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PREFACE.

THIS is a little book on a great subject Its am is
critical and historical; to furnish studies of the work of
the chief English novelists before Scott, connected by
certain general lines of reasoning and speculation on
the nature and development of the novel. Much
material has been omitted, and many works silently
passed over, in the effort to attain a fair perspective
and a reasonable continuity of treatment within a
narrow compass. I much regret that my limited
opportunities of access to a great library forbid my
attempting a bibliography of the English Novel. Such
a work would be the best companion to the present
history.

My warmest thanks are due to Mr. John Sampson,
librarian of University College, Liverpool, for many
valuable criticisms, and for the gift of an index.

W. A. R
UNIVERSITY COLLEGE,
LIVERPOOL,
June, 18%4.
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THE ENGLISH NOVEL.
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CHAPTER I.
THE ROMANCE AND THE NOVEL.

TIME and again, in the world's history, where East meets
West, the spirit of romance has been born. Herodotus
on his travels, Heliodorus carrying Ethiopian traditions
to his bishopric, Apuleius the Carthaginian sojourning
a Rome, are dl parents of prose romance; and in
mediseval legend, Alexander in correspondence with
the Brahmins, Charlemagne in conflict with the Moors,
furnish the same unfailing inspiration. But the late
Greek and Latin writers of prose fiction have little
enough to do with the beginnings of story-telling in
English. There exists an Anglo-Saxon version of the
story of Apollonius of Tyre; for the rest, it was the
noble army of Elizabethan translators who first brought
these early prose romances within the domain of English
literature. The earlier English romances, like the word
Romance itself, are mediseval and French in origin.
e The Celtic races of Europe are aimost singular in
B
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their early preference for telling their traditiona stories
in prose.  The Normans, like the Teutonic races,
narrated in verse, and their stories reappeared in English
verse, aliterative or rhymed, long before they were
redacted, in the fifteenth century, into English prose.
From the time of Layamon onwards, throughout the
thirteenth and fourteenth centuries the work of trans-
lation and adaptation went on, and the establishment
of the English language in its own country, about the
middle of the fourteenth century, gave a fresh impetus
to the process.  In this way the four principal mediaeval
cycles of romance, dealing severaly with the legends of
Charlemagne, Arthur, Alexander, and Troy, had been
made familiar to the English people in their own tongue
by the close of the fourteenth century. Fashioned by
French and Anglo-Norman poets and reciters from
material supplied by popular or literary tradition,
modified by each successive generation to suit prevailing
tastes, these legends reached the English-speaking
people of England for the most part in late and eabo-
rately wrought forms. There is no English version of
any of the Charlemagne legends that reproduces the
grave and unadorned simplicity of the French chansons
de geste of the eleventh century. Religious and severe
in spirit, as monotonousin theme and phrase as in metre,
the Chanson de Roland has nothing in it of the marvel-
lous adventures or of the love-interest that came to be
regarded later as constituting the essence of romance.
The fair Aude, the sister of Oliver, betrothed to Roland,
is the only woman who figures in this poem, and her
name is never mentioned by Roland. Only when he is
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dead, she comes to Charlemagne. " * WhereistheLord
Roland who swore that | should be his bride ? she
asked the king. Full of grief and pain, weeping and
tearing his white beard, Charles replied, ' My sster, my
dear friend, you ask for onewho is dead; but in his
place | will giveyou onewho is more mighty, Louis,
my son, who rules my marches, better man | know
not.’

"Then answered Aude, 'Strange to me seems your
speech.  God and his angels and saints forbid that |
should live now when Roland is dead/ Her colour
fled, she fell forthwith dead at the feet of Charles. May
God have mercy on her soul. The French barons wept
and lamented her." *

The severity and restraint of this may be taken as
typica of the earliest monuments of mediaeval romantic
literature. But the influence of the Crusades, and the
development of early feudal manners into the richly
decorative chivalry of thelater Middle Ages, transformed
and elaborated the romances before they became
English. When Sr Thomas Malory, Caxton, and Lord
Berners gave to the Arthur and Charlemagne romances
their first English prose dress, it was from late French
versons that they worked. The history of English
prose fiction begins with those three names, at precisely
the point where the researches of folk-lore reach their
conclusion. The age of the nameless minstrel is over,
that of the responsible prose author has begun.

The greater part of the story-telling of Chaucer's time
was done by the mingtrel, the descendant of the early

* Trandated in the Dublin Review-, July, 180,
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jongleur. But not only was the minstrel degenerate
snce the days of Talllefer, when he shared in heroic
exploits; he was dso in danger of eclipse from purely
literary rivals. In the towns, growing wonderfully in
number and importance, the annual performance of
the dramatic cycles of " Mysteries" by the trade gilds
formed the principal literary diversion of the people.
At the court, the new poetry of Geoffrey Chaucer was
putting to shame, by its high artistic finish, the ambling
monotony of the chanted recitations concerning Sir
Eglamour, Sir Perceval, and Sir Isembras. But in the
baronia hall in the country, especially " when folk were
feasted and fed," and willing to stifle conversation for a
little, the minstrel was sure of awelcome and gifts.  His
usual method of performance, till common in Eastern
countries, was to chant the stanzas of his long narrative
poem to the droning accompaniment of the vidle,
played with a short bow. In this way gentle and simple
were madefamiliar with—

¥ What resounds
In fable or romance of Other's son..
Begirt with British and Armoric knights,"

with the exploits of Roland and Oliver, or the adven-
tures of those unattached knights whose names were, for
the most part, ultimately connected with one or other of
the great cycles.

The examples that have been preserved of this im-
mense body of metrical literature are not without their
characteristic merits.  They are epical in spirit, although
not in form; they frequently begin with the genealogy
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of their hero, and carry him through the actions and
adventures of his life, concluding with his epitaph and
a general doxology. They display a marked preference
for deeds done, and attempt no character-drawing.
Knights are brave and ladies are fair, and the actions
of both are directed by honour and love, in the highly
conventional sense put upon these motives in the later
days of chivary. If a mediaeva minstrel had been
requested to embody dl the novels of Mr. Henry
James in his narrative, he would have put them into a
single line,—

** When twenty yearswere come and gone,"—

and hurried on to the next giant The broad outlines
of such a scheme work their own effect, and the deeds
of the doughtiest of heroes are often saved from exag-
geration by the largeness of the background behind.
A sense of the instability of human life, very present
to the minds of men familiar with battle and plague,
is everywhere mirrored in these romances, some of
them end, like a modern novel, with a marriage, but
the chronicler rarely forgets to add the few additiona
lines of doggerdl to the effect that—

" They lived and died with good intent,
And sithen dl to heaven they went,
When that they dead were.

Pray we now to heaven's King,
He give us al His dear blessng
Now and evermore 1"

When the great story-teller of his age came, in the
maturity of his powers, to build up the fabric of the
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Canterbury Talcs, he put into his own mouth a parody
of the current metrical romances :—
" Al of aknight was fair and gent
In batail and in tornament,
His name was Sr Thopas.”

Chaucer the artist—perhaps the purest artist of al great
names in English poetry—despised the otiose epithets,
and the metre, so lacking in emphasis and distinction,
of the verse romances; Chaucer the humourist, familiar
with the witty and spirited tales of the South, found the
languors of the ministrels chronology intolerable. He
commits the task of criticism to the host, who interrupts
the tade with curses on its dulness, and orders its
narrator to tell something in prose, containing matter
either of mirth or doctrine. The host, that is to say,
positively invites Chaucer to produce the first English
novel. Here was the opportunity to naturalize in English
prose the brief jocular fabliau of France, aready per-
fected by Boccaccio in Italian prose under the name of
the novella.  For reasons best known to himself Chaucer
lets dip this opportunity, and dects to narrate unto
edification. In the Tale of Melibeus, with which he
responds to the hodt's invitation, he chooses to treat of
doctrine, and of doctrine in the dreariest mediaeval
manner of dlegory. The dories in the Latin Gesta
Romanorum, well known to Chaucer, can be stripped of
their dlegorical and mora tags, and thoroughly enjoyed
by the profane reader; in the Tale of Melibeus the
dlegory permestes and curdles the sory. It would
seem as if Chaucer, who had emancipated his verse so
completely from mediaeval alegory and abstraction,



L] Chaucer. 7

were unable in his prose to save his ear from obsession
by the cadences of the pulpit. His treatise on the
Adtrolabe is learned matter reduced to English for the
instruction of a child, the Parson's Talc and the tranda-
tion of Boethius, his other prose works, are bald sermons,
with none of the glitter and melody of his poorest line of
verse.  English prose had redly no standing in an age
when there were few readers who could not read Latin.

The original work done by Chaucer on the themes of
the old romances was more deadly than his ridicule to
the supremacy of the ministrel. In the Knighfs Tale
and Troilus and Cressida he showed what could be
made of the legends of Thebes and Troy. In the
handling of his material as well as in the new elevation
of every syllable of his verse to value and dignity, he
superseded for ever the artless garrulity and tumbling
periods of the ministrel poets. The Chaucerians of the
fifteenth century, from Lydgate onwards, appropriated
more and more legendary material, keeping generdly in
their longer poems to the two famous metres of their
master, the seven-lined "Troilus" stanza and the deca
syllabic couplet. These are measures intended to be
read rather than sung; their adoption marks the triumph
of the written over the spoken word, and heralds the
later conquests of prose.

Although his prose writing merits no particular notice,
it is difficult to pass over the name of Chaucer with-
out marking the high pitch of perfection to which he
brought the art of narration in verse. Not until cen
turies after his time could there be found in English
prose the equivalent of his spirited incident, his delicate
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characterization, his dramatic realism, his dy gentle
humour. It is not merely that he succeeded, alone among
the writers of his age and nation, in ridding himself of
the alegorica fetters that cramped the growth of English
literature even in the fifteenth century. It is not only
that he had an unexampled dramatic genius, which
prompted him to substitute for the statical scheme of the
Decameron a brilliant dynamical scheme of his own,
instinct with life and grace.  The greatness of Chaucer's
dramatic power has left its impress on his story-telling
in a hundred subtleties of inspired observation, to be
equalled only by the sudden startling dramatic felicities
of the great romantic playwrights. But first of dl he
was a great narrative artist, incomparably the greatest of
an age that loved story-telling and knew nothing of the
drama. Heis a master of dl those effects, beyond the
scope of the dramatist proper, to be obtained from the
apposite intrusion of himself as narrator, pointing a
mora or interposing a reflection, laughing or criticizing,
expressing incredulity or sympathy. Thus, in the Pro-
logue, he hastens to dissent from the Sumpnour's cynical
contempt for the archdeacon's curse, and adds, with
humorous ambiguity, his own conviction—

" For curs wol dee right as assoillyng saveth."
In the Knights Tale, he refuses, on the ground that he
is no "divinister," to speculate on the fate of the soul
of Arcite :—

" His spirit chaunged was, and went& ther
As | cam never, | can nat tellen wher."

In Troilus and Cressida he is constantly a the reader's
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elbow, disclaiming skill in love, discussing the conduct
of the heroine, defending her from the charge of im-
modesty in the ready bestowa of her affections, pleading
for her even in her infidelity,—

" For she so sory was for hir untrouthe,
Y-wis, | wolde excuse hir yet for routhe."

And some of the most beautiful of his reflective passages
are interpolated as his own criticisms on the narrative;
thus, in the Franklin's Talc, he tells of the marriage of
Arviragus and Dorigen, adding the thought that it
suggests to him,—
" For o thing, syres, saufly dar | seye,

That frendes everich other motte obeye,

If they wille longe holde companye.

Love wol nought ben constreyned by maystrie.

When maystrie cometh, the god of love anon

Beteth on his winges, and fare wel, he is gon."
Yet when he comes, in the Clerk's Talc, to tell of alove
that was cruelly "constrained by mastery" and survived
it, he is a no loss for a criticism; after the heart-
rending pathos of the story of Griselda, he turns lightly,
in the inimitable Envoy, on the " arch-wives" of his own
day, satirically counselling them against taking Griselda
for amodel, and warning their husbands that the story
is an insecure precedent

The illuminative play of his own thought and humour

around the incidents of the stories he tells so tersely and
vividly gives to Chaucer much of his greathess as a
narrator. But he wrote in verse, and prose was sow to
learn from him. Here and there in his compilation Sir
Thomas Malory took leave to indulge his own knightly
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thoughts.  In the chapter entitled " How True Love
is likened to Summer" (book xviii. ch. 25) such a
passage occurs, and the sentiments sound strangely
reminiscent of Chaucer. But the earlier prose romances
for the most part kept to the beaten path, and chronicled
deeds; nothing like the consciousness and freedom of
Chaucer's treatment, nothing of his vigilantly critical
attitude towards his own art, is to be found in the
dream-like formal cavalcade of early prose romance.

In the fifteenth century both of the ancestors of the
modern novel—that is, the novella or short pithy story
after the manner of the Italians, and the romance of
chivalry—appear in an English prose dress. But it was
not a translation of Boccaccio, or of any of the approved
masters of the Italian type, that first found favour with
the English people. Direct prose translations of the
chief Italian novels were plentiful in the reign of Eliza-
beth; for the two preceding centuries the influence of
Boccaccio was felt only by scholars and poets, and the
reputation of his Latin works overshadowed the merits
of the Decameron, which was more esteemed as a store-
house of tractable material than as a model for imitation.
Thus two of the most famous of his novels, the stories
of Tancred and Ghismonda, and of Titus and Gisippus,
were rendered in English at the beginning of the six-
teenth century by William Walter, servant to Sir Henry
Marney, and printed by Wynkyn de Worde. Both
stories are given in Chaucerian metres, and the translator
works, not from the Italian original, but from the Latin
versions of Leonardo Aretino and Bandello respectively.
The direct influence of Boccaccio belongs to the later



1] The " Gesta Romanorum? Il

sixteenth century. His secular zest and his satires
on the clergy would hardly commend his works for
translation by a mediaeval clerk, or obtain him credit
with readers accustomed chiefly to the grave prose of
sermons or lives of the saints. It was the Gesta
Romanorum, a Latin collection of stories, largely of
Orienta origin, compiled probably about the beginning
of the fourteenth century, that was translated into English
prose in the reign of Henry V1., and printed by Wynkyn
de Worde at the beginning of the next century.

In this work, alegory, which flourished dl through
the Middle Ages like some deadly carnivorous plant,
entrapping al bright careless forms of life, and convert-
ing them to nutriment for its own vegetable substance,
appropriated to itself the most voldtile of the jests and
anecdotes of mediaeval society. The stories are drawn
from very diverse sources, some of them are charac-
teritically Oriental; some of them contain incidents of
Roman history, refracted through the mediaeval imagina-
tion; some record only a witty response or wise saying,
others again bear the mark of an origina homiletic
intent. All dike are applied, in the lengthy and violent
" moralizations’ that are appended, to the uses of
pastoral theology and the illustration of Christian mys-
teries. A single moralization may serve as a sample.
In the original Latin Gesta is preserved the sory, told
by Cicero, of the man whose friend begged for a sprig
of the tree on which his three wives had hanged them-
sves Thetreg, it is stated in the moral, is the cross
of Christ. The three wives are pride, lust of the heart,
and lust of the eyge.  He who begged for a sprig is any
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good Christian. The implication that a man does well
to hang his three wives is not perceived, or, if perceived,
does not abash this fearless moralizer.

To trace the history of the dories of the Gesta
Romanorum, to chronicle their re-appearances in Euro-
pean literature, and to discuss their origin, would be an
endless task. Some of the individual taes had honour-
able destinies in store for them. In form the book was
the precursor of the numerous jest-books of the sixteenth
and seventeenth centuries, wherein thereisno alegorical
application and scant narrative interest, the "gests" of
knights and emperors tending more and more to give
way to the "jests' of the tavern-lounger, popukr
comedian, or court fool. Rescued from the toils of
alegory, the early short prose story had a tendency to
degenerate into the mere anecdote. It was saved from
this fate by the elements which it assimilated in the
course of centuries from the romance, the drama, and
the epic.

In the mean time, before the Reviva of Learning had
made much progress in England, the interest of these
brief stories was centred, it is important to observe, not
in any light they threw on individual human character
and destiny, but in the theology or the diaectic to which
they were subordinated. Human beings in them are
mere puppets, inhabiting the great fabric of mediaevd
thought and mediaeval institution; playing many parts,
standing for virtues, doctrines, or ideas, never for them-
Hves. And it was the work of the Renaissance to
recover the literal and obvious sense of human life, as it
was thework of the closely alied Reformation to recover
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the literal sense of the Bible, overlaid and obliterated by
metaphysical subtleties.  Even Wiclif elaborates a great
length the meaning of the "two fishings that Peter
fished" as betokening the two takings of men into
Christ's religion, finding strange parallels for the net, the
water, and the "void places between knots" But Colet
and the earlier scholars of his time cast aside the " tro-
pological, dlegorical, and anagogical” senses of Scrip-
ture, and insisted that Scripture had " only one sense,
and that the most true one"

In much the same way the Renaissance promoted
interest in human life and human character, freed from
the arbitrary domination of the. universals to which they
had been enthralled. The power to see the world in a
detached light, to enjoy the infinite and inexplicable
variety that life and character offer, was acquired only
by degrees. Even Spenser, restless with delight in the
sensuous world, saddles himself with a double alegory.
And before the full flood of the Italian influence—that
is, in the fifteenth and early sixteenth centuries—the
short prose story remained domesticated with the
preacher, or, dismissed from clericad service and un-
frocked, went the round of the taverns so graphicaly
described by Langland.

It was otherwise with the romance. On that, too, the
Church had laid its hand, spiritualizing and refining the
early Celtic legends with marvellous effect. But the
wild instincts of the romance were too strong to permit
of its complete affiliation. The interest of the people in
incident and adventure for their own sake kept it inde-
pendent And in the reign of Edward 1V. there arose
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in Sir Thomas Malory, an artist conscious of his art, who
gave to the scattered Arthur legends aunity and a beauty
of presentment that secured for them their supreme
place in English prose literature.

The scholars who are unwilling to admit that the
Arthur legends grew up on Breton soil have aso claimed
Sr Thomas Malory, on the authority of Bde, for a
Welshman. It is quite certain, at least, that he was, as
Bde cdls him, "heroici spiritus homo,” a man of a
heroic temper; the facts of his life are lacking. His
book, Le Morte Darthur, a compilation mainly from
French sources, was finished, as he himself states, in the
ninth year of the reign of King Edward V., that is to
say, either in 1469 or 1470. It was secured for posterity
by Caxton, who printed it in 1485.

In the preface which he contributed to his edition of
the work, Caxton discusses at some length the existence
of an historica Arthur. He had delayed printing the
noble history of King Arthur because, like Milton later,
he was troubled with the doubt whether such a king had
ever existed. Divers gentlemen of this realm of England
had attempted to conquer his scepticism, aleging, anong
other things, that in the castle of Dover " ye may see
Gawaine's skull." He concludes by remarking that, true
or not, the book is exemplary and profitable. "And
for to pass the time this book shal be pleasant to read
in, but for to give faith and belief that al is true that is
contained herein, ye be at your liberty; but all iswritten
for our doctrine, and for to beware that we fall not to
vice ne sin, but to exercise and follow virtue; by the
which we may come and attain to good fame and renown
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in this life, and after this short and transitory life to come
unto everlasting bliss in heaven."

The words are memorable as marking the beginning
of prose fiction; history and fable, so long inextricably
entangled, are here drawing apart from one another;
literature is proclaiming itself as an art, and declaring a
purpose beyond the scope of the humble chronicle.

To attain to a finely ordered artistic structure was
beyond Malory's power; the very wealth of legend with
which he had to deal put it beyond him, and he is too
much absorbed in the interest of the parts to give more
than a passing consideration to the whole. His simple
forthright narrative is admirably lucid and effective, and
makes amends for an inevitably rambling structure,
while his flashes of chivarous feeling illuminate the
plains through which his story wanders. He is a master
in the telling use of the Saxon speech, athough he
translates from the French. When Queen Guinevere
escaped from the insolent overtures of Sir Mordred, she
took the Tower of London and suddenly " stuffed it,"
says Maory, "with dl manner of victual, and well
garnished it with men, and so kept it" Sir Launcelot,
after her death, " dried and dwined away . . . and ever
he was lying groveling on the tomb of King Arthur and
Queen Guenever." The Holy Grail descends amidst
"cracking and crying of thunder." Sr Bedivere, when
he was sent to throw away Excalibur, " saw nothing but
the waters wap and the waves wan."  And this fascinat-
ing simplicity of diction is matched by the clearness of
outline that distinguishes Malory's pictures\ the figures
he employs, few in number, are of the natural and
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unsought kind dear to Saxon speech. A knight appears
in the lists as " bright as an angel," two combatants rush
together "like two rams,” the children that King Arthur
finds the giant roasting are broached on a spit, " like
young birds" The alegorical habit has left traces here
and there on Malory's work, but indeed it may be said
for allegory that it fosters simplicity in prose narration.
Where words are to bear a double meaning it is impor-
tant that the first should be clearly defined, and perfectly
distinguished from the second; the elaborated meta-
phoricd style of a later and more sophisticated age
mingles the fact and its figurative associations as early
narrative prose never does. The Renaissance troubled
the waters, and it was long ere prose ran clear agan.
There is no better prose style for the purposes of simple
story-telling than that which many English writers have
at command from Malory to Larimer.

The human emotions enshrined in this style have an
irresistible appeal  Pity, anger, love, and pride, speak
straight to the heart The passionate and rebellious cry
of Queen Guinevere, " | trust through God's grace after
my death to have a sight of the blessed face of Chrigt,
and at doomsday to st at His right side, for as sinful as
ever | was are saints in heaven," has paralelsin modern
literature.  Burns expresses the same hope, but his
surmise that after al he may—

" Snugly st among the saunts
At Davi€e's hip yet,"
has lost more in pathos than it can make good by its
gain in humour.
The work of Sr Thomas Maory became for the
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following age the embodiment of the ideas of chivalry
and the well-head of romance. It was twice reprinted
by Wynkyn de Worde, in 1498 and 1529, and again by
William Copland in 1557. The demand continued,
and there are later reprints, belonging to the reigns of
Elizabeth and Charles I. respectively, by Thomas East
and William Stansby. But in the Elizabethan age, as in
our own, it became the feeder of poetry rather than of
prose; Spenser knew it well and Shakespeare read it;
traces of its influence on the greater prose writers, even
on Sir Philip Sidney, are scant enough.

AVhen William Caxton, not later than the year 1477,
set up his press at Westminster, he retained the tastes
that had made him a printer. He had been first a
translator of romances, and he tells how his attention
was directed to the new art of printing by the large
demand for his translation of the mediaeva tae of Troy,
made in Bruges for the Duchess of Burgundy, sister to
Edward 1V. In England he and his pupils devoted
themselves largely to popularizing the old romances,
and most of those he printed were translated from the
French by himself. His attention was early turned to
the Nine Worthies.  Of these, three were Pagans, and
three were Jews; but versions of the Lives of the
chree Christians, Arthur, Charlemagne, and Godfrey of
Bouillon, were printed by Caxton, two of them being
his own trandations. In the prologue to the earliedt,
Godefrey of Boloyne (1481), trandated from William of
Tyre, he gives as his reason for preferring the least of
the Christian worthies that the acts and histories of the
other two are well known, "in Latin, French, and
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English, and other language” Nevertheless, he went
on to these, and, while he was printing Malory's work,
finished his own translation of the Lyf of Charles the
Grete, which appeared later in the same year (1485).
The Foure Scnnts of Aymon followed about 1489, and
the only other translations by Caxton himself that need
be mentioned here are his versions of the unaffiliated
romances of Paris and Vienne (1485), and Blanchardyn
and Eglantyne, about 1489.

Caxton's humility forbade him to clam any literary
skill.  He amost apologizes for his admirable industry
in printing and trandating by the repeated plea that
idleness must be avoided at al costs. And in the same
spirit he beseeches the Duchess of Somerset, in the
dedication of Blanchardyn™ to pardon him for his " rude
and common English,” and continues, " | confess me
not learned, ne knowing the art of rhetoric, ne of such
gay terms as now be said in these days and used\ but
| hope it shall be understonden of the readers and
hearers, and that shdl suffice” To reach a wide
audience rather than to please scholars was plainly
Caxton's @m, and his style is well suited to his purpose.
He has less freedom of movement than Malory, and a
less poetica expression; his renderings are pedestrian
and extremely literal, but they are aways clear. His
frequent quaintnesses of diction and logic, which endear
him to the modern reader, were probably unperceived
by his contemporaries. The great work he did was
twofold. In the first place, by printing the best of the
earlier writers, he secured to English literature conti-
nuity of development; and Spenser, when he appeared,



1J Wynkyn de Worde. 19

appeared as the pupil of Chaucer. The Renaissance
brought a crowd of new models, that, but for Caxton's
labours, would have ousted the old. In the second
place, as trandator and printer, he established the
romarces of chivary so firmly in the favour of the
reading public, that, in spite of the Renaissance, they
were reprinted for centuries.

The immediate successors of Caxton followed on his
lines in the choice of books to print Wynkyn de
Worde, besides reprinting severa of the romances
originaly printed by Caxton, produced many more on his
own account. Among others, he set forth the romances
of Ponthus of Galyce (1511), Hilyas Knight of the
Swanne (1512), Olyver of Castylle and thefayre Helayne
(1518), and Sr Degore. The finest of the contributions
to romance literature attributed to his press is the work
of Sr John Bourchier Lord Berners, the trandator of
Froissart, who diverted his leisure in the later years of
his life, from 1520 onwards, by manifold literary labours.
His version of the story of Huon of Bordeaux, printed
by Wynkyn de Worde about 1534, is the best English
prose specimen of the Charlemagne cycle of romances,
as Malory's work is the best of the Arthur cycle.) (The
book is remarkable for having introduced Oberon, the
fairy king, for thefirst time to English readers.” Oberon
lives in a wood on the way to Babylon, and, in the
words of Berners, "is of height but of three foot, and
crooked shouldered, but yet he hath an angelic visage,
0 that there is no mortal man that seeth him but that
taketh great pleasure to behold his face. And ye shdl
no sooner be entered into that wood, if ye go that way,
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he will find the manner to speak with you; and if ye
speak to him, ye are lost for ever. And ye shall ever
find him before you, so that it shal be in manner
impossible that ye can scape fro him without speaking
to him, for his words be so pleasant to hear that there is
no mortal man that can well scape without speaking to
him. And if he see that ye will not speak a word to
him, then he will be sore displeased with you, and ere
ye can get out of the wood he will cause rain and wind,
hail and snow, and will make marvellous tempests with
thunder and lightnings, so that it shall seem to you that
al the world should perish. And he shall make to seem
before you a great running river, black and deep. But
ye may pass it at your ease, and it shall not wet the feet
of your horse, for dl is but fantasy and enchantments.”
(This description may serve to illustrate the excellence
of the narrative prose of Lord Berners time. In the
leisurely unfolding of his theme and in his fearless
repetitions Berners resembles Maory and Caxton; he
must be ranked with Malory, rather than with Caxton,
for his effectivearrangement of sentencesand his frequent
felicities of phrase. All three writers exhibit a prose
style as yet undeformed by a straining after the ex-
cellences proper to verse, afull stream of narrative, easy,
deliberate, and vigorous. With them the mediaeval
romance attains its noblest expression in English prosed,
Its supremacy in the literary world was of short
duration. The press of Wynkyn de Worde, which put
forth so many romances, was aso engaged in supplying
aid to the New Learning. The renewed interest of the
age in the classics is witnessed by the enormous numbef
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of editions of grammatical treatises that issued from this
press, especialy of the Latin accidences and vocabu-
laries of Masters Stanbridge and Whittington.  The
New Learning, if not actually hostile to the mediaeva
romance, was certainly contemptuous of it. And when
the Protestant Reformation of the reign of Henry VIII.
broke about the ears of the English people, the division
between the new and the old schools of thought was
deepened, and the romance was relegated to the old.
Few romances issued from English presses during the
later years of Henry VIII. and the reign of Edward VI. ;
religious controversy and homiletic, on the other hand,
occupied much of the energy of the printers. The
Protestant form of religion was established : it had to be
supplied, at somewhat short notice, with a literature,
and the task was heartily undertaken. It is perhaps
something more than a coincidence that the romances
printed by William Copland, who inherited the traditions
of Caxton and Wynkyn de Worde, fall (such of them
as are dated) within the reign of Mary. Treatises on
the Understanding of the Lord's Supper and Blasphemies
of the Mass, with which he had been busied in the
previous reign, give way, as soon as Mary comes to the
throne, to folio reprints of the Recuyell of the Hystories
of Troyi the Four Sons of Aymon, and Kynge Arthur.
When the history of literature shall be written by a
competent bibliographer, the full extent of the popularity
of the romances in the sixteenth and early seventeenth
centuries will be made apparent.  Besides the romances
enumerated above, William Copland put forth, during
the comparatively short period of his activities as a
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printer, versons of the stories of Syr Isenbras, The
Knyght of the Svanne, Valentyne and Orson, Syr Degore,
Syr Tryamore, Syr Bevys of Hampton, Guy Earl of
Warwick, and Syr Eglamoure of Artoys, dl in quarto.
Reprints are extant of Blanchardyn and Eglantyne and
Huon of Bordeaux, belonging respectively to the years
1595 and 1601, Licenses for the reprinting of The
Four Sons of Aymon were granted in 1582 and 1598.
Paris and Vienne, a late Cataloman romance, which had
found its way into France not very many years before
Caxton rendered it from French into English, had a
lasting vogue; it was reprinted in 1620 and four times
later. Nor were dl the later editions of the romances
reprints. The Amadis and Palmerin cycles, which in
their extant forms are late artificial Spanish imitations of
the natural Arthurian growth, werefirst given to English
readers in the hey-day of the Elizabethan age by the
indefatigable Anthony Munday, And references in
Fynes Moryson's Itinerary (1617) and Burton's Anatomy
of Melancholy (1621) have often been cited to prove
that the prose romances enjoyed an unflagging popu-
larity.

'But athough their popularity persisted, it changed in
character, and they never regained the position they held
in Caxton's time as the highest imaginative training of
the educated classes. Their gradua passage from the
folio to the chap-book might exemplify Hamlet's moral,
"how a king may go a progress through the guts of a
beggar.” At the beginning of the sixteenth century they
had held high sway in the world of letters’ Gavin
Douglas, whose respect for Caxton was not excessive,
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yet gives to Paris and Vienne a place among the lovers,
classic and romantic, that follow Venusin The Palice of
Honour. Sir David Lyndsay, in the epistle to the King's
Grace prefixed to his Dreme, enumerates the antique
stories that he was wont to recite for the delectation of
the youth of James V. Besides some Scottish folk-tales,
these consist chiefly of mediaeval redactions of classicad
stories, tales of the Nine Worthies,

*'And siegis dl of Tyir, Thebes, and Troy."

