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FOREWORD

THE sx volumes of The Teach YourselfHistory of English
Literature are planned so that they may form one com-
plete work, with each volume complete in itself and yet
connecting up with the lines of thought which begin in
thefirst volume and are illustrated all the way through
totheend ofthe series.  Thusitis possible for areader
to concentrate on a single volume, for his own pur-
poses, or to read the books in almost any order. The
reader who wishes, however, to study the full course
should begin with the first volume, since this lays
down essential principles of literary appreciation and
has been written as the key volume to this account of
English literature.

The author of the first and last volumes has prepared
the other volumes by condensing the excdlent A
History of English Literature by Dr. Arthur Compton-
Rickett, to which summary he has added, both within
the text and additionally to it, his own material and
comment. In doing this he has tried to preserve as
much of the author's style of narrative as possible,
with its skilful sketching in of background, lively
interest in biographical detail, and that remarkable
faculty by which Dr. Compton-Rickett unfailingly
interested his readers in the books and authors he dis-
cussed. In this last gift he was outstanding among
realy valuable critics of this century.

v



Vi FOREWORD

The final volume strikes a balance between critical
selection of contemporary literature and the recording
of works which the reading public and its critics have
found notable. By writing it in this way it has been
possible to give as much valuation of contemporary
work as may be sensibly made, while at the same time
indicating to readers books and movements and
aspirations which, at this point, each of us must
appraise for himself. A genera picture of contem-
porary fiction, non-fiction, poetry, and dramais given
in the text; the use of the index brings together the
details given about particular authors.

For permission to use Dr. Compton-Rickett's work
the kindness of his publishers, Messrs. Thos. Nelson
& Sons, is gratefully acknowledged.
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I. POETRY

Chapter One

Tennyson and Others

(i) Alfred, Lord Tennyson

No better all-round picture of Tennyson has been
drawn than by Carlyle, whose genius for literary
portraiture, despite humorous exaggeration, was
unsurpassed.

~ " A man solitary and sad, as certain men are, dwelling
in an element of gloom, carrying a bit of Chaos about
him, in short, which he is manufacturing into Cosmos.
. . . One of the finest looking men in the world—a grest
shock of rough dusky dark hair; bright, laughing,
hazel eyes, massive aquiline face, most massive yet most
delicate; of sallow, brown complexion, almost Indian
looking; clothes cynically loose, free-and-essy, smokes
infinite tobacco.  His voice is musical, metalic, fit for
loud laughter and piercing wail, and all that may lie be-
tween; speech and speculation free and plenteous; |
do not meet in these late decades such company over a
pipe! We shall see what he shall grow to.

Again, to his brother John, Carlyle sent the fol-
lowing :

" A fine, large-featured, dim-eyed, bronze-coloured,
shaggy-headed man is Alfred; dusky, smoky, free-and-
easy, who swims outwardly and inwardly, with 31reai
composure, in an articulate element as of tranquil chaos
and tobacco-smoke; great now and then when he does
emerge; a most restful, brotherly, solid-hearted man."

9



10 THE VICTORIAN AGE, 1830-1880

Born August 6, 1809, at Somersby Rectory, Lin-
colnshire, Alfred Tennyson was cradled in typica
Lincolnshire country, and the spirit of the kndscape
invaded some of his happiest scenic descriptions.

In 1828 he went up, with Charles, to Trinity
College, Cambridge, where his brother Frederick
had preceded him.

In 1829 he won the Chancellor's English meda,
with his poem Timbuctoo, and in 1831 left Cambridge,
to resume his quiet family life. His friendship with
Arthur Hallam was one of the most precious things
to him during these years. With Halam he had
gone to Spain in 1832. Hdlam had become engaged
to his sster Emily and was now reading for the Bar.
Tennyson's occasional vidts to London were made to
e his friend.

But the sedentary life, combined with indiscretions
of diet and excessve devotion to tobacco, played
havoc with his health and, while he was in a state of
dyspeptic hypochondria, the news of his friend's
death came to himin September 1833.

Tennyson seemed stunned by the shock for awhile;
then, as an outlet for his grief, he began writing In
Memoriam. Starting as an degy for his friend, the
work soon became a long philosophic poem dedling
with universal questions of life, death, and the here-
after.

.One of his most interesting friendships during these
years was with Edward FitzGