful analysis will seldom fail to reveal a
number of well-considered contrasts and resemblances.

Here, again, the warning against abuse must be repeated
The balancing of characters, like the balancing of motives
and incidents, to be artistically satisfactory, must never be so
obvious or so mechanical as to appear unnatural Thus it is
because it is at once too obvious and too mechanical that we
take exception to the contrast between Hermia and Helena
in A Midsummer Night'’s Dream The elaborate and artificial
symmetry which governs the disposition of the characters in
Shakespeare’s early comedies is, moreover, clearly a mstake.

One service to which the principle of contrast is often put
must also be mentioned It 1s often expressly used to illustrate
and enforce the thesis or moral purpose of a play; the
different aspects of the subject treated being thus presented
from various different points of view. The balancing of the
two sisters in Antigone, just referred to, has evidently something
of this motal significance. The contrast between Alceste and
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Philinte in Moliere’s Le Maisanthrope, and that between Léonor
and Isabelle 1n the same writer’s L’ Ecole des Maris, are mani-
,fustly 1nspired by a direct ethical aim. Again, in Lessing’s
magnificent didactic drama (which, as a didactic drama,
may safcly be described as the greatest thing of its kind in all
Literature)—Nathan der Weise—the whole caste of characters,
from thé Patriarch of Jerusalem at one end of the scale to the
Jew himsclf at the other, is most skilfully arranged in a
dclicately graded series of antitheses to bring out the author’s
teaching in regard to tolerance and the essential spirit of true
religion.  Shakespeare repeatedly uses contrast for moral
as well as dramatic effect. The appearance of Orlando with
old Adam at the close of the melancholy Jaques' cynical
speech on the seven ages of man (A4s You Like It, Act 11, scene
vn) is evidently not an accident If, to take another illus-
tiation, we are right in concluding that the underlying motive
of A Mgdsummer Night’s Dream 1s that of the lawless power of
love, then we can see how this motive, which runs through
the main story and the fairy scenes, and.1s burlesqued in the
handicraftsmen’s play, receives additional emphasis from the
contrast provided by the framework of the action, with its
dignufied figures of Duke Theseus and his Amazonian bride,
and 1ts fine picture of their mature and noble love When
contrast is thus employed for ethical purposes, exaggeration
1s not only artistically unsatisfactory, but also morally dis-
astrous By over-charging his anuthesis between the English
and the French in Henry V, Shakespeare has really defeated the
very object which he had in view—the glonfication of the
triumph of English arms at Agincourt.

One other kind of contrast remains to be mentioned—
that to which the name Dramatc Irony 1s generally given
This we may define, i the broadest sense, as the contrast
between two aspects of the same thing, whether such contrast
1s perceived at the tume or becomes apparent later In
critical discussion the term is most commonly used to express
the effect produced when there 1s a marked and significant
difference in the meaning of what is being done or said on
the stage for the characters themselves on the one hand and
for the spectators on the other ; and this difference necessarily
anses whenever the characters act or speak in 1gnorance of
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important facts of which meanwhile the spectators are in
possession. As the difference may turn in the main either
on action or on utterance, we may make a formal distinction
between Irony of Situation or Incident and Verbal Irony,
though in practice of course these are often found in com-
bination. A wonderful example of the irony of sitpation is
furnished by the scene at the close of the Electra of Sophocles,
when Agisthus stands beside the covered corpse which we
know to be the corpse of Clyteemnestra, though he believes it
to be that of Orestes, which Orestes himself, unrecognised by
him, bids him withdraw the veil and disclose the face. As an
illustration of the same kind of irony in the Shakespearean
drama we may take the scene in Henry V (Act II, scene ii) in
which the conspiracy against the king is brought to light.
While the conspirators are firmly convinced that their plot
is a secret, we on the contrary know already that the king
himself is fully aware of their designs ; and 1t 1s our knqwledge
of this fact which gives point and interest to every detail of
the interview i which the guilty men, led on by Henry, step
by step, to their complete self-condemnation, move blindly
forward to the fate which we have foreseen from the outset.
Again, if we know that a certain character is actually
trembling on the brink of ternble disaster ; and if, at that
critical moment, he none the less appears to himself to occupy
a position of greatness and security, and proceeds accordingly
to give expression to feelings of pnide, or safety, or self-
confidence (¢ g., Richard II, Act 111, scene ii; Fulius Cesar,
Act III, scene i), a sumilar effect of irony is obtained. In
these cases, in which the tragic suggestion inheres in the
person’s own unconsciousness of what we know to be his real
situation, dialogue evidently plays an important part in
accentuating the difference between his point of view and
ours. But verbal wrony, or equivoke, has an independent
value when the language used by any character, though in
its primary sense perfectly natural in the circumstances,
possesses at the same time for the audience a secondary
meaning and application which sometimes the speaker him-
self does not understand ; and of which, at any rate, those
whom he addresses are entirely ignorant. It thus arises
when, in the words of Prof. Moulton previously quoted,
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“ jgnorance of the sequel on the part of the personages
represented ”’ clashes ‘* with knowledge of it on the part of
the audience.” This species of irony is specially character-
istic of the Greek drama. As the plot of a Greek tragedy was
not invented by the poet, but was drawn by him from some
great cognmon store-house of tradition, local or pan-hellenic,
its main outlines at least, and its general course and issue,
must have been familiar to all who witnessed its representa-
tion,! and thus continual opportunity was afforded for
eflective contrast between the real significance of events as
understood by the spectators, and their apparent significance
as regarded by the persons taking part in them.? Of this
opportunity Sophocles in particular availed himself to the
full, as notably in (Edipus the King—one of the world’s master-
pieces of sustained irony—the dialogue of which is packed.
with skilfully devised ambiguous detail. When the dramatist
himselfsdeliberately informs us in advance of facts which are

1 It has indeed been questioned whether Greek audiences were always
so famihar as 1s generally supposed with the legendary stories which formed
the basis of the great Attic tragedies , but 1n respect of the vast majonty
of the audience, at all events, the statement in the text seems to me 1ncon-
trovertible It should, however, be remembered that considerable freedom
was granted to the poet in the trcatment of his matenal. It was open
to him to select any one of the often numerous variants of a given story ;
and that, within humits, he was permutted to arrange and modify 1ts details
in ways which best accorded with his design, 15 proved not only by the
practice of the dramatists themselves, but also by the precept of Arstotle
that * the poet must tumself invent, or at least exercise much skill 1n using
what has been handed down.”

2 The following passage admirably defines the vital connection between
the 1rony of Greek tragedy, and that spint of fatalism by which 1t was often
pervaded - “ The purpose of Greek tragedy, in s highest efforts, was
inconsistent with the excitement caused by cunosity. The favounte and
most 1mpressive theme of the old tragic poets was the wony of desuny
and the futlity of human wisdom To exhibit man as the unconscious
vicum of fate, boldly advancing on his own destruction, and more and
more confident as he approaches his doom, was the object of most of their
greatest dramas. But to unfold the full pathos of the situation, 1t was
necessary to hft the verl from the eyes of the spectators, and to let them
discern clearly the dark figure of destiny in the background, towards which
the doomed man was being drawn wath slow but certain stgps ' (Haigh's
Tragw Drama of the Greeks, p. 346).

P



226 AN INTRODUCTION TO THE STUDY OF LITERATURE

concealed from some at least of the leading actors in his
story, such irony again becomes prominent. Thus the scenes
in Shakespeare’s comedies, in which (as in Twelfih Night and
As You Like It) the heroine appears disguised as a young mag,
are often charged with equivoke, both the remarks of the
masquerading girl and those with whom she is in gonversa-
tion assuming a humorous complexion for us who know, as
the characters on the stage do not, her sex and position.
Ironic effect, it should also be noted, does not necessarily
depend upon elaboration. Sometimes a mere casual phrase
or even a single word may become pregnant with double
meaning. Thus, for instance, the simple epithet * honest,”
which Othello apphes to the fiend in human shape who is
already busy plotting his ruin, has a tragic suggestiveness for
.us, because we so well understand its hideous inapplicability,

In the forms thus far considered, irony is produced by the
opposition between the point of view of the character on the
stage and that of the spectators, as this opposition is per-
ceived by the spectators at the time of its occurrence.  But,
as we have already implied, the revelation of the contrast
may be delayed ; we may for the moment only suspect a
double meaning ; or perhaps the secondary significance of
what we see and hear may be brought home to us by the
subsequent course of the action. This subtle kind of verbal
irony may be amply illustrated from the tragedy of Macbeth.
The protagonist’s first words—** So fair and foul a day I have
not seen »’—contain an obvious and direct reference to the
state of the weather ; but they so clearly echo the witches’
* fair is foul and foul is fair,” that they at once suggest to us
a bond of sympathy between the speaker and those agents of
evil who are to lure him to his doom, while later on we recall
them as an index of the moral struggle between the foul and
fair in Macbeth’s own nature. When his soliloquy—

I have no spur
To prick the sides of my intent, but only
Vaulting ambition, which o’erleaps itself
And falls on the other—

is interrupted by the entrance of his wife ; her timely appear-
ance just at that juncture emphasises the part which, as his
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spur, she is to play in the coming crime. In the same way,
when Duncan in describing the traitor Cawdor, says—
There’s no art
To find the mind’s construction in the face;
He was a gentleman on whom I buiit
An absolute trust,
and at that moment Macbeth enters ; we instinctively feel
that the words are so placed that they apply to Macbeth as
much as to Cawdor. There are other phrases in the play
which distinctly point forward ; and which, though not
perhaps specially noted at the time, are remembered after-
wards, when circumstances bring out their tragic significance
In these cases we have equivoke, but an equivoke the dis-
closure of which 1s postponed. Thus, Lady Macbeth’s words
m the murder scene—
These deeds must not be thought
™ After these ways ; so, it will make us mad,

and—
Go get some water
And wash this filthy witness from your hand ;
and—
A little water clears us of this deed :
How easy 1s it, then,

are full of terrible prognostications of the sleep-walking
scene, and of the remorse which finds utterance in the
conscience-stricken woman’s despairing cry—

“ Out, damned spot ! out, I say! . . What, will these hands
ne’er be clean >~—No more o’ that, my lord, no more 0’ that: you
will mar all with this starting. . . . Here’s the smell of the blood

still : all the perfumes of Arabia will not sweeten this hittle hand.
Oh, oh,oh ! ”

Another aspect of this Prophetic Irony, as it may be called,
1s also exemplified 1n the same tragedy—the contrast between
the course of events as anticipated, and what actually comes
to pass. The predictions of the witches are indeed fulfilled
to the very letter, but in a way quite different from that upon
which Macbeth had been led to count; the irony being
pointed by Macbeth’s own words— e
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And be these juggling fiends no more believed,
That palter with us in a double sense ;

That keep the word of promise to our ear,
And break it to our hope.!

4
A problem of some importance is suggested by the fore.
going considerations—that of the artistic value of concealment
and surprise as elements in sustaining interest. In the conduct
of his plot, the dramatist may often have a choice between
two methods. He may elect to hold back from his audience
essential particulars relating to characters, motives, or
incidents, which, while they will of course enter into his
action, will do so as hidden agencies, to be inferred only,
if at all, by their results : and he may calculate upon the
production of a telling effect when the real facts are disclosed,
and the causes of what has been happening made evident.
Or he may, on the contrary, prefer to take his audience into
his confidence, exhibit to them at the outset thegmnature
of the chief forces which are involved in his plot, and then
rely upon the interest with which they will follow the action
and reaction of these forces in working out a certain issue.?
The question of the relative advantages of these two methods
is, again, one which cannot be answered in general terms ;
1 Prophetic anticipation 1s, on the other hand, often used, and with great
effect, in the reverse way—that 1s, the prediction, utterly incredible as 1t
may have seemed, 1s in the end fulfilled The accomplhishment of the
oracle 1n Edipus the King may be cited as a case 1n point Sometimes
we have velled hints only, or vague foreshadowings of comung things,
Compare Dickens’s use of this device 1n Dombey and Son : * Let hum re-
member it in that room, years to come’’ (chapters xvin and lix), and the
unconscious prophecies of which skilful use 15 made imn Tennyson’s Enoch
Arden.

. *1In hus preface to The Woman n Wite, Wilkie Collins speaks of * the
interest of cuniosity and the excitement of surprise ** as * two main elements
in the attraction of all stones.” In his preface to the later No Name, he
wnites : ““ It will be seen that the narrative related wn these pages has
been constructed on a plan which differs from the plan followed in my last
novel, and 1n some other of my works published at an earlier date. The
only secret contained 1n this book 1s revealed midway in the first volume.
From that pownt, all the main events of the story are purposely fore-
shadowed before they take place—my present design being to rouse the
reader’s.interest i following the train of arcumstances by which these
fareseen events are brought about.”
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it is only when all the circumstances of any given case are
considered that it is possible for us to decide what the dramatist
has lost, and what he has gained, by adopting the one or the
gther. It should, however, be borne in mind that the effort
to create excitement and maintain attention by means of
mystery, secrecy, and the unexpected, though perfectly
legitimate, is so common a characteristic of the merely sensa-
tional kind of novel and play that it comes under suspicion of
belonging_to the more rudimentary stages of art ; and that
the interest of the reader cr spectator is generally quite as
keen as well as more intelligent when, instead of having the
motive forces of the plot withheld from him, and perhaps
being misled as to their real meaning and direction, he is
enabled by preliminary knowledge to follow, as 1t were, from,
the inside the play of passion and the evolution of events.
Every student of his techmique 1s aware that Shakespeare,
though, (as in the supposed death and final restoration of
Hermione in The Winter’s Tale) he occasionally has recourse to
concealment and surprise, rarely depends much upon them ;1
even his great villains and intriguers betray themselves to us
at the begmning, and it 1s with a full insight into their char-
acters and purposes that we watch them working out their
designs. A suggestive fact comes to light when we examine
his way of using the device of sex-ambiguity, already referred
to This he employs a number of imes—in The Two Gentlemen
of Verona, The Merchant of Venice, As You Like It, Twelfth Night,
and Cymbeline ; but in every instance we are taken into the
secret, and thus no effect of surprise is sought through revela-
tion of the truth that a character we had been led to take for
a youth is really a girl. Now 1t happens that in the two
best-known pieces in our romantic drama, after these, in
which sex-ambiguity is introduced—Beaumont and Fletcher’s

! If we compare the case of Hermione with that of Hero in Much Ado,
we see that difference in method produces marked difference mn effect.
“ We know that 1ero 1s not really dead . . . and thus, though the element
of tragedy 18 used to heighten the effect of the comedy, the comedy-tone
18 not destroyed. In The Winter's Tale the truth 1s kept back For all
we know to the contrarv, the grave of Mamilus has also closed over hus
wronged and patient mother. The result is that for a2 itme the drama moves

in the darknets of unrelicved tragedy *’ (Introduction to The Wgnter's Tale, 1n
Elvzabeihan Shakespeare).
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Philaster and Ben Jonson’s Epicene or The Silent Women—the
opposite plan is adopted. In the former it is not till the end
that we learn that the supposed page Bellario is the maiden
Euphrasia ; in the latter, we are kept in the dark to the very
last of the fact that Epicaene is a youth in disguise. So far
ag this particular matter is concerned, we need, I think,
have no hesitation in saying that Shakespeare’s 1s the better
way.

VI

Mention has already been made of the familiar fact that
under the influence, in part of those different technical
conditions of which we have spoken, but in part also ot
different artistic aims and ideals, the drama has assumed
very different forms in different periods and countries. It is
customary for the historian and critic to distinguish gharply
between two antithetical types of drama—the classic and the
romantic. This broad division 1s, however, insufficient.
The classic type must be sub-divided into the ancient, or true
classic, and the neo-classic, or pseudo-classic, while a separate
place must be made for the drama of our own time.

Greek tragedy and comedy, with which any systematic
study of the drama must begin, alike originated in rustic
festivals which in early Attica were penodically held in honour
of the nature-god, Dionysus—the one from the serious, the
other from the frolicsome side of such celebrations. Comedy
in Athens passed through three stages . Old Comedy, or the
comedy of political and personal satire ; Middle Comedy,
which marked the transition from this to the comedy of
social Iife and manners ; and New Comedy, in which this
change was completed, and a kind of comedy evolved 1n
many ways resembling our own. With the exception of eleven
plays by one writer—the greatest master of Old Comedy,
Aristophanes—all the productions of the comic writers of
Athens have been lost ; and though we have examples in
two plays of Aristophanes—the Eecclesiazuse (or Women
Parliament) and Plutus—of Middle Comedy, New Comedy
we know only through the imitations of Latin playwrights.
Of Greek tragedy, fortunately, a larger and more repre-
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sentative body of work has come down to us, for we possess
thirty-two plays of the three great tragic poets—/schylus,
Sophocles and Euripides.!
« Some of the salient features of Greek tragedy have already
been described.? A few words must, however, be added in
regard to one point of primary importance—the Chorus.
I have Said that to the modern reader no one characteristic
of the Attic drama 1s more curious than this. When we first
take up the study of Greek tragedy, indeed, it is with some
astonishment that we find in every play such a chorus,?
or body of persons, forming, as it were, a muluple individualty,
moving, singing, and dancing together, and continually
interrupting the dialogue and the progress of the action with
thewr odes or interfudes. This feature seems to us so strange
and even so undramatic, it appears to be such a clog upon the
movement of the play, that we are naturally impelled to
ask when and why 1t was incorporated mto Greek tragedy.
The answer 1s, that 1t was never ‘ incorporated ’ into Greek
tragedy—that it was not, 1n other words, an imported element
or artistic invention. It was simply a necessary result of the
conditions out of which Greeck tragedy arose. The genesis of
tragedy is to be found in the dithyramb, or choral hymn,
which was chanted by the wvillage worshippers around the
altar of Dionysus ; the individual actor and dialogue were
later developments out of this  Thus the chorus belonged to
Greek tragedy because it was the germ from which 1t sprang.
It is true that from the very beginning of real tragedy with
Aschylus, the tendency of artistic evolution was consistently
towards the subordination of the choral element to that of the
individual actors, who were correspondingly brought to the

1 Of these, seven are by Aschylus, seven by Sophocles, and eighteen
by Eunipides (or seventeen, if we exclude the Rhesus, the authentiaty of
which 1s disputed) Our feeling of regret over the d.sappearance of the
great mass of Greek tragic literature 1s deepened by our knowledge of
the fact, noted by Prof. Jebb, that *“ many of the best plays we have were
vanquishied [in the dramatic contests] by rnivals the very names of which
have been lost " * See ante, pp 177, 178

3 Eg, the Chorus of Ocean Nymphs in /Eschylus’ Prometheus Bound,
of Theban Elders 1n Sophocles’ Antigone, of the companions of Odysseus
and Neoptolemus 1 the same poet’s Philoctetes, of capuve Grerk women
in Eunipides’ Iphuigena sn Taurss, and so on.



232 AN INTRODUCTION TO THE S$TUDY OF LITERATURRE

front. This change in the centre of interest is strikingly
shown by & comparison of the works of the first with those
of the last of our three tragic poets., In Aschylus, roughly
speaking, about one half of a play is occupied by choral odesy
in Euripides, only from a quarter to a ninth part. Nor is this
all. Along with this decrease in the prominence of the chorus
went its gradual detachment from the action. In Aischylus,
the connection between the chorus and the movement of the
plot is very close and organic ; it remains very close and
organic in Sophocles ; but in Euripides, the choral odes are
generally little more than musical interludes, with only the
slightest relevancy to the dramatic context! Thus, as Mr
Haigh has said, the history of the chorus in Greek tragedy is
a history of gradual decay. None the less, the chorus re-
mained a formal feature of it till its end, and from 1t was
taken over in turn by the Latin dramatists.

Yet, while from our point of view, this gradual sulordina-
tion of the chorus secems a perfectly natural effort to eliminate
a vestigial element which we cannot but regard as clumsy, the
student must still remember that the exquisite tact of the
Greeks was rarely more triumphantly shown than in the skill
with which they turned this very element to the higher
purposes of dramatic art. The lyrical portions of their
tragedies were employed as channels for the expression of
the emotions aroused by the action, and of such geneial moral
reflections as would be likely to suggest themselves to a sym-
pathetic spectator. It is in the plays of Sophocles—* the
mellow glory of the Attic stage —that this use of the chorus

1 Compare the remark of Anistotle .  The chorus should be considered
as one of the persons of the drama , it should be a part of the whole, and
a sharer 1n the action , not as in Euripides, but as in Sophocles ** (Poetucs,
c. xvi). Mr Haigh points out that, with increasing complexity of plot
in the hands of Euripides, the chorus * began to be felt as a positive en-
cumbrance. . . . It was often impossible that the mystery on which the
plot depended should be concealed from the knowledge of the chorus;
and the various intrigues, stratagems, and misconceptions had to k=
carried out to thetr conclusion in the presence of fifteen witnesses who
were acquainted with the facts, and could eastly have prevented the
catastrophe * (Tragic Drama of the Greeks, pp 251, 252). This shows
how great wag the influence of the chorus 1n mamntaiming that simphaty
of structure which was one characteristic of Greek tragedy as a whole.
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reaches perfection, and it is in these plays, therefore, that we
can best study its functions as they are admirably explained
in the following passage by Matthew Arnold :—
« ““ The Chorus was, at each stage of the action, to collect
and weigh the impressions which the action would at that
stage naturally make on a pious thoughtful mind ; and was
at last, 4t the end of the tragedy, when the 1ssue of the action
appeared, to strike a final balance. If the feeling with which
the actual spectator regarded the course of the tragedy could
be deepened by reminding him of what was past, or by
indicating to him what was to come, it was the province of
the 1deal spectator so to deepen it. To combine, to har-
monise, to deepen for the spectator the feelings excited in
hun by the sight of what was passing on the stage—this is the
one grand effect produced by the Chorus in Greek tragedy.” 1
Fcllowing the movement of dramatic history, we pass from
Greecg to Rome, which at the time of its literary awakening
under Hellenic impulses began to fashion both comedies and
tragedies on the lines which the Greeks had laid down. The
great mass of Latin dramatic hterature has penished. But in
comedy we possess twenty plays of Plautus and six of Terence,
while tragedy is represented by the ten dramas which have
come down to us under the name of Seneca.? Both the
comedies and the tragedies have great historical importance ;
the comedzes, in part because it 1s through them, as I have
said, that we derive our knowledge of the Greek New Comedy,
which they copied or adapted, and in part because of the
infiuence which they presently exerted on the modern drama ;
the tragedies, on account of the fact that 1t was these imitative
productions, and not the works of the original Greek masters,
which became the great incentives and models of the neo-
classic dramatists of the sixteenth and seventeenth centuries.
Religion in orgin, like that of the Greeks, the drama of
1 Preface to his Merope, pp. xlit, xhim - It should, however, be added that this
theory of the chorus as an *ideal spectator ’ requires a certatn amount of
qualilicaion The chorus in Sophocles 1ssometimes (asnotably in the Antigone)
the exponent, not so much of the impartial crittcism of *“ a thoughtful pious
mind,” as of the opinions and feeliigs of the ordinary bystander, which are
thus focussed and defined. See Lewis Campbell’s Sophocies, p. 128.
! Whether this was the famous philosopher of thus narge 13 doubtful.
Itis not even certain that all the ten plays are by the yame hand.
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modern Europe arose out of the rich symbolic liturgy of the
medizval church through the gradual dramatisation of im-
portant events commemorated in the chief services of the
calendar. This liturgical drama in course of time evolveqd,
into a fully developed and widely popular religious play—
the Mystery, or Miracle Play ; the subject-matter of which
was derived mainly from the Bible, but in part also from
tradition and the lives of the saints. Mr Symonds described
the religious drama in England as the *“ Dame School ” of
our dramatic genius. The phrase is not inapt. Very crude
of course it was ; but dramatic elements were not altogether
wanting—elements of tragedy, as in the Crucifixion and
Last Judgment ; elements of pathos, as in the story of
Abrahant and Isaac; elements, even, of humour, as in the
scenes between Cain and his boy, between Noah and his wife,
and in the Shepherd plays of the Chester and Wakefield cycles.
A lhttle later, another kind of didactic drama argse and
flourished in the Morality, or allegorical play, in which the
scholastic philosophy of the Middle Ages, and presently, the
new learning and the theological ideas of a period of fierce
controversy, found a vehicle of popular expression. Closer
attention than is usually accorded to them should, I am
convinced, be given by the student to these experimental
forms, which counted more than s commonly supposed in
the after development of the drama 1n England! At the
same time, they were of course mere preliminarnies. The
real beginnings of modern comedy and tragedy are closely
connected with that particular phase of the Renaissance which
we call the classic revival. Fired by enthusiasm for every-
thing belonging to the newly discovered world of pagan
antiquity, men turned back to that world for inspiration and
1 Some representative specimens of the pre-Elizabethan drama will be
found in Enghish Muracle Plays, Moralities, and Interludes, edited, with an
admurable introduction, by Alfred W. Pollard. That Shakespeare was
familhiar with the old rehgrous plays, which were sull popular when he
was a boy, is evinced by such phrases as Hamlet'’s * out-doing Termagant ”
and “ out-Heroding Herod," Bottom’s * Cain-coloured beard,” and Celia’s
reference to Orlando’s hair as * sometiting browner than judas’s ”* (4s You
Like ft, Act 111, scenewv). His recollection of the Vice—the comuc personage
of the morak+ies, and the forerunner of the Shakespearean clown—is
shown in Feste’s (the Clown’s) song in Twelfth Might, Act IV, scenc u.
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example in the drama as in all other forms of literary art. 1In
comedy, the native and popular elements were too strong
in England to permit of mere academic imitation ; but the
study of Plautus and Terence helped greatly to teach the
rising school of dramatists the principles of structure and
form. Evidence of this will be found n our first English
comedy—Nicholas Udall’s Ralph Rowster Doister (about 1550)
—in which characters and humours of ordinary contem-
porary bfe form the substance of a play which yet admittedly
owes much to the influence of the Latin masters.? Tragedy,
on the other hand, was at the outset purely academic. It
began with a deliberate attempt on the part of the humanists
to produce the entire system of the tragic drama of classical
antiquity. Here the historical importance of Seneca becomes
manifest ; since it was upon his plays, and not directly upon
those of the Greek poets, that, as [ have said, the new serious
drama ewas closely fashioned.2 Now Senecan tragedy, while
in matter it tended to a free use of the violent, the horrible,
and the supernatural, presented the structural principles of
the classis drama in an exaggerated form, action bemng
entirely eliminated and long stately speeches, full of rhetoric
and declamation, taking the place of dramatic dialogue.
This was the pattern adopted for tragedy by the Italian and
French dramatists of the sixteenth century; this was the
pattern adopted also by the writers of our first regular English
tragedy, Gorboduc, which was performed at the Inner Temple
three years before Shakespearc was born  But here we reach
the great pomnt of rupture between the destintes of Italian
and French tragedy on the one hand and those of English
tragedy on the other. In Italy and France, while the Senecan
type was modified 1n various particulars, 1t was sull taken as

1 Reference 1s made 1n the prologue to Plautus and Terence. The plot
of the comedy 1s largely modelled on the Miles Gloriosus, or Braggadocio,
of the former writer Matthew Merrygreek, the muschiel-maker of the
piece, combtnes many of the characteristics of the Vice of the moraliues
and of the parasite of Latin comedy.

2 Various translations of the separate plays appeared in England be-
tween 1559 and 1566, while a complete edition was published n 1581,
Duirect influence was at the same time powerfully reinforced by the vogue
of the contemporary [talian drama 1n cultivated circles in England.  Sidney
1 his Apologre for Poeste uses Seneca as the standard of excellence in tragedy.
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a foundation, and neo-classicism was firmly established ; its
ideals, backed by the enormous power of the Academy, ruling
supreme in the latier country ull the time of Dumas and
Victor Hugo. In England, after a few abortive experiments,
and despite the efforts and infiuence of humanists like Sidney,
Seneca and neo-classicism were abandoned, and an inde-
pendent type of drama—the romantic—trrumphed irlstead.
In one other country beside England the national genius
was too strong to accept the classic yoke, and a rich romantic
drama arose in defiance of all the attempts of scholars and
critics to regulate it by line and rule. This was Spain. The
Spanish romantic drama of the seventeenth century—best
known to us in the work of its’two chief masters, Lopc de
Vega and Calderon—deserves the attention of the student
for various reasons, and especially for its immense fertlity
and ingenuity in the matter of plot, and for the influcnce
which it exerted on this side upon the Italian, Frengh, and
English dramas.2  Yet the permanent literary value of this

1 This triumph was accomplished by Shakespeare’s immediate prede-
cessors, the ‘scholar-playwnghts,” and especially by Marlowe. Neo-
classicism  was represented among Shakespeare’s contemporaries by
Samuel Daniel and Ben Jonson, and its influence was later shown from
time to tume 1n such plays as (to mention only two which have a certain
place 1n Enghsh literary history) Addison’s Cato (praised by Voltaire as
the first “ regular tragedy > of the Englsh stage) and Johnson’s frene
Milton’s Samson Agomstes, Shelley’s Prometheus Unbound, Swinburne’s
Atalanta 1 Calydon and Ercclitheus, and countless other examples of the
“ (Joset drama,” do not of course belong to the history of the true stage-
play. As a matter of detail, 1t must not be forgotten that neo-classicism
gave blank verse to English poetry, and that this magnificent instrument
of the higher drama was first used in English tragedy in Gorboduc.

2 “ Tt 1s not enough to say that the two Corneilles, Scarron, Moliére,
Quinault and Lesage translated and adapted the works and scenes of
Spamsh wniters. It 1s not enough to say that our own wrters pillaged
them without scruple To express the obligation truly, we must say that
the Europezn Drama 1s saturated with Spamush influence. Take from the
French, and from Beaumont and Fletcher, and their contemporaries, from
Dryden, Congreve, Wycherley, Shadwell, from Goldoni, Nota, Giraud,
and others, all that they have borrowed directly or indirectly from Spain,
and you beggar them in respect of situation ** (Lewes’s The Spanish Drama—a
hitle volume which, though published as long ago as 1846, stll remains
for the Enghish reader the best and most readable brief sketch of the subject)
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drama is, after all, very slight. Its very strength implies its
radical weakness. It is essentially theatrical. Its interest
depends almost entirely upon incident and intrigue—upon
&kilfully devised complications, felling situations, unexpected
turns in the action, surprises./ In characterisation it is thin
and poar ; in psychology, crude and unconvincing. Tested
by the criteria upon which we have repeatedly insisted, it
must therefore be assigned a very subordinate rank among the
great dramas of the world.!

We will now make a brief comparison of the two great
types of modern drama, the neo-classic and the romantic.
While the latter 1s represented for us chiefly by the works of
our Elizabethan and Stuart playwrights, with Shakespeare
at their head, we must add to these two later products of the
romantic spirit—the German drama of Lessing, Goethe, and
Schiller, and the French drama of Dumas, Victor Hugo, and
their centemporaries. The finest examples of the former type
are furnished by the writings of the great French masters
of the seventeenth and eighteenth centuries—Corneille,
Racine, and Voltaire, though a place beside them may also
be made for the tragedies of the Italian poet, Alfieri.

Two points at which the neo-classic tragedy departed
from its Senecan model must first be mentioned. In the
substance of its plots it gave great prominence, and generally
indeed the principal place, to the mterest of romantic love, a
motive which had been conspicucus by its absence from the
serious drama of pagan antiquaty 2 In structure it introduced

1 1t 18 sigmficant that, with reference to the question already raised as
to the arustic value of concealment and surprise, Lope de Vega should
explicitly recommend the employment of these as important dramatic
devices “ Do not,” he wrtes, * allow the solution to be revealed tll
the last scene, because when the audience know the result, they turn therr
faces to the door > (Arte Nuevo de hacer Comedias, or Art of Writing Comedes).
This may be said to formulate the regular pnnciple of the Spanish drama.

2 The intrusion of this mouve 1s destrucuve of the anuque tone and
spirit of many modern dramas dealing with classic themes. A most remark-
able illustration 1s to be found in Goethe’s Iphtgenie auf Tauris, which was
based on the Iphigema n Taurs of Euripides. Here the barbanian king
Thoas 1s turned nto the romantic lover of Iphigema. This 18 ane of several
new features introduced by Goethe, which are “ fatal to whe essenually
Greek character of the story.” The drama, though formerly much prased,
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a great change by dropping the chorus, though a survival of
this is, as I have said, to be detected in that familiar figure
in many neo-classic plays, the confidant, who has little or
nothing to do with the action except as the alter ego of the herp
or heroine, to listen to their confessions and reply with sym-
pathy and advice.! These points of difference between the
neo-classic and the antique drama are, however, of less
importance for us than their broad resemblances. As between
the neo-classic and the romanuc drama, on the contrary, the
interest of the comparison lies in their fundamental contrasts.

In the first place, neo-classic tragedy (notwithstanding
its innovation in the matter of romantic love) followed the
classic model in the general nature of its subjects, and in the
way in which these subjects were treated Classic drama
had dealt with the great legends of a remote mythical age ;
its chief characters had been majestic heroes who belonged
to a world of tradition altogether apart from and far above
that of ordinary humanity and experience ; and in its hand-
ling of such themes and persons it had sought a purely poetic
rendering in harmony with them. Thus the dialogue was kept
throughout at the ideal tragic pitch of stateliness and nobility,
and homely phrases and realistic details were avoided as
discordant notes. It is true that this general statement is
subject to some exceptions There is even in Zschylus an
occasional approach to the tone of common lfe; and in
Euripides, the most modern of all the Greek poets in this as
in other respects, the homely phrase and the reahstic detail
are often conspicuous.? Yet ideal treatment and undis-
turbed unity of tone were the theoretical principles of Greek
tragic art ; while as for the Senecan drama, it was umformly
elevated, stately, dignified, and rhetorical. In neo-classic
drama the same principles are studiously maintained. The
subjects are drawn from a great variety of sources, but they

18 ** 1n fact an unfortunate muxture of Greek scenery and modern sentiment,
and as such is rather a literary cunosity than a great play >’ (Mahaffy's
Euriprdes, p 57)
1 Rare examples o the chorus will be encountered in regular French
tragedy ; as, e g., in Racine’s Athalie—perhaps the most famous example.
3 This wasone of the ponts at which he was attacked by Arnistophanes
W The Frogs
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are always aristocratic in quality. * Kings, emperors, generals
of armies, principal chiefs of republics—it does not matter,”
says Voltaire, *“but tragedy always requires characters
gawsed above the common plane.”1 This formulates the
conception of tragedy which was repeated again and again
by Italian, French, and even English critics of the period of
the Renaissance, and during the seventeenth and eighteenth
centuries. Tragedy, in brief, had to confine itself to ‘ great’
themes and ‘ illustrious ’ persons. In treatment, meanwhile,
the neo-classics were more consistently classic than the Greeks
themselves. No attempt to mirror ordinary life, or to repro-
duce common human nature, was ever permitted. All had
to be on the grand, the heroic, scale. Unity of tone had to be
preserved, as Voltaire distinctly says, by the banishment
from the dialogue of everything savouring of colloquialhism
or suggestive of famiharity.

The contrast at this point between the neo-classic drama
and the romantic is manifest. Romantic tragedy is indeed
commonly aristocratic in character ; as its very name implies,
it too is generally concerned with matters remote from the
interests of ordinary life, and with the struggles and mis-
fortunes of more or less ‘illustrious’ people.? But in its
treatment of its subjects, it repudiates entirely the neo-classic
method. No attempt is made to preserve the 1deal atmosphere
or unity of tone. The tragic hero is often set in a world of
commonplace men and things. The dialogue, thpugh pre-
dominantly poetical, is often racy with colloquialism, and
has many touches of familarity. Realstic details—like
Lear’s famous ‘ Pray you, undo this button ”—abound,
which to neo-classic playwrights and critics would appear

1 Remarques sur le Second Discours de Corneille

3 Ordinary Ufe furnished the material for a few Ehzabethan tragedies,
such as Arden of Feversham, The London Prodigal, and The Yorkshwre Tragedy,
the two last-named of which have occasionally, though without the shightest
warrant, been ascnbed to Shakspeare These may be regarded as the
forerunners of the ‘ Domestic Drama,” or Tragédie Bourgeowse, of the
cighteenth century ; a form initiated 1n England by George Lallo (George
Barnwell, Fatal Curiosity), in France by Diderot (Le Fils Naturel, Le Pére de
Fanulle), and 1n Germany by Lessing (Muss Sara Sampson, Emihia Galotn).
This Domesuc Drama was one product of that democratigmovement 1n
hiterature which about the same time gave birth to the moderr novel,



240 AN INTRODUCTION TO THE STUDY OF LITERATURE

shockingly trivial and vulgar.! Thus, while the neo-classic
tragedy is entirely ideal, the romantic tragedy combines the
idealistic with the realistic.

The fundamental principle of unity of tone in the neop
classic drama leads, in the second place, to an important
result in the complete separation in it, as in the ancient
dralna, of tragedy and comedy. Though comedy was,
rather grudgingly, allowed to rise into seriousness, and even
on occasion to become ° heroic,” as in Corneille’s Don Sanche
d’dragon and Moliére’s Don Garcie de Navarre, no touch of
humour was ever allowed to mar the sustained solemnity of a
tragic scene. It is unnecessary to dwell at length upon the
difference here presented between the two types of drama.
The free use of tragedy and comedy in the same play is one
of the most striking and familiar features in the work of
Shakespeare and his contemporaries. Romantic drama
revels in variety of effect, while tragi-comedy, or the ‘ mixed
play ”—according to Addison, “ one of the most monstrous
inventions that ever entered into a poet’s thought *’2—has always
been a particularly popular form on the romantic stage.

A third fundamental contrast between the two types of
dramatic construction is to be found in their opposed attitudes
towards the unities of Time, Place and Action. Neo-classicism
adhered to these in tragedy, at least in theory. Romantic
drama ignored the first two, and, while it adopted the third,
put an inserpretation upon it guite different from that main-
tained by disciples of the other school. As in the one case,
the distinction is between acceptance and rejection, while

11t i1s amusing to remember that when the great battle between neo-
classiosm and romanticism began in France with Victor Hugo’s Hernam,
one of the principal grounds of conflict was the King’s quesuon * Est-il
minut ? —and the reply—'* Minuit bientét.”” To supporters of the old
tradition, question and answer seemed positively indecorous—* a king
asks what’s o’clock, like a private aitizen, and they tell him, as if he were
a ploughboy, mudmght ” (Gauuer’s Hustowre du Romantisme).

3 Spectator, No 40. Thus also Lisideius, the advocate of the French
against the English drama in Dryden’s Essay of Dramatic Poesie, says—
“ There is no theatre in the world has anything so absurd as English
tragi-comedy.” Compare Milton’s scornful reference to the pracuce of
“ interweaving-comic stuff with tragic sadness and gravity *’ (Of that Sort
of Dramatic Poem called Tragedy, prefixed to Samson Agonistes),
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in the other it is between diverse views of the same principle,
it will be convenient to deal with the two questions separately

A definition of the neo-classic position is first required,

nd this is provided in the following couplet of the * law-

giver of Parnassus,” Boileau—

Qu’en un lieu, qu'en un jour, un seul fait accomph

Tienne jusqu’a la fin le théatre remph.?
“ Let the stage be occupied to the end by a single completed
action, which takes place in one spot, in one day.” Disre-
garding for the moment the question of singleness of action,
we have heie a clear and compact statement of the rule
concerning time and place—the former must be confined to
one day ; the latter must never be changed Into the history
of the rise and formulation of these supposed laws of the
drama, we cannot now enter, nor is it necessary, or indeed
possible, to undertake any discussion of their artistic justifica-
tion fror the point of view of their supporters. It is important,
however, to understand that they are, strictly speaking,
neo-classic, and not classic ; that is, that their real source and
authority must be sought in the theories of modern crtics,
and not 1n the principles or practice of the Greek stage.? They

1 L’ Art Poétique, Chant III.

1 Anstotle’s only reference to the urutv of time is contained in the follow-
ing passage - ‘‘ Epic poetry agrees so far with Tragic, as 1t 18 an imitatuon
of serious actions , but in this 1t differs, thai 1t makes use of a single metre,
and 15 confined to narration. It also differs in length, for Tragedy
endeavours, as far as possble, to confine 1ts action within the himats of a
single revolution of the sun, or nearly so ; but the time of epic action 1s
indefimte ** (Poetics, ¢ V). Of unity of place, Anstotle makes no mention
at all ; an omssion which led the French criuc, D'Aubignac, to the amazing
conclusion that he left 1t out because it was so well known at the tme
that 1t did not need hlus attention (Practique du Théitre) At any rate,
Anstotle’s object was rather to formulate the practice of the great tragic
poets than to lay down abstract rules for tragedy. As to that practice,
we have already seen that a general adherence to the umues 1n Greek
tragedy was largely the result of the presence of the Chorus (see ants,
P. 177). Lessing, 1n his famous and bnlliant attack upon French neo-
classicism 1n s Hamburgische Dramaturgie, was probably the first cntic to
point out this fact. Infractions of the umty of place have been noted.
In several of the surviving Attic tragedues, as in the Agamemnon of Aschylus,
the Trachinian Maudens of Sophocles, and the Suppliants of Eynpides, the
unity of ume 1s ignored.

)
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took definite shape among the Italian humanists of the
Renaissance, and passed thence into France, where they
maintained a tyrannous sway till the time of the Romantic
revolt. Yet their rule was not accepted without occasion
protest, and even some attempts at compromise. Corneille,
the first great master of French tragedy, but a Romantic by
temper, clearly chafed under them. Against the' rigorous
reading of the unity of time, for example, he pleaded hard
for “ quelque élargissement ’—for thirty hours, where
necessary, instead of the prescribed twenty-four. Moreover,
many instances may be found in French tragedy uywhxch as
Lessing said, even if the letter of the law is obeyed, its spirit is
broken. Thus, in Corneille’s Le Cid we have a quarrel, a
couple of scenes in which the heroine has audience of the king,
two agitating interviews between the heroine and her lover,
two duels, and a great battle with the Moors No wonder
that Corneille himself admitted, as well he mxght that for
a single day’s work the action was *“ un peu précnpltee
or that the Academy, in passing Judgment upon the play,
should have declared that *‘ the poet in trymng to observe the
rules of art had chosen rather to sin against those of nature.’
In more perfect examples of neo-classic drama we do not
indeed encounter absurdities so glaring as these. Yet the
impression often left is one of artificially contrived simplicity,
and quite unnatural condensation

That to these pedantic rules concerning time and place
romantic dramatists have always been supremely indifferent
is a fact well known to every student of the English stage
Shakespeare cared nothing for them, moving his scene freely
from town to town, and from country to country, as often as
occasion required, ““ jumping o’er times,” and “ turming the
accomplishment of many years into an hour glass.” ! In two
cases, 1t is true—in the Comedy of Errors and The Tempesi—he
confines his plot to one day and practically to one spot;
the latter play being specially remarkable because in it the
ideal of time-unity is reached in the almost complete corre-
spondence of stage-time with actual time. But these exceptions
only prove that, like other romantic playwrights, Shakespeare
felt himself at perfect hberty to accept as well as to reject

! Prologue to Henry V.
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academic convention, and to work in whatever form seemed
most suitable to the matter in hand. To us who are bred in
the Shakespearean tradition, this romantic freedom in the
Kandling of time and place appears, of course, so natural and
proper that it is difficult for us to give quite serious attention
to the arguments of the neo-classic school. Yet we must
never forget that romantic liberty may easily degenerate
into licence, and that if liberty is to be defended, licence is
still to be condemned. Shakespeare himself, with his too
rapid and frequent changes of scene within an act, and his
total carelessness as to the number of days, or months, or
even years required by his action, provides many illustrations
of the abuse of freedom. The Winter’s Tale may be regarded
as a classic example of romantic excess ; and such excess is
again almost equally conspicuous imn the straggling and
incoherent chronicle plays.

In tryning from the unities of time and place to that of
action or plot, we pass from mere arbitrary restraints imposed
from the outside to what has been umversally acknowledged
as an inherent and essential principle of dramatic construction.
The difference between the neo-classic and the romantic
types of drama is, therefore, at this point, as I have said, one
of interpretation only, and this difference can be very easily
explained. Aristotle’s canon—mpafic pie 7€ xei Ghp—an
action one and complete (the * scul fait accompli ”’ of Boileau)
was taken by the neo-classicists 1n 1ts most rigorous accepta-
tion to mean a single plot, undiversified by episodes and
uncomplicated by subordinate incidents and characters.
So severely was this rule enforced that adverse criticism was
passed upon Le Cid, because the Infanta’s love for the hero,
though not developed into a sub-plot, diverted attention from
the real theme of the play by introducing an independent
centre of interest. In the romantic reading of the law, on
the other hand, the largest freedom has always been con-
ceded 1n the use of episodes and subordinate incidents and
characters. Unity, according to this view, is not incompatible
with complexity ; it does not mean singleness of action ; it
means merely organic connection and coherence. Minor
actions or subplots are therefore admitted on the one condi-
tion, which is, however, indispensable, that all the elements
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of the plot are woven together and made interdependent as
co-operating factors in the evolution of the plot as a whole.
Here again it is evident that the difference between the two
conceptions ultimately rests upon the difference between the
assumptions from which the two schools of dramatic theory
respectively start ; that of the neo-classic being that the
drama should aim at ideal simplicity ; that of the romantic,
that it should reflect the variety and complexity of actual life.
Our romantic drama, then, is habitually a drama of com-
pound plot. It is important, however, to hold fast to the
principle that the variety and complexity which delight us in
it must'not be obtained at the sacrifice of that organic whole-
ness upon which I have just laid stress.! The law of dramatic
structure requires that there shall be a well-marked central
interest to which all other interests are duly subordinated ;
that as Dryden happily put it, the pawns on the chess-board
shall be made of service to the * greater persons ” ; % that all
the lines of action shall run together in a single catastrophe.
Such unity through complexity 1s achieved, for example, in
Much Ado about Nothing, in which the two principal plots,
though for a time practically independent, coalesce in the
church scene (IV, i), and in which the episodical watchmen
have a vital part in working out the main intrigue. But
Shakespeare is often guilty of violating the law of structural
unity. His plots frequently hang very loosely together  The
Winter’s Tale is really two plays rolled into one. In Fulwus
Cesar, as in the English chronicle-dramas, he fails to reduce
the scattered events of history to artistic consistency. Many
of his plays suffer from a plethora of matter. Marvcllous as
is the skill with which the two distinct stories in King Lear
have been dovetailed into one another, there are critics who
hold, with Freytag, that the tragedy loses more than it gains
by its immense and almost bewildering intricacy. In numer-
ous instances secondary mncidents and characters are allowed
to expand until they occupy a wholly disproportionate place
in the general scheme, the balance and symmetry of which
are thus destroyed. While, for instance, we should be un-
willing to suppress a single detail in the great Falstaffian
comedy in(Henry IV, criticism has still to insist that from the

1 Sce ante, p. 142. * Essay of Dramaty Poese.
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strictly artistic point of view there is in fact altogether too much
of it ; that it forms by itself a separate play within the play ;
that it is so brilliant and so fascinating that it not only splits
tbe interest but even throws the main plot into the background ;
and that, finally, it is to be condemned also because it has
no real connection with the business of the historic action.!

One dJther important point of contrast between our two
types of drama has still to be noted. They differ funda-
mentally 1n their methods of conducting their plots.

Faithfully following in this respect the practice of the
Greeks 2 and the precept of Horace 3—° Let not Medea
slay her children before the public ”’—the neo-classic drama
depends almost entirely upon narrative ; nearly everything
that happens, espccially everything of a wviolent character,
happens, in technical phraseology, ‘off,’ and is simply
rcported to the audience. In the ground-work of its story,
a neo-glassic tragedy often contains as much sensational
material as the most romantic of romantic plays, but we only
hear of the incidents, we do not witness them. Take, for
example, our first English tragedy, Gorboduc. The ©argu-
pent * prefixed to this drama i1uns thus . “ Gorboduc, king
of Brittaine, divided his realme 1n his life-time to his sonnes,

‘errex and Porrex , the sonnes fell to discention ; the yonger

illed the elder ; the mother, that more dearely loved the
_|der, for revenge killed the yonger ; the people, moved with
the crueltie of the fact, rose 1n rebellion and slew both father
and mother ; the nobilitie assembled and most terrbly
destroyed the rebels ; and afterwardes, for want of issue of
the prince, wheichy the succession of the crowne became
uncertamne, they fell to civill warre, in which both they and
many of then 1ssues were slaine, and the land for a long time
almost desolate and muserably wasted.”” It 1s evident that
such a plot—which, like that of Hemlet, hiterally reeks with
gore—provides abundant mateiial for vigerous action and

1 It 15 probable that Shakespeare reahsed that he had allowed Falstaff
to run away with hum, and that this was the reason why he broke s
promuse and cid not introduce the fat hmght into Henry ¥V 1n which his
purpose clearly was to focus attention from first to last upon his heroic
central figure. -

* See ante, pp. 175, 176. 3 Ars Pocetica, 1. 185.
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thrilling situations. But all the murder and bloodshed take
place behind the scenes, and we are kept informed of what is
occurring by desciiptive speeches of enormous length. So
again with Le Cid. Two duels and a big battle are ampl

sufficient to redeem this play from any charge of uncventfuz
ness. But the duels are simply reported, while instead of a
representation of the battle, such as Shakespeare wauld have
given us, we have Rodrigue’s vivid account of it in a magm-
ficent oration of seventy-three lines. The only thing that we
should commonly regard as an incident which occurs on the
stage is at the very beginning, when Don Gomés strikes Don
Diégue across the face with his glove ; and even this was
condemned by the Academy as a breach of dramatic decorum.

While the neo-classic drama is thus a drama of narrative,
the romantic, on the contrary, is essentially a drama of action.
Nearly everything that happens in it happens on the stage,
and duels are fought, murders and suicides corglmittcd,
outrages perpetrated, and battles waged, in full view of the
spectators. The great public of the vinle and full-blooded
Elizabethan age, with their over-flowing energies, their t
for adventure, their love of stirring deeds, were too kce%:
interested in the immense and many-sided pageantry of.
actual life to tolerate rhetorical description as a substitutg’
for movement and representation and spectacle * For dramati
decorum they cared nothing ; in their craving for realisti
display and delight in seeing things done, they accepted th
crude madequacy (ndiculed by Ben Jonson) ' with which the
battle scenes were perforce enacted ; they did not even recoil
from sights which seem to us too shocking for exhibition.
The fact must never be overlooked that the plays of Shake-
speare and his contemporaries were written to satisfy this
enormous appetite for action.

We must pot allow our familiarity with the romantic
drama, and our general adherence to its principles, to betray
us into the supposition that representation 1s always to be
preferred to narrative, and that nothing is to be said in favour
of the neo-classic method. While the greatest scope for action
should undoubtedly be granted, and while its practical
absence from neo-classic tragedy necessarily leaves us with a

T Prologue to Every Man tn ks Humour
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sense of baldness and unreality, the question of how much in
any given case shall be exhibited and how much merely
reported is still one that is open to discussion. Here indeed
we touch upon an important and sometimes very difficult
problem of dramatic technique. It may fairly be argued that
Shakespgare’s numerous battle scenes are really unfortunate
concessions to the taste of the °groundlings’ of his time,
that in many instances they are more than a trifie absurd, and
that his plays would often have been vastly improved by
their excision. A similar judgment may safely be passed
upon the great ‘realisuc’ scenes—the fires, and floods,
and railway accidents—of modern melodrama The con-
tention of Dryden’s Lisidewus,! that * those actions which by
reason of their cruelty will cause aversion in us,? or by reason
of their impossibility, unbelief, ought either to be wholly
avoided by the poet, or only delivered by narration,” is also,
broadl;: speaking, perfectly sound. Nor is the widely current
notion, to which even Horace lent his authority—that ‘“ things
heard make a feebler impression than things seen ** 3—by any
ans universally true, for the impressiveness of representa-
‘tion may frequently be marred by imperfection of detail,
as in many of the boasted sensational effects of the modern
tage ; while, as common experience teaches, there are count-
ess cases in which an appeal to the imagination is much more
powerful than one to actual sight Shakespeare gives us
many murders, but it 1s surely a significant fact that the
most terrible of all—that of Duncan in Macbeth—takes place
off the stage. We must also be on our guard agamnst too
narrow an interpretation of action and incident. Ths
point is well emphasised in Dryden’s Essap—**Tis a great
mustake in us,” says Lisideius,  to believe the French present
no part of the action on the stage : every alteration or crossing
of a design, every new-sprung passion, and turn of it, is a
part of the action, and much the noblest, except we conceive
nothing to be action till the plavers come to blows.”

v Essay of Dramatic Poeste

3 Such, for example, as that rare instance of actual barbarity in the
Shakespearcan drama—the plucking ont of Gloucester’s eyes on the stage
(Kiug Lear, 111, 1u), and the horrible exlubition of the mumlated Lavima
m the pseudo-Shakespearean Tutus dndronicus, 11, 1v. 3 Ars Poetira, 1. 180
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The reference just made to the murder of Duncan suggests
one point to which the student of Shakespeare will do well
to devote some attention. Like other romantic playwrights,
Shakespeare leans strongly towards action. His usual practige
is to put as much of his story as is possible on the stage. But
every now and then we come upon marked exceptiops to this
general rule—upon scenes in which important events are
thrown into narrative instead of being represented ; and then
the question naturally arises as to the reason which prompted
him to depart from his customary plan. I need hardly say
that there 1s no one answer to this question which will meet
all cases. Sometimes, it is evident, he is governed by mere
practical necessity. Sometimes we shall find that he has
substituted narratve for action for the purpose of condensing
a large amount of material which would otherwise have
become unmanageable, or which would have occupied too
much space. But sometimes, as the bricfest investigation
will show, neither of these superficial explanations will serve,
and the cause will then have to be sought in considerations of
artistic purpose and effect. Macbeth will suffice to illustrgte
all these phases of the subject. Though Macbeth’s head is
immedately afterwards brought on the stage, the actual
decapitation takes place behind the scenes This we ca
scarcely hesitate to ascribe to practical nccessity.  The fhgl
of Malcolm and Donalbain to England and Ireland provides
an example of narrative condensation. But two incidents
of the utmost importance occur °off'—the murder of
Duncan, which has led to this discussion, and the death of
Lady Macbeth. In neither of these instances can any
considerations of necessity or condensation be alleged, both
could have been represented perfectly well, and the play 1s so
short that time could easily have been spared for them
Why, then, is neither of these enacted ? Here the question
resolves itself into one of artistic purpose and effect, and the
answer to it 1s not, I think, very far to seek. After the awful
sleep-walking scene in which appropriate nemesis overtakes
the guilty queen, the actual exhibition of her death would
have bgen almost an antichmax, while coming where it does,
its significance for us is not so much in the incident itself,
as in the revelation it is made to furnish of the condition of
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her husband’s mind. In the great murder-scene "the real
tragedy manifestly lies not in the murder as a physical fact,
but in the emotional stress which accompanies it—not in the
«leath of the king, but in the souls of his slayers. This essential
tragedy is driven home upon us with infinitely greater force
in the scene as its stands—heightened as it is with all the
accessories of horror—than would have been the case had
the murder been done before our eyes, because our attention
is never for a moment distracted by the details of the crime
as such. It is the concentration of all our interest upon the
inner meaning of the situation that makes it so tremendous
and overwhelming.

Such, then, are some of the fundamental differences in
principle and method between the neo-classic and the
romantic types of drama, each of which has, in its own
particular way, triumphantly justified itself by a brilhant
histors: and many masterpieces. The drama of our own time,
while 1t must not be passed over in silence, may be much more
briefly dismissed

The product of an age of electicism and experiment in
every department of art, the modern drama exhibits so many
varicties that no summary statement of its characternstics
would be possible. Keepmg to generalities, however, we
may say that, mn the sense that it 15 quite indifferent to all
academic rules and conventions, it carries on the romantic
tradition. It habitually assumes an absolute freedom as to
time and place of action ; it consults its own convenience
only in the use of subplots and subordinate interests ; 1t has
no scruple about the combination of the serious and the comic ;
action and narrative are employed in it without reference to
precepts, and sumply as the exigencies of the plot may dictate.
Little trace, morcover, 1s anywhere to be found in it of the
aristocratic limitations of older tragedy. Here even the pre-
possessions of the romantic stage have been abandoned, and
under the co-operating influences of the democratic spirit
and of realism the Domestic Drama, the avowed aim of which
is to hold the murror up to ordinary human life, has definttely
established itself as the most completely representative form
of modern dramatic art—the form in which, gith few ex-
ceptions, its most noteworthy work has been done
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Yet while always holding themselves at hberty to pursue
their own course without regard to the theories of the older
schools, it happens that some of our greatest recent dramatists
tend in various ways towards the principles of the neo-classie
play. This is pre-eminently the case with the chief masters
of the Domestic Drama, in which mere convention ¢f every
kind is most openly defied. Referring to the three unities, a
writer on practical stage technique has said - *“ At the present
time the terms no longer have any meaning, save in the
historical sense, when speaking of plays written under the
influence of the old rules of crniticism. No one pretends to
regard them at the present day ! So far as any conscious
recognition of these rules simply as rules is concerned, this is
undoubtedly true But if the unities are not obeyed as a
matter of theory, they are often more or less closely observed
in practice  If we turn, for example, to the work of the most
skilful as well as most powerful of modern playwrights#lIbsen,
we occasionally find a concentration of treatment even 1n
excess of that required by the most rigorous upholders of the
neo-classic view. The whole action of Ghosts, for instance,
passes in one room, and occupies only a few hours of a single
day. In The Pillars of Society and Hedda Gabler the scene never
changes ; in John Gabriel Borkman, the correspondence of stage
time with actual time is approximately compiete. Such com-
pactness and condensation are largely due to the nature of
the dramatist’s themes, his controlling psychological purpose,
and his whole conception of structure and effect. But we
must also remember that throughout the modern drama in
general the elaborate methods of stage-representation now
in vogue have tended to make frequent changes of scene both
difficult and costly, and thus through mere stress of practical
necessity the extreme laxity of the old romantic play has been
for the most part abandoned. In realistic drama the unities
of time and place are now very commonly preserved within
each act.

This leads us to touch upon one other feature in which
Ibsen, and many modern playwrights whom we may roughly
class as belonging to his school, often revert not only to neo-
classic methads, but also to the principles of the pure Greek

! Hennequin, The Art of Playwrighting, p. 89.
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type of tragedy. Since 1t was entirely unchecked in respect of
time and place, the romantic drama could represent the whole
of a story, however long and intricate. Since it was severely
limited in respect of time and place, Greek tragedy, on the
8ther hand, was compelled to confine its action to the closing
portions of its story, leaving all antecedent circumstances to
be explained by dialogue and retrospective narrative. The
difference becomes clear, if, for example, we compare Macbeth
with (Edipus the King. In the one case, the action on the stage
begins with the rise of the motive of ambition in Macbeth’s
mind. In the other case, it begins only at the moment when
the predictions of the oracle are about to be fulfilled.! Thus a
Greek tragedy may be regarded from the point of view of
the’ matter which actually falls within the performance as
equivalent to the dénouement—to the fourth and fifth acts,
or sometimes even to the fifth act only—of a romantic play.2
Ibsen’s, work provides some striking examples of the same
structural plan. The roots of his actions often run far down
into the past ; but when the curtain rises on the first scene,
we have already reached the beginning of the end, and the
stage-representation is concerned only with the last term of
a long series of events. Such 1s the case with Ghosts and
Rosmersholm  In these plays, moreover, as in Qodipus the King,
an mmmense amcunt of space 1s necessarlly devoted to the

! In the Shakespearean drama the difference may be illustrated by a
comparison of The Wuler’s Tale and The Tempest—the one ultra-romantic
1n design, the other quite classic  *“ Had The Tempest been written on the
plan of The Winter’s Tale, the long story unfolded in Prospero’s retro-
spective narrative would have occupied the earher acts of the drama, and
the dénouement would have been condensed into the closing two acts.
1lad The Wnter's Tale been written on the plan of The Tempest, the matter
of the first three acts would have been thrown into retrospective narrative,
and the whole play devoted to the love story of Perdita and the restoration
of Hermione > (Introduction to The Winter’s Tale, 1 the Elizabethan Shake-
speare, p XX1 note)

2 Sec Haigh’s The Tragic Drama of the Grecks, pp 337-342 This must
Le borne 1n mund 1n analysing the structure of a Greek tragedy according
to the principles previously given  Prof Moulton has made an tngenious
attempt to emphasise the diflerences between Greek and Shakespearean
tragedy 1n this and other respects by a reconstrucuon of Macbeth in the
form of a classic play (see his Ancient Classical Drama, chapter v1).
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elucidation of those antecedent circumstances which con-~
stitute the foundations of the tragedy which we are asked to
witness. In dramas of this type, therefore, exposition often
undergoes enormous expansion ; it continues through the
action, and belongs indeed to its very substance,

VII

Thus far we have dealt almost wholly with the technical
aspects of the study of the drama. But since, like all other
kinds of literature, the drama has also to be judged on the
broad basis of its moral power and value, something must be
added about it as the vehicle of a criticism or philosophy of
life.

It is unnecessary to go again over the ground which we
have already traversed in the closing section of our chapter
on prose fiction ; the more so, as in our consideration of the
novelist’s criticism of life the dramatist was specifically in-
cluded. Everything that was then said about the import-
ance of the ethical element in any work of fiction, whether in
the narrative or in the dramatic form, and about the moral
standards which have to be applied to it, may, therefore, be
taken for granted without repetiton. Our only concern now
is with the way in which the drama interprets life.

Here we are brought back again to that fundamental
distinction between the novel and the drama upon which we
have more than once had to dwell at length. In theory,
the drama is entirely objective ; the novel permits the con-
tinual intrusion of the personality of the writer. Thus, as
we have shown, the novelist may interpret life both indirectly
by his exhibition of it, and directly by his comments upon
it. The dramatist is supposedly limited to the former in-
direct method. ‘A novel,” says Henry James, “is, in the
broadest definition, a personal imptession of life.” 1 The
drama, on the contrary, may be regarded, from the strictly
theoretical standpoint, as an impersonal representation of
life. Hence we shall always find it far more difficult in the
case of a drama than in the case of a novel to reduce the

“1 The Ant of Fuction 1 Partial Portraits.
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writer’s consciously given or unconsciously suggested philosophy
to formal statement. The novelist, as I have said, often
helps us greatly in this task by his own incidental inter-
gretations. The whole burden of responsibility in reading
his meaning, and making explicit what he gives only by
implication, is, according to the commonly accepted view,’
thrown by the dramatist on our shoulders.

It will be observed, however, that in speaking of the im-
personality of the drama, I have done so with qualifications.
I have said that in theory the drama is entirely objective, and
that the dramatist is supposedly limited to the indirect method
of interpretation. The drama is indeed the most completely
objective form of literary art; the novel combines the
objective with the subjective. Dealing with the matter in a
general way, therefore, we cannot well over-emphasise the
importance of the fact that, unlike the novelist, the dramatist
can reyer appear 1n proper person in his action. But it has
still to be remembered that in practice he has often contrived
a way of escape from the cramping restraints imposed upon
him by the conditions under which he has to work. If he
canrot appear in proper person in his action, he may none
the less make his presence felt there in the person of some
accredited representative.

Such an accredited representative may undoubtedly be
recognised in the Chorus of many Greek tragedies, the
significance of whose interpretative functions has already
been pointed out. To accept the Chorus as an ‘ideal
spectator * 1s tantamount to regarding its utterances as
having special authority as an expression of the thoughts
and feelings which the poet would wish that his plot should
arouse in ourselves. The Chorus in Greek tragedy, then, is
often, though not necessanly or always, the delegate of the
poet, and the mouthpiece of his philosophy of life. On the
modern stage this mechating element is no longer at the
dramatist’s disposal. But that its place is sometimes, and to
a certain extent, taker"by one of the characters in a drama
1s shown by the fact, already, noted, that such a character is
occasionally picked-eut by the commentators and described
as the “ Chorus * of the action. We have prevjously spoken
of Enobarbus as a kind of chorus in Aniony and Cleopaira,
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because in his detachment from the queen he helps to put
us at the right point of view in regard to her, while by his
comments at critical moments in the action he brings out
the meaning of Antony’s degeneration under the spell of th

“ serpent of old Nile.” I have elsewhere said of Berowne, 1n
Love’s Labour’s Lost, that though it is uncritical to see in him
“ either a deliberate study in self-portraiture or an’ uncon-
scious reflection of the personality of the author,” he * docs
stand a little apart from the other characters,” 1s ‘‘ nearer to
Shakespeare than any of them,” and is in fact from time to
time ‘‘ pushed forward as the designed interpreter of the
dramatist’s own thought,” to whom is entrusted the business
of under-scoring the moral.l Even more distinctly is the
Bastard the chorus in King John ; for though, hike Berowne,
he makes all his comments 1n his own proper character, there
is no possibility of mistaking the significance of his soliloquy
on “ Commodity, the bias of the world,” or of that splendid
outburst of fervid patriotism with which he closes the play,
and in which indeed he strikes the keynote of all Shakespeare’s
chronicle-dramas. In modern ¢ thesss - plays’—plays 1in
which the main purpose of the dramatist is to open up moral
problems or expound specific opinions—we often find sonte
one character whose principal function in the plot (whethe:
or not he has also any active part 1n 1t) is clearly to move
through it as a philosophic spectator, and to formulate 1ts
meaning on the writer’s behalf So prominent has such an
expositor become in this class of drama that French critics
have adopted a special name for him ; they call him the
‘ rarsonneur.” There are numerous examples of the rawsonneur
in the plays of the younger Dumas and other playwrights of
the doctrinaire school. As, according to his own well-known
declaration, Ibsen’s mission was to ask questions and not to
answer them, the real expositor 1s rare i his work. But we
have, I think, a case in point in the cynical Dr Relling in that
strangest and most puzzling of all his social dramas, The W:ild
Duck. ** Life might yet be quite tolerable,” says the doctor,
“ if only we were left in peace by these blessed duns who are
continually knocking at the doors of us poor folks with their

Y Intraduction tg Louve’s Labour’s Lost, in the Elizabethan Shakespeare, pp. xxxus,
XXXV
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‘ideal demand.”” Just as truly as the closing words of a
Sophoclean chorus serve to strike ‘ the final balance ’ of the
action, does this remark sum up the pessimistic moral which
Ibsen designs his play to enforce.

* It is scarcely necessary to point out that great care must
always be exercised in the search for a chorus or expositor.
Becausé a certain character in a play talks a good deal and
expresses his opinions more freely and more explicitly than
any other person on the stage, 1t 1s not hastily to be assumed
that what he says carries with 1t the authority of the dramatist
himself. His utterances must be ngorously tested by the
whole spirit and tendency of the action, and only when it is
cvident that they harmomse with thesc and help in their
elucidation are we warranted in regarding them as possessing
a general in contradistinction to a merely dramatic value.
Some commentators have chosen to discover in the melancholy
Jaques in As You Like It the representative of Shakespeare
and tne interpreter of his view of hfe But the entire plot is
surely against this identification ; as Canon Beeching has well
said,  We know that Shakespeare does not mean us to admire
Jaques’s melancholy, because he makes all the healthy-minded
people in the play, one after another, laugh at it.” ! In the
same way, two distinguished German critics, Gervinus and
Kreyssig, have found in the reflections of Friar Laurence
the philosophic text of Romeo and JFuliet, and basing their
reading upon these, have turned a young poet’s superb
glonfication of youthful love into a sort of homily against
unregulated passion That the Friar’s moralisings do give
us one point of view from which the tragedy may be regarded
15 undeniable : but that this point of view, while most appro-
priate to the speaker, in the least represents Shakespeare’s,
the whole burden of the drama makes 1t impossible to
believe.

The chorus or rawsonneur is, however, an occasional figure
only in the drama, and unless he is properly disguised by
having a real part to play in the plot, criticism is justified in
objectu g to hum entirely. We have therefore to ask whether,
keeping more strictly within the bounds of impersonal art,
and without having recourse to this device of direct repre-

U W allium Shahespeare, p 8g. *
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sentation, the dramatist may not still find an opportunity of
conveying to the audience his own thoughts and feelings.
The answer is that he may do this through the utterances of
his various characters, who, while never ceasing to speak in
accordance with their personalities and situations, may non&
the less be utilised by him as exponents of his 1deas about
men and things. ‘

Here we have to be on our guard against what Prof.
Moulton has called ¢ the Fallacy of Quotations.” 1 This
fallacy is familiar to us all through the typical case of our
own greatest dramatist, from whose plays maxims and judg-
ments are continually cited as illustrations of what ** Shake-
speare says,” without regard to the fact that every one of these
passages was spoken in character, and must therefore be
primarily accepted only at its dramatic value as an expression
of the mind of the speaker. No mere miscellaneous collection
of quotations or ‘ beauties > will serve to throw the slightest
light for us upon the essential principles of Shakespeare’s
own thought ; and Prof. Moulton does well to warn us against
any attempt to penetrate into these principles by the wholly
uncritical method of taking even the wisest and most pregnant
sayings out of their context and referring them directly to the
dramatist himself. But he is surely guilty of serious exaggera-
tion when he writes : *° Dramatic differs from other hitcrature
in this, that quotations from a play can never reveal either the
mind of the author or the spirit of the drama. . . . For every
word in a play some imaginary speaker, and only he, is
responsible ; and thus in dramatic literature no amount of
quotations can give us the mind of the poet or the meamng of
the poem.” 2 I do not question that this 1s a perfectly correct
statement of the abstract theory of the drama—of 1ts ideal
objectivity. But I contend that, as the above remarks on the
chorus and rawonneur have shown, this abstract ideal is not
alwayr vealised in practice, and that it was not always realised
even by Shakespeare. Prof. Moulton’s protest against the
use of quotations in the interpretation of Shakespeare’s
thought must, therefore, be taken with much modification.
Can we doubt that the dramatist does sometimes, wittingly
or unwittingly, drop the mask, and give utterance to senti-

1 The Moral System of Shakespeare, . 3 2 Ibid., p. 2.
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ments for which he, and not his imaginary character and
spokesman, is responsible ?—that, to take only one outstanding
example, it is Shakespeare and not Hamlet who unpacks
his heart in musings over “the proud man’s contumely,
the pangs of despised love, the law’s delay,” who discourses
on the drunkenness of his fellow-countrymen, who lectures
the playefs on the art of acting, and complains of the popu-
larity of the boy-actors of the Queen’s Revels ? In all these
passages, curiously inappropriate as they are to character and
situation, we are hstening, it is obvious, not to Hamlet but to
Shakespeare : even so conservative a crnitic as Prof. Boas
admits that they put “ out of court all a priri theories of
Shakespeare’s pure objectivity.”” ! But Hamlet is an excep-
tional case. It is more important therefore to insist that even
when he does not thus manifestly drop the mask—even
when his characters speak entirely in accordance with their
personalijies and circumstances—Shakespeare again and
again gives us through their lips a clear indication of his own
ideas and judgments. But how are we to know when he
does this? How are we to discriminate—as no mere mis-
cellaneous collection of ‘ beauties’ will enable us to dis-
criminate—between the passages which are simply dramatic
and those which, while still dramatic, may safely be read as
representing Shakespeare’s own mind » The answer is one
which, I believe, every intelligent siudent who is not ham-
pered by * a prior: theories of Shakespeare’s pure objectivity *
must have discovered for himself. ‘ We can,” as Canon
Beeching says, “ observe the sentiments put into the mouths
of those characters with whom we are plainly meant to sym-
pathise, and contrast them with those that are put into the
mouths of other characters with whom we are meant not to
sympathise. This,”” Mr Beeching rightly adds, “is a con-
sideration sufficiently obvious, but it is too often neglected,
although it is of the utmost mmportance in the interpreta-
tion of the dramas.” 2 Nor is this quite all. Mr Beeching
might also have remarked, though he has not done so, that
even the characters with whom we are not meant to sympa-
thise may very clearly at times be used to bear indirect and

1 Shakspere and his Predecessors, p. 889.
® William Shakespeare, pp. 91, 92.
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unwilling testimony to moral truths formerly defied by them,
and expressed perhaps by characters with whom we are meant
to sympathise. “The gods are just,” says Edgar, at the
end of King Lear, *‘ and of our pleasant vices make instruments
to plaguc us.” And Edmund replies : * Thou hast spoken
right, ’tis true ; the wheel has come full circle ; T am here.”
Edmund’s villamny has brought about its own fitting nemesis,
and even more than Edgar’s generalisation does this final
admission on his part of the reality of the moral law which he
has broken provide the dramatist’s commentary upon this
part of his plot. In our attempt to interpret a dramatist’s
criticism of life, therefore, guidance may properly be sought
in the systematic examination and collation of the sentiments
distributed among the characters. But the principle already
laid down in connection with the chorus must again be
emphasised. Every utterance of every character must, as I
have put it, be rigorously tested by the whole spirit and
tendency of the action.

This brings us to our last point. It is in the whole spirit
and tendency of the action that a diamatist’s criticismn of Life
is, after all, most fully embodied. In dealing with the ethical
aspects of prose fiction I quoted with approval Prof. Moulton’s
remark that * every play of Shakespeare,” critically examined,
turns out to be “ a microcosm, of which the author is the
creator, and the plot 1s its providential scheme.” It can never
be too often repeated that the world which the dramatist
calls into being, with all its men and women, actions, passions,
motives, struggles, successes, failures, is a world of his own
creation—a world for which, when the last word about
objectivity in art has been said, he alone is responsible. Now,
because it is a world of his own creation, it must of necessity
be the projection of his own personality ; of necessity it
must reveal the quality and temper of his mind, the atmosphere
through which he looked out upon things, the direction of his
thought, the hines of his interests, the general meaning which
Lfe had for him. It is quite true that to express the spirit and
tendency of his work in any abstract statement which wll
satisfy us as comprehensive and final, is often very difficult,
and sometimes impossible. But by carefully analysing the
total unp,ressxon, intellectual and moral, which that work
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makes upon us, we shall gain a broad sense at least of the
dramatist’s underlying philosophy of life.

Note To PAGE 231 —In referring the geness of Greek tragedy to the
prymtive Dionystac dithyramb, 1 adopted the theory which was still 1n
almost undisputed possession of the field at the time when the present
pages were written. This theory has now been challenged by Prof.
Ridgeway in his Origin of Tragedy, with Special Reference lo the Greek Tragedians,
published 10 1910 Prof. Ridgeway maintains with great learning and
skill that tragedy 1n fact arose, not out of the rustic worship of Dionysus,
but out of ancestor-worship or the cult of the dead In my judgment he
has made out a very strong case for this view, and his book 1s one which
every student of the Greek drama should read At the same ume, the
substitution of the one theory for the other would make no difference to
the general principles enunciated 1n the text It 1s still conceded that
Greek tragedy was chonc 1n onigin, and thus the statement 1s correct that
« the chorus belonged to Greek tragedy because 1t was the germ from
whach atsprang.”



CHAPTER VI .

The Study of Criticism' and the Valuatign
of Literature

L. The General Nature of Critictsm. What is Criticism ? — Common
Objections to Criticism — CﬁticismWTh: Abuse of
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History of Criticism as a Supplement to the History of Literature —
Criticism and Production. V. The Problem of the Valuation of Litera-
ture. Is all Judgment necessarily Personal ? — Differences in Value
in Personal Judgments — The Real Problem of Personal Enjoyment
— Some Practical Aspects of this Problem — Is Criticism a * self-
cancelling Business ? ' — What does it mean when the Crtics
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¢ Classic’ ? — ¢ Catholicity > in  Laterature — The Struggle for
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The Valuation of Contemporary Literature — The © Classics’ as
Standards of Comparison.

(IN its strict sense the word criticism means judgment,
and this sense commonly colours our use of ji_even
when it is most broadly employed. Fhe literary critic is
therefore regarded primarily as an expert who brings a special
faculty and training to bear upon a piece of literary art,
or the work'of a given author, ;:tammcs itgmerits and defectsy
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and pronounces a ygrdicwt upon it. Yet when we speéak of e
literature of ‘criticigm. we evidently include under the terns-
more than the literature which records judgment. We
comprehend under it the whole mass of literature which is
written about literature, whether the object b& analysis, intet-
pretation, or valuation, or all these combined.  Poetry,
the drama, the novel, deal directly with life. Criticism deals
with poetry, the drama, the novel, even with_criticism itself.
If creative literature may be defined as an interpretation of
life under the various forms of literary art, critical literature
may be defined as an .interpretation of that interpretation
and of the forms of art through which it is given.)

The prejudice often expressed against criticism is thus
easily explained. Our first business with a great author is
with the author himself. It 1s his work that we want to under-
stand, and to understand for ourselves. What, then, it is
frequengly asked, is the use of so many intermediaries?
Why should we consume time in reading what some one else
has said about Dante or Shakespeare, which we might surely -
employ much more profitably in reading Dante and Shake-
speare themselves ?) We have so many books about books
that our' libraries are being choked with them, and our
attention distracted. Nor is this the worst. ( The enormous
growth in recent times of the parasitic literature of explanation .
and commentary has in turn bred a fast-multiplying race of
secondary parasites—of critics who write about critics, and
undertake to interpret their interpretatjon of the interpreta-
tion of life presented in real literature. 6Ne have therefore an
ever-increasing number, not only of books about books, but
also of books about books about books.) We have histories
of criticism ; we have analytical studies &t the methods of this
critic and that ; we have magazine articles in which such
studies are summarised and discussed. (We are thus tempted
to get our knowledge of much of the world’s greatest literature
at”second-hand, or even at third hand. Scherer examines
Paradise Lost. Then Matthew Arnold’ examines Scherer’s
examination of Paradise Lost.} We may be much intereited
in what Scherer thinks abofit Milton, and in what Arnold
thinks of Scherer’s view of Milton, and perhaps in some other
person’s view of Arnold’s opinion of Scherer as a critic of




r

967 AN INTRODUCTION TO THE STUDY OF LITERATURE

Milton. { But meanwhile there is a serious danger lest, our
whole leisure being devoted to Scherer and Arnold, Milton’s
own work may remain unread.)}{Is not the critic, therefore,
a mere cumberer of the ground? At best, the study of
criticism can be _no substitute for the study of the Literature
criticised. At worst, it may stand in the way of such study by
iriducing s to rest content with that superficial sort'of know-
ledge abaut books and their authors, which, as I have already
insisted, is a vitally different thing from personal knowledge
of the books and authors thcmsclvcs.g
ese objections are quite intelligible,Jand in an age when
creative literature is undoubtedly m peril of being overlaid
by, and practically buried under, a growing mass of exposition
and commentary, due weight must certainly be given to
them. Against the abuse of criticism, as a marked feature
fin the intellectual life of our time, a protest may therefore be
wvery justly made. (But we are not for this reason to feny the
wtility of criticism. * It has its legitimate place and function.)
et me emphasise in passing a point which is commonly
lost sight of. The distinction between the literature which
deals directly with life, and the hiterature which deals with
literature, fundamental as it may at first seem, 1s after all an
artificial one. Literature is made out of whatever interests
us in life. But personality is manifestly one of the chief facts
in life, and one of the most profoundly interesting It follows,
therefore, that the critic who undertakes the interpretation
of the personahity of a great writer as 1t is revealed in his work,
and of that work in all its varied aspects as the expression
of the man himself, 15 just as truly dealing with life as was the
poet or dramatist whose writings form the subject of his study?)
A noble book 1s as living a thing as a _noble deed, and the
ﬁropgsg of art are just as vital as_those which are involved
in any other of Iife's many-sided activities. This view has
been admirably expressed by Mr William Watson, who, to
the objection that he has too often sought * in singers’ selves *
—in the work of other poets—his ¢ theme of song,” replies
that he has taken the great poets as his matter deliberately,
Holding these also to be very part
Of Nature’s greatness, and accounting not
eir descants least heroical of deeds.
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(So far as the current prejudice against criticism is based
upon its supposed difference in kind from that creati
literature which draws matter and inspiration directly fr
life, it has thus to be set aside.  True criticism also drawg its_
matter and inspiration from life, and in its own way it like-
wise is creative,

(It is important therefore to distinguish between the abuse
and the use of criticism. This fortunately is a problem which

fesents no serious difficulty. We can easily learn from our
own experiences when the reading of criticism becomes a
snare, and when it is of help to us. ) ~*

(To put the matter broadly, it becomes a snare whenever
we remain satisfied with what some one else has said about a
great author, instead of going straight to that author, and
uying to master his work for ourselves. Short cuts to know-
ledge are now being rapidly multiplied in literature as well
as in all’%ther fields of study ; and 1n the rush of life, and the
stress of conflicting interests, we are sorely tempted to depend
upon them for information about many writers of whom the
world talks freely, and of whom we should like to be able to
talk freely too, but with whom we have not the time, or
perhaps not the patience, to become acquainted on our own
account. To read the Odyssey through 1s a task from which
many of us may recoil on the ground that it is very long, and
that there are so many other things that we are equally
anxious to read. Such a handy little epitome of the contents
of that wonderful old poem as is provided in the Ancient
Classics for English Readers seems therefore exactly to suit our
needs. Now 1t is not to be assumed, as it is in fact assumed
too often by writers on the subject, that such dependence
upon the literature of exposition is open to unqualified con-
demnation. The matter must be treated practically, and to
say that we should try to read for ourselves every book in
the world’s literature that is worth reading at all, is, so far as
the majority of us are concerned, to lay down a counsel of
perfection. (If the question takes the form, as it often must,
as to whether the Odpssey is to remain an entirely sealed book
for us, or whether we are to get some idea of its story and
characters at second hand, then I for one should not hesitate
to answer that & is far better to know something about the
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poem from the briefest sketch of it, than to know nothing
about 1t at all. { Life is short, our margin of leisure generally
limited, the special line of our individual interests often of
necessity narrowly defined ; and thus out of the enormous
| mass of the world’s really great literature that portion which
,we can ever hope to make a personal possessionsis small
‘indeed.ﬁ Qur curiosity concerning many important writers
who lie beyond our opportunities or our chosen ficld of study,
our wish to understand something of their character, pro-
duction, place and influence, are perfectly natural and
justifiable, and it would be absurd to argue that we should
not freely turn to service what others have written about
them, using this, if needs be, as a substitute for our own
reading of their work, or perhaps as a guide for subsequent
use to what is most valuable for us in it. Every one will
admit, for example, that Voltaire is one of the greatest mpen
of letters of the eighteenth century. As such, he is irheresting
both in himself and on account of the enormous place which
he fills in the hterary history of his time. About such a man,
and about his work, certain questions, sooner or later, are
sure to arise. What did he really stand for ? what were his
aims ? his methods ? his achievements? How much of his
work is important only from the historical point of view?
How much of it has any permanent value, and why? To
such questions we should be glad to obtain at least a general
answer. But Voltaire’s separate publications number up-
wards of 260; he wrote society verses and epuf poems,
dramas and dramatic criticism, history and biography,
philosophical tales and philosophical treatises. For the
ordinary Enghsh reader the mass of this immense and varied
output must of necessity remain an unexplored territory.
But~théanwhile he will find in Lord Morley’s admiiable
volume of under 400 pages a compact and luminous study of
the man, his milizu, his work ; and the careful perusal of
this will give him a far better idea of Voltaire’s genius, power,
limitations and accomplishment than it would be possible
for him to derive from hasty and undirected efforts to acquaint
himself directly with Voltaire’s own work. Again, among
the countless minor writers in all literatures there are many
who deserve some attention, because, as Matthew Arnold very
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justly says, being i in their own way “ real men of génms,"
and thus havmg a genuine gift for what is true and ex~
cellent,” they are ‘ capable of emitting a life-giving stimulus.”
1t is therefore “ salutary from time to time to come across a
genius of this kind, and to extract his honey,” for “ often he
has mote of it for us . . . than greater men.” I But to.xead
many of these writers in their entirety for ourselves is mani-
festly impossible, and we may thus be grateful to the inter-
mediary who extracts the honey for us and sets it before
us in available form. Modest such service may be ; but it
is of inestimable value, and we have every right to take
advantage of it.

To say that we must never depend upon other people for
our knowledge of authors and books is therefore to be gulty
of gross exaggeration But the general importance of the
principle that our chief business is directly with literature,
and not with even the best critical interpretation of literature,
15 none the less not to be mmpugned. ‘ Some books,” as

Bacon says, “ Wy ?; yet, as ﬁ"é’#ghtly
adds, * distilled books ar common distilled waters,
flashy things.”—Ifthe primary aim of literary study be the
cultivatiomof intimate personal relations between student
and writer, then our too frequent practice of contenting our-
selves with books about books can scarcely be too strongly
deprecated. The essential virtue of a great book, 1ts
individual power, its ‘ hife-giving stimulus,” can be felt in
their fullness only through immediate contact. They cannot
be transmitted, save in a very shght degree, by any agent
or expositor. A well-known American professor once told
me of a student of his who came to him with the question :;
What was the best book he could read on Timon of Athens, o

which he was then writing an essay. My friend’s reply was :
* The best book you can read on Timon of Athens is—Timon o

Athens.”” This was a view of the matter which apparently
had not occurred to the inquirer, who went away a sadder
and wiser man. It is a view which is too often neglected
by most of us. No analysis or criticism of a book, let it
therefore be repeated, anls‘?saﬁmemme for
our gwn pcrso}x)m—myjif-thc book “itself.® The labour

1 Essay on Joubert, in Essays in Crituwsm, First Series.
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which we bestow on a determined effort to gain such mastery
is, as a means of literary culture, of infinitely greater value than
any knowledge of the book which we obtain from the outside.

This suggests another danger inherent in our continual
recourse to the literature of exposition and commentary. We
are too apt to accept passively another person’s intérpreta-
tion of a book and his judgment upon it. This danger is
the more to be emphasised because it increases with the
power of the critic himself. If he is a really great critiec—that
is, if he is a man of exceptional learning, grasp, and vigour
of personality—he is likely to impose humself upon us. Pain-
fully aware by contrast of his strength and our own short-’
comings, we yield ourselves to him. He dominates our
thought to such an extent that we take his verdict as final.
Henceforth we look at the book, not with our own eyes, but
through his. We find in it what he has found therg, and
nothing else. What he has missed, we miss too. Our
reading runs only on the lines that he has laid down. Thus,
in fact, he stands between us and his subject, not as an inter-
preter, but as an obstacle. Instead of leading us, he blocks
the way. Personal intercourse with our author is prevented,
and the free play of our mind upon his work is made im-
possible.

Yet serious as are the results which follow from the abuse
of criticism, its real use ur the study of literature is not for a
moment to be called in question. To deny its service is
tantamount to asserting either that no one else can ever be
wiser than ourselves, or that we can never profit by another
person’s deeper experience or superior wisdom. The chief
function of criticistn is to enlighten and stimulate. If a
great poet makes us partakers of his larger sense of the mean-
ing of life, a great critic may make us, partakers of his larger
‘sénse of the meaning of literature. The true critic is one
who is equipped for his task by a knowledge of his subject
which, in breadth and soundness, far exceeds our own, and
who, moreover, is endowed with special faculties of insight,
penctration, and comprehension. Surely, it would be the
height of impertinence to assume that such a man will not
sec a great déal more than we do in a given masterpicce of
literatiire, and the extreme of folly to imaginte that with his
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aid we mao%‘?ot discover in it qualities of power and beauty,
a wealth of interest and a depth of significance, to which,
but for that aid, we should in all probability have remained
blind. The critic often gives us an entirely fresh point of
view ; often, too, renders particular assistance by translating
into definite form impressions of our own, dimly recognised
indeed, but still too vague to be of practical value. He is
sometimes a pathfinder, breaking new ground ; sometimes
a friendly companion, indicating hitherto unperceived
aspects of even the most familiar things we pass together by
the way. Thus he teaches us to re-read for ourselves with
quickened intelligence and keener appreciation. Nor is_this
all. He frequently helps us most when he challenges our own
judgments, cuts across our pre-conceived opinions, and gives
us, in Emerson’s phrase, not instruction, but provocation. If
we read him, as we should read the literature of which he
discougses, with a mind ever vigilant and alert, it will matter
little whether we agree with or dissent from what he has to
tell us. In either case we shall gain by contact with hum in
insight and power.

I1

As already implied, criticism may be regarded as having
two different functions—that of interpretation and that of
judgment. It is indeed true that in practice these two
functions have until our owi tifie been generally combined,
“since the majority of critics, while concéiving judgiient to-be—
the real end of all cnticism, have freely employed interpre-
tation as a means to that end. Within recent years, however,
the distinction has been forced into promunence by various
students of hterature, who, setting the two functions in
opposition, have more or less consistently maintained the
thesis that the critic’s chief duty is exposition, even if (and
this, as we shall sée, ias been denied) he is ever warranted in
venturing beyond exposition into questions of taste and
valuation,

Accepting for the moment this view of the scope and
limitations of criticism, we have to ask, what is it that the
criic as interpreter should set out to accomplish? The
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answer will show that, even as thus defined, his task is both
large and difficult. His purpose will be to penetrate to
the heart of the book before him ; to disengage its essential
qualities of power and beauty; to distinguish between
what is temporary and what is permanent in it ; to analyse
and formulate its meaning ; to elucidate by direct examina-
tion the artistic and moral principles which, whether the
writer himself was conscious of them_or not, have actually
guided and controlled his labours. What is merely implicit
in his author’s work he will make explicit. He will exhibit
the interrelations of its parts and the connection of each with
the whole which they compose. He will gather up and
epitomise 1ts scattered elements, and account for its character-
istics Dy tracing them to Thelr sources. Thus, explaining,
unfolding, illuminating, he will show us what the book really
is—its content, its spirit, its art ; and this done, he will 1e¢ave

it to justify and appraise itself. * To feel the virtue of the
poet ar the painter, to disengage it, to set it forth—tHest,
says Walter Pater, ‘ are the three stages of the cntic’s duty.”

~In the execution of his task such a critic will, of course,
follow his own particular line of exposition. He may confine
himself strictly to the book in hand, and fix his.attention
wholly upon what he finds there. He may elutidate it by
systematic reference to other works of the same author. He
may thgow light upon it from the outside by adopting the
method of comparison and contrast. He may go further
afield and seek his cluc in the principles of historical inter-
pretation. But whatever his plan, his one aim is to know,
and to help us to know, the book in itself. He will pass no
definite verdict upon it from the point of view of his own taste, _
or of any organised body of critical opinion.

An elaborate statement of the aims and methods of the
critic as interpreter will be found in the long plea for a purely
scientific kind of literary criticismm with which Prof. Moulton
prefaces his study of Shaekespeare as a Dramatic Artist. ‘;_’[b;_‘
prevailing notions of criticism,” Mr Moulton points out,}

€ dominate assaying its function ;
to test the soundness, and estimate the com i
Titérary work. _Lord Macaulay, than whom no one has a’
0 be heard on the subject ”’ (this, I may say in
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passing, seems to me a much exaggerated view of Macaulay’s
importance as a critic), “ compares his office of reviewer to
that of a king-at-arms, versed in the laws of literary procedurc‘,
snarshalling authors to the exact seats to which they are
entitled. And, as a matter of fact, the bulk of literary criticism,
whether in popular conversation or in discussions of professed
critics, occupies itself with the merits of authors and works ;-
founding its estimates and arguments on canons of taste,
which are assumed as having met with general acceptance, or
deduced from speculations as to fundamental conceptions of
literary beauty.” In opposition to these ideas, Mr Moulton
advocates the principles of what he calls *inductive’
criticism. The name itself betrays the origin of the proposed
method in the powerful influence of modern science ; and
Mr Moulton distinctly says that its avowed object is “ to
bring the treatment of literature into the circle of the inductive
sciencss.”  Such criticism is, indeed, as he insists, to be
regarded, not as a branch of literature, but as a branch of
science. As such, it seeks scientific accuracy and scientific
impartiality. ““ The treatment aimed at is one independent
of praise or blame, one that has nothing to do with merit,
relative or absolute.” The inductive critic, like the investi

gator in any other field of scientific research, with whom he;
boldly claims comradeship, therefore ‘ reviews the pheno-
mena of literature as they actually stand, inquiring into and
endeavouring to systematise the laws and principles by which
they are moulded and produce their effects,” and recognising
“ no court of appeal except the appeal to the literary works
themselves.” Three important pomnts of contrast may thus
be indicated—we still follow Mr Moulton—between the older
judicial and the new inductive methods. In the first place,

judicial criticism is largely concerngd with the
of

the order of merit among literary works. This question

lies outside of science. — A geologist is Tiot heard extolling
old red sandstone as a model rock-formation, or making
sarcastic comments on the glacial epoch.” As a scientist
the inductive critic knows nothing about differences

degree ; he knows only differences in kind. Conwasted
literary methods—as, e.g., the method of Shgkespeare and
the method of,Ben Jonson in the drama—are considered by
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him, not as higher and lower, but simply as distinct, “in
the way in which a fern is distinct from a flower.” Such
distinction allows ‘ no room for preference because there is
no common ground on which to compare.” The differences,
between author and author are therefore to be marked and
formulated, but no attempt is to be made to estimate their
respective values. Secondly, judicial criticism rests on the idea
that the so-called laws of literature are like the laws of morality
or the laws of the state—that is, that they are imposed by an
external authority, and are binding on the artist as the laws
of morality and of the state are binding on the man. For the
inductive cntic such laws do not exist. For him the laws of
literature are precisely what the laws of nature are for the
natural scientist—not conditions superimposed from without,
but “facts reduced to formulz.” The laws of nature are
merely a generalised statement of the order actually observed
among phenomena. The laws of literature are to ba taken
in a precisely similar sense. They express what is, not what
conceivably ought to be. Thus * the laws of the Shake-
spearean Drama are not laws imposed by some external
authority upon Shakespeare,” and for obedience to which
he has to be held responsible, ““ but laws of dramatic practice
derived from the analysis of his actual works.” It is only in
the language of metaphor, therefore, that we can properly
say that Shakespeare ‘ obeys’ such or such ‘laws’ of the
drama, as it is only in the language of metaphor that we can
properly say that the stars ‘obey’ the law of gravitation.
| The critic’s business is thus not to test Shakespeare’s practice
by its conformity, or want of conformity, to certain abstract
ideas of the drama or to rules independently drawn up, but
,sxmply to discover by direct examination of his plays the
'principles upon which they were written, and then to reduce'
.the results of such examination to a generalised statement.’
This leads te the third point of contrast between the judicial
‘and the inductive methods. ludxcxal criticism Erocccd___l)on
_the hypothesis that there are ' fixed standards ’ by which
Titerature may be tried and g_ludgcd Ihesg standards have
varied greatly with different critics and in different ages, and
“this fact furnishes us with one reason why criticism in general
has"80 Irequently fallen into disrépute; yet the existence of
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some such standards has none the less been assumed. In-
ductive criticism recognises no fixed standards, and jndeed
denies their possibility. Like all other phenomena dealt with
by the sciences, literature is a product of evolution ; its
*history is a history of unceasing transformations ; and thus the
quest_for permanent criteria is foredoomed to inevitable
failure; since it postulates finality where in_the very nature of
things no finality will ever be found,? ", T

Thus, to sum up, “ inductive criticistn will examine litera-
ture in the spirit of pure investigation ; looking for the laws
of art in the practice of artists, and treating art like the rest
of nature as a thing of continuous development, which may
thus be expected to fall, with each author and school, into
varieties distinct in kind from one another, and each of which
can be fully grasped only when examined with an attitude
of mind adapted to the special variety without interference
from yithout.”

According to this view of its functions, then, criticism has
nothing whatever to do with the supposed or possible value
of a piece of literary art, or with our personal feelings concern-
ing 1it. Ignoning all considerations of individual taste and all
questions of absolute or comparative merit, the critic, as
scientist, addresses himself wholly to the labour of investiga-
tion He is, as Taine once phrased it, ‘_a_kigg_p_[_bgm.nisr_
whose subject-matter, however, 1s not the phenomena of

plant-life, but those of literature,

‘We have here, it will be seen, a theory of inductive criticism
which carries us no further than this—that the law of each
author’s work must be sought within that work itself . the
implication being that the law so found can never be apphed
to the work of any other author, and therefore can never be
used as a standard of judgment or even as a guide. This
conclusion raises a problem which we shall have to deal with
presently. In the meantime we must not fail to note that a
conception of criticism is possible which, while denying the
vahdity of the older judicial practice, does not necessanly

! Contrast the following emphatic statement 1n an early number of the
Edwnburgh Remew + ** Poetry has this much in common with religion, that
its canons were fixed long ago by certain inspired writery, whose authority
1t 13 no longer lawful to call in question.”
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entail the repudiation of the critic’s right to estimate and
judge. The key to this conception is provided by the principle
of the relativity of literature and the historical method of
interpretation. For a succinct account of it we may turn to
a great French critic already named—M. Edmond Scherer!
Taking up the study of Paradise Lost, Scherer was struck by
the diametrically opposed opinions of it of two such ‘men as
Voltaire and Macaulay, of whom the one indulged in un-
measured digparagement, the other is unqualified laudation.
Is either the disparagement or the laudation, he asked, to be
taken as a real verdict upon the poem ? Does either give us
any true account of its greatness, its shortcomings, its place
among the masterpieces of literature ? Certainly not. These
are not unbiassed judgments at all ; they are merely ex-
pressions of personal idiosyncracies in the critics. They lack
entirely that quality which beyond all others we should
demand in one who sets up as a judge of literature—the ?ualit_:z
of detachment and impartiality. They tell us what a brilliant
‘Frenchman ol the eghteenth century and what a clever
Englishman of the nineteenth century respectively thought
about Milton’s monumental work ; but they do not help us
to form for ourselves a disinterested judgment upon it. As
they stand, they simply cancel one another ; our own pre-
possessions may impel us towards Voltaire’s view, or towards
Macaulay’s ; but in themselves they leave us unconvinced
and unenlightened. How then shall we ourselves proceed
in the hope of establishing a point of view beyond personal
feeling—a point of view from which, irrespective of any
question whether we ourselves enjoy or do not enjoy the
pocm, we may see Paradise Lost as it really is? By adopting,
Scherer replies, the modern historical method. This method,
he argues, is *“ at once more conclusive and more equitable ”
than that of the older schools of criticism, because it * scm

itself to understand things rather than to class them, to explai
them rather than to judge them.” Its aim is * to account fo
a work from the genius of its author, and from the turn this
genius has taken from the circumstances amidst which it was
developed.” Our first business in approaching the study of
Paradise Lost, therefore, will be to eliminate as far as possible
| all personal bihs, arising cither from individual temperament
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and predilections or from the literary habits and tastes.of our
own time and circle and to ‘acceiit for’ the poem—ito
explain it as it is, in ail its.varied characteristics.of matter and
style—by an exhaustive analysis of Milton’s ..genius .and
environment—of the man himself and the sum total of the
influences, intellectual, artistic, political, which, whether we
deem it to have been for good or evil, actually left their
impress upon him.!  Up to this point the critic is still regarded
as an investigator, though the elements of personality and
malieu—factors which do not enter into Mr Moulton’s scheme—
are now brought forward for special emphasis. But here
Scherer parts company with those who, like Mr Moulton,
decline to advance from interpretation to judgment. * Out
of these two things,” he maintains—‘‘ the analysis of the
writer's character and the study of his age—there spon-
tancously issues the right understanding of his work : >’ and
this right undcrstandmg in turn furnishes us with a criterion
by whglh to estimate its position and value. “‘ In place of an
appreciation thrown off by some chance-comer, we have
the work passing judgment, so to speak, upon itself, and
assuming the rank which belongs to it among the productions
of the human mind.” 2

As 1t is manifestly no part of our present plan to under-
take any comprehensive discussion of modern theories con-
cerning the purposes and methods of criticism, these two
writers must suffice to 1llustrate the marked tendency of our
time to regard interpretation as the chief, if not the only, end
of the critic’s task. While Mr Moulton rejects judicial
criticism entirely, M. Scherer endeavours to find foundations
for such criticism deeper and more stable than can ever be
provided by a priori formulas or individual tastes. But the

! To underhne the moral of Scherer’s advice, we may recall the case of
Willlam Morns, who, making no attempt to escape from himself and bis
age, openly expressed his dislike of Milton on the ground that he was at
once a puritan and classiaist.  But for the histonical student the fact that
Milton uses the forms of the classic epic and the humanistic learnng of
the Renaissance as a vehicle for his punitan philosophy, 1s of the utmost
value 1n hclping him to ‘account for’' Paradise Lost, and therefore 1n
the deepest sense to understand and appreciate 1t

3 In these citations from Scherer I have adopted Arnold’s translations
as given in his essay, A French Critic on Milton, 1n Muxed E.ssa;.:.
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English critic and the French critic are at one in their desire
to escape from the narrow, inflexible, haphazard methods
of the older schools, and in their attempt to carry into the
study of literature the larger, more flexible and more syste-
matic methods of science. °

It would not be easy to exaggerate the importance of the
fresh leads thus indicated. We may follow them With an
exhilarating sense that they will assure us of substantial results
in a real and living knowledge of the things which concern us
most in whatever work or author we may take up for our
study. Lord Morley has rightly protested that it is nothing
short of a disgrace to human_intelligence that, generation
affer generation, learned men should have continued to
dispute about the meaning of Aristotle’s famous dictum _about
tragedy, instead of going straight to the phenomepa of
tragedy and inquiring into their significance for themselves.!
But literary criucism, throughout its entire range, was long
crushed in this way beneath the dead weight of authority and
the tyranny of preconceived notions. The only way of escape
possible from the fluctuations of individual tastes was sup-
posed to lie in recourse to some established code. Every
author had therefore to be judged by canons applied to his
work from the outside, while the quality of any new departure
in literature was to be estimated only by reference to models
—to what had already been accomplished by other wrniters
at other times. The superstitious veneration of the classics,
which began with the Renaissance and lingers in scholastic
circles even to-day, inspired a general belief in the value of
the Greek and Latin writers as permanent standards of
excellence ; and even when this particular theory broke down,
the critic’s practice was still to appeal to some author or
school of authors by whom the true laws of literature were
assumed to have been exemplified once and for all. Thus
criticism too often degenerated into pedantic disquisitions
on matters of httle real importance, and sterile efforts to keep
production within certain prescribed bounds. It became
conventional, dogmatic, arbitrary. It condemned all devia-
tion from the lines it had chosen to lay down in advance;
as in the familiar case of Shakespeare who, for a long time in

! Daderot and the Encyclopedists
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France, and by a.number of critics even in England, was
pronounced barbarous and inartistic because his work did not
conform to the laws of that ¢ classic ’ drama which had been
postulated as the ideal type. Seeing its guidance mainly in
the past, such criticism practically denied the principle of
development and the right of the new spirit in literature to
strike oyt into fresh paths for itself. It ignored the great fact
emphasised by Wordsworth, and illustrated again and again
in literary history, that ‘““every author, as far as he is great
and at the same time original, has had the task of creating
the taste by which he is to be enjoyed ”—and therefore, it may
be added, of establishing the standards by which his work has
to be adjudged.

The methods and results of this older kind of criticism
may be studied to advantage in the writings of two of its
best-known practitioners—Addison and Johnson.

Addison undertakes a systematic criticism of Paradise Lost. .
But heproceeds upon a plan very different from that advo-
cated by Scherer. He does not seek a * right understanding ”
of Milton’s poem 1n * an analysis of the writer’s character
and the study of his age.” His method is to ‘‘ examine it by
the rules of epic poetry, and see whether it falls short of the
Iliad and the &neid in the beauties which are essential to that
kind of poetry.”! How are we to discover these ‘rules’
of epic poetry ? How are we to learn in what “‘ the beauties
which are essential > to it actually consist ? By the careful
study of Homer, Virgil, and Aristotle. By the tests which they
furnish our Enghsh poet must stand or fall. Now, it must not,
of course, be forgotten that, in this particular instance, a
certain justification for the critic’s procedure may be found in
the fact that Milton avowedly fashioned his work upon the
structural principles of the classic epic, and that the canons
applied by Addison were such, therefore, as, in the main, he
himself would have been willing to accept? There is thus
a vital difference between the trial of Milton by “ the rules

1 Spectator, No. 267.

t See ants, pp. 58, 59, and contrast Addison’s papers on the ballads of
Cheyy Chace (Spectator, Nos 70 and 74), and The Babes in the Weod (No. 80),
1n which the constant appeal to the authonty of Horace and Virgil 1s to us
s0 inopportune as to scem absolutely ludicrous. >
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of epic poetry ™ and the trial of Shakespeare by the canons
of the classic drama. The dogmatic narrowness of the
method is none the less apparent in many places ; as when
the critic finds fault with Milton’s ‘ fable —as Dryden had
done before him —because “ the event is unhappy,” while
Aristotle had laid it down as a general rule that an epic
poem should end happily ; and when he complains of Milton’s
allegories that they ‘ rather savour of the spirit of Spenser
and Ariosto, than of Homer and Virgil.” It is therefore the
more curious to notice that in one case Addison recognises in
passing the principle of development in literature and the
consequent impossibility of taking even Aristotle’s dicta as
definitive : *“in this, and some other very few instances,” he
writes, in concluding his survey of Milton’s characters,
‘ Aristotle’s rules for epic poetry, which he had drawn from
his reflections upon Homer, cannot be supposed to square
exactly with the heroic poems which have been made since
‘his time, since it is evident to every impartial judge Lis rules
would still have been more perfect could he have perused the
Zneid, which was made some hundred years after his death.”
This incidental admussion, prompting as it does the further
guestion, would not Aristotle’s rules have been even more
perfect still could he have perused not only the &neid but
also Paradise Lost, is mamfestly fatal to the whole conception
of finality in literature, and therefore to the fundamental
assumptions on which Addison’s criticism rests.?

Johnson’s criticism is equally instructive. As Macaulay
says, he “ took it for granted that the kind of poetry which

1 Discourse on Satire

2 Addison, 1t will be seen, acknowledges that the Father of Criticism
drew his rules for epic poetry * from his reflections upon Homer ’—that
is, that he proceeded by the method of induction. He took the wnungs
of the poets he knew and sought to discover by the examination of them
the true laws of epic and tragedy. But these laws are only generalised
statements of the pocts’ practice. In this sense, therefore, Aristotle may
be regarded as a forerunner of Mr Moulton. It was not his fault that
the Poetics subsequently became an obstruction rather than a guide. The
great blunder of generations of modern cntics was that, instead of follow-
g and developing his method, they seized upon his generalisations and
made them into a creed, which they proclaimed as having absolute authority
and universal applicability.
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flourished in his own time, which he had been accustomed
to hear praised from his childhood, and which he had himself
written with success, was the best kind of poetry.” ! So far
ag he depended at all upon criteria or precedents for his
judgments, it was in this poetry that he sought them. Tacitly,
if not expressly, it was to this poetry that he always appealed.
The result was that he could see hittle meaning or merit in
any poetry belonging to a different class. He thus failed to
rise to the greatness of Shakespeare and Milton, was grossly
unjust to Gray, and almost consistently opposed and ridi~
culed every movement in hterature in which—as in the ballad
revival of the later eighteenth century—he detected any
signs of revolt against what was for him the orthodox literary
creed.

If now we turn from Addison and Johnson, whom I have
taken as popular exponents of the kind of criticism which
prevailsgl in England down to comparatively recent times, to
the writings of any representative critic of the Victorian age,
we at once become conscious of an enormous change. The
older view of the purposes of criticism is greatly modified even
where it is not entirely abandoned ; the older methods are
practically obsolete. It is not, of course, to be supposed that
our critics have ceased to regard themselves, and to be
regarded by others, as in a sense at once law-givers and
judges, or that they no longer express personal preferences,
which on occasion they support by reference to canons and
models. It is only here and there that we find the new
scientific conception carried out so rigorously that the legis-
lative and judicial functions are altogether repudiated. Else-
where, criticism continues to appraise, and, in appraising, to
make free use of sthetic principles and of standards of com-
parison. Thus even Matthew Arnold, with all his dread of
abstract 1deas and of system-making, was still pre-occupied
with questions of the *grand style,” which alone is to be
pronounced truly ¢ classic,”’3 and with the establishment of
¢ touchstones ’ of poetry ;® while in his horror of the vagaries
of English thought he even went so far as to eulogise the
French Academy as a * sovereign organ of the highest literary

! Essay on Roswell’s Johnson. 8 On Transiing Homer.
® The Study of Poetry (Essays, Second Senes).
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opinion, a recognised authority in matters of intellectual tone
and taste.! None the less, the general transformation is un-
mistakable. The modern critic—and Arnold himself may
be taken as a type—is for the most part more anxious to under-
stand and interpret than to distribute praise and blame;
while that spirit of eclecticism, which is one of thg salient
features of our age, and the evolutionary methods which are
fast invading every department of thought, have combined
to give him a breadth of outlook, a catholicity of compre-
hension and sympathy, a sense of change and growth, of
personality and historic relationships, all of which were
conspicuously lacking in the criticism of the older schools.

With most of what Mr Moulton says so forcibly about
the ineptitude and futility of the criticism of the past, we
of the present generation, bred in the new ways of thinking,
must therefore cordially agree. At the same time it is, I
believe, impossible to follow him to one of his principal
conclusions. 1 do not for the moment discuss the general
question whether, as he maintains, literary criticism can ever
be reduced to a science in the same way as botany and geology
have been reduced to sciences.? My point of dissent is Iis
total condemnation of judicial criticism as such. However
valuable may be the results achieved by the inductive method,
they are results with which the student of hiterature cannot,
after all, be permanently satisfied. While this method may
thus be welcomed as a most important instrument of criticism,
it cannot be accepted as a complete substitute for all other
methods.

The scientific critic of literature, let us remember, has,
according to Mr Moulton’s emphatic statement, * nothing

Y Laterary Influence of Academies (Essays, First Series)

* A consideration which Mr Moulton appears to have overlooked may
here just be touched on. As Herbert Spencer showed, the work of science
in any given field of phenomena 1s never completed untl the generahsa-
tions established by induction have been explained by reference to prin-
aples, and thus restated 1n deductive form. Science, therefore, seeks to
answer the question Why, as well as the question How. Thus the problem
arises as to the way in which the crnitic 13 to proceed 1n any attempt tc
present, for example, not merely a generalised statement of the ‘laws’
of the Shakespdirean drama, but a rationale of those laws in the form of a
series of deductions from the first principles of dramaticeffect,
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to do with merit, relative or absolute.” Differences in kind *
he knows ; differences in degree he does not know. He seeks
‘the laws and principles’ of a given body of literature,
like the Shakespearean drama, within the work itself ; having
found them, he formulates them ; but he has no opinion to
pass upen them. The questions whether the criticism of
life contained in the Shakespearean drama is sound or un-
sound, and whether the artistic principles underlying its
practice are good or bad, are questions which lie outside his
field as a scientific investigator of the phenomena as they
stand.

These questions, and all other questions of the same general
character, are, however, both nevitable and legitimate.
They force themselves upon our attention ; we cannot evade
them ; 1If for no other reason than that we need guidance in
our reading, we have a right to demand an answer to them.
For Hexe, as 1t must be evident, the parallel between literature*
and a natural science, like geology, collapses. Geology
deals with phenomena which involve no elements of person-
ality, truth and falsehood, emotional power, artistic effects.
Such elements are of the essence of literature, which exists to
interpret life under the forms of art, and which, therefore,
must be estimated by the quality both of the interpretation
and of the art. In studying geology we inquire only what a
given thing is and how it came to be what 1t 1s. We explain
1t ; and with the explanation our interest ends. In studying
literature, these inquiries lead straight to the further problem
of the significance of the thing explained to us and to other
people—to the problem, that is, of its human and technical
merits and defects. It 1s useless, indeed, to insist that even
for one who approaches the subject-matter of literature as
he would approach that of geology, in the spirit of ‘pure
investigation,” merits and defects do not exist. They are
assumed by the scientist himself ; Mr Moulton assumes
them ; for 1f he devotes a bulky and most stimulating volume
to the inductive exposition of Shakespeare’s art, it is clear
that he holds it worth while to do so because, like the rest of
us, guided to begin with by some canons of taste,” he is
convinced of Shakespeare’s supremacy as a dramatic artist,
and thus belieyes that his artistic methods are interesting
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not only as Shakespeare’s methods, but also as methods
which we may consider on the whole excellent in their kind.
Otherwise, prccisely as the geologist is indifferent to any
considerations of ‘value’ in the rocks he studies, he mighy
just as well have written at large on the dramatic art of
Sheridan Knowles or even the author of Box ‘and Cox. Mr
Moulton, however, picks out Shakespeare because he is
admittedly * great,’ and his work is in fact designed to exhibit,
not only his methods, but his greatness. A certain estimate ot
Shakespeare is thus postulated to start with. Merit, relative
or absolute, is recognised.

This is only what we might expect. However much we
may talk about a science of criticism, judgment in literature is
universal. The schoolboy judges, in his own simple fashion,
when he pronounces a book ‘jolly’ or ‘slow’; his sister
judges when she speaks of a story as ‘ pretty * or the reverse
‘No one can read intelligently without forming some ©pinion
as to the value of what he reads ; and one of the first questions
that we put to a friend who brings a new book to our notice
is the question what he thinks of it. As we go further in our
study of literature the problem of valuation necessarily becornes
increasingly complex and difficult ; more and more we find
ourselves bound to reserve judgment where once we pro-
nounced a dogmatic opinion ; to reconsider where formerly
we had assumed a view as final. The fallure of the critics
themselves to come to any agreement upon matters which
seem fundamental often induces a mood of scepticism,
sometimes a mood of disgust. But not for these reasons shall
we ever be tempted to abandon the problem, or to adopt the
wholly impartial and non-committal attitude of the scientific
investigator. What the inductive critic gives us we shall
always accept with gratitude ; but we shall none the less turn
to the judicial critic in the hopc that he may complete the
work of induction by helping us, on the basis of the results
obtained, to distinguish between what is excellent in litera-
ture and what is not. Differences in degree do exist, and
“ ’tis to mistake them, costs the time and pain.”” Unless we
take up the position that, as to the geologist all kinds of rock-
formation anc of equal importance, so to us as °scientific’
students all kinds of literature are of equal, importance—in
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which case it can hardly matter whether we spend our lwea
over masterpieces or trash—the great problem of literary
values remains as urgent as ever. This being so, judicial
cyiticism—the criticism which seeks to solve this problem-—
however numerous its past errors may have been, however
certain the failures which in the future will continue to testify
to the countless difficulties which beset its path—will thus
have a place to fill and a duty to perform.

11

Thus far we have dealt with the literature of exposition
and judgment from the point of view only of its connection
with the literature which forms its theme. Another aspect
of our subject has now to be introduced.

Whi'a in the first instance we shall probably have recourse
to a given piece of criticism because of our interest in the
book or author discussed 1n 1t, we shall soon be led to realise
that it has at the same time another claim upon our attention.
Arnold’s Essgys tn Criticism, for example, may appeal to us,
to begin with, only as aids to the fuller appreciation of Words-
worth or Byron, of Shelley or Keats. But apart from the
help they may give us 1n this way, apart therefore from their
subordinate significaficé€’ as means to an end, they have a
substantia) value of their own as an expression of the critic
himself—of his personality, thought, methods, aims. Even
if we should find Arnold’s utterances on this or that poet
unsatisfying, even if they prove of hittle or no service to us as
means to an end, they will sull remain interesting as ks
utterances ; and what is true in regard to Arnold 15 equally
true, of course, in regard to all great critics. This implies
that criticism, though it may be conceived primarily as an
instrument in the study of literature, is not to be conceived
as an instrument only. It is itself a form of hiterature, and as
such it deserves to be considered for its own sake.

In the study of the literature of criticism we shall naturally
follow the lines already indicated for the study of literature in
general,

Personality being the elemental fact in all literature,
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we start, of course, with the critic himself. Our chief occupa-
tion will now be with his fitness for the post of interpreter and
judge. It is evident that his report upon book or author can
have no real interest for us unless we have some assurance
that he speaks as onc having in respect of the parncular
matter in hand a special right to be heard. Various questions
regarding his qualifications will, therefore, have to be con-
sidered, upon the more important of which only it will be
necessary here to touch.
In the first place, how far does he approximate in intel-
lectual composition and temper to what we may define as
the perfect critical ideal ? And, since approximation only is
humanly possible, to what extent and at what points is 1t
requisite that we should make allowance for his deficiencies ?
{The trye critic must be mgntally alert and flexible; keen in
insight,”quick in response to all impressions;"strong in grasp
of essentials ;vhe must, moreover, as Matthew Arngld will
tell us, be ablc to sce a thing as it really is, and not distorted
through a mist of his own idiosyncracies and prepossessions ;
which means that he must be entirely disinterested and free
from Dias of all kinds—bias of individual tastes, bias of educa--
tion, bias of creed, sect, party, class, nation. Now since,
as we say, we can never expect to have these conditions com-~
pletely fulfilled—since, in fact, even the greatest critics,
even a critic like Lessing, fail only too conspicuously to fulfil
them—it will be needful for us to watch carefully for every
sign of disturbance in the free play of the critic’s mind upon
his subject, to trace it if we can to its sources, to ‘ account for’
it, as Scherer would seek to account for the qualities and
limitations of Milton’s genius, and to estimate the range of its
influence and the bearings of its results. A critic’s attitude
to his author—the attitude, for example, of Arnold to Words-
worth and Shelley respectively—will often lead us to question
whether this attitude is not to be explained by some peculiarity
in the critic himself. We shall find that in many instances
criticism which, within certain limits, is marked by vigour of
understanding and sound sense is, outside those limits, sadly
marred and sometimes rendered wholly untrustworthy by
some dominant habit of mind or ingrained prejudice. A
' striking illustration is afforded by Johnson, whq was, according
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to his lights, an admirable judge of literature when he was
in sympathy with his author’s aims and principles, but quite
the reverse of admirable when he had to deal with writers
with whom, for one or another reason, he was out of sym-
pathy. Thus we get the best of his work—and very good of
the kind, this is—in his lives of such men as Pope and Addison,
who were exponents of the literary ideals which he esteemed ;
and the worst of it—and very bad this is—in his treatment of
Milton and Gray, where his judgment was perverted, in the
one case by political, in the other by personal and literary
antipathies.! In Coleridge, again, while in the faculty of
insight and poetic intuition he is entitled to take rank with the
greatest of English critics, the power to see things as they really
are was often destroyed by metaphysical  pre-occupations
and a veneration for certain chosen authors as irrational and
superstitious as that of the pseudo-classic theorists of the
seventegnth and eighteenth centuries for the lhteratures of
Greece and Rome. He has been greatly praised for his
criticism of Shakespeare ; yet that criticism, stimulating and
suggestive as it frequently 1s, 1s none the less characterised
by the wildest extravagances. It is Coleridge, for instance,
whom we in England must hold primanly responsible for the
long-standing unbhistorical and wholly ¢ subjective’ treat
ment of Shakespeare, and for the popularity of the nonsense
which is still talked about Shakespeare’s ° universality,’
or complete independence of all conditions of time and place.
“ When Colenidge writes a cnticism of Shakespeare,” says
Mr Arthur Symons, ¢ he is giving us his [Coleridge’s) deepest
philosophy.”2 True. But we must never forget that 1t is jus
philosophy that he is thus giving us, not Shakespeare’s. In
following his interpretations we must always be alive to the
importance of distinguishing sharply between what he reads
out of Shakespeare and what he reads into him. We shall
thus often find it necessary to clear Coleridge’s ‘ deepest

1 It wall be noted that he handles Collins far more tenderly than Gray,
even where the two men represent broadly the same, to hum, objectionable
tendencies 1n the poetry of the time. This 1s to be accounted for by his
personal interest tn Collins the man, and therefore furmshes another
example of bias. s °

? Introduction ta Biographia Literarta, in Everyman’s Library
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philosophy * altogether out of the way in order to se¢ the
work of Shakespeare, the Elizabethan dramatist, as it really
is—as the product of his genius and his age. A third case in
point is provided by none other than Arnold himself, and
this is, of course, particularly instructive, because Arnold
made it his mission to preach disinterestedness, and gertainly
did his utmost to practise it. Yet even in him traces of a
distinct bias are frequently apparent—a bias due mainly
to his early Oxford training and his rather too narrow
academic culture. This led him to exaggerate the value of
the Greek masters? and to overstate the claims of classical
studies as a school of taste. It even caused him at times to
revert to the older notions of absolute criteria and of finality in
literature ; as when he called Scott’s poetic style * bastard
epic,” though, as he ought to have remembered, it is not
“epic’ at all, and tested the Wizard’s narrative poems by
what he termed the ‘ highest standards ”’—meanéng the
standards furnished by the epics of classical antiquity—in
defiance of the fact that Marmion and The Lady of the Lake are
poems of an entirely different kind from the fliad and the
Odyssey, and that, as Mr Moulton would have told him, the
‘laws’ of theiwr composition are therefore to be sought in
themselves, and not in the practice of Homer
A~ It is unnccessary to adduce fuither examples of the dis-
"turbance in judgment Taused by the various kinds of bias,
. which are apt at tmes to interfere with the steadiness of a
icritic’s vision and the impartiality of his views. Enough has
'been said to enforce the principle laid down, that in our study
of a critic’s writings it is important to take stock of his pre-
possessions, to observe their influence upon his thought,
and, in estimating the value of his work, to make due allowance
for them.

. A critic’s qualfications do not, however, depend only
upon his natural gifts, and thus a second question arises in
regard to his equipment for his work. Most of us have known
persons of meagre scholarship and no technical training, whose
instinctive feeling for what 1s good in literature has none the

1 His remark in a letter to Miss Arnold, that Homer leaves Shakespeare
** as far behind ar perfection leaves imperfecuon,” may be ated as a curious
hit of extravagance (Letters, 1, 148).
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less given thema surprising power of discernment and apprecia-
tion. The honest judgment of a capable general reader on a
book, like the honest judgment of a capable amateur on a
picture, is never to be despised ; it has often in fact a great
value if only because it is fresh, independent, and free from
the insidious influence of that perhaps most wide-spread of
all forme of bias—the professional. At the same time, for
systematic criticism, scholarship and technical training are
clearly requisite. ‘ No more in literature than elsewhere,”
writes one of the ablest of modern French critics,  has the
chance-comer the right to pronounce upon the value of work
done, nor, whatever one may say about it, to judge of art
without a long and laborious education of his taste. If
aptitudes are not necessary ”—though it is difficult to see
how their necessity can, upon any hypothesis, be denied—
‘ at least an apprenticeship is >’ * Ths, perhaps, is rather too
strongly put, and smacks a little too much of the tendency of
the acdemic critic to regard literary appreciation as the
business of an exclusive ¢ Brahmin caste’ But the general
truth of the statement cannot be questioned. For the critic
of literature, as for the critic of art, a special education is
essential ; and by education we must here understand, as
always, both.acquisition of knowledge and discipline of mind.
The critic needs knowledge to give him breadth of view and to
provide a proper basis for his judgment. He needs discipline
of mind to make that knowledge serviceable. Other things
being equal, his competence as interpreter and judge will be
in proportion to his knowledge and discipline ; and if these
are lacking, his opinions, huwever interesting and suggestive,
will carry little weight.

Thus, to illustrate by extreme cases, though we cannot
go with Addison in his belief that the Iliad and the Aneid
furnish the final rules of all epic poetry, we must still hold
that a writer is but poorly qualified to discuss the art of
Paradise Lost who is not himself famihar with the work of
Miiton’s own masters ; while a thorough and comprehensive
acquaintance with the world’s greatest productions in the
drama and prose fiction may safely be postulated as indis-
pensable for anyone who would undertake to pass formal

! Brunetitre, L’ Evolution des Genres, p. 127, :
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judgment on a play or a novel.! We can bardly dissent from
Arnold’s view that a knowledge of ‘ one great literature,
besides his own, and the more unlike his own the better,” is
the irreducible minimum of scholarship necessary for a critic’s
preparation ; while there is nothing really extravagant in his
further contention that a *‘ proper outfit ”” must comprise a
knowledge of what is best in all European literatures, ancient
and modern, and even of the literature of Eastern antiquity.?

. Too exclusive devotion to any one kind of literature is certain
to result in narrowness and obliquity of judgment.

It is worth while to insist upon the critic’s need of training
and discipline, for the matter has a practical bearing. One
of the most curious and discouraging features of current
newspaper and magazine criticism, at any rate in England
and America, is its general want of measure, sobriety, and
'perspective. A new novel is published—a book perhaps with
various admirable qualities and well deserving a word of
cordial recognition. We turn to a notice of it in thiv or that
journal, and we find the reviewer almost beside himself
in a frenzy of wonder and excitement. The work is hailed
as a masterpiece, its author pronounced on the spot a con-
summate artist compared with whom—if we are to take his
language at anything like its literal meaning-—Scott was a
bungler and Dickens a mere novice. A few years go by ;
the great book and its author disappear from sight or drop
back into the rank of the ephemerals ; and the reviewer, who
seems incapable of learning from experience, unblushingly
breaks forth into another pazan over the arrival of another
masterpiece from the pen of another genius of the first order.
These vagaries of periodical criticism point, of course, to a
general laxity in contemporary taste. The average reviewer

1 It must not be forgotten that inadequate knowledge of the real prin-
aples of the Greek drama and of Anistotle’s criticism was in large measure
responsible for the psuedo-classicism of the seventeenth and eighteenth
centuries. This was triumphantly proved by the greatest of eighteenth-
century critics, Lessing. Herbert Spencer’s frequently perverse and some-
tjmes grotesque judgments on poetry and paintung, wiile to some extent

* e to his temperament and his constitutional love of opposition, may also
be explained in part by reference to his want of knowledge and traming
in these parficular subjects,

* Function of Eritscssm ab the Present Tome, in Eesgys, First Series.
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is so Tittle impressed by the responsibilities of his office, and so
little solicitous for tHe true interests of literature, that he does
not pause to weigh his words or to consider the real signi-
ficance of his opinions ; while a public which reads current
literature with the object (if the signs do not mislead us) of
getting through as much as possible as quickly as possible
and theh forgetting it, naturally imposes no restraint upon
him. It cannot, of course, be alleged that this deplorable
laxity would be overcome merely by an increase of knowledge
and discipline in those who set up as guides to popular taste
in literary matters. But increase of knowledge and discipline
would certainly help to secure some sense of that measure,
sobriety, and perspective without which criticism is worse
than useless.

In the systematic study of the work of any critic there are
thus several points to be kept in view. We have to inquire
into his personal qualities and equipment, and the extent
to whicHi they are likely to have aided or impeded him in his
task of adjudicating upon a particular book or. author ; we
have to watch for every indication of bias, and to consider
both its sources and its bearings ; we have to examine the
foundations of his judgments and the standard to which,
expressly or by implication, he makes his appeal. Nor must
we overlook the important question of the general spirit of
his work. A critic may write with an honest desire to under-
stand his author, to interpret him, to do justice to him ; or
he may write with the too evident purpose of exhibiting his
own learning and cleverness at his author’s expense; he
may be sympathetic, temperate, and anxious chiefly to see
what is good ; or he may be carping, censorious, and deter-
mined to hunt out faults and dwell on failings. Whatever
otherwise we may think of Addison’s criticism, for example,
we mrust at least acknowledge that its tone is admirable.
Holding, as he did, that the * true critic  ought to seek rather
“ excellencies than imperfections,” he regarded it as his
principal duty ‘“to discover the concealed beauties of a
writer, and communicate to the world such things as are
worth their observation.”! The tone of Lord Jeflrey’s
criticism, on the other hand, is too frequently the xeverse of

1 Spectator, No 291.
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admirable ; his idea apparently being, as Prof. Saintsbury
has put it, that ““ an author necessarily came before the critic
with a rope about his neck, and was only entitled to be
exempted from being strung up speciali gratia —an idea, Mr
Saintsbury rightly adds, which, * as presumptuous as itejs
foalish, is not extinct yet, and has done a great deal of harm
to criticism, both by prejudicing those who are noi critical
against critics, and by perverting and twisting the critic’s own
notion of his province and duty.”* No one will deny that
* there are many cases in which critical severity is amply
justified, or that, if arrogance is always wrong, mere weak
and undiscriminating clemency can never be right. But this
is not now the question. For the moment we have only to
insist upon the importance of including the spirit of a critic’s
writings among the characteristics of his work, and of observ-
ing the way in which it enters into and often colours his
judgments.

v

In the study of criticism, as in the study of other kinds of
literature, we shall proceed next to extend and render more
definite our knowledge of the individual wrniter by recourse to
comparison and contrast. We shall place his work beside
that of other critics who have dealt with the same subjects—
the same books, authors, periods, or classes of literature ;
and in this way we shall seek to realise, more fully than would
be possible were they considered separately, the powers and
limitations of each. No longer satisfied, as in casual reading
we are apt to be satisfied, merely to note agreement or dis-
agreement in the judgments pronounced, we shall examine
carefully all points of similarity and difference in the things
which Lie behind judgment—in personal attitude and pro-
clivities ; in the line of approach adopted ; in the particulars
emphasised or neglected ; in methods, manner, standards,
temper, taste. The results achieved by such comparative
study will be found not only interesting in themselves, but also of
special value in helping us to trace the qualities of each critic’s
work to their ultimate sources in character, education, and aims.

s Hustory of Nunateenth Century Literature, p. 175.
[}
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The further we go afield in this comparative study the more
certainly we shall be struck by the extraordinary diversity of
critical opinions, and by what I have already described as the
failure of the critics to come to any agreement among them-
selves in respect of even essential matters. It is this which,
as I havg said, has been largely responsible for the contempt
with which criticism has frequently been treated, and for the
odium which it has incurred. Particularly perhaps has the
wide-spread notion of the fundamental futility of all criticism
received a certain amount of justification from the notorious
fact that contemporary judgments concerning new works, -
whether in the way of praise or condemnation, have failed so
signally in giwving any true measure of the permanent value
of such works that they have often been completely reversed
by posterity.}! ,

In many cases, of course, these differences in critical
opinion, are personal differences only ; as such they must be
accepted ; as such, it 13 scarcely necessary now to add, they
are in themselves interesting. But it will also be found, as
might be anticipated, that differences and agreements alike
often fall into groups. A certain amount of general con-
formity—of approximation to unammity—is commonly
observable among critics of the same epoch and school, and
a certain amount of general nonconformity, or want of
unanimity, among critics of different epochs and schools.
Individual characteristics may thus to some extent be

1 Tt is well known that contemporary judgments of now acknowledged
masterpieces furrush matter for a curious chapter in hterary history. It
1s hard to say whether we ought to be the more pained or amused, when,
for example, we find the Edmburgh Remnzw speaking of Colendge’s Christabel,
as “ a mixture of raving and dnivelling,” and pronouncing Wordsworth’s
Odz on the Intimations of Immortality *‘ llegible and umntelligible ””  Prof.
Dowden has collected some telling 1llustratuons of criucal obtuseness and
perversity n hus essay on The Interpretation of Luleraturs (Contemporary Review,
1886). It 1s noteworthy that many criics who show the finest taste and
sagacity 1n dealing with the hiterature of the past often fail to perceive or
acknowledge the claims of the hterature of their own ume. Thus Arnold,
who was so keenly alive to the value of Wordsworth’s ** cntiasm of life,”
spoke of Tennyson as “ deficient 1n ntellectual power.”” A tendency to
discredit the present in favour of the past in hterature, asselstwhere, is 2
very common kind of bias.

T
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subsumed in the characteristics of the class to which each critic
belongs. This is only the inevitable result of that dependence
of literature upon the life of the age which produces it, of
which I have spoken at length in a former chapter. No lgss
than all other kinds of literature criticism, while never ceasing
to be the vehicle of personality, is also in part the expression
of the spirit of the epoch out of which it comes.?

We are thus led from the consideration of individual critics

_to the historical study of criticism—a field of immense interest,
because the history of criticism contains the record of the
changes which from age to age have come over men’s con-
ception of literature, of its aims and principles, its matter and
methods, of the things which are to be sought and avoided in
it, and of the standards by which it is to be judged.

A simple plan, and one which will naturally suggest itself
to every student, is that of following and collating the varia-
tions which have taken place in critical opinion akout par-
ticular representative authors. One most notable illustration
—that furnished by the history of Shakespeare criticism from
the restoration to the time of Coleridge, or even later—stands
ready to hand ; but this has been so often used that I prefer
to set it aside for one less familiar,? but not in its own way less
instructive. This is provided by the case of Bunyan. The
eighteenth century, with its dominant notions of dignity in

11 do not think 1t necessary to burden the text with any discussion of
racial qualittes in cniicism (see chapter 11, § 1). That—to mention a single
example—the French and English points of view 1n regard to all questions
which enter into critical consideration will generally be markedly different,
and often quite opposed, will be evident to every reader. It is equally
clear that the study of their differences as expressive of differences 1n racial
ideas, both of literature and of hfe, will be found extremely suggesuve.
It has frequently been said that the contemporary foreign judgment of a
Book or author anticipates the judgment of postenty , but history yields
little to support, and much to invalidate this daring proposition, which
even on general grounds would appear to be quite untenable. None the
less, if we desire to cultivate the temper of disinterestedness we can hardly
do better than to study carefully the writings of good foreign critics who
have dealt with our own lterature—such critics, for instance, as Sainte-
Beuve, Scherer, and Brunetiére.

1 A sketch o the history of Shakespeare criucism will be found in the
introductory chapter of Moulton’s Shakesteare as a Draviat.c Artist.
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literature, its narrow conceptions of art, and its general
inability to recognise the value of naturalness and simplicity,
as a matter of course gave little critical attention to the Elstow
tipker ; so far as professed students and exponents of taste
took cognisance of him at all, they regarded him (with few
exceptions, of whom Swift and Johnson may be reckoned the
most important) as a writer for the °‘illiterate’ and the
‘vulgar ’ only. Thus, for example, Young, in one of his
satires, links * Bunyan’s prose ” with “ Durfey’s verse ”—a
proverbial type of sheer doggerel ; Hume indulges in a
passing expression of contempt for him ;! Burke talks about
the possibility that a certain class of readers might perhaps
enjoy the £Eneid “ if it were degraded into the style of The
Pulgrim’s Progress ™ ; in the reprint of this work in Cooke’s
Pocket Library (1797), it is distinctly stated that ‘“ 1t cannot
come under the Denomination of a Classic Production ™ ;
while Cevper testifies to the current taste of the time when in
his Tirocinium he writes of 1ts author :

I name thee not, lest so despised a name
Should move a sneer at thy deserved fame.

We pass abruptly into the thirties of the nineteenth century,
and we find Macaulay eulogising Southey’s edition of The
Pilgnim’s Progress, as ‘‘an eminently beautiful and splendid
edition of a book which well deserves all that the printer and
engraver can d. for it*; proclaiming it a * wonderful ”
book, which * obtains admiration from the most fastidious
critics ”* ; and speaking of 1ts style—its ** depraved " style—as
* delightful to every reader ” ; after which, to cite two only
from among recent enthusiastic critics, Mr Gosse pronounces
this style * perfection”™ in its kind, and roundly declares
that Bunyan’s *“ allegory is successful above all other allegories

1 “ Whoever would assert an equahty of geuus and elegance between
Ogilby and Milton, or Bunyan and Addison, would be thought to defend
no less an extravagance, than if he had maintained a2 mole-hill to be as
high as Teneriffe, or a pond as extensive as the ocean. Though there
may be found persons who give the preference to the former authors, no
one pays attention to such a taste ; and we pronounce, without scruple,
the sentiments of these pretended cnucs to be absurd aid ndiculous™
(Essay of the Standard of Taste)
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in literature ” ; while Mr Stopford Brooke writes of his best-
known book: “Its form is almost epic: its dramatic
dialogue, its clear types of character, its vivid descriptions, as of
Vanity Fair, and of places, such as the Valley of the Shadqw
of Death and the Delectable Mountains, which represent
states of the human soul, have given an equal but a,different
pleasure to children and men, to the villager and the scholar.”
How shall we explain the immense general change of attitude
and judgment thus exemplified—for a general change it
manifestly was ? Clearly, the explanation is not to be found
in the idiosyncracies of this or that particular critic. It must
ultimately be sought in a consideration of all the influences
within literature which during a century and a half had
combined to transform its methods and spint, and of all the
forces outside literature which had done much to generate
these influences through the immense alteration which they
had wrought in the moral and religious ideals and tcmper
of the English people. So intimately are all the phenomena
of literature and life bound up together that it would thus be
impossible to set out in full the story of the rise of this once-
neglected writer in critical estimation to the rank of an
acknowledged master, without continual reference to the
history both of Enghsh hterature and of Enghsh society

Professor Saintsbury has touched 1n a suggestive way on the
interesting problem of Bunyan’s posthumous fame. The
Pilgnm’s Progress, he writes, * has long been, and it may be
hoped will always be, well enough known in England. But
for something like four generations after its first appearance,
its popularity, though always great, was, so to speak, sub-
terranean, and almost contraband. It is probable that even
when it was most sniffed at by academic crniticism, 1t was
brought by means of nursemaids to the knowledge of children.
But it was not till quite the end of the eighteenth century, or
even the beginning of the nineteenth, that it was free of the
study as it had long been free of the cottage and the nursery.
Orthodoxy objected to Bunyan’s dissent ; dissent to his
literary and artistic gifts; latitudinarians to his religious
fervour ; the somewhat priggish refinement of Addisonian
and Poptax etiquette to his vernacular language and his
popular atmosphere ; scholars to his supposed want of
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education. And so the greatest prose-book of the late seven-
teenth century in England had, for nearly a hundred and
fifty years, the curious fate of constantly exercising influence
without ever achieving praise, or even notice, from those
whose business it was to give both.”” 1 This brief epitome of
some ampng the many causes which long stood in the way of
Bunyan’s recognition by the critics, itself, as will be seen,
indicates the nature of the changes in many directions which
had to be effected before his standing in our literature could
be made so secure that a place was found for him in the series
of English Men of Letlers.

The history of critical opinion thus broadens out on every
side until it becomes a comprehensive supplement to the
history of literary production. It is as such a supplement
that we may therefore study, for example, the cnucism of
the eighteenth and the first decades of the nineteenth centuries
in 1ts cagnection with the whole movement of literature from
the period of dominant classicism to that of established
romanticism and naturalism. In the gradual shifting and
final reversal of judgment concerming Pope, the central
fizure of our Augustan age, and what Pope pre-eminently
had stood for in poetry, we may follow in the clearest possible
way some of the main lines in the great transition. For Dr
Johnson, the doughty champion of the Augustan ideals
at a time when the attack upon them had already begun,
Pope’s work, though after his manner he picked innumerable
holes mn it, was still the last word in poetic art. *‘ New senti-
ments and new unages others may produce, but to attempt any
further improvement in versification will be dangerous. Art
and diligence have now done their best, and what shall be
added will be the effort of tedious toil and needless curiosity.
After all this,” the writer concludes, “ 1t is surely superfluous
to answer the question that has once been asked, Whether
Pope was a poet, otherwise than by asking 1 return, If Pope
be not a poet, where is poetry to be found ? To circumscribe
poctry by a definition will only show the narrowness of the
definer, though a definition which shall exclude Pope will
not easily be made. Let us look round upon the present
time, and back upon the past; let us inquire 3 whom the

3 Short History of English Literaturs, pp. 516, 517.
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voice of mankind has decreed the wreath of poetry ; let their
productions be examined, and their claims stated, and the
pretensions of Pope will be no more disputed.”® These
sentences, it will be noted, have the ring of apology. Why ?
Because the pretensions of Pope had already been disputed,
and the question to which Johnson alludes, and which he
deems it superfluous to answer save by a rhetorical counter-
question, had been definitely raised by Joseph Warton (who,
as a poet, takes an important place among the early
romanticists) in an Essay on the Genius and Writings of Pope,
the first part of which was published in 1756, or only a dozen
years after Pope’s death.? Warton strikes a distinctly
new note by boldly declaring—the point is of the utmost
importance as indicating a change of view concerning the
essence of poetry—that Pope was a great wit rather than a
great poet, since the largest part of his work * is of the didactc,
moral, and satiric ; and, consequently, not of the mnst poetic
species of poetry ; whence it is manifest that good sense and
Judgment were his characterlstlcal excellences rather than
Jancy and invention.” Lowell describes this essay as ‘ the
earliest public and official declaration of war against the
reigning mode.” In the sense that it was the first open
attack upon the great master of the reigning mode, this is
correct. But ten years before, in his preface to a volume of
poems published when the writer was only twenty-four,
Warton had written i the same strain : “ The public has
been so much accustomed of late to didactic poetry alone,
and essays on moral subjects, that any work where the
imagination is much indulged, will perhaps not be relished or
regarded. The author therefore of these pieces is in some
pain lest certain austere critics should think them too fanciful
or descriptive. But as he is convinced that the fashion of
moralising in verse has been carried too far, and as he looks
upon invention and imagination as the chief faculties of a

» 1 Life of Pope.

1 Boswell records that this was more than once praised by Johnson.
who explained Warton’s delay in publishing the second volume by the
supposiion that he found himself *“ a httle disappointed in not having
been able td passuade the world to be of his opinion as to Pope.” Part I1
did not appear all 1782. °
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poet, so he will be happy if the following odes may be looked
upon as an attempt to bring back poetry into its right channel.”
Indirectly, this s, of course, a challenge to the followers and
admirers of Pope. From these utterances we learn that while
a few poets at the time were more or less unconsciously experi-
menting in various kinds of poetry different in matter and
manner from that to which Pope had given vogue, romantic
criticism was making a preliminary attempt to formulate
principles and outline a programme of its own. Without
entering into details we may now see why the steady decline
of Pope’s reputation during the second half of the eighteenth
century, and the acceleration of that decline as the century
ran its course, are facts of capital importance for the student
of literary history. They are unmistakable signs of the rise
of the new school of poetry. As we enter the nineteenth cen-
tury we find the battle waxing hot about the claims, qualities,
and peation of this long-acknowledged master of English
verse. In this battle nearly all the leading critics took part
on one or the other side ; but the issue was the rout of the
supporters of the Augustan tradition. Bowles’s severe stric-
tures—the first shot in what has been called a * thirty years’
war ”—drew.forth the angry reply of Byron, the last of Pope’s
* uncompromising devotees ”’ ; but 1n Byron’s untempered
eulogy “ we already recognise the note of half-conscious
exaggeration usual in the defenders of a no longer tenable
cause.””! With the triumph of the new school all along the
line, the last vestiges of the eighteenth century superstition of
Pope’s supremacy were destroyed, and Warton’s heterodoxy
passed into the orthodox literary creed. Then, as Macaulay’s
essay on Byron (1831) suffices to show, extravagant admira-
tion gave place to depreciation almost, 1f not quite, as un-
cntical.  * The time has gone by,” says a most judicial
writer, “ for Pope to be ranked among the master-geniuses of
our hiterature.” 2 From this judgment few would now dissent.
Yet it is to be regretted that, as a consequence of such sweeping
reaction, it is difficult to-day, as for many years past it has
been difficult, to appreciate properly Pope’s many substantial
merits. In 1756 he stood at the zemith of his fame, and
Y A W. Ward, Introductory Memow to Globe Ediuion of Pch’s Works,
3 Ihd. :
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Warton had to be eautious in calling attention to his defects.
A hundred years later he was at his nadir, and men like
Carruthers, Mark Pattison, and, more recently, Professor
Courthope, have found it hard work to convince their public
that there is anything deserving praise in him.