Even half a century later, in the catalogue of the private
library of Mary Queen of Scots, there figure the Romance
of Perceforest) Amadis de Gaule, The Lyf of Charles the
Grete, King Alisaunder, and Lancelot de Laik. And
then the new influences drove the romances from their
head-quarters. "Milton, in speaking of the "lofty fables
and romances’ whither his younger feet wandered,
makes it clear that Ariosto, Tasso, and Spenser are the
marks of his eulogy. When a new literature was created
by the great artists of the Renaissance, the mediaeval
romance was driven either to seek low society, or to
maintain a supremacy that based its claim on style and
not on theme. The age of the despotism of the artist
had come, and, in the eyes of the artist, King Arthur
himself is only a subject.

The survival of romantic themes, therefore, is not the
survival of mediaeval romance. Roger Ascham may
have been too hasty when he made a taste for romance
a mark of "Papistry" and obscurantism. But his
instinct led him aright in identifying the romance with
the old order of things. Like Catholicism, the romance
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is essentially mediaeval. The marvellous cycles of legend
that were fashioned by forgotten workers around the
names of mythical or historical heroes are as beautiful,
as impressive, as unintelligible to modern fashions of
thought, as the cathedral of the Middle Ages. And if
the romances may be compared to masterpieces of the
great mediaeval art of architecture, the novel, with which
the future lay, has its closest parallel in the art of paint-
ing, the outcome of the Renaissance.  Even the Fabliaux
of the thirteenth century, the remote ancestors of the
novel, have come down to us with the names of their
makers attached. They are the conscious expression
of aspects of red life, as it is seen in the light of the
temperament of an individual artist. But the great
cycles of romance were built by members of an order,
impersonal in their aims and methods, whose names
have perished, while their work remains, a haunted ruin.



CHAPTER II.
THE ELIZABETHAN AGE: EUPHUES.

THE English Renaissance of the reign of Elizabeth, in
so far as it can be traced to foreign sources, owed its
being to Italy. Linacre, Grocyn, Colet, Wyatt, Surrey,
al brought from Italy what they were to contribute to
English science and English literature. But the full tide
of the Italian Renaissance was not felt on these shores
until after the settlement under Elizabeth of the religious
troubles which had disturbed the reigns of Henry,
Edward, and Mary. And when at last it was felt, and
England, thoroughly roused to intellectual activity,
proved that she would not only set herself to learn all
that Italy had to teach, but would go far to better the
instruction, many of the older school of humanists, as
well as of the newer school of Puritans, showed them-
selves intensely averse to the dominant foreign influence,
Among these, Roger Ascham, living as he did in a
period of real transition, found himself a belated sup-
porter of what was once the new learning. Literature
had cast off the sober livery of More and Colet, and
was borrowing from Italy the works, not of Savonarola,
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but of Boccaccio and the novelists.  The novel was as
distasteful to Ascham as the older romance which it
supplanted, so he bravely engaged both enemies, and in
the Seholemaster he attacks on the one hand Morte
Darthur and the books which were read " when Papistry
as a standing pool covered and overflowed al England,”
on the other the wanton and vain novels that were
beginning to be imported from Italy. Ascham's position
was a curious one; faling between two generations, he
lost his influence with both, and while the older reaction-
aries, who dill regretted the order that had passed away,
looked upon him as a hot-headed reformer, the younger
galants, who caried rapiers and " dags' (<2 pistols)
instead of the old-fashioned sword and buckler, would
no doubt remember that this decrier of Italian love-
stories carried his patriotic conservatism to the pitch of
championing the antediluvian long-bow as the national
weapon.

The history of prose fiction in the time of Elizabeth
is the history of the triumph of the Italian novel, long
before introduced into England in the verse of Chaucer,
over its natural rival the romance. A singular unanimity
of scorn for the older romances is displayed by the
men of the later sixteenth century.  Shakespeare,
who drew most of his plots from the Italian, has curt
and scanty references to them. Francis Meres, MA.,
in his Palladis Tamia (1598), after bestowing on all
contemporary writers aike a praise that bespeaks a
catholic taste, turns in his closing section to the books
that are tc be avoided or censured. His list is amost
entirely made up of romances of chivary, the most
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notable exception being the Gargantua of Rabelais.
And similarly Montaigne, a genia critic enough, in
spesking of his own education, tells how Ovid was his
first love, while as for Lancelot du Lac, Amadis, Huon
of Bordeaux, and "such-like trash," he knew nothing of
them, not even their names.

These opinions are exactly what might be expected
of scholars in an age when classica literature was first
recovered, or at least first studied aright. The romances
of chivary were doomed from the very beginning of the
new movement, and the greatness of Cervantes' achieve-
ment is not that he killed a dying man by ridicule.
Rather he found the romances rapidly passing away,
and, loving them, put forth his hand just in time to save
as much of the perishable stuff of which they were com-
posed as he could put to new and lasting uses. It was
the literatures of Greece and Rome, rising from the
grave, that pushed the romances from their seets.

But it was not only the literatures of Greece and
Rome that profited by the deposition. Italian literature
exercised a stronger and stronger attraction on the
enfranchised mind of England. The first twenty years
of Elizabeth's reign, though not distinguished by any
very great creative work, are remarkable for the number
of trandations that they witnessed, chiefly from the
Latin and Italian. And among these the numerous
trandations from the Italian novels of Boccaccio,
Bandello, Cinthio, and others, as well as from French
adapters or imitators, hold a conspicuous place. These
trandations need not be exhaustively enumerated; the
chief of them are Painter's Pallace of Pleasure (1566-7),
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Fenton's Tragicall Discourses (1567), Pettie's Petite
Pallace of Pettie his Pleasure (1576), and, later, Whet-
stone's Heptameron of Civill Discourses (1582). But in-
comparably the most important, both as giving the lead
to other trandators, and as furnishing arich storehouse
for later story-tellers and playwrights, is the first, com-
piled in the intervals of his official employment by
William Painter, clerk of the ordnance in the Tower.
The Puritan assailant of plays, poetry, and the fine arts,
Stephen Gosson, was right when he put Painter's com-
pilation in the forefront of the sources that had been
" ransacked to furnish the playhouses in London."
Shakespeare and Marston borrowed much, Pedle,
Beaumont and Fletcher, Webster, Massinger, and
many others, borrowed something, from this treasury.
And indeed Painter's pages are crammed with the
raw materia of poetry; neither is it always wholly raw.
The monotonous language of the romances, unfolding
themselves leisurely and interminably, must have seemed
palid indeed beside the pathos and passion, the vivid-
ness and beauty of these transcripts of the very spirit of
the South, wherein love lightens and death thunders
and the air is clear and the sky blue again, within the
magic compass of a few pages. Many critics have
caled attention to the success of Shakespeare in setting
his characters in an Itdian atmosphere in such plays as
Romeo and Juliet or the Merchant of Venice, and some
have even thought that he must have visited Itay. But
the truth is Italy visited England in the days of his
youth, and it was not necessary to go further than
Cheapside to meet with men whose costumes, manner”®
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conversation, and let it be added morals, were borrowed
directly from Italy. The enormous proportion of
[talian names among the dramatis persona of the
Elizabethan dramatists bears forcible witness to the
overpowering vogue of the Italian fashion.

At the time that Painter's book was published the
romantic drama in England was not born, nothing but
heavy imitations of Seneca and Plautus had been acted,
and the Pallace of Pleasure had to wait twenty years for
the first of the playwrights who rifled it. In the mean
time it certainly had a success among readers, and it
ought not to be denied a place among the forces that
helped the romantic drama, when it was struggling
against the formidable and influential array of classicigts.
But before it helped to create the Elizabethan drama,
Painter's book, along with the rest that followed it, had
caled the Elizabethan novel into being. It was the
success of these compilations, no doubt, that prompted
Lyly to write his Euphues. And as this was, strictly
speaking, the first origina prosenovel written in English,
the book and its author may well receive a somewhat
exact consideration.

John Lyly was a Kentish man, born about 1553. He
was educated a Magdalen College, Oxford, where, ac-
cording to Wood, he did in a manner neglect acade-
micd studies, yet not so much but that he took the
degrees in arts, that of master being compleated 1575.
At which time, as he was esteemed a the university a
noted wit, so afterwards was in the court of Q. Elizabeth,
where he was dso reputed a rare poet, witty, comicd,
and facetious" Of Lord Burleigh Lyly says, "This
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aobleman | found so ready, being but a stranger, to do
me good, that neither | ought to forget him neither
ceae to pray for him;" and perhaps he held some minor
office about the court, where his plays, Campaspc, Endy-
mion, and the rest, were acted during the ten years
immediately preceding the appearance of Shakespeare
as an original author. But the success of his plays
does not seem to have led to any substantial preferment,
and Lyly led the life of an indigent hanger-on of the
court for many years, until he had long outlived his
successes, and died in retirement and obscurity in 1606.
He had hoped for the post of Master of the Revels, and
when it was given to Edmund Tylney in 1579 still lived
in hopes of its reverson. Two pathetic petitions, ad-
dressed by him to the Queen, remain to furnish another
illustration of Spenser's lines—
" So pitiful athing is suitors state ;

Most miserable man, whom wicked Fate

Hath brought to Court to sue for " Had | wist,*

That few have found, and many one hath missed.*

They are written in the style that would appear to

have become a second nature with Lyly, and s&t forth
how he has waited ten years with an unwearied patience,
and " suffered shipwreck of my time, my wits, my hopes.”
"1 know not what crab took me for an oyster that in
the midst of your sunshine of your most gracious aspect
hath thrust a stone between the shells to eat me alive
that only live on dead hopes" He beseeches "some
land, some good fines, or forfeitures that should fall by
the just fall of these most fase traitors, that seeing
nothing will come by the Revels, | may prey upon the
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Rebels” And his last request is marked by a witty
freedom that calls to mind the boldness that moved Sr
Philip Sidney to offer advice to the Queen concerning
her marriage—" That if | be born to have nothing, |
may have a protection to pay nothing, which suit is
like his that, having followed the court ten years, for
recompense of his service committed a robbery and
took it out iu a pardon.”

Lyly scored the great literary success of his life while
hewas till a" noted wit" of the university, by the pub-
lication of his Euphues, the Anatomy of Wit, in 1579.
This was followed in 1580 by the second part, called
Euphues and his England; and of the two there were
six editions in the space of two years. It was frequently
reprinted until 1636, when it finally passed out of vogue.
But on its appearance it took the fashionable world of
ladies and courtiers by storm, so that " our nation was
in his debt for a new English which he taught them."
Euphuism, as it was cdled, became the language of the
court, until it was driven out in 1590 by a new affecta-
tion, and the Euphuized gentlewomen gave place to the
Arcadian, who were complimented by their gallants in
"pure Sir Philip Sidney."?

The story of Euphues is its least part, and may be
briefly told. Euphues (a name borrowed by Lyly from
Ascham) isayouth of quick parts and generous impulses,
who comes from the academy of Athens, where he has
been educated, to see the world in Naples. There he
meets with an aged gentleman called Eubulus, who offers
him much counsdl and warning on the conduct of life;
but Euphues rgjects it with scorn. He finds a more
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congenial companion in a young man called Philautus,
and strikes up a romantic friendship with him of so
coe a kind that " they used not only one board but
one bed, one book (if so be it they thought not one too
many)." By Philautus he is introduced to Lucilla, the
lady to whom Philautus is betrothed, and they al sup
together. During supper Euphues attracts the admira-
tion and affection of Lucilla by the ingenuity and wit
which he displays in discoursing on the topics whether
beauty or wit move men most to love, and whether man
or woman be most constant inlove.  He fallsin love with
Lucilla, as she with him; but he conceds his passion
from his friend Philautus by pretending that another lady
isthe cause of it. In the mean time he opens his heart
to Lucilla, and becomes her accepted lover. A rupture
naturdly ensues between Euphues and Philautus, and
between Lucilla and her father Don Ferardo, who had
designed her for Philautus. A solution of the entangle-
ment is found in the conduct of Lucilla, who crowns her
inconstancy by forsaking Euphues for Curio, introduced
for this sole purpose. Euphues regains the friendship
of Philautus, "both abandoning Lucilla as most abomin-
able" and goes back, a wiser man, to study philosophy
in his scholarly retirement at Athens, where he writes
"a cooling card for al fond lovers" a treatise on edu-
cation, and a refutation of atheism—all duly appended
to the first part of the novel.

In the sequel, produced a year later, Euphues and
Philautus vist England; they discourse on love and
state-craft with an old beekeeper in Kent, cdled Fidus;
they visit the court; there Philautus, after being long
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tossed on the waves of love, finds the haven of marriage,
and Euphues, leaving him and England, retires, tormented
in body and grieved in mind, to his cdll at Silexsedra

EuphueS) since its brief triumph, has met with little
but abuse a the hands of critics. Berkenhout, writing
in 1777, cdls it "a contemptible piece of affectation and
nonsense ;" and Sir Walter Scott's parody of a Euphuist
in The Monastery even misses the most conspicuous
features of the style  Yet the book deserves to be
approached with respect, if only for this reason, that it
exercised an enormous influence on greater men than
Lyly—Greene and Shakespeare among them—and set
the first fashion in novel-writing.

The main characteristics, then, of the style, which is
vastly more important than the story, are three—

i. The structure of the sentencesis based on anti-
thesis and aliteration, or cross-dliteration, amost every
sentence being balanced in two or more parisonic parts,
chiming in sound, changing in sense. Thus Naplesis a
place " of more pleasure than profit, and yet of more
profit than piety.” Euphuesis "ayoung galant of more
wit than wedlth, yet of more wealth than wisdom," who,
" seeing himself inferior to none in pleasant conceits,
thought himself superior to al in honest conditions."
All the characters alike speak or preach in this form
of sentence, sometimes with oppressive monotony and
prolixity, sometimes, again, with a certain approach to
epigram.  When Euphues is asked at supper to contri-
bute to the company's entertainment by discoursing
either of love or of learning, he begins the speech that
won Lucllds heart in this manner-- For me to intreat

D



34 The English Novel. [CHAP.

of the one, being a novice, or to discourse of the other,
being a truant, I may well make you wesarier, but never
the wiser, and give you occasion rather to laugh at my
rashness than to like of my reasons; yet | care the lessto
excuse my boldness to you who were the cause of my
blindness. And since | am a mine own choice either
to talk of love or of learning, | had rather for this time
be deemed an unthrift in rejecting profit, than a stoic in
renouncing pleasure;" and he elects to spesk of love
accordingly.

(Itis this artificial character of the style, as much as
anything, that has led the critics into a unanimity of
scorn, and made them declare (to euphuize the burden
of their observations) that they would sooner be content
to forego the author's wisdom than constrained to
undergo his wit; that they esteem the style more wordy
than worthy, and judge Lyly to be rather a profligate
dissipator of sound among his companions, than a
prudent dispenser of sense to his heirs, i

Yet Lyly can use the device at times with a force that
goes far to justify it. Addressing his friend Philautusin
the Cooling Card, Euphues exclaims—

" How curious were we to please our lady, how care-
less to displeese our Lord! How devout in serving our
goddess, how desperate in forgetting our God!  Ah, my
Philautus, if the wasting of our money might not dehort
us, yet the wounding of our minds should deter us; if
reason might nothing persuade us to wisdom, yet shame
should provoke us to wit."

[ And Shakespeare, before he parodied the style of
Euphuts in Henry 1V., had felt the infection of Lyly's



I "Euphues.” 35

cadences.  In Richard /., the Duke of Norfolk, after
receiving his sentence of banishment, thus invokes the
king—

" A dearer merit, not so deep a maim

As to be cast forth on the common ar,
Have | deserved at your Highness hands."

"This is a better example of the formal characteristics
of Euphuism than Fastaff's speech—" For, Harry, now
| do not speak to thee in drink, but in tears; not in
pleasure, but in passion; not in words only, but in woes
ds."

But, besides a love for stricter form than consists with
the variety and flexibility of prose-writing, there is to be
found in Lyly a wasteful and pointless redundance of
ornament, a love of ornament for its own sake, which is
accountable for two more features of his style.

2. In Euphues there is an amount of classcd dlusion
and reference to classcd authority which passes the
borders of the ludicrous. Thus Lyly cannot mention
friendship without incontinently quoting the cases of Titus
and Gisippus, Damon and Pythias, Pylades and Orestes,
Theseus and Pirithous, Scipio and Lselius; in his story
lovers argue their own constancy by the examples of
Troilus and Dido, or accuse each other of faithlessness
by quoting the instances of Cressida, Demophoon, or
[Eness. Lucilla justifies her fickleness by citing, for
her own reassurance, long extracts from the mythologica
dictionary, in the course of which it appears that Helen,
the pearl of Greece, first took Menelaus, then Theseus,
and last of al Paris, and that (if Curio be not comely to
look upon) Venus hersdf was content to desert the
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handsome god of war for "a blacksmith with a polt
foot" ~“Moreover, an appea to classcd authority often
encroaches on the domain of daily experience, and Lyly's
work marks a step in the development of that style
which was to find its culmination and masterpiece in
Burton's Anatomy of Melancholy. " Is it not true which
Seneca reporteth, that as too much bending bresketh
the bow, so too much remission spoileth the mind ?"
And Euphues and Philautus, on approaching the coast
of England in order to visit the court of Queen Eliza-
beth, gravely refer to Caesar as the principa authority
on the habits of the people of Britain. This tendency,
common to many writers, is instanced by Sr Thomas
Browne from the works of an author to whom, more
than to any other, Lyly was indebted. "Antonius
Guevara,” says Sir Thomas, " that elegant Spaniard, in
nis book entituied The Dial of Princes, beginneth his
epistle thus : ' Apollonius Thyanaeus, disputing with the
scholars of Hiarchas, said, that among dl the affections
of nature, nothing was more natural than the desire dl
have to preserve life! Which being a confessed truth,
and a verity acknowledged by al, it was a superfluous
affectation to derive its authority from Apollonius, or
ek a confirmation thereof as far as India" The same
disease of style, to which scholars will always be specidly
liable, is ridiculed by Shakespeare, not only in the
passage in Henry |V. dready referred to (" this pitch, as
ancient writers do report, doth defile"), but dso in
Love's Labour's Lost, where Armado, addressing his
page, Ssys—

" Comfort me, boy; what great men have been in love?
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"Moth. Hercules, master.

" Arm. Most sweet Hercules! More authority, dear
boy, name more; and, sweet my child, let them be men
of good repute and carriage.”

Moth mentions Samson, but Armado will hardly be
comforted until he has " exampled his digresson ™ by
some mightier precedent.

3. (Lastly, Lyly further cumbered the movement of
his style, and weakened its force, by a pul pit employment
of a red or fictitious natural history. Many of his
curiogities in this sort are found in Pliny, but many
others no doubt lay ready to his hand in the plentiful
animal and plant lore that has always been preserved by
tradition, or in the long line of begtiaries that preceded
biologicd handbooks. So late as the middle of the
seventeenth century, an ostensibly scientific work would
moralize dl its instances, and impart a lesson in parental
affection from the whae, in the use of pleasures from
the dogs of Egypt who lap running, an emblem from the
hedgehog concerning the safety of mean estates, or
from the hare who can run faster up hill than down—
besides including the basilisk, dragon, unicorn, sda
mander, lamia, scolopendra (" a fish of strange property,
and how we ought to resemble thisfish "), and many
others unknown to modern research. (Lyly could
without difficulty find masses of this lore, and, caring
nothing for it as truth, he cared greatly for it as illus-
tration, and plastered it extravagantly on his discourse
by way of adornment.

" | have read that the bull being tied to the fig-tree

* Swan's Speculum Mundi.  Cambridge, 1635.
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loseth his strength, that the whole herd of deer stand at
the gaze if they smell a sweet apple, that the dolphin
by the sound of music is brought to the shore. And
then no marvel it is that if the fierce bull be tamed
with the fig-tree, that women, being as weak as sheep,
be overcome with a fig; if the wild deer be caught with
an apple, that the tame damosel is won with a blossom;
if the fleet dolphin be allured with harmony, that women
be entangled with the melody of men's speech, fair
promises, and solemn protestations.”

An interminable processon of figures of this kind
runs throughout the book, and'the crucial situations are
sometimes determined by the comparative masses of
opposed groups of similes. Thus Lucilla, arguing with
herself on her purpose to forsake Philautus for Euphues,
is afraid that her new lover may despise her, remember-
ing " that the glass once erased will with the least clap
be cracked, that the cloth which staineth with milk will
soon lose his colour with vinegar, that she that hath
been faithless to one will never be faithful to any." Yet
she comforts herself by the same process, for will not
Euphues aso remember " that the broken bone once set
together is stronger than ever it was, that the greatest
blet is taken off with the pummice, that though the
spider poison the fly she cannot infect the bee, that
though | have been light to Philautus, | may be lovely
to Euphues' ? and then, by a dozen more bizarre
similitudes, she satisfies hersdf that she is only following
the course of Nature, and rests secure for the time on
the precedent of the spaniel and the epicure/)

To enumerate one-tenth part of the objects to the
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paradoxical properties of which Lyly often reverts with
loving assiduity would be tedious, to trace the sources
to which he was indebted would in this connection be
ide. (Perfumes, we learn, refresh the dove and kill the
beetle, the elephant liveth upon ar, the salamander, the
further he lieth from the fire the warmer he is It was
this feature of the Euphuistic style that most incurred
contemporary ridicule.  Drayton and Sidney condemned
it; Nash indignantly disclamed imitation of it; Shake-
speare ridiculed it in the instance of the camomile, which
" the more it is trodden the faster it grows;" and the
authors of the Pilgrimageto Parnassus even more happily
parodied the phrases so common in Lyly by the highly
probable statement that " there is a beast in India called
apolecat, . . . and the further sheib from you the less
you smell her."