Other lines of inquiry running parallel to this, and throwing
light repeatedly upon it, will naturally suggest themselves
to the student of the same period of our literature. Let me
indicate just one of these. Among the most important move-
ments in Enghsh poetry during the eighteenth century are
those which are known as the Spenserian and the Ballad
Revivals. Both of these did much in helping to bring the
romantic spirit back into our hterature, while the latter also
exercised a powerful concurrent influence in breaking down
the Augustan ideals of poetic style, and spreading a taste for
naturainess and simplicity. Now each revival was, as might
be anticipated, accompanied by a great deal of' crtical
theorising and discussion, out of which came here and there
some work of real and permanent significance; such as
Thomas Warton’s Observations on the Faerie Queene, and (instruc-
tive if only on account of the editor’s timidity in introducing
what proved to be an epoch-making work) Percy’s preface
to his Reliques. 1f we want to gain a clear idea of what these
two movements meant, thercfore, it will be an excellent plan
to counsider carefully the praise and blame which they in-
curred, the help they received and the opposition which they
encountered, the questtons to which they gave rise, the
controversies about literary principles and ideals which they
precipitated, among the critics of the time.

It would be easy of course to multiply illustrations ; but
enough has, I think, been said to make good the thesis that the
history of criticism as a record of changing ideas concerning
every aspect and quality of literature provides an almost
indispensable supplement to, I may even go so far as to say a
valuable commentary upon, the history of literary production.
It is, in fact, to the history of criticism that we must often
turn if we would discover the rationale of the changes which
we have to follow in studying the history of literature.

Several “géneral considerations of some importance may
here be mentioned. Ciriticism, as I have said, has habitually
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been conservative ; it has sought guidance mainly in the
past ; it has rarely favoured experiments or new departures ;
its power has commonly been exercised to hamper and
gestrain. In every period of change, therefore, a struggle has
of necessity arisen between the forces of production and those
of critigism. This struggle is only one phase of the conflict
which is ever going on in all departments of life and thought
between liberty and authority, originality and tradition,
individuality and rules, the old and the new. In literature as
elsewhere, therefore, times of concentration and quiescence,
during which the critical spirit predominates and men move
only along well-beaten ways, alternate with times of expansion
and adventure, during which the creative energy reasserts
itself, and impatient genius goes forth in quest of * fresh
woods and pastures new.” In lterature, as elsewhere, too,
while critical opinion always tends to harden into dogmatic
creedwup the process is repeatedly interrupted by the rise and
spread of heresies, which, denounced in one generation,
become accepted tenets of orthodoxy in the next. And in
literature as elsewhere, as we must not fail to remember,
if the abuse of authority ends in despousm, hberty may too
easily run into licence. Agamn and again history has proved
that the best interests of literature have been subserved by
open defiance of the critic’s ‘‘ thus will never do.” Yet the
influence of criticism as a controlling power is not therefore
to be despised. If the critics had had their way, there would
have been no Shakespearean drama and no Romantic
movement. But, on the other hand, no one will deny that
some of the conspicuous excesses which characterised both
the Shakespearean drama and the Romantic movement
might have been checked, and with much advantage, had
more attention been paid to the rules of the critics.!

It must, however, be borne in mind that, save in the way
of restraint and guidance, criticism has played little part in
the development of lterature. It has seldom given any

11 have elsewhere pointed out that at the time when Shakespeare
himself could in The Winter’s Tale so clearly exemphfy the dangers of
romantic excess, there was ample warrant for Jonson's Propaganda in
favour of un.ty and restraint in the drama (see Introduclon to The Winter's
Tale, in The Elizdbethan Shakespeare).
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originative impulse or broken new ground. Occasionally a
fresh movement has been accompanied or even preceded
by a critical programme, as was to some extent the case with
the Romantic movement in France. But generally creative
genius leads the way, and criticism follows. Indeed, when
this relation is reversed, the results are seldom vewy satis-
factory, since literature written to order and in accordance
with a definite code, is almost certain to be characterised
by a certain quality of premeditation and strain. Even where
a poet is critic as well as poet, it may be laid down as a general
law that he works as a poet best when he works on the natural
promptings of his genius, and without thought of illustrating
any preconceived theory ; as such writers as Wordsworth,
Matthew Arnold, and Walt Whitman may be cited to prove.
In the general evolution of literature, therefore, criticism
will be found habitually to lag behind production. Each
new movement is likely at first to meet with more®r less
pronounced critical opposition. But by lttle and little,
theory overtakes practice. Thus criticism gradually adjusts
itself to the new ideas and principles ; and then 1t becomes
one of the critic’s chief funcuons to draw them out and
formulate them, to investigate theirr foundatioms, and to
explain their meaning.

Vv

I have now indicated some of the main lines of inquiry
which have to be followed in the methodical study of criticism,
and some of the principal questions to be considered by the
way. It remains for us to deal with the problem of the valua-
tion of literature in 1ts practical bearings.

Two facts stand out clearly. On-the one hand, decspite
all modern theories as to the possibility of a purely ¢ scientfic’
kind of criticism in which no effort will be made to pass from
interpretation to appraisement, judgment, umversal in the
past, must still be regarded as one of the proper functions of
criticism. On the other hand, the results attained by the
exercise of judgment have, on the whole, been so variable,
uncertain, aud inconclusive, that while its title cannot be
impugned,- its utility may well be called in¢question. In
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view of these facts we cannot be surprised if a very common
idea about criticism comes somewhat to this—that every
critic has of course a perfect right to hold his own opinion,
and to do what lies in his power to persuade other people
to agree with him ; but that as, in the words of one of Mon-
taigne’y favourite mottoes, *“to every opinion an opinion
of equal weight may be opposed,” criticism as a whole has
proved a mere “ self-cancelling business,” and has accom-
plished little or nothing towards any final establishment of
literary values. It is well enough to talk about a critic’s
¢ judicial ’ faculty. But, it may be asked, is a critic, strictly
speaking, a judge ? Is he not rather, and in the very nature
of the case, an advocate ?

We are thus brought round to the full significance of the
contention, often urged, that all judgment in literature is,
whether avowedly or not, necessarily personal in source and
characger.

Now, who shall arbitrate ?
Ten men love what I hate,
Shun what I follow, shght what I recewve ;
Ten, who 1n ears and eyes
., Match me ; we all surmise,
They, this thing, and I, that : whom shall my soul believe ?

- If T express a certain view concerning the valuc of a book
I have just been reading, this, it is said, is my view, and no
more. If some one else expresses a view which absolutely
contradicts mine, then we have only one person’s individual
judgment set against another’s. If a third person intervenes in
the discussion and agrees with either or neither, he only
adds one more individual judgment to increase the confusion.
Now here, it may be argued, we have an illustration in httle
of the processes of criticism at large. * No two persons ever
read the same book,” and each one can talk only of the book
that he has read. The professional critic may pose in a
judicial rdle, employ a technical language, and make a vast
parade of principles, standards, and authorities. But as he
can never escape from himself, his opinions, like those of the
first man we may find airing his ignorance and®philistinism
in a railway carriage, may ultimately be traced back to a
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purely personal origin. And can criticism ever be redeemed
from the charge of mere arbitrariness and caprice which thus
rests upon it ? Can it ever be more than the registration and
formal statement of tastes, likes, dislikes, which fluctuate w1th
the critic’s changing moods, and depend on temperament;
education, bias ? De gustibus non est disputandum.

Among critics themselves there are not wanting thdse who
take up the position that, however much principles and
criteria may be invoked, whatever efforts may be made to
eliminate the personal factor, all criticism is fundamentally
subjective and impressionistic. Thus Mr Andrew Lang
declares that the only criticism worth reading is that which
““ narrates the adventures of an ingenious and educated
mind in contact with masterpieces ’ ; and thus M. Anatole
France insists that a lecturer on literature, if he were really
honest, instead of wusing the time-honoured exordium—
* Gentlemen, I am going to spcak to you to-day about Pascal,
or Racine, or Shakespeare,” should rather begin his discourse
with the words—* Gentlemen, I am going to speak to yau
to-day about myself in relation to Pascal, or Racine, or
Shakespeare.”

Here, undoubtedly, we come face to face with a real
difficulty. Yet it must be observed that even if the extreme
view so cleverly put by the brilhant Frenchman be accepted—
even if, for the sake of argument, we decline, with him, to
acknowledge the existence of any principles which are not
mere products of individual taste, and may therefore be of
service in controlling and guiding it—we are not necessarily
committed to umiversal nihilism. Looking at the subject
for the moment in the broadest possible way, we may fairly
maintain that in the vast majonity of cases there is an appre-
ciable difference in value between judgment and judgment,
for the simple reason that there is an appreciable difference in
value between judge and judge. This, indeed, has already
been made clear. Every man may be entitled to his own
private opinion on questions of literature, as on all other
subjects ; but there is no subject (and if there be, that subject
is certainly not literature) on which one man’s opinion can be
deemed as goqd as another’s. Mr Lang’s likes and dislikes
in the matter of books may often seem to some of us a tnifle
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whimsical and even perverse ; but they are always worthy
of more consideration than those of the man in the street just
because he is Mr Lang and has “ an ingenious and educated
tnind >’ ; and we listen with greater attention to M. Anatole
France when he talks of himself in relation to Pascal, or Racine,
or Shakespeare, than to some chance acquaintance who
talks of himself in relation to the same theme, because, know-
ing M. France as we do, we feel assured to begin with that
whatever he may have to tell us about his personal impressions
will be marked by exceptional insight and sagacity. ** As
the object of poetry is to give pleasure,” wrote Lord Jeffrey
in one of his essays on Scott, ‘it would seem to be a pretty
safe conclusion, that that poetry must be the best which gives
the greatest pleasure to the greatest number of readers” ;
after which the critic proceeded to argue (rather feebly it
must be confessed) against what he called this ‘ plausible ’
proposstion. But is any argument required to exhibit its
absurdity ? Is it really in the least plausible? A hundred
persons may enjoy The Absent-Minded Beggar for one who
enjoys Lycidas ; but would any one of the hundred have the
temerity to draw the inference to which the suggested ‘ safe
conclusion ”” points? No one, I think, would venture to
apply the Benthamite maxim to matters of art ; no one would
undertake seriously to contend that popularity is the final
test of merit, or that a piece of literature, or a picture, or a
musical composition, is to be estimated by its power of appeal
to the uneducated multitude rather than to the educated few.
It is reported that at the present time one of the most widely-
read of English novelists is a certain manufacturer of sporting
stories, whose works are probably devoured by a public fifty
times larger than that which knows and esteems The Egoust or
The Ordeal of Richard Feverel. But is our confidence in the
immeasurable superiority of Mr George Meredith in the least
shaken? On the contrary, our comment simply is-—so much
the worse for the fact. Those who emphasise most strongly
the infinite variation of taste in regard to all asthetic questions
must therefore admit that the element of quality enters
into the variation, and that a distinction is to be drawn
between trained and untrained taste, between good taste and !
bad. ’
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.These considerations help to clear away some misappre-
hensions which certainly exist, and often crop up in conversa-
tion, about the problem of the valuation of literature. It is
true that they leave untouched the old difficulty of the differ-
ences in judgment among the experts themselves. To this
we will return directly. One important point in connection
with our own personal atutude to literature must ‘first be
made.

If I express a certain view as to the value of a book I have
been reading, then—as I put it just now—it is sometimes
argued that this is my view, and nothing more. In that view, it
is, moreover, assumed, I must rest, and whatever importance
it possesses it possesses only as an indication of one person’s
individual taste. But here a question arises which at once
puts this fact of individual taste under a fresh light. Is the
opinion I have formed about the said book necessarily final,
even for me? Is it an opimion which I myself have tq accept
as, so far as I am concerned, completely satisfactory ? I say—
I have enjoyed this book ; it has amused, pleased, touched
me ; and there the matter ends. But does the matter end
there ? Certainly not As Sainte-Beuve pointed out, the
real question to be examined 1s, not whether we have enjoyed
a particular work of art, whether it has amuséd, pleased,
totched us, but whether we were right in enjoying it, in being
amused, pleased, touched by it. Beyond the question of our
pleasure in a given piece of literature, there lies therefore the
further question of the justification of that pleasure and the
quality of it. We have our likes and dislikes, and these, when
analysed, may be found to strike their roots so deep down into
the subsoil of temperament, and to be so closely entangled
with all the intellectual and moral elements which make
up character, that to control them may seem difficult, to
eradicate them, impossible. Yet which of us does not realise
that there is a world of difference between liking or disliking
a thing, and feeling satisGed that we ought to like or dislike
it ? The majority of people think so lightly of their relations
with the various forms of art, and are so apt to assume that
their own immediate pleasure is for them the final criterion of
value, that they will hardly pause to note the implications of
the distinction. But once noted, they open up a wide field for
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consideration. We know perfectly well that when we pro-
nounce judgment upon a book in terms only of our private
likes and dislikes, and without making any attempt to trans-
gend these, we are really passing judgment not so much upon
the book as upon ourselves. In this case, then, M. Anatole
France's view of the significance of our judgment is entirely
sound. But we know also, though it may require some
courage to confess it, that in such judgment we often define
our own limitations. Thus we may recognise the existence
of great qualities in a given piece of literature even when we
are unable to enjoy it ; indeed, it may frequently happen (and
of this too we are all aware), that it is by reason of its great
qualities that a piece of literature may fail to amuse, please,
touch us—may even baffle and repel us ; for the enjoyment
of greatness in art needs strenuous effort which, through
indolence or apathy or want of preparation, we may be
unwilliag or unable to put forth; and we may, therefore,
prefer to rest among lower things—among the things which,
because they are lower, give us less trouble to understand and
enjoy. But if we think of literary culture as a matter of
serious import in Iife, 1t is not among these lower things—these
things which give us the least trouble—that we shall be content
always to rest. Now, if we make a practice of looking back
at what we have read, with the determination to detach
ourselves from the feelings aroused at the tme of reading, we
shall find it possible to examine these feehings critically, to
weigh them, and to decide whether we are sausfied that they
were aroused with good cause, and whether the pleasure we
have taken in a book was worthily taken in worthy things.
A further test—a test proposed centuries ago by one of the
earliest critics—may also be applied : if the longer we read a
book the less we think of it, and if the effect it produces
is “ not sustained beyond the mere act of perusal,” then we
may be certain that, however much we may have enjoyed it
at the moment, it is after all a shight and trivial thing! The
truth, which can never be too often repeated, will thus be
brought home to us, that our personal pleasure is one thing'
and our estimate of our personal pleasure another. They
may correspond ; but also, they may not ; apd where they
1 Longihus, On the Sublime, trans., H. L. Havell, ¢ vii. '
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do not, it is clearly our duty to make a resolute and systematic
attempt to over-rule the one by the other. To start with the
assumption that we must take our likes and dislikes as we
find them, and allow them, unchallenged, to dictate to us
is to negative in advance all hope of growth in critical power,
insight, appreciation. In matters of literature as in all other
matters, we stand in imperative need, as Mr Bosanquet has
said, of * training in enjoyment.” ! That to a certain extent
we are bound to acknowledge the reality of some standards of
value, even for us, outside of our own personal feelings and
independent of them, is now evident. Qur great aim must
therefore be to read with these standards always in mind, to
appreciate frankly our deficiencies and limitations, and by
submitting ourselves patiently and whole-heartedly to the
discipline of the things which we recognise as best worthy of
our attention, however far they may, for the time being,
scem to lie beyond us, to lift ourselves little by little gowards
their level, and so to educate ourselves in judgment and taste.
Such self-culture in the enjoyment of literature is possible
for those who will take themselves seriously in hand ; and no
one who from experience has learned anything of the results
will deny that, if the labour is often great, great also is the
reward. )

So much for this question of tastes and standards as it
directly concerns ourselves. We have sull to consider the
problem, so frequently referred to already, of the continual
and often astonishing differences in judgment which we find
among the professed critics and arbiters of taste.

Thus far we have tacitly taken it for granted that the
commonly accepted extreme view is correct and needs no
qualification ; that criticism is a ‘ self-cancelling business ’ ;
that its history is little more than a record of quarrels and
contradictions, assertions and denials, standards set up only
to be knocked down again. But is this really a fair statement
of the facts? Are the results attained by the exercise of
judgment in literature quite so variable, uncertain, and incon-
clusive as they are often alleged to be and may at first sight
appear? The answer must be, that though the commonly

1 See the almérable essay on this subject in The Cinlisation ¢f Christendom
and Other Studues. .
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accepted extreme view contains a great deal of truth, it does
not by any means contain the whole truth. Nothing is easier
than by a judicious selection of telling examples (and they
may be found by the score) to make out a strong case against
the utility of criticism. But it must never be forgotten that
while the history of criticism does exhibit the strangest opposi-
tions of taste and the most violent fluctuations of judgment
even in regard to subjects of fundamental importance, it
exhibits also from time to time a well-marked tendency
among the critics to come to a substantial agreement on
essential points, and here and there, even more notably, a
long-standing and almost complete unanimity as to the
significance and value of particular ¢ masterpieces ’ of litera-
ture. If divergences are picked out and made much of,
agreement and unanimity, wherever they are found, must
surely*hot be left out of account.

Let us try to understand exactly all that is implied by the
existence in certain cases of a practical concensus of critical
opinion.

I am, we will suppose, anxious to substantiate or correct
the judgment which 1 have privately formed concerning a
particular book, or perhaps, finding it difficult to form any
judgment, I feel in need of help in coming to a decision
regarding it. I thercfore lend the book to half a dozen friends
successively, asking each to give me honestly his own opinion
upon it ; and in order to make my experiment as broad and
searching as possible, I am careful to choose persons whose
views I shall necessarily hold in respect, but whom I know
to be most widely divergent in temperament, interests, ideas
of lfe and literature, and training. Now the chances are
that when my six reports come 1in, I shall find them almost
hopelessly at variance with one another, and that therefore,
though they may be of interest and assistance to me as ex-
pressions of individual tastes, they will have little value in anv
other way. But suppose that of the six readers who, according
to our hypothesis, have studied the book from six very different
points of view, and have brought six markedly different types
of mind to bear upon it, five, though their reports may vary
much in matters of detail, practically agree in thgirsense of its
value, and lay .their emphasis upon the same qualities of
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matter and treatment. In this case I shall feel, and rightly
feel, that to some extent the element of mere personality and
bias has been eliminated, and this feeling will grow stronger
in proportion as the agreement is more and more close among
those whose individual differences of taste are the most
pronounced. As for the one dissentient, though, if jt were a
question of setting him individually against any one of the
other five, I might hold his opinion at least equally worthy of
my attention, the weight of the authority of the other five
being against him, I shall most probably treat him merely as
a dissentient, and perhaps at my leisure shall proceed to
inquire into the grounds of his nonconformity. I have here,
then, to work upon a general consensus of opinion where
difference rather than agreement was to be loocked for ; and
whether such opinion harmomses with my own or not, I shall
accept it as a substantial indication of the real qualities of
the book under consideration.

What is the moral of this suppositious case ? It is so clear
that it hardly needs to be pointed out. The experiment which
I have imagined to be made on a very small scale, has actually
been made on an immense scale, and the general concensus of
opinion among those who might be expected to disagree,
which 1 have conceived as possible, has in sundry cases in
fact been reached. In other words, in regard to the value
of a certain amount of literature, we are neither left to the
isolated judgments of individual authorities, speaking each
only for himself, nor confounded by the contradictions of
supporters of rival creeds. We have instead a practical con-
cord among critics, not only of very different characters and
education, but also of different nations, epochs and schools ;
and against such general concord all occasional utterances of
dissent, though often not to be ignored, avail but lttle.
What is the inference ? Such literature has been tried re-
peatedly, and by the most various tests and standards, and
under every fresh scrutiny it has only revealed some hitherto
unperceived elements of strength and beauty. It has main-
tained its place amid the most sweeping fluctuations of taste.
The rise and fall of critical dynasties have left it almost
untouched. o Its qualities, therefore, are no longer matters of
mere personal opinion. Its greatness has been proved. For
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the secret of such stability and persistence, of such universal ’
and permanent appeal, can be found only in essential great-
ness—in transcendent vitality and power. *

We have, therefore, to recognise as one fact of capital im-
portance in the history of literature what Hume describes as
* the durable admiration which attends those works that have
survived all the caprices of mode and fashion, all the mistakes
of ignorance and envy.” The perennial life of the Illiad and
the Odyssey may be cited in illustration. * The same Homer
who pleased at Athens and Rome two thousand years ago, .
is still admired at Paris and at London. All the changes of
climate, government, relgion, and language, have not been
able to obscure his glory.” * These words were first published
in 1742, and how completely our whole conception of litera-
ture in general and of Homer in particular has been trans-
formed since then, is made clear if we remember that to us
to-day Pope’s * drawing-room versions”’ of the Homeric
poems seem almost like some eighteenth century travesty of
the originals. Yet the declaration remains as true now as it
was when Hume penned it. We may therefore read the
Iliad and the Odyssey, or we may set them aside in favour of
the last new novel, hot from the printing-press, the talk of
the hour, and certain to be forgotten to-morrow ; if we read
them, we may enjoy them or not as the case may be ; we may
consult this critic and that, and discover mulutudinous
differences in detail in the opinions expressed ; we may
make the most ample allowance for that academic bias which,
as I have said, still leads a particular class of writers to attach
an exaggerated importance to anything and everything that
has come down to us from Greek and Latin antiquity. But
one fact stands out. The imperishable interest of these poems
furnishes overwhelming evidence of their real greatness and
supremacy. And of the real greatness and supremacy of other
bodies of literature—of the Greek drama, for example, and
the plays of Shakespeare, and the work of Dante and Milton—
we have similar evidence almost as overwhelming.3 These

¥ Hume's Essays, Part I, No. XXIII, Of the Standard of Tasts

* In the case of Shakespeare, as we have already had occasion to remark,
there has been much dissent. But this dissent s easily explaiaed, and when
explained, 1s foundyto have litile value.
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works, then, so tried and so proved, we may accept as
‘ classics * ; for a ‘ classic ’ may be simply defined as a book
which has stood the test of time, and by its stability and per-
manence, and the universality and persistency of its appcal
has given unmistakable assurance of immortal life.

A principle of the utmost significance in the valuation of
literature is thus established—the principle of Qudd ubique,
quod semper, quod ab omnibus. *‘In general,” as Longinus
wrote, ‘“ we may regard those words as truly noble and
sublime, which please all and please always. For where the
same book produces the same impression on all who read it,
whatever be the differences in their pursuits, their manner of
life, their aspirations, their ages, or their language, such a
harmony of opposites gives authority to their favourable
opinion.” 1

I need not take space to show in what sense this principle of
‘ catholicity > has to be understood, and what qualifications
have to be introduced into the statement of it in order to
prevent any careless confusion of the truth on which it rests
with the wholly false notion, already mentioned, that the
value of literature can in the least degree be inferred from its
popularity with certain classes of readers at any given time
One point, however, calls for special attentidn. A chief
‘ note of catholicity ’ in lterature is, as we have now seen,
its lasting power—its power of continued life. But this power
of continued life depends upon qualities quite different from
those which commonly ensure immediate general success.
This fact has some important implications.

Throughout the whole range of hfe, as we all know, the
struggle for existence results in the survival of what 1s fittest to
survive. The persistence of any organism in this struggle
is possible only through its capacity for adaptation to its
environment ; where an organism fails to adapt itself to a
changing environment, it perishes ; while the higher the
organism the greater its power of adaptation to perpetually
changing and increasingly complex surroundings. These
are familiar biological truths, and I recall them now becauise
of their bearing upon the problem of survival, and therefore
of fitness, jn literature. A book, like any other organism,

1 0p. cit., c. vii. .
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succeeds in the first instance by reason of its adjustment to
its conditions ; in other words, it succeeds by its power of
interesting the particular body of readers to whom it is
addressed ; and its immediate success is, of course, to be
measured by the extent of the interest which it arouses. A
book which enjoys an enormous vogue does so because,
as we sdy, it hits the popular taste ; because, that is, for one
or another reason, it falls in with and expresses the mood of
the hour, deals with the things which people are thinking
and talking about, and is in consequence exactly the kind oi
book for which the public is ready, and which it 15 most eager
to read. But the adaptation which thus secures immediate
success may be an adaptation only to conditions which are
local and transitory. If so, then, when the mood has passed,
when the things which people were thinking and talking
about at the time have ceased to interest them, the book
becomeg obsolete ; they no longer read 1t, and very probably,
if they concern themselves about it at all, they marvel greatly
at the enthusiasm with which 1t was first received.! Any piece
of art which is merely timely must sooner or later perish of
its timeliness, for having nothing 1n it which transcends the
fashions from which it drew its nourishment, it inevitably
dies with thém. Thus the very causes which gave it a tem-
porary popularity operate against its continued life. Such’is
the tustory of many books which have flourished for a season,
but whose place a new generation knows no more. But there
are other books which, as I have said, possess the power of
surviving all changes of fashion, taste, and even civilisation.:
Why 1s this ?  Because they are capable of continuous adjust-’
ment and re-adjustment to the ever-developing conditions of
our moral and intellectual hfe. They had a message and
meamng for their own age ; they have a message and meaning
for us still. Such books may have been, 1n a large number of

1 One frequently recuriing problem for the literary historian s that of
explaining by reference to the condittons of the time of production the
imunense success of various works (such as Lillo’s George Barnwell and
Schuller’s The Robbers), which are now httle more than curiosites. In
dealing with the hstorical study of literature I have already shown the
vital interest which may sull belong to many of these bopks (Chapter 11,
§ 3). But this is naf now the queston,
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cases they undoubtedly were, in the narrowest sense of the
word, timely. But they do not survive in virtue of their
timeliness, but rather in despite of it ; for whatever they carry
with them which belonged only to the place and time of their
birth, is an obstacle to their endurance and not a help, though
it was very probably a help to their first success. They
survive because, however much they may originally have
appealed to interests which in the nature of things could not
but be local and transient, they contain elements which,
now that these special interests are long since dead, have still
the power to delight, move, inspire And here, perhaps,
the analogy between the phenomena of biology and those of
literature partly fails. For the literature which survives all
changes of fashion, taste, and civilisation does so, not so
much because 1t actually adjusts itself to new modes of hfe,
thought, and speech, as because in its essential composition
it was from the outset adapted to what is primary, elemental,
and uniform in human nature and experience, and therefore
to conditions which persist, independent of place and time..
It is certain that, save in a very few instances, such literature
was produced by men whose thought was fixed, not upon
posterity or the things which are permanent in hife, but upon
their own public and the facts and problems of thie hour. To
the making of such literature, therefore, has always gone a
large amount of purely local and temporary matter. But it
is the peculiar mark of the books which are endowed with
the secret of continuous life that in them even the local and
temporary is so handled, and with such insight, and grasp,
and power, that it is made to partake of the sigmficance of
the universal and permanent. It has been said of Herodotus
that he had the knack of taking interest in the things which
have continued to interest people for twenty-three hundred
years. This statement is true not only of the Father of History ;
it is incontestably true of all those who have written books
which live ; for it is just because their books deal with un-
rivalled insight, grasp and power, with the things which are
universally and permanently interesting—with the experiences,
motives, and passions, the struggles, joys and sorrows, which
belong to the common foundations of human life, everywhere
and at all ttme—that ‘“age cannot witheg” them ‘' nor



STUDY OF CRITICISM AND VALUATION OF LITERATURE 311

custom stale ” their “ infinite variety.” What is merely
accidental in a great book—what appertains only to the
trappings of life, to the circumstances and conditions of the
age and society out of which it came—will interest us in it
just as such things interest us in any other piece of literature.
But when we penetrate beneath these we come upon the
explananon of its enduring vitality in its wonderful adaptation
to all that is most essential and stable in life at large. To
measure the distance in everything but the essential and
stable which separates us to-day from the Book of Fob, the
Divine Comedy, Paradise Lost, the Homeric poems, the tragedies
of Shakespeare, 15 to gan some sense at least of what it is
in the world’s greatest hterature which has hfted it above the
reach of the destroying influences of tume.

In the light of this somewhat protracted discussion of the
problem of survival in Iiterature, we ought to be able to
understand the full meaning of the statement that there is a
considerable amount of literature which we may regard as
lying outside the region of personal opinion, and the greatness
of which has been proved. To this statement we will'now
return since, as wil doubtless have been anticipated, it
provides us with a certain sure footing amd all questions and
controversies concerning literary valuation.