When the crusade against the Albigenses was inaugu-
rated, its extremest severities of persecution werejustified
by a text of Scripture, drawn from the parable of the
wedding-feast—" Compel them to come in." A not less
plausible fanaticism it was that prompted Lyly to make
his bold attempt  His instinct was literary, and in the
service of the humanities he laid hands on dl the
scattered scientific statements he could find, hunting
many a poor fact or error out of the obscurest nooks,
racking them with the powerful engine of simile, affiliat-
ing them by force to man and his high interests. Of
what possible interest is the unrelated fact, reported by
Pliny, that the root of Anchusa is insoluble in water, but
dissolves in oil ? Let it illustrate the heart of Euphues,
which, " though it be hardened with the water of wiliness,
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yet will it be mollified with the oil of wisdom." So
cavdier a treatment is opposed, no doubt, to the spirit
of modern science, which has learned to reverence
every solitary fact for its possible uses and destinies.
But in Lyly's time human knowledge was one; and his
attempt may serve in passing to illustrate that oneness,
which was to the Elizabethans both an inspiration and
asnare ) '(To see this age !" says the clown in Twelfth
Night, " a sentence is but a cheveril glove to a good wit;
how quickly the wrong side may be turned outward!"
So Lyly took the whole available store of knowledge for
his wardrobe, and used it to deck his style.  Too often,
indeed, the wrong sde is turned outward. Yet his
writing is al witty; similes, it is true, are misapplied,
facts are falsified to supply comparisons, classicd instance
is ranged after classcd instance without purpose or
method, like the crowd in astreet, to impress by number
rather than fitness, the display of mediaeval physic and
physiology becomes mere ostentationj but al this is
the outcome of the same quick-wittedness and versatility
which marked the Elizabethan gentleman, who made of
the world a whetstone for his wit All these far-fetched
similes and laboured figures give light of a kind—not
light focussed on the subject, but the flashing desultory
light of a display of fireworks. The classic use of simile,
which might be instanced by Milton's description of
Satan's shield—
" The broad circumference
Hung on his shoulders like the moon,"

is far enough removed from the irresponsibility of Lyly's
manner, which gives no real help to the constructive
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imagination, and generally tickles the fancy only to cheat
the thought, explaining ignotumper ignotius. What Ben
Jonson said of Shakespeare is a hundred times more
applicable to Lyly—"He flowed with that facility that
sometime it was necessary he should be stopped. . . .
His wit was in his own power; would the rule of it had
been so too!" And the cause in Shakespeare's cae as
well as Lyly's is indicated by the confession inadvert-
ently made in Euphues, " | have ever thought so super-
stitiously of wit, that | fear | have committed idolatry
against wisdom."

{And yet Lyly was no mere player W|th words or grand
inquisitioner appointed for the torture of sense.  Beneath
the courtier's dashed doublet, under his ornate brocade
and frills, there stood a Puritan; and M. Jusserand has
found in Euphues the lineal predecessor of Sir Charles
Grandison and Daniel Deronda. The grave reflections
and weighty morals that the author has to enforce over-
load the story, so that the book has rightly been called
a collection of essays on friendship, love, education,
religion, philosophy, and foreign travel " sowed" (as the
author remarks in one of the few figures drawn from
what he had seen) "here and there like strawberries,
not in heaps like hops" To look, therefore, for any
approach to the characterization that is to be found in
Richardson or George Eliot would be a mistake; the
book is almost devoid of it. ) Once or twice Lyly seems
near the dramatic imagination;thus when Euphues,
disappointed by Lucilla, resolves on a course of study,
he exclaims—

"1 will to Athens, there to toss my books, no more in
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Naples to live with fair looks. | will so frame myself as
al youth hereafter shall rather rejoice to see mine amend-
ment than be animated to follow my former life.  Philo-
sophy, physic, divinity, shal be my study. Oh, the
hidden secrets of nature, the express image of mord
virtues, the equal balance of justice, the medicines to
hea dl dissasss, how they begin to delight me!  The
Axiomaes of Aristotle, the Maxims of Justinian, the
Aphorisms of Galen, have suddenly made such a breach
into my mind, that 1 seem only to desire them that did
only erst detest them."

Here the author might certainly fall under the suspicion
of a dramatic and satirical intent, but in the next sentence
he speaks so plainly in his own voice that the doubt is
resolved—

" If wit be employed in the honest study of learning,
what thing so precious as wit? If in the idle trade of
love, what thing more pestilent than wit ?"

A plainer instance of those rare occasions where the
story-teller gets the better of the didactic moralist occurs
in the passage describing the voyage to England, where
Euphues tells his friend a long and tedious story, balanc-
ing and finishing every sentence, until Philautus, goaded
to the point of abandoning the alliterative convention,
remarks, " In faith, Euphues, thou hast told along tae,
the beginning | have forgotten, the middle | understand
not, and the end hangeth not together; ... in the
mean time, it were best for me to take a nap, for | cannot
brook these seas, which provoke my stomach sore”

( But generally when the encumbering style is thrown
off for a sentence or two, it is in the interest of didactic
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rather than of dramatic effect, and then Lyly is to be
found expressing himself in plain pithy English, and
coining or adopting homely proverbs like these—

" It is the eye of the master that fatteth the horse, and
the love of the woman that maketh the man." *)

" Thou must halt cunningly to beguile a cripple.”

(" It is a blind goose that cometh to the fox's sermon.”

And when Philautus consults a sorcerer for a love-
charm, " C'etait la," says M. Jusserand, " une excellente
occasion de parler des serpents et des crapauds, et le
rnagicien n'y manque pas” But a the end of the dis
play of lore there follows the pointed comment, " The
best charm for an aching tooth is to pull it out, and the
best remedy for love, to wear it out" )

The fashions and customs of the English on which
Lyly spends his gravest invective are those that are dso
attacked by Ascham, Stubbes, and Howell. During the
long period represented by these three names, an English-
man was a by-word for the readiness with which he
adopted foreign costumes, ars, manners, oaths, and
habits. The " lisping, affecting fantastico," who proved
that he had "swam in a gondola' by wearing strange
suits and swearing strange oaths, was the stock subject
for patriotic satire for fifty years after Euphues. Itisto
the extravagant fashions of women, however, that Lyly
chiefly addresses himself. " Take from them their peri-
wigs, their paintings, their jewels, their rolls, their
bolsterings, and thou shat soon percelve that a woman
is the least part of herself, ... an apothecary's shop of
sweet confections, a pedlar's pack of new fangles” And
he wittily excuses himsdlf to the "grave matrons and
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honest maidens of Italy,” by saying, "You ought no
more to be aggrieved with that which | have said than
the mint-master to see the coiner hanged.” One woman
only is raised above dl censure, and she, it is needless
to say, is the Queen. Euphues and Philautus come to
England chiefly to see her, and the praises bestowed on
her would be held exceptiondly extravagant if they could
not so eadly be paraleded from the dramatists.
" Eliza, that most sacred dame,
Whom none but saints and angels ought to name,”

who rales over the ream that, by another familiar
conceit, is caled Elysium, isspoken of with bated breath
by the court-follower, who excuseshimself even for nam-
ing her, whom "neither art nor heart can sa forth as
she deservetl . . . But in this we imitate the old
painters of Greece, who, drawing in their tables the por-
traiture of Jupiter, were every hour mending it, but durst
never finish it, and being demanded why they began that
which they could not end, they answered, in that we
show him to be Jupiter, whom every one may begin to
paint, but none ctan perfect In the like manner mean
we to draw in part the praises of her whom we cannot
throughly portray, and in that we signify her to be
Elizabeth."

There is no more sgnd instance of the imitative
tendencies that Lyly attacks than his own syle, which
has been shown by careful study and research to be a
motley compound made up from many sources. [ From
Ovid, Plutarch, and Pliny he borrows whole phrases,
passages, or even discourses; the balanced antithetical
sentence is moddled, it is sad, on Guevara or the
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English trandations of Guevara by Berners, North, and
others which were popular before Lyly's time, and which
lent him aso the suggestion of the free employment of
comparisons from natural history; while afanciful prose
dliteration is to be found here and there in severa earlier
writers. J(And yet the style is Lyl/s own, athough the
materials are borrowed, and those who would rob him of
originality must rob Shakespeare too. The immediate
popularity of Euphuesisin itsdf sufficient evidence that
a taste was already formed: the writer who has no pre-
decessors will dso have no readers.  Lyly's work was to
combine and carry to their extreme development the
literary fashions that he found in vogue, and to raise
them to the dignity of a convention; hence he isjustly
cdled the inventor of a new English. To make of his
style a mere theft is as impossible as to make of it a
mere affectation. And the importance of that style is
S0 gredt, both as typicd of the time, and as marking a
crucia point in the history of prose fiction, that a few
wordswill be spent not amiss in the attempt to show its
bearings.

The age of Elizabeth is pre-eminently an age of poetry,
of which prose may be regarded as merely the overflow.
Poetry as an art attained a range and perfection that has
never since been reached, and much material that now
finds expression in prose forms was then drawn into the
main current of verse.  Philosophy, autobiography, his-
tory, mords, al found their natural expression in verse
form. A later generation has found cause for wonder or
incredulity in the fact that both Shakespeare and Sidney
"coined their hearts and dropped their blood for
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drachmas* in the form of the sonnet, and were proud to
forego their privacy so they might gain the stamp of art
Yet no one has questioned the trenchant sincerity of
Greene's autobiographical poems; Michael Drayton vers-
fied his historical gazetteer; and Sir John Davies shaped
his philosophy in stanza form. "Seeing,” says Nash,
" that poetry is the very same with philosophy, the fables
of poets must of necessity be fraught with wisdom and
knowledge, as framed of those men which have spent dll
their time and studies in the one and in the other."  And
he even censures some of the inevitable consequences of
this breadth, as well as height, of the scope of poetry,
whereby, he complains, it has come to be thought that
rhyming is poetry. " Hence come our babbling Balets,
and our new-found Songs and Sonnets, which every red-
nose fiddler hath at his fingers' end, and every ignorant
ale-knight will breathe forth over the pot, as soon as his
brain waxeth hot."