The principal test of greatness in literature—that of its
lasting power—is manifestly one which 1t must be left to time
to apply. But meanwhile, what of the hterature which has
not yet been so tested ? We cannot venture to forecast the
result of the sifing processes of the centuries, nor can we say
with any degtee of certitude how this or that now famous
work may look when, like Shakespeare’s plays, 1t has stood
the wear and tear of three hundred years. Only as we are
able to step away from a piece of hterature, and to see 1t 1n
perspective, is it in the vast majonity of cases possible to
distinguish between essential interest and accidental interest,
between the success which is merely umely and that which
has 1n 1t the promise of endurance. It is difficult for us to
conceive that what appeals intensely to us may not perhaps
outlast our generation, for that which at the moment seems
most vital will hardly fail to assume 1n our mjngs the char-
acteristics of uguversality and peimanence. In respect, then,
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of the literature which still lies near to us, and in respect
especially of contemporary literature, we are necessarily
left to ourselves and to the guidance, such as it is, offered by
our critics. Yet let it be said emphatically that such litera-
ture—the literature which grows out of the life that we ouf-
selves live, is fed by all the influences which belong to our
surroundings, and deals with the facts and problems which
directly concern us as creatures of our own place and time—
must inevitably have an interest for us quite different from
that possessed by even the greatest literature of the past,
and in many ways much deeper and keener than this. The
advice that when a new book is published we ought to read
an old one, is therefore not advice that any of us need take
seriously. No man can properly be said to belong to his own
generation who is not eager to keep abreast of its literature.
Even the books which, as we may feel assured, are of merely
ephemeral significance, may thus often have a regl claim
upon our attention. None the less, entirely justified as is
our interest in all kinds of contemporary hiterature, since that
literature is enormous in quantity and of varying degrees of
excellence, and since, moreover, every reader should regard it
as part of his duty to encourage what is good and discourage
what is bad, it is of fundamental importance that we should
read “ the new wotks of new days ” with a constant sense of
relative values, and a desire always to discriminate so far as
possible between what is genuine and what is factitious.

And here, as I believe, a knowledge of the °classics’
may be of practical help to us. If in them we have recognised
examples of literary greatness in various forms, and if there-
fore they admittedly possess a certain rank and authorty,
we ought to be'able to use them as standards of comparison.
By this I do not in the least mean that we should scek to
employ them in the narrow, pedantic, and inflexible way in
which the Greek and Latin classics were employed by the
academic critics of the seventeenth and eighteenth centuries,
Nor do I propose that we should try to make systems and rules
-out of them. Above all, I do not suggest that we should
invoke them to check originality, hamper experiment, or
define in advance the lines which the literature of our own
time should or should not follow. To imply that even the
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greatest things of the past are to be set apart as models for the
present and the future would be against the whole drift and
spirit of my argument throughout this chapter. The literature
which really counts, as I have more than once insisted, is
the literature which is made, not out of other literature, but
out of life ; and for a living literature no models will suffice.
If, thertfore, on the one hand, we must never allow ourselves
to be musled into exaggerated estimates of contemporary
productions by the noisy approbation of the general public
or the injudicious praise of reckless reviewers, on the other
hand we must not fall into the opposite error of supposing
that all the great work in literature has been done, that there
can be no new prophet in our own generation and country,
and that the acknowledged masterpieces of bygone ages
spell finality, What I mean, and all that I mean, by saying
that we can use these acknowledged masterpieces as standards
of comparison, is this : as their qualities are not matters of
speculation, but, as we believe, of fact—as their greatness has
been proved—we can by analysis of them discover something
at least of what constitutes essential greatness, power, and
beauty in literature, and can utilise the knowledge so gained
in a practical way in our examination of the merits and defects
of other pitces of literature belonging to the same general
class. We are thus brought back to a point already made—
that a thorough and compiehensive acquaintance with the
world’s greatest work in poetry, the drama, and fiction may
safely be postulated as indispensable for any one who would
undertake to pass judgment upon, or, as we may now add,
would seek to appreciate the real qualities of, any poem, or
play, or novel. In this work of comparison we shall seldom, in
all probability, be able to proceed by any formal methods,
nor is it necessary that we should try to do so. Our interest
1s in the spirit, and not in the letter ; and it is enough for us
to know that fammliarity with great and good literature will
quicken in us an instinctive feeling for what is great and good,
wherever we may meet with it, and in whatever new forms it
may be embodied. Matthew Arnold’s theory of the use of
“ touchstones ”’ of poetry—of selected lhines and passages by
which to try * the presence or absence of high .pgctic quality,
and also the dggree of that quality, in all other poetry which
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we may place beside them » 1—will probably seem to most
readers, as it seems to me, rather fantastic and unconvincing.
But the underlying idea is incontestably.sound and frutful,
It is not by abstract theorisings about power and beauty,
about standards and tests, but by simply living as much #
possible, and as sympathetically as possible, with the best
that the world’s literature has to give us, that our tdste will
be attuned to excellence, and our judgment trained for its
appreciation.

Difficult as this whole question of the valuation of literature
admittedly is, and superficial as our present treatment of it
has necessarily been, it may still be hoped that we may now
close upon certain positive results. An admirable French
exponent of the doctrine of discipline in art, M. Nisard, in the
spirit of extreme revulsion from the anarchy threatened by
the spread of mere impressionism, once asserted that the true
purpose of criticism 1s to free hterature from the tyranny of
the notion that there 1s no disputing about tastes. There 1s
not the slightest ground for hope that this purpose will ever be
completely achieved. Criicism cannot be reduced to a
science ; it cannot be made into “ a sort of botany apphed
to the works of man.” We talk, with Arnold, about * seeing
the thing as it really is.” But this is only a fashion of speech.
To see the thing as 1t really is, is impossible ; for we can see
it only in our own minds ; and since our minds are * steeped
and infused in the humours of the affections,” ® we can see 1t
only- through the atmosphere of our own temperaments and
characters. We can clear away the mists of prejudice ; we

- can make due allowance for predisposition ; we can do a
great deal of correct bias. But that is all. Literature grows
out of personality, and addresses itself to personality. It
deals with many subjects in many forms. It is of its very
essence that it should enbst sympathy, stir feeling, arouse
passion. Thus it appeals to variable elements, and vanation
must inevitably characterise our response to it. From this
conclusion there is no escape. We cannot eliminate the
individual factor from criticism, and the differences which
arise from the play of many minds upon the same phenomena

1 TheStydy of Poetry, in Essays .n Critwcism, Second Senes.
3 Bacon, Advancement of Learning, 1, 1, tii. .
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must be accepted as matters of course. I see no reason to
regret this ; rather am I glad that a colourless uniformity in
literary appreciation is never likely to be reached. Yet
though in the last analysis we are thus thrown back upon our
oWn taste and judgment, the great fact remains that to a
large extent, I would venture to say to an extent quite in-
calculable, taste may be trained and judgment controlled,
disciplined, and directed. Thus in our own relations with
the problem of literary valuation, we have, after all, a prin-
ciple of practice to start with, and to this we shall certainly
look for 1llumination and guidance, if we desire to make our
study of hterature of the utmost possible service to us as a
means both of enjoyment and of Lfe.
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I
ON PeRSONALITY IN LITERATURE *

(See pp. 14-16, 40-42)

N a very valuable review of this book in the Manchester
Guardian (for which I believe I am indebted to one of
the foremost of our hiving English scholars), 1t was suggested
that in emphasising the personal element as the foundation
principle in literature I had apparently neglected the fact
that there are considerable bodies of literature in which the
personal element does not exist. The matter is one which
perhaps deserves a little further attention.

Every student of literary evolution is, of course, aware that
very early literature, even when it assumes what seems to be
a lyrical form, is not in our sense of the term a literature of

. self-expression. This is because the emergence of the indi-
- vidual unit from the mass is a relatively late result of advancing
social life. ;The common view, set forth by Victor Hugo
with charactefistic energy in his famous preface to Cromuwell,
. 316
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that the “ primitive *” ages of the world were agesof * colossal *
individualism, is grotesquely unhistorical. They were, on the
contrary, ages in which group-lfe and group-consciousness.
were in the ascendant ; while it is only “ in the movement of
cdvilisation—a movement by no means regular, but often
spasmodic, back and forward, forward and back, though on
the whble forward ”—that “ personal character comes to
stand out more and more distinctly from the general crowd.” 1
The mmportance of these considerations in the study of early
literatures is seldom recognised by general readers. One of
the most fertile sources of error in our common interpretation,
or rather misinterpretation, of the Old Testament, is our
habit of reading back into it ideas derived from our modern
highly developed individualism and entirely out of keeping
with its own real spirit and bearings. The centre of interest
in most surviving Hebrew literature is, in fact, not the indi-
vidual but the family or the community, and no true under-
standinf; of that literature is possible unless this is kept always
in mind. ave already noted that the greater parT?)%HEbrew
lynical poetry is communal and not personal in character
(pp- 97, 98, 100). The entire Hebrew attitude towards life,
Hebrew patriarchal notions of family continuity as against
personal immortality, and early Hebrew moral theories
concerning corporate and hereditary responsibility and
vicarious suffering,? were also based upon the conception
of the community as the centre of hfe and the point of de-
parture. In other early literatures, also, the origin of the
lyric must be sought in efforts to express the emotion of the
group, not that of the individual singer. ““In the rude
beginnings of literature among loosely federated clans, we
find,” as Mr Posnett says, * the communal ° lyric * reflecting
the corporate orgamism and ideas of contemporary life.
Even in Pindar, the communal, as opposed to the individual
characteristics of the °lyric,” are still visible, the victor of
the games being often merely a centre round which the
achievements of his clan or city are grouped.” 3 The very

! Posnett, Comparative Lilerature, pp. 70, 71.

% As summed up, for instance, 1n the famous proverb agamnst which the
more individualistic later prophets protested, * the fathe? have eaten sour
grapes, and the chyldren’s teeth are set on edge.” 0p. sit., p. 40.
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conception of personal authorship arose only with the change
from communal to personal life, and so little indeed, during
the earlier stages of literary evolution, was the integrity of any
composition regarded, that every new generation felt free
to deal with it as it chose. Hence a piece of early literatufe
may best be likened to a mediazval church, which grew gradu-
ally into the shape jn which we know it under a succession of
master-builders, and now bears little distinctive trace of any
one mind.! In later times 2 backward movement in civilisa-
tion has occasionally brought about a repression of indi-
viduality, with the result that personality has again almost
disappeared from literature. I have lately had reason to
lay stress on this in dealing with the effect of medizval.con-
ditions on literature and art. Having shown how all these
conditions were ‘ fatal to the free development of indi-
viduality,” I have said :—* One curious result which followed
in the domain of literature and art is worth attention—the
almost complete want of individuality in the works produced,
the absence of the distinctively personal note. Everywhere
we meet with what Brunetiére calls the spirit of anonymity.
There is nothing in poem or painting to reveal the character
of the poet or artist behind it. One roman is just like another
roman ; one mystery-play just like another mystery-play ;
one trouvére or minnesinger just hke another trouvére or
minnesinger ; one Madonna or Crucifixion just like another
Madonna or Crucifixion. Individual genius had been
swamped by tradition and convention.” 2

The points upon which I have above touched were neither
forgotten nor intentionally ignored by me when I wrote the
pages in the text to which this note refers. 1 passed them over
simply because I did not wish to burden my exposition with
what might seem to most of my readers somewhat extraneous
matter. Their bearings upon the general principles of literary
interpretation will, I think, be fairly obvious. Where the

} Note, for example, the obvious tamperings with the text of Ecclestastes
and The Book of job ; also the dufferent  layers’ in the Nwad (for which
sec Leaf's Companon to the Ihad). The objectivity of most early narrative
poetry, n part at Jeast the poetry of composite authorship, 13 very marked ;
as 1n the Homene poems (with which compare the lughly personal £Ened),
Beowulf, and the Nibelungenlred. 3 The Story of the Renaissance, pp. 5, 6.
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purely individual element does not cxist in literature it will
be idle of course to look for it"; and it would, therefore, be
correct to say that in our study of an early lyric poem or lay,
or of a medizval romance or muracle-play, we cannot be
cOhcerned about the factor of individuality, as individuality is
understgod to-day. Yet the lyric, lay, romance, or miracle-
play, as the case may be, is still the product of human energy
seeking the channels of literary form ; it still stands for human
thought and feeling ; and "behind it necessarily lies, if not
the power of the individual unit, at any rate, that of what we
may call generalised or communal personality. In such
circumstances, then, it is with generalised or communal
personality that we have to get into touch. What I have
said on pp. 17 and 18 of the text may thus, with slight change
of wording, be applied to the study of the literature which
€Xpresses "ggquE-consciousncss rather than the mind of the
individypal maker.” That 1n analysing such group-consclous-
ness we are in fact inquiring into the significance of literature
as a revelation of race and age (see pp 31-33) will be equally
apparent. Moreover, as “ the progressive deepening and
widening of personality ” is, as Mr Posnett rightly insists,
the central fact 1n the evolution of literature, the development
of personality is manifestly a problem of capital importance
1n the study of literature on the historical side.?

m
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On p 126 T have suggested this as a special topic for study.
It is one so rich in interest that a little space may fittingly be
devoted to its further consideration.

Clearly, the first test to be applied is that of poetic truth.

! When once attention had been directed to the existence of this problem,
we shall find 1t cropping up 1n all sorts of unexpected places, and even ig
connection with quite recent hiterature. To give one example : the decline
of the drama and the nse of the modern novel are in part results of growing
individualism, while such growing individualism 1s agaun gue factor in the
evolution of prosg fiction 1tsclf.
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With this I have already dealt at some length (pp. 80-82),
and have now only to insist upon the fundamental difference
between the faithful and the unfaithful or conventional
treatment of natural facts. Even to the uncritical reader the
contrast is apparent between the first-hand knowledge and ffie
specific accuracy of Wordsworth, or Keats, or Tennyson, each
of whom wrote (in Wordsworth’s own phrase) with his eye
“ steadily fixed upon his object,” and the bookishness, the
vague generalised statements, and the neglect of detail, which
characterised Pope and his school. The occasional careless-
ness and conventionalism of Milton have already been noted.
Elsewhere we may find illustrations without number of the
difference in question. Thus the May morning and the
garden landscape, which were partly conventional even with
Chaucer, are entirely so with his fifteenth century imitators ;
while on the other hand, in the writings of some of their
Scottish contemporaries (in Gavin Douglas’s prologues to
his translation of the Eneid, for instance), there is a marked
tendency to break away from mere literary formulas and to
attempt the realistic reproduction of things actually seen.
In the pastoral poetry which from the ume of the Renaissance
onward was written on classic models, the treatment of nature
is almost wholly imitative and conventional.

This question of fidelity settled, we have next to consider
the poet’s emotional response to nature, and, more broadly,
the manner in which, and the purposes for which, nature is
employed by him. It is evident that while poetic truth is a
characteristic which Wordsworth, Keats and Tennyson have
in common, the emotional response of each of these poets is
strikingly different from that of either of the other two. Itis
equally evident that nature is used in one way, let us say, in
John Dycr s Grongar Hill, in another way in Scott’s Marmion,
and in another again in Arnold’s Dowver Beach. So much
is clear. Yet, as this is a matter in regard to which some
definite guidancc may be useful, I will here indicate a few
of the most important ways in which poets may deal with
nature ; though it must be understood that the subject is
too large for full treatment within a small space and too
complex to admnt of exact classification. What follows is
based on Printipal Shairp’s suggestive chapter,on the subject
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in his Poctic Interpretation of Nature. 1 do not, however, adopt
his analysis in all particulars, and I have added a good deal
to it in various places.

To begin at the beginning, we may find in poetry the
eXpression, in Mr Shairp’s words, of ‘that simple, spon-!
tancous, unreflecting pleasure which all unsophisticated
beings fhel in free open-air hfe.” We get this “ fresh child-
like delight 1n nature ”’ very often in Chaucer (as we may see
by going no farther than the opening of the Prologue to the
Canterbury Tales), and often, too, in snatches, in our old
ballads ; asin the charming lines .

When shaws beene sheene, and shradds full fayre,
And leaves both large and longe,

Itt 13 merrye walking in the fayre forrest

To heare the small birdes songe.

There i again the same note of simple pleasure, uncom-
plhicated by intellectual or moral considerations, in the
following passage which I translate from Walther von der
Vogelweide, the most famous of the minnesingers :—

“ When the summer was come, and the flowers sprang up
wonderfully through the grass, and the birds were singing, then
came 1 passing over a long meadow, where a clear well gushed
forth ; through a wood it ran, where the nightingale sang.”

In the very nature of things, such expressions of unreflecting
pleasure must be sought chiefly among the older poets, for
in our modern enjoyment of the open air and the freedom of
the fields, even though the occasion be a picnic expedition,
intellectual and moral elements are almost certain to intrude.
Yet now and then, even in our analytical and sophisticated
age, the poet will abandon himself whole-heartedly and
unspeculatively to the mood of the moment, and then we
catch again, though with unmistakable suggestions of deeper
passion, the simple rapture of earlier times. Keats’s sonnet,
To One who has been long in City pent, and Lowell’s glorious
Prelude to the first part of The Viswn of Sir Launfal, may be cited,
as 1illustrations.

Superficially somewhat akin to this simple enjoyment of
nature, though essentially quite different frogn, it, is that
love of nature which we may best describe perhaps by the

X
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« sensuous. Mr Shairp has left this altogether out of
Aurvey—a serious omlssxon, since poetry is full, as we
wiould expect, of the artist’s feeling for the material beauty
of nature considered as material beauty only. In describing
the development of his own relations with nature, Worfs-
worth has shown how, after leaving behind him the | coarser
pleasures” of his ‘ boyish days,” he passed into a stage in which

The sounding cataract
Haunted me like a passion ; the tall rock,
The mountain and the deep and gloomy wood,
Therr colours and their forms were then to me
An appetite—a feeling and a love
That had no need of a remoter charm
By thought supplied, nor any interest
Unborrowed from the eye.!

These lines exactly describe the pure artist’s sensuous love
of natural beauty—a love whxch has no need of “ any interest
unborrowed from the eye.” In Wordsworth himself we do
not find many expressions of this love, because, as he goes on
to tell us, even this stage was wmn turn presently outgrown.
But we find it in many modern poets ; notably, for example,
in Keats. As I have elsewhere said: ‘‘Keats did not love
nature as Wordsworth and Shelley loved it. There was
nothing spiritual or mystical in his feeling for it ; he had
little sense of those unseen realities which speak to the con-
templative soul out of the external show of things. His was
a sensuous love of natural beauty just for its own sake—the
beauty of field and forest, of flower, and sky, and sea ; and
in the interpretation of this beauty, in this simple and direct
passion for nature . . . no English poet takes a higher place
than Keats.” 2 Wordsworth’s reproof of Peter Bell might
indeed have been addressed to Keats, for of him it was in
fact perfectly true that

A primrose by a river’s brim

A yellow primrose was to him,

And it was nothing more.

1 Lines Writien above Tintern Abbey. Compare, for a fuller account of
the transformmtjon of the poet’s feching for nature, The Prelude, Books 1
and II. 3 Keats and his Poetry (an the Poetry and Lifs series), p. 85.
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But then Keats’s reply would have been—why should it be
anything more ? Why should we probe it for moral or spmtual !
meanings ? Is not its simple beauty enough ?

We may next note, though Mr Shairp has not done so,
hdw nature may be used merely as a source of imagery and
llustratjon. Metaphors and similes from nature are common
in all poetry ; at times, poets have seen and handled nature
only in the mctaphoncal way. Thus it has been pointed out
that though the Hebrew poets generally show great fidelity
in their treatment of nature, they nowhere suggest any real
love of nature as such : nature being for them, as Canon
Cheyne puts it, mainly “ a magazine of symbols,” bearing
upon human life. Homer’s similes from nature are justly
famous, and the fact that while they are all manifestly taken
at first hand from the things described, they have often been
elaborately imitated by modern poets (as by Arnold in
Sohrab gnd Rustum), brings us back again to the difference
between the genuine and the traditional and bookssh treat-
ment of nature on which 1 have already insisted. It is, of
course, important under this head to trace all metaphors
and similes to their sources, whether in nature or in other
literature, and to inquire both into their accuracy and into
their proprlcty Interesting details will often come to
light. It is, for example, a point worthy of attention that;
though many of Virgil’s similes are fashioned directly upon
Homer’s, the poet’s own intimate knowledge of nature is
often revealed ; as1n the passage in which (evidently recalling
what he had seen on his father’s farm when a boy) he likens
the labours of the men of Carthage to those of bees in their
hive ®

Another way in which nature is often employed in poetry
is as a background or setting to human emotion or action.

» The question of propricty, or * keeping,’ 1s an important one. Note
that Arnold, while adopting Homer as lus model, * took a great deal of
trouble to onentahse ** s similes 1n Sohrab and Rustum (sec hus Letters, i. 37),
and that Tennyson was equally careful to make all the simules 1n Enoch
Arden ** such as nught have been used by sumple fisherfolk * (Memoir, UY™
Hallam Tennyson, n, 8).

t Enad, 1, 430 ff  Virgil's father was, among other things, a bee-keeper.
The passage has often been imutated ; notably by Miltendn Paradise Lost,
i, 768-75. .
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This was a common way with those poets of the eighteenth
century in whom the reviving love of nature was conspicuous,
but who still fixed their attention chiefly on man. Thus, for
instance, Gray uses landscape in the Elegy and Goldsmith in
The Deserted Village. This too is the way in which natufe
has been employed by narrative poets from Homer down to
our own times. That in the evolution of narrative poetry
the tendency has been towards the greater and greater
claboration of the landscape-setting—that, in other words,
description has become increasingly important and has
encroached more and more upon story—is a fact the signi-
ficance of which no reader is likely to overlook. Even in the
Iliad, as Mr Shairp notes, “ there 1s httle or no description
of the scenes in which the battles are fought. The features
are hinted at by single epithets, such as many-fountained Ida,
windy Ilion, deep-whirlpooled Scamander, and the presence
of nature you are made to feel by images fetched gtraight
from every element ” ; Homer, as the writer says in anothcr
chapter, being * so full of business and of human action, that
he cannot stay for description.” There is more pure descrip-
tion in the Odyssey and again in the £neid, as in Hebrew
literature there is more pure description in Esther than in
Ruth ; and in each case its greater prominence is'to be inter-
preted, in general terms, as evidence of changing methods of
narrative art. But it is only in quite modern literature that
its immense development has become a persistent feature.
In any case in which a recent poet has retold an ancient story
we shall be certain to find ready to hand an illustration of the
striking difference between the naive and the highly elabor-
ated manner of using nature for narrative purposes. In
speaking of the famous tale of Cupid and Psyche in the Meta-
morphoses of Apuleius, Professor Mackail remarks: “ The
version by which it is best known to modern readcrs, that in
the Earthly Paradise, while, after the modern poet’s manner,
cxpanding the descriptions for their own sake, follows
Apuleius otherwise with exact fidelity.” ! Here, as will be
" seen, the expansion of description is the more suggestive
because of Morris’s general adherence in all other particulars
to his origingl. There is a similar contrast between Malory
L Latin Literature, p. 243. .
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and Tennyson. Malory is satisfied with the bare statement
that a certain knight was riding through “ a wood,” and then
passes on at once to the adventure which he met with thére.
Tennyson pauses to give a picture of the wood. Nor is this
M. Another, and more important, mark of the general
change which has come over our attitude towards nature is
to be fdund in the fact that whereas the older poets habitually
used nature merely as a detached background, modern
pocts tend to relate such background to the human drama
which 1s played out against it, thus exemphfying the char-
acteristic subjectivity of modern art. This method of using
nature is a conspicuous feature of Tennyson’s narrative
poetry. The whole tragedy of the Idylis of the King is worked
out amid scenes which are made to correspond with each
stage of the story as it is reached. Thus in the spring setting
of Gareth and Lynette, in the late autumn setting of The Last ;
Townament, and so on throughout, nature is brought in to
sustain’ by sympathy the mner significance of the human
drama. But such human drama may be thrown into relief
by contrast as well as by sympathy ; as Tennyson again
shows us in Enoch Arden. When Enoch lands, and the sea
haze gathers about him, turning the world to grey, nature
respenis td his own rising doubts and becomes prophetic of
his approaching doom ; but when, earlier in the poem,
Tennyson paints his gorgeous picture of the tropical island
on which Enoch has been cast, it is clear that he does so to
intensify by contrast with the exotic fertility of the landscape
the loneliness and despair of the *“ shipwrecked sailor waiting
for a sail.” Arnold makes a very fine use of contrast when he
closes the tragic story of Sohrab and Rustum with the descrip-
tion of the river Oxus, flowing out through the darkness and
leaving the petty hum of human life behind it in its majestic
passage through vast solitudes to the Aral Sea.

Again, natural scenery may be interesting to a poet because
of its association with human events Mr Shairp is wrong
in thinking that the nature-poetry of historical association
is entirely modern, for the learned and antiquarian Virgil
puts much of it into the .Eneid! But it 1s unquestionably
a kind of nature-poetry which grows with the growth of

1 See, in particular, the discourse of Evander in Book VIII.
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historical studies and the historical imagination, and it must
therefore be regarded as the product of modes of thinking
which are possible only in relatively advanced periods of
culture. We have many striking examples of such poetry in
Byron’s Childe Harold’s Pilgrimage ; but for its fullest develoge
ment we have perhaps to turn to Scott. It is not only, as
Mr Shairp says, that Scott “ has in his romantic epics de-
scribed the actual features of the fields of Flodden and of
Bannockburn with a minuteness foreign to the genius of the
ancients. He has done this. But besides, wherever he set his
foot in his native land—not in a battle-field alone, but by
ruined keep or solitary moor, or rocky seashore or western
island—there rose before his eye the human forms either of
the heroic past or of the lowlier peasantry, and if no actual
record hung among them, his imagination supplied the want,
and peopled the places with characters appropriate, which
shall remain interwoven with the very features of the scenes
while the name of Scotland lasts.” Landscape with Scott
1s, in fact, habitually seen through a haze of historic or
romantic associations. He himself has touched upon this
characteristic aspect of his attitude towards nature in the
introduction to the third canto of Marmion.

While thus recognising the poetry of historical*association,
Mr Shairp has failed to perceive that there 1s a poetry of
personal association as well. Indeed, the memones which
colour landscape or otherwise affect our relations with it,
will on analysis be found to be far more frequently of an
individual than of a general character. Goldsmith’s Deserted
Village, Tennyson’s The Dawsy and (for the most part) In
Memoriam, Arnold’s Obermann poems and Stanzas from the
Grande Chartreuse, and William Watson’s Wordsworth’s Grave,
may be mentioned as examples, under various forms, of this
kind of poetry. Under this same head a singularly interesting
line of study of both kinds of association—general and per-
sonal—is provided in Wordsworth’s three Yarrow poems—
Yarrow Unusited, Yarrow Vissted, and Yarrow Revisited. Of
the second of these Prof. Veitch says: ‘ We have there the

t «Yarrow, the truest Yarrow that ever was pictured ;
real yet not, literal ; Yarrow as it is for the spiritual sense
made keen, quxck sensitive and deep through the brooding
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over the stories of the years and living communion with the
heart of things.” 1 )

The poetry of set description, in which the poet undertakes

do with his pen what the landscape painter does with his
brush, may next be referred to. Of such pictorial poetry
Thomsgn’s Seasons is a familiar example. Its essential feature
is, that while human life is often introduced into it (as figures
are put by a painter into his landscape), nature is the first
consideration and humanity is merely subordinate. Hence the
difference between this poetry and the poetry in which, as in
the Deserted Village and the Elegy in a Country Churchyard,
nature is used as a background to human life. Of course,
passages of set description are usually found embodied in
narrative and meditative poetry, where they are so often
interwoven with other elements that it is impossible to say
just where pure description ends and a human nterest in
naturepbegins. But descriptive poetry has still to be recog-
nised as a division of the poetry of nature. Questions of
method and success, of course, arise here ; and these, pushed
home, will be found to entail a large and complex =sthetic
problem—the problem, namely, how far, in what ways,
and under what conditions the poet is able to paint at all.
At this point the student will be well advised if he turns to
Lessing’s masterly treatise, Laokoon. Lessing, indeed, carried
his condemnation of descriptive poetry much too far, and
neglected considerations which the reader of modern nature-
poetry will readily provide for himself. At the same time
Laokoon remains one of the foundation books on this, as on
many other subjects connected with the relations of poetry
and painting.

In principle at least descriptive poetry is entirely objective.
We have now to note some of the uses to which nature may
be put in poetry of a highly subjective kind.

Nature may be set in sharp contrast with the life of man,
to the end that the pathetic brevity and littleness of that life
may be brought out and emphasised. Sometimes the cogg,
trast is between that totality of things which we call nature—
nature conceived as the vast and undying—and the tiny
span of our personal existence or of the passipg generations,

' Khstory and Poetry of the Scottssh Border, i, 316.

-—
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which come-and go, in Homer’s phrase, like leaves on the
trees of a forest. So the voice of nature speaks to Arnold :

" Race after race, man after man,
Have thought that my secret was theirs,
Have dream’d that I lived but for them,
That they were my glory and joy.
They are dust, they are changed, they are gone!
I remain.?

Sometimes the contrast is between some phenomenon or
aspect of nature and man’s life. So Catullus sings that,
while suns set to rise, for us, while once our brief light is
extinguished, there is nothing left but eternal nicht2 So
Keats contrasts the life of the individual man with that of the
nightingale figured as an ** immortal bird ”” ; and Tennyson
finds a message in the babbling of the brook :

For men may come and men may go,
But I go on for ever.