Those ingtincts of poetry, which cause it to seek
music and form, were no way blunted in consegquence of
the diversity of subjects admitted. And so it came
about that the prose of the time (adl of which, it may
safely be said, bears the mark of the sovereignty of
poetry) felt the double influence, and approximated to
poetry either in the elaborated figurative method of its
treatment, or in the rhythmical balance of its form, or
in both. Matthew Arnold finds the prose of Chapman
intolerable because of its riotous excess of figure, unre-
strained by the coercive means supplied by the rules of
verse.  And certainly there is much of the prose of the
time, besides Chapman's, that, lacking the wings of
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verse, fallsinto fantastic chaos. Now, Lyly's experi nent
is thus seen to be of the highest interest. The old
verse romances, still chanted among the people, were
contemned as worn-out absurdities by a generation that
had found a new source of inspiration in the classics.
Prose was largely taking the place of verse in the ream of
narrative fiction, and for his didactic and discursive aims
prose suited Lyly bet But he strove, as if by instinct,
to fit prose for the bearing of the weight of figure and
ornament that the age demanded, by lending it more of
definite constructive form, justifying ornament by struc-
ture. And his aliteration, which is a convention and
not a trick, is the basis of this structure*  Alliteration
is commonly looked upon as an idle ornament of prose,
and idleit isin the authors from whom Lyly is sometimes
aleged to have borrowed it. But if he borrowed it he
changed its use, and attempted to make of it something
essential—the pillars instead of the crockets of the
building. * Alliteration is often condemned as aflaw in
rhymed verse, and it may well be open to question
whether Lyly did not give it its true position in attempt-
ing to invent a place for it in what is caled prose. Itis
not in his dliteration, at any rate, that his chief error lies ;
that aone would no more have hampered and marred
his expression than it marred the most magnificent lines
of William Langland or any other of the early alliterative

poets.
" Deth cam drivynge after, and a to dust | ashed

Kynges and knyghtes, kayseres and popes." T
* How tame the euphuistic balance of sentences becomes without

aliteration may be well seen in F. Meres' Palladia Tamia.
T Purs Plowman, Text B., xx. 9.
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The success of the early aliterative poetry ought to
modify the haste with which Lyly is condemned on this
sore. Rather he made success impossible by adding
forced antithesis and simile to his chosen convention
until to write Euphuistic prose became a task many times
more difficult than to write simple verse, and Lyly him-
self breaks down oftener from constraint than from taste.
His style became as unfit a vehicle for the prolonged
expression of weighty matters as the form of nonsense
rhymes is for the embodiment of an epia® It is easy to
enforce, say, the duties of temperance and patriotism in
rhymed verse; it is by no means easy to maintain on
these themes an interesting discourse with dl the sen-
tences equipoised, dl the emphatic words alliterative,
and with every point driven home by dlusion to the
properties of a mineral or the habits of an animal.
Dr. Watts was too wise to burden himsdf thus in all
his hymns. The instrument becomes too complicated,
ASwdl astoo limited in its compass.

(Thus Euphues serves to mark the transition from verse
to prose as the vehicle for narrative romantic fiction.
Lyly in his "prose poem" (for so it might rightly be
caled) devised a kind of compromise, and pad the
price of compromise in being quickly superseded. The
transition itself took long to accomplish, and was in-
volved with changes of the deepest import in the matter
or purport of romance. It was not till Dryden's time
that prose ceasad to fed the glamour of its greater rival,
not till Defoe's or Swift's that poetry at last bowed to
prose. And long before either, Lyly's work had become
no more than an historical landmark.



CHAPTER III.
THE ELIZABETHAN AGE : SIDNEY AND NASH.

THE most notable of the Elizabethan writers of fiction
were not imitators of Lyly. With the success of Euphues
the day of the novel was fully come, and Brian
Melbancke, John Dickenson, Barnabie Rich, and many
others, told their tales, and followed their progenitor to
the cdl of oblivion whither he retired. Of Greene and
Lodge some few more words are necessary, while Nash
and Sir Philip Sidney claim places by the side of Lyly as
innovators in the art of prose fiction, and foreshadowers
of later schools of romancers.

Yet there is much grace, wit, and vigour buried, for
lack of reprint, with these amost forgotten pamphleteers;
the very cheapest of them has his share of the zest and
spirit of the time. "All the distinguished writers of
that period,” says Thoreau—and the praise might truly
be extended to many of the undistinguished—" possess
a greater vigour and naturalness than the more modern,

. and when we read a quotation from one of them
in the midst of a modern author, we seem to have come
suddenly upon a greener ground, a greater depth and

E
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strength of soiL . . . You have constantly the warrant
of life and experience in what you read. The little that
is sad is eked out by implication of the much that was
done” And speaking in particular of Sir Walter
Raleigh, he suggests an explanation of the strength and
grace of his writing in words that have a wider applica
tion. "There is a natural emphasis in his style, like a
man'’s tread, and a breathing-space between the sentences,
which the best of modern writing does not furnish. . . .
Every sentence is the result of a long probation. . . .
The word which is best said came nearest to not being
spoken at dl, for it is cousin to a deed which the
speaker could have better done. Nay, almost it must
have taken the place of a deed by some urgent necessity,
even by some misfortune, so that the truest writer will
be some captive knight, after al.* How true and happy
a criticism this is of many writers of the time may be
learnt from the annals of their lives. The monasteries
were destroyed, literature as a secular profession had as
yet few followers, and the adventurer was supreme
there as elsawhere. 'Moreover, that great change in
society which is caled the Renaissance had convulsed
the old feudal arrangements, and every man was free at
lagt to take part in life in its fullest sense, and to store
himself richly with experience. All the writers were, in
one way or another, men of action, as Samuel Johnson
and Thomas Carlyle never were. Lodge in the course
of hislife was a scholar of Oxford, afreebooting salor,
a soldier againgt Spain, a medical practitioner, playwright,
noveligt, and pamphleteer. Whetstone was courtier,
soldier, farmer, and author; moreover, in the preface to
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his most famous work, Promos and Cassandra, which
Shakespeare used in his Measurefor Measure, he sets
forth how his voyage with Sr Humphrey Gilbert has
interfered with the correction of the "errors" in his
works.  Stanihurst, the translator of the sEneid, is
spoken of thus contemptuously by Barnabie Rich:
" First he was a chronicler, then a poet, after that he
professed Alcumy, and now he is become a massing
priest.” Nor is this by any means an exhaustive account
of Stanihurst's versatility, which, again, is almost equaled
by Rich'sown.

‘The emphasis and sincerity that spring from a first-
hand knowledge of life are thus the great virtues of the
best of Elizabethan writing. Of Sr Philip Sidney him-
self, whose Arcadia would seem but poorly to illustrate
the general thesis, his friend and biographer, Lord Brooke,
says, " The truth is, his end was not writing, even while
he wrote, but both his wit and understanding bent upon
his heart to make himself and others, not in words or
opinion, but in life and action, good and great.” (And if
the Arcadian style of writing seem to have little relation
to life and action, it yet bears witness in its own way
to the tumultuous activity of the time. ) (For literature
has constantly the double tendency to negative the life
around it, as it were, as well as to reproduce it; the
lawlessness and unrest of mediaeval society are echoed,
with ‘the direction reversed, in the monkish hymns of
rest and visions of the endless sabbath, while Browning's
strenuous Epilogue and Mr. Stevenson's thrilling tales of
adventure belong, it is no great cynicism to aver, to an
age of sedentary occupation. Literature, that is to say
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is an escape from life, its monotony or its distractions, as
well as a grappling with life and its problems. And
athough the Arcadia has more in it of the first than of
the second, it is nevertheless something more than

" A shadowy ide of bliss
Midmost the beating of the steely seq,"

and contains here and there some direct evidence of that
restlessness of a high spirit which is so vividly portrayed
in the Sonnets to Stella.

It was by his life, and not by his writings, which were
published posthumously, that Sidney wielded his chief
influence on the age. Even in his lifetime he was some-
thing of a romantic hero to his contemporaries, and his
desth added alustre from the dazzling effect of which
it is difficult even now to escape in considering his
writings) He was born at Penshurst in 1554, the son of
Sir Henry Sidney, afterwards Lord Deputy of Ireland
and Lady Mary Dudley, the daughter of Northumber-
land, and sister of Leicester. He was educated at
Shrewsbury, where his name was entered under the same
date as the name of Fulke Greville, Lord Brooke, his
lifdlong friend and biographer, who, on his own death,
had it inscribed on his tomb that he was " friend to Sir
Philip Sidney." In 1572, in preparation for courtly
employ, he began a period of three years' travel, and was
sheltered during the massacre of . Bartholomew in the
house of his future father-in-law, Sir Francis Walsingharn,
at Pais.  Thence he passed to Frankfort, where he
formed another of his enduring friendships with Hubert
Languet, a ripe scholar and ardent reformer of fifty-four,
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who did much to strengthen the lofty gravity that had
aways been a note of Sidney's character. Speaking of
him in the Arcadia Sidney says—

"My skilless youth he drew

To have a feeling taste of Him that sts
Beyond the heaven, far more beyond our wits*'

In the course of the next two years Sidney visited
Vienna, Venice, Padua, and many other famous Euro-
pean cities, learning foreign languages, and everywhere
winning the golden opinions of grave statesmen, until in
1575 he returned to the English court.  Elizabeth called
him ' one of the jewelsin her crown," and William the
Silent, who was not prone to light eulogy, spoke of him
in 1577 as one of the ripest statesmen in Europe. \But
before 1580 he had fallen into disfavour with the queen,
and his public employ was uncertain and intermitted.
Twice he st in Parliament. In 1583 he married
Frances Walsingham, and a last, having, as an outlet
for his patriotic energy, accompanied Leicester to the
Netherlands in the capacity of governor of Flushing, he
fell a the battle of Zutphen on September 22, 1586.
His body was conveyed to London, and his funeral cele-
brated at S. Paul's with rich ceremony. Never was
poet's death so splendidly deplored; the elegies written
on him are amost a literature. And the unanimity of
praise is unbroken until the surly Ben Jonson, who never
knew him, thought fit to censure his outward man in
conversation with Drummond by the remark that "Sir
P. Sidney was no pleasant man in countenance, his face
befog spoiled with pimples, and of high blood, and long."
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The letters of his friends convey a more pleasing im-
pression.

Sidney's literary activity displays the versdtility of the
time. He wrote a masque for the court, a number of
poeticdl versions of the Psams, besdes the Arcadia
and those two other works without which his greatness
could not adequately be measured, namely, the poems
addressed to Stella, which constitute the first truly grest
sonnet sequence in the English tongue, and the Apologie
for Poefrie, which remains to this day a piece of criticism
showing enthusiasm and insight.

The Sonnets express the history of his passion for
Penelope Devereux, sister to Essex, whom he first met
at Kenilworth in 1575 when she was twelve years old.
Some scheme of an aliance between the families was
formed, but Sidney's loss of the queen's favour prevented
it before his love was fully awake, and in 1580 Penelope,
against her will, became Lady Rich.

There is a class of critics who, in view of the fact that
the Sonnets (posthumously published) were addressed to
Lady Rich after her marriage, hold the well-meaning
opinion that Sidney never was in love with her, but
employed her name as a peg on which to hang graceful
fancies. Sidney himself, rising from the grave, could do
nothing to convince the man who, having read the
sonnets, clings to this belief.  From first to last they are
struck off at a white heat of glowing emotion, played
over at times by the breath of conceit, but shaped with
a vividness and minuteness that bespeak their intense
sincerity.  From the beginning to the end the reader is
carried through the stormy vicissitudes of passion in all
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its phases, until, by the time he reaches the noble lines,
commonly printed at the close, in which the earthly love
is renounced, he can almost fedl the speed and impetu-
osity with which life was lived in that unexhausted time.
Thevery prologue to the Sonnets strikes their keynote—

" Loving in truth, and fain in verse my love to show,
That she, dear She, might take some pleasure of my pain.

" somjght -fit WOFC.iS to pai'nt the t.)lackest.face of'woe; -
Studying inventionsfine, her wits to entertain,
Oft turning other's leaves, to see if thence would flow
Some fresh and fruitful showers upon my sunburn'd brain.
** Biting r.ny truaﬁt pen, t;eating 'myselff.or spite,' )
" Fool 1' said my Muse to me, * look in thy heart and write!" "
And before many sonnets have followed, the reader feels
the truth of the poet's further declaration—

"1 now have learn'd love right, and learn'd even o
As they that being poisoned poison know."

The "dictionary's method " of rhyming Sidney ridicules,
and expresdy sets aside the poetry of " graceful fancy"
madeto order, with no rea goad in the occasion. There
is a crowning sincerity and pathos in the two last
sonnets—

" Desire! Desirel | have too dearly bought,
With price of mangled mind, thy worthless ware
Too long, too long, asleep thou hast me brought,
Who shouldst my mind to higher things prepare.

" Leave me, O Love, which readiest but to dust;
And thou, my mind, aspire to higher things,
Grow rich in that which never taketh rust;
Whatever fades, but fading pleasuie brings.
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" Then farewell, world ; thy uttermost | se
Eternal Love, maintain thy life in me"

The contention that the " worthless ware " that Sidney
purchased had no individual existence save in his own
mind is a the root of a criticism that dishonours art
by robbing it of its strongest inspiration, and makes of
literature a bauble. It must never be forgotten that
Sidney's Sonnets were not written originally for publica-
tion ; poetry was chosen in this as in many cases at that
day for the expression of the deepest personal throes and
feelings, because for those feelings it was felt to be the
fittest exponent, i Moreover, the vindication of Sidney's
sincerity is imporfant for this reason, that his novel lacks
what his poems are thus seen to contain. There can be
little doubt that had Sidney chosen to write novels in the .
autobiographical vein of Greene and Nash, he would have
produced works equal at least to the best of either. He
trod avery different path in his prose, and his Sonnets
remain to furnibh another instance of how hard it was
for prose fiction to maintain itself at al in that age of
surpassing poetry. With the still growing drama on the
one side, hungry for material, daily devouring apace the
fair themes that the novelists procured, with the lighter
forms of verse on the other, ready to give their highest
expression to the intensest persona experience, it was no
wonder that the novel did not long succeed in maintaining
itself, or that where it did succeed, it maintained itself on
dtilts, to be out of the reach of its adversaries.  Plays had
large audiences, but few persons could read, and a
surprisingly large number of those who could preferred
reading poetry.  Thus the novel held, in Elizabeth's time,
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very much the same place as was held by the drama at
the Restoration; it was an essentially aristocratic
entertainment. And the same pitfall waylaid both, the
pitfall of artificiality. Dryden's audiences and the readers
of the Arcadia both sought for better bread than is made
of wheat; both were supplied with what satisfied them
in an elaborate confection of husks.

The Countess of Pembroke's Arcadia, written by Sr
Philip Sidney, was published in 1590, but its composition
belongs chiefly to the time of retirement that Sidney
passed with his sister at Wilton in 1580. It was left
unfinished, and Lady Mary had even instructions to
burn it. As the first example in English of a pastoral
romance, it commanded an influence on later writers,
both in England and France, which no other Eliza
bethan romance attained, so that Sidney's borrowings
and lendings have areal bearing in the development of
the prose story.") Setting aside, then, Virgil and Longus
as prototypes in the pastoral kind a too great a
remove, it may be said that Sidney probably borrowed
his title from the Arcadia (1502) of Sannazaro; his
treatment and incidents in part from Montemayor's
Diana (published in 1560), and the Amadis of Gaul,
which he had probably read in a French translation.
The admixture of adventures modelled on the later school
of the Romances of Chivalry unhappily takes from the
pastoral its justification, which was well enunciated by
Honord d'Urfe' in his Astree, a later and even more
famous work than the Arcadia. [In noticing the charge
that the language of his shepherdesses was above their
station, he says, " Repondsleur, ma Bergere, que tu
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n'es pas, by sdles aussi qui te suivent, de ces Bergeres
necessteuses qui pour gagner leur vie conduisent les
troupeaux aux pasturages, mais gue vous n'avez toutes
pris cette condition que pour vivre plus doucement et
sans contrainte.” *

There is the philosophy of the pastoral romance. To
devise a st of artificial conditions that shal leave the
author to work out the sentimental inter-relations of his
characters undisturbed by the intrusion of probability or
accident, is the problem ; love in vaeuo is the beginning
and end of the pastoral romance proper. And Monte-
mayor had approached this ideal in his device of the
four lovers, two nymphs and two swains, who loved
each other in cyclica order. Their passion is not very
passionate it is true, but it is enough to set up a rotatory
action under a receiver, and the absence of any thwart-
ing reciprocity secures the perpetua motion of the
machine—under the one condition that it does no work.
But the simplicity of such a design was not often un-
impaired. [The pastoral convention was found to afford
excellent cover for wilder game than love, and political
or persona sdatire often took shelter there.  Sidney
wisely avoided these, but he fell avictim to the tempta-
tion of drama and episode. The long and complicated
plot of the Arcadia is overburdened with incident and
action, which swoon into mere dream in the scented
atmosphere of the style.  And the author made a worse
mistake when he attempted to relieve the high-strung
monotony of the story by the introduction of comic cha
racters in the clown Dametas and his wife and daughter,’

* D'Urte's Adtrter cit. Dunlop, ii. 39L
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The Vice of the old Moralities was never naturalized in
the English drama until Shakespeare's day, and Sidney had
no better models than " Grim, the Collier of Croydon,"
who plays an irrelevant and tedious part in the Damon
and Pythias of Richard Edwards. Thus he committed
the fault that himself in the Apologie condemned, and

"thrust in the clown by head and shoulders to play a
part in majestical matters, with neither decency nor
discretion.” The clown is a dull clown, for his creator
jokes with difficulty.

AGr Philip Sidney is one of the large body of Shake-
speare's creditors.  Gloucester and his sons in Lear,
perhapsValentine and the outlawsin the Two Gentlemen,
were lent by him.  And Day, Beaumont and Fletcher,
and Shirley took from him what they could put to
better use in adapting some of his incidents for the
drama. ")

The debt of prose fiction to the Arcadia is not so
quickly estimated. " Read the Countess of Pembroke's
Arcadia" says Gabriel Harvey, "a gdlant legendary,
full of pleasurable accidents and profitable discourses;
for three things especially, very notable—for amorous
courting (he was young in years); for sage counselling
(hewas ripeinjudgment); and for valourousfighting (his
sovereign profession was arms); and delightful pastime
by way of pastoral exercises, may pass for the fourth."
Of these divisions of praise some may be discounted
a once. Harvey was willing to be "epitaphed" as
the "Inventor of the English Hexameter;" he was an
enthusiastic supporter of the " Areopagus,” or school of
reformed versifying, and was delighted to find Sidney
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following in his seps. Hence his admiration for
Sidney's "pastoral exercises” or those quaint verses,
Agclepiadics, Phaleuciacs, and the like, with which the
Arcadia is plentifully bestrewn, was no more than a
commendation, to use another of his phrases, of " a pig
of his own sow."  Certainly the song of Dorus, in which
every stanza begins—
" O sweet woods, the delight of solitariness |
Oh, how much | do like your solitariness "

does not dtrike gratefully on a modern ear. Of the
other grounds for praise, it may safely be said that the
" valourous fighting" jumps better with Sidney's sove
reign profession than with the artistic finish of his book,
while in " sage counselling” he is no match for Lyly.
There remains his greatest merit in the " amorous court-
ing," which is his predominant theme, and which he so
trested as to leave alasting bequest to romance-writers.
The lovers—and they are many—are the only interest-
ing figuresin the book. The tender love of the maiden
Pamela, the servile love of the old king Basilius, and
the guilty and jealous love of Queen Gynecia, are each
depicted, in spite of the formal monotony lent them by
the interminable " rich conceits and splendour of courtly
expressions,” with real differences and with real dramatic
feding. (The tory, with its disguisings, digressions,
and cross-purposes, would furnish forth plot enough for
twenty ordinary novels; but it was the sentiment of the
work rather than its plot that procured its popularity and
influence in the next century. The Arcaaia, in fact, is
in some sort a halfway house between the older romances
of chivalry and the long-winded "heroic" romances of
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the seventeenth century. Action and adventure are
dready giving way to the description of sentiment, or
ore remaining merely as a frame on which the diverse-
coloured flowers of sentiment may be broidered.

The characteristics of Sidney's style are in a large
measure attributable to his conception of the Arcadia
as a "prose-poem.” Like dmost al his contemporaries,
Sidney defined poetry so asto include any literary work
of the imagination, and absolutely refused to make of
rhyming or versing an essentid. But the instinctive
craving of the imagination for some sort of definite form
returns upon him, and avenges the dismissal of verse.
Hence arise the formal affectations of his style, chiet
among which is the habit of playing with a word, or
pair of words, and tossing i