This note, as we might expect, is often heard in elegiac
poetry. It is heard, for instance, in Longfellow’s The
Warden :

Meanwbhile, without, the surly canon waited,
The sun rose bright o’erhead,

Nothing in nature’s aspect mumated

That a great man was dead.

It is a recurrent note in Arnold’s Thyrsis and in Watson’s
Wordsworth’s Grave.

Again, special stress may be laid on the indifference of
nature—an indifference which, if we are to continue to apply
words of human connotation to purely natural processes, we
may even describe as cruelty. The sense that nature, though
we may by a trick of the imagination personify it as the Great
Mother, has, after all, no care for man and his welfare—that,

An fact, there i3 nothing in the universe about us save im-

3 The Youth of Nature.

£ Soles occidere et redire possunt
Nobis, quum simul ocaidit brevis lux,
Nox est perpetua, una dormienda.
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personal, ecternal, and inexorable law—weighed heavy on
the thought of the noble old poet Lucretius. But it is, of
course, within recent times that, under the ever growing
irguence of science, it has come specially to the front. Among

great English poets Tennyson in particular saw nature
“ red ingtooth and claw with ravine,” and realised to the full
what our deepening knowledge of cosmic processes portended
on the spiritual side. The vastness of the universe, in time
and space, as revealed by science, appalled him :—

Many a hearth upon our dark globe sighs after many a vanish’d
face,

Many a planet by many a sun may roll with the dust of a vanish’d
race.!

Another Victorian wrter of immense power dwelt on the
modern scientific conception of nature as a further argument
in favoyr of his all-comprehensive pessimism :(—

I find no hint throughout the Universe
Of good or ili, of blessing or of curse ;
I find alone Necessity Supreme 2

In this way we are brought round to the scientific inter-
pretation of nature, which I have already sufficiently con-
sidered mn the text (pp. 84-87).

On the other hand, men may discover, and most of our
modern poets have discovered, in nature, not indifference,
not cruelty, not sensuous beauty only, but sympathy, com-
panionship, and infimite spiritual significance. As every
poet responds to nature according to the peculiar qualities
of his own temperament, the poetry of emotional inter-
pretation takes many different forms, as in the poetry of
Wordsworth, for whom nature was divine, and who sought
communion through nature with nature’s indwelling Soul ;
of Shelley, to whom nature was a mystical revelation of that
eternal spirit in whom all modes of lfe are one ; of Byron,
who found in nature the passionate freedom which the
conditions of the human lot denied to man; of Arnold, to~
whom, on the contrary, nature’s calm was a refuge and a

solace to the fretful and troubled heart. The dgeply religious
Y Vastness. * t James Thomson, The Cuy of Dreadful Night, xiv.
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quality of this kind of nature-poetry will be specially re-
marked ; as pre-emirfently in the case of Wordsworth, who
has shown, as Mr Myers has put it, “ by the subtle intensity
of his own emotion, how the contemplation of nature cgn
be made a revealing agency, like love or prayer—an opentng,
if indeed there be any opening, into the transcendent
world.”

Not to carry this analysis any farther, I may finally note
that most highly subjective kind of nature-poetry in which all
nature is steeped in the poet’s personal feeling. Very much
of our modern poetry comes under this head, and modern
readers, as a rule, find it extremely sympathetic. In fact,
the ability to see and describe any natuial phenomenon
without reference to personal feeling, is very rare in recent
literature. By way of example, let me suggest a comparison
of Keats’s Ode to Autumn and the Autumn of Mr William
Watson. The former 1s almost completely objectivas; the
poet has looked steadily at his subject, and no disturbing
sentiments affect his picture. In the latter, the poet’s eye is
turned inward upon himself rather than outward upon the
world, and it is not with the simple facts of the autumnal
landscape but with the melancholy reflectiony which the
season inspires, that he is really concerned. Such subjective
treatinent of nature brings us at once to the question of the
pathetic fallacy, which has already been discussed 1n the text
(pp- 82, 83).

It will, of course, be understood that the foregoing inquiry
is by no means exhaustive. It is intended only to open the
way. Nor will the student assume that the different kinds
of nature-poetry which have been named are to be regarded
as mutually exclusive. One kind insensibly merges into other
kinds ; no fixed line can anywhere be drawn; and the
different kinds will be found side by side, or overlapping, or
blended, not only in the work of one poet, but often even
in the same poem and passage. Outstanding features and

~Aominant tendencies, however, are generally fairly clear.

Speakly broadly, we may say that the interpretation of
nature is fundamentally a matter of temperament and mood,
and that the investigation of it thus forms part of the personal
study of literature. But the subject has its thistoric aspects
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also, and in any large survey the spirit of the ‘race and the
age will always have to be taken into account (cp. pp. 35, 36)-

ITI
THe Stupy oF THE Essay

The essay fills so large a place in modern literature and
is so attractive a form of composition, that attention must
necessarily be given to it in any course of literary study. At
the same time, its outlines are so uncertain, and it varies so
much in matter, purpose, and style, that systematic treatment
of it is impossible. The question may indeed be raised
whether the essay is to be considered as an independent and
settled form of hiterary art at all. The force of this question
becomegs apparent the moment we compare a number of
representative essays by different writers, and observe, as
indeed no one can fail to observe, how little they have in
common in respect either of theme or of method An essay
by Bacon consists of a few pages of concentrated wisdom, with
little elaboration of the ideas expressed ; an essay by Mon-
taigne 1s a lnedley of reflecuons, quotations, and anecdotes ;
in an essay by Addison, the thought is thin and diluted, and
the tendency is now towards hght didacticism and now
towards personal gossip; Locke’s Essay concermng Human
Understanding is a ponderous volume close-packed with
philosophic matter ; the essays of Macaulay and Herbert
Spencer are really small books. In these cases, cited hap-
hazard and for purposes of illustration only, it is evident that
we have to do with totally different conceptions of what the
essay is and what it should aim to accomplish. If now we
turn to attempted definitions we shall find little in them to
clear up the confusion. According to Johnson, for example,
an essay is ‘““a loose sally of the mind, an irregular, un-
digested piece, not a regular and orderly composition "—a
view which certainly does not tally with the highly-evolved
essay of more recent times ; while Murray’s Dictionary, taking
note of modern changes in the meaning of th? yord, speaks
of the essay a§ ‘‘ a composition of moderate length on any
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particular subject or branch of a subject,” adding—* origin-
ally implying want of finish, but now said of a composition
more or less elaborate in style, though limited in range.”
Manifestly, then, the word essay is very loosely used, and
any attempt to fix rigorously its forms and features must gf-
force end in failure. Yet if Murray’s definition be scrutipiséd,
it will, I believe (and this notwithstanding the fact that it'is
so ingeniously qualified that at first it seems almost meaning-
less), be found to help us at certain points. For the sake of
clearness in thmkin{ we may emphasise as characteristics ?ts
the true essay the "comparative limitation both of length
and of range which is brought out in it. When the so-called
essay gFows in Bulk and™ comprehiensiveness to the pro-
portions, let us say, of Spencer’s Essay on Progress, the proper
term for it is rather * dissertation ” or “ treatise,” TFhat the
' essay is not intended to be exhaustive, then, is one aspect of
it that should be kept in mind. Another aspect is syggested
by Murray’s further remark that it originally implicc?%‘ want
. of finish ”—that it was, in Johnson’s delightfully character-
istic phraseology, * a loose sally of the mind.”  Etymologically,
the word essay connotes this, for it i3 the same as assay, and
* therefore means a trial of a subject, or an attempt towards
it, and not in the least a thorough and final examination of it.
* It was in that sense that it was employed by our first modern
essayists, Montaigne and Bacon ;! and when Locke used it
for his massive treatise it must be assumed that it was extreme
modesty and the sense that, after all, he had only broken
ground en his subject that prompted him so to do. Vast as
has been the transformation of the essay since the time of
Montaigne and Bacon, the original signification of the word
not altogether been outgrown.
The essay, then, may be regarded, roughly, as a com-
position on any topic the chief negative features of which are
comparative brevity!and comparative want_of exhaustive-
ness. It was to these two features that Crabbe referfed the
_Extraordinary vogue of the essay. “ The essay,” he declared,

! So Bacon writes in the dedication to the 1612 edition of his Essaps :
“ The word essay is late, but the thing is ancient. For Seneca’s Episiles
to Lucilius, if ort: enark them well, are but essays, that is, dispersed medita-
tions.” °
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* is the most popular mode of writing,” because * it suits “the
writer who has neither talent nor inclination to pursuc kis
inquiries | farther, and . . . the generality of readers who are
amused with variety and superficiality.”” Thisis obviously &
y ndrrow view ; but I quote it in part because it is a view
which must be cons1dcred and even more because it serves
to introduce a contrasted conception of the essay which 1s|
much more important. Crabbe,.it will be noted, thought
the essay easy because (as he alleged) it is necessaril _super-
ficial. Sainte-Beuve, on the other hand, held it to be one of
the most dificult, as well as delightful, forms of literary
expression, because for him it implied (as his own fine essays
show) the power of condensation, or of saving much in little.
In other words, "he would npot admit that brevity entails!
superficiality. He believed rather that a good essay should
be characterised by that combination of conciseness and
thoroughness which is possible only when a man is absolutely
master of his subject. An important distinction is thus
suggested. It will always be well, in the case of any given
essay, to consider to which standard it seems to approximate
—to that of Crabbe, or that of Sainte-Beuve. Is it brief
because the writer knows little of his subject and therefore
soon comes’ to the end of what he has to say? Or because
his wijde and intimate knowledge enables him to disengage
and present both concisely and adequately those special
aspects of it with which for the moment he wishes to deal?
As practical clues, these questions will be found to take us
fa;-thcr than might at first be supposed.
,” Comparative hrevity, then, must in any event be admitted
’as a formal feature of the essay, and it would therefore seem
to be a necessary condition of a good essay that it should not
attempt too much. Artistically, it will inevitably suffer from
over-loading. Both the amount of material introduced and
the method employed in dealing with it must be adjusted to
the restrictions imposed. Selection and the proper distri:
bution of emphasis will therefore be found among the el
mentary principles of essay writing. At the same time, while
an essay must gencrally be confined to aspects only of a
<subject it should, despite its fragmentariness,, i ynpress us as
complete within itsclf. o

......m,..ﬂ,-
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»
Another commonly accepted canon is, that the method of
the essay (as distinguished from that of the dissertation and

the treatise) is marked by considerable fr .
formality. This brings it well within Johnson’s definition—
“T1oose sally of the mind, an irregular, undigested pieq®”
A certain want of organic quality, and the absence of that
orderly and logical mode of procedure which we look for in
the more ambitious kinds of literature, may be reckoned
among the essay’s most pronounced structural peculiarities.
In the early stages of its evolution, indeed, such irregularity
and (in Murray’s words) * want of finish,” were fundamental ;
in fact, the essay arose because men had come to feel the need
of a vehicle of expression in which they could enjoy something
of the freedom of conversation, Thus Bacon’s essays are, as
he himself tells us, “ brief notes set down rather significantly
than anxiously,” while Montaigne’s discursiveness and habit
of going about his subject in a series of *“ hops, and skjps, and
jumps,” are notorious. Charles Lamb’s amusing reference
to the schoolmaster who offered to instruct him in the art
of regular composition, will be recalled at this point. In
the abstract, therefore, we may consider the essay as
relatively unmethodical as well as relatively short. The
well-marked tendency among modern essayists towards
greater logical consistency and regularity of structure is
only one among many signs of the transformation of the
essay into something different from the original and genuine

.

Thus far I have dealt only with the formal aspects of the
essay. Passing from form to substance, we have specially
to note that whatever its theme—and the range of its subject-
matter i8, of course, practically unlimited—the true essay is
essentially personal. Like its verse .analogue, the lyric, it
belongs therefore to the literature of self-expression. Treatise
and dissertation may be objective ; the essay is subjéctive.
Montaigne said of his essays that they were * consubstantial **
with their author, and if few essayists have ever been so out-
spoken and so unabashed in their egotism as this wise old
Frenchman, the vital relationship between their work and
themselves may usually be detected just beneath the surface
of what they write. The central fact of the true essay, indeed,
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v
Tre STUDY OF THE SHORT STORY

The short story has firmly established itself as a favourite
form in modern literature. Its immense vogue is the result
of many co-operating causes; among them, the rush of
modern life, which has made men impatient of those * great
still books ” (as Tennyson called them) over which readers
were glad to linger in more leisurely ages, and the enormous
development of the magazine, in which a large field is natur-
ally afforded for tales complete in a single number. So
popular, indeed, has the story become that extraordinary
claims are at times put forth in its behalf. We are even told
that itgs the ““ coming form ™ of fiction, and that ultimately
it will displace the novel entirely. Such claims, however,
may be safely set aside. The story is not in the least likely
to displace the novel for the very good reason that it cannot
meet the novel on the novel’s own ground, or do precisely
what the novel does. It cannot, for instance, exhibit Life in its
variety anfl complexity, for this needs a larger canvas than
the §tory provides. Nor, for the same reason, can it deal with
the evolution of character, which, as we have seen (pp.
148, 149), is one of the most important problems of modern
prose fiction.” Quite manifestly, to cite extreme cases, the
spiritual history of Levin in Anna Karenina, and the study of
Tito Melema's moral downfall in Romola, would be impossible
within the framework of the short story. It is a matter of
common experience that we have to live for some time with
men and women and to see them in different relationships
and circumstances before we get really to know them ; and
this, I take it, is as true of men and women in fiction as it
of men and women in actual life. But in the short story we
meet people for a few minutes and see them in a few relation-
ships and circumstances only ; and while it is indeed gue
that concentration of attention upon a particular aspect
character may result in a very powerful impression,! stll,
/ * It may be noted that Maupassant, one of the grgatest masters of the
short story, was far more successful with his characterisation when working
in the story than he was when he essayed the novel.
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is the direct play of the author’s mind and character upon the
matter of his discourse.

It is evident, then, that in our study of the essay there,are

“several things which have to be kept in view. In the first

place, we have to consider the writer’s personality arfd stand- -
point, his attitude immediately towards his subject, and

incidentally, towards life at large. While thus disengaging

the personal qualities of his work, we have also to follow the

evolution of his thought, marking what aspects of his subject

he has selected for treatment, how he introduces his ideas,

how he handles and enforces them, and how he brings them

to a conclusion. Under this head we have, moreover, to

examine his whole art of presentation, exposition, and illustra-

tion, and, manifestly, to estimate the value of what he says

Finally, we have to pay particular attention to his style which, .
on account of the strong personal element in the essay, will

be found of great importance. On this matter, however,

nothing remains to be added to what has been said in the

text (pp 27-30) about style in general as an index of

personality.

An historical study of the essay will, of course, include a
consideration of its growth and transformation, and of the
way in which it has influenced, and been influenced by, other
forms of literature. Its connection with the novel, of which
it was one of the affluents, and into the composition of which
it still often enters, is a point of special interest.! Let me add
that what I have said about the transformation of the essay
must be taken simply as the statement of a fact. No judg-
ment upon the fact is suggested. 'We may regret the tendency
of the modern essay towards greater elaboration and formality,
and may feel that this implies loss of freedom and personal
charm. Yet literary types must necessarily evolve in response
to changing conditions, and their evolution is, at bottom, a
sign of continued life.

. %-Fhe reference is to the part played by the “ social essay ** of the early
cighteenth century, especially the Specialor papers, 1n the development
of the novel, and to the fact that in the works of many modern novelists
(as in those of Thrckeray and George Eliot) essays are frequently incor-
porated in the story. (Cp. what has been said on p. 165 about the novelist’s
use of direct’ commentary and explanation.)
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as a rule, such impression is not exactly comparable with that.
left by an ampler, more detailed, and more varied representa-
tion. Hence those characters in fiction’ who dwell in ‘our
imaginations' as fully portrayed and completely alive, are,
iQl mistake not, generally characters in novels. So long as
people ‘are interested in the intricacy and manysidedness of
life and in minute studies of character in the making or the
unmaking, we may thus safely conclude that the novel will
hold its own as the representative type of modern literary art.
The tendency of the short story to run into sequences (as in
Stevenson’s New Arabian Nights and Sir Arthur Conan Doyle’s
Sherlock Holmes books) is itself suggestive of a desire on the
part of its writers to escape from 1its formal hmitations. We
may interpret such examples of emancipation as attempts to
combine the brevity and concentration of the story with
something of the sustained interest of the novel on the side
either of character or of plot.

We %are here concerned with the short story, therefore,
not as a rival to, or as a substitute for, the novel, but as
another kind of prose fiction, which has grown up beside the
novel, and has now its recognised and important place in
literature. Some inquiry into its objects and methods is for
this reason«desirable.

For working purposes we need a rough definition to start
with, and that suggested by Edgar Allan Poe will do well
enough : a short story is a prose narrative * requiring from
half an hour t6-61i€ 6r two hours i Tt§ perusal.” Putting
the same idea into different phraseology, we may say that a
short story is a story that can be easily read at a single sitting.
Yet while the brevity thus specified is the most obvious
characteristic of the kind of narrative in question, the evolu-
tion of the story into a definite type has been accompanied by
the development also of some fairly. well-marked character-
istics of organism, It is now very commonly recognised
that a true short story is not merely a novel on a reduced
scale, or a digest in thirty pages of matter which would have
been quite as effectively, or even more effectively, handled Tn
three hundred. The older forms of story, indeed, exhibit in
general a very imperfect differentiation of the growing type
from the parent stock. Thus, for instance, Dickens’s Christmas

h 4
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-Books are in.organism simply novels, though novels-in-little.
This statement of fact does not, of course, 1mply any adverse
Judgmcnt upon these ever-delightful and, in their own way,
quite admirable examples of the story-tellcr s art. It is made
only to illustrate the distinction, which since Dickens’s time
has been emerging into greater and greater clearness, Between
the materials and method of the novel and the materfals and
method of the story. Even to-day we meet with innumerable
indeterminate productions the place of which is on the border-
line between the two classes of fiction. But, on the whole,
the increasing popularity of the story has brought with it an
increasing sense that considerations of art involve various
specific requirements of matter and treatment. In other
words, as the story differs from the novel in length, so it
wmyst of necessity differ from it in motive, plan, and structure.
601' such requirements the first may be very easily formulated.
/ .subject of a story must be one that can be adequately
and effectively developed within the prescribed limits. On
this point the reader’s own feehing of satisfaction or dissatis-
faction will provide a sufficient test.? Whatever its particular
theme and object, a story should leave us with the conviction
- that, even if nothing would have been lost, at least nothing
would have been gained, by further elaboration. It should
impress us as absolutely clear in outline, well proportioned,
full enough for the purpose yet without the slightest suggestion
Lof crowding, and within its own framework complete /
first principle of composition is not to be interpreted
too narrowly. I do not mean that a story must necessanly
be confined to a single incident or moment. A story may be
little more than an anecdote worked up into literary form,
and its success may depend entirelv upon the skill shown in the
telling. It may deal with some one phase of character or
experience, or with a detached critical scene. But, on the
other hand, it may cover a wider field of time and involve
a larger sequence of events than many novels. Yet even in
these“‘”last-namcd cases the principle before us will still be
" exemplified. In Washington Irving’s Ry Van Winkle, for
example, we have the tale of a life-time ; yet as even the

1 Compare atothis point what has been said about plot and characterisa-
tiog in the novel and the drama respectively on pp. 18385 and 187-189.
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least critical reader will instinctively feel, the effect is greatly
enhanced by that concentration of interest which inevitably
results when such a subject is put into so small a space, and in
particular, by the fact that no extrancous matter is all
te intrude between the moment of Rip’s falling asleep and
that of his waking. Again, to take a very different illus-
tration, Maupassant’s grim little masterpiece, La Parure,
contains the long-drawn-out tragedy of many years; yet
once more an enormous artistic gain is achieved by the
focusing of attention throughout upon the single motive
on which the story turns, and by the rigorous exclusion of
everything not directly connected with it. When, therefore,
we insist that the subject of a short story must be one that
can be adequately and effectively handled within the limits
of the short story, we must not forget that in this, as in all
other forms of art, the question of subject is vitally bound up
with t‘lat of treatment.” ~
A second-furrdattiental principle of composition thus comes
» to light—that of unity ; under which head we include unity
of motive, of purpose, of action, and, in addition (in regard to
results), unity of impression. It may be laid down as a rule
to which, so far as I see, there can be no exception, that a
short story must contain one and only one informing idea,
and that this idea must be worked out to its logical con-
clusion with absolute singleness of aim and directness of
method. It is this essential kind of unity which will be found
to characterise every really good short story, whether it
belong to the highly concentrated type, hike Hawthorne’s
Dr Hedegger's Experiment, Poe’s The Cask of Amontillado, and
Stevenson’s The Sieur de Maletro’s Door ; or the highly
cxpanded type, like Maupassant’s La Parure ; or to any type
(bke, say, Bret Harte’s The Luck of Roaning Camp) the place
of which is somewhere between the two extremes. In the
case of the novel, so many different elements may be woven
into the texture that it may be difficult to detect any central
organising principle, while at times analysis may reveal two
or more quite distinct pivots of interest. No such scattering of™
attention can be permitted in the story. Here, on the con-
trary, the germinal idea must be perfectly clear gnd the interest
arising out of it must never be complicatca by any other
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consideration. Singleness of aim and singleness of effect are,
therefore, the two great canons by which we have to try the
value of a short story as a piece of art.

Attainment of this unity is one of the principal difficulties
of short story writing ; and in passing it may be noted that ét
is largely because the art of the story 1s so much more exacting
than that of the novel that many critics rate it higher than the
novel, and that perfection of workmanship in it—the complete
adaptation of means to end—gives peculiar @sthetic pleasure
to the thoughtful reader. As Poe said : ““ A skilful literary
artist . . . having conceived, with deliberate care, a certain
unique or single ¢ffect to be wrought out, he then invents such
incidents—he then combines such events—as may best aid
him in establishing this preconceived effect. If his very
initial sentence tend not to the outbringing of this eflect, then
he has failed in his first step. In the whole composition there
should be no word written, of which the tendency, direct or
indirect, is not to the one pre-established design. And by
such means, with such care and skill, 2 picture is at length
painted which leaves in the mind of him who contemplates it
with a kindred art, a sense of the fullest satisfaction. The
idea of the tale has been presented unblemished, because
undisturbed ; and this is an end unattainable by the novel.” !
This must, of course, be taken as a counsel of perfection ;
but it is useful as indicating that theoretic standard of excel-
ence which we shall do well to keep in view. By reason of its

T})revity and concentration, the short story manifestly demands
particular care in all the details of composition. Far more
than in the novel, everything superfluous and redundant must
be omitted, the proper perspective must be maintained,
the emphasis justly distributed, the necessary values given
to the successive movements of the narrative, and the separate
parts strictly subordinated to the whole. Technical defects
in the story, it should be noted, stand out with much greater
clearness than the same defects in the novel ; Scott’s clumsi-
ness in getting his plots started, for instance, while bad
enough in Waverley,® nearly ruins My Aunt Margaret’s Mirror.3
At the same time, it is obviously impossible to lay down any

1 Review of Hawthorne’s Tuwuce-told Tales.
% See p. 137, note.
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abstract rules for construction. Here, as always, method:
must ultimately depend upon matter and purpose. g: story
may, for example, contain little or no dialogue, or it'may be
nearly all dialogue ; and while in the great majority of cases
tiye amount of description introduced must be small, occasion-
ally, as in Cable’s Old Creole Days and Stevenson’s Island
Night's*Entertainments, local colour is an essential feature and
the expansion of description is therefore fully justified. The
great principle of all true art is thus again applicable ; detailg,
can be rightly estimated only be reference to the total design.

n regard to the nature of the germinal idea, again, general-
isation is equally out of the question. Provided that the
elementary conditions which have been emphasised are
fulfilled, a story may deal with any kind of motive and material.
In Washington Irving’s The Stout Gentlemgn a whimsical
fancy 1s worked out with admirable skill, and the very slight-
ness of the substance is an element in the impression prodiiced.
Poe’s Gold Bug turns on a puzzle ; his Mystery of Marie Roget
aims at sensation ; his Purloined Letter is a * tale of ratio-
cination * ; his Masque of the Red Death, pure impressionism,
or (in his own classification) a ‘‘ tale of effect ” Hawthorne’s
Wakefield, with its attempt to reconstruct a character on the
basis of a bare fact, is, like Gogol’s marvellous Madman’s
Diary, and Stevenson’s Olalla, an excursion into morbid
psychology ; the Munister’s Ve is a piece of mysticism ; The
Great Stone Face is an allegory ; The Maypole of Merry Mount
and The Grey Champion roughly resemble Riehl’s Kultur-
geschichtliche Novellen and Strindberg’s Svenska Uden och Aventyr,
in being primarily representative pictures of the past. To the
last class the wonderful little story, When Father brought Home
the Lamp, of the Finnish novelist Aho, may also be said to
belong. Stockton’s The Lady or the Tiger and Aldrich’s
Marjorie Daw are contrived expressly for the dramatic surprise
of their endings—in the one case the conundrum, in the other,
the sudden shock of disenchantment. Stevenson’s Bottle Imp
is pure fantasy. In Tolstoi’s Polushka the whole interest
hinges on the workings of the moujik’s mind, while many’of
the same writer’s later tales are cither expanded anecdotes
illustrative of the Russian peasantry, or moral,and religious
parables. Thgse are examples, which I cite as they occur to
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me, and wholly for the purpose of suggesting the immense
range—the practically unlimited range—of the short story
in respect of theme. A dramatic incident or ;y«xa iQ
telling scene; a closely co-ordinated series of ey g
phase of character ; a bit of experience ; an

a moral problem—any one of these, and icn

motives which might be added to the Jist, be ¥ade the

of the art of the story may at point be interesting. Haw-
thorne’s Note Books contain’ many suggestions for stories,
and they show us tha&rin his case the first conception—the
germinal ideg, as ] ha¥e called it—came to him generally in
the form, nov of $a incident or of a plot, but of a detached
situatjon, f a particular manifestation of character, or of
an abstragf thought which had to be put into concrete shape.
Consigefing the peculiar character of Hawthorne’s genius
¢ certainly not surprised to find that with him the
ing-point of a story was often some curious fancy or
peculation regarding the obscurer workings of motive and
“fecling. The strange tale already mentioned—Wakefield—is
an instance, and I will give another. In the American Nute
Books for 1840 there is an entry which runs: “ A person to
be the death of his beloved in trying to raise her to a more
than mortal loveliness ; yet this should be a comfort to him
for having aimed so high and holily.” This was the origin of

The Birthmark. The very emphati aring of n
concerning the three €3 O , is equally illuminat-
ing. T qu om a conversation which he once had on the

subject with Mr Graham Balfour : ‘¢ There are, so far as I
know, three ways, and three ways only, of writing a story.
You may take a plot and fit characters to it, or you may take
a character and choose incidents and situations to develop it,
or lastly—you must bear with me while I try to make this
clear —(here he made a gesture with his hand as if he were
trying to shape something and give it outline and form)—* you
miay take a certain atmosphere, and get actions and persons
to realise it. I’ll give you an example—The Merry Men.
There I began with the feeling of one of those islands on the
west coast of $cotland, and I gradually develpped the story
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to express the sentiment with which that coast affected me.’*?
Here, even if the classification given is not quite so final as
Stevenson thought, we have a most useful clue in our study of
the story. Our first business will always be to disengage the
imitial conception and foundation interest; and in our
search for this we shall be greatly helped by keeping in mind
the diftinction here brought out between the story of plot,
the story of character, and (in a larger sense than Stevenson
himself perhaps attached to the term) the story of impression.?

It is scarcely necessary to add that in the foregoing brief
discussion of the short story I have taken no account of the
elements which enter into its composition. Such elements
are the same as those which constitute the raw materials of
the novel, and the canons by which they are to be evaluated
are the canons which have already been considered at length
in our chapter on prose fiction in general. We have here
been concerned only with the characteristics and require~
mentsdf the short story as a specific form of literary art, having,
like every other specific form of art, its own organism and its
own laws.

The reader does not need any introduction to the best
English and American story-writers. He will be well advised,
however, 1f he carries his studies farther afield, for much of the
finest work in the story has been done by the great continental
masters. The list of these is a long one ; but special mention
may perhaps be made of Mérimée, Gautier, Daudet, and
Maupassant among the French ; of Paul Heyse, who holds
the pre-eminent place among the Germans ; and of Pushkin,
Tolstoi, Gorki, and Chekhov among the Russians. As
always 1n such cases, the wider the range of our interest, the
more opportunity we get for a comparnison of essential differ-
ences, personal and racial, in matter, method, and aims.

1 Graham Balfour’s Life of Stevenson, 1, 169.
* In theory, Poe held strongly to the superionty of the story of impression,
or effect, as he called 1t.
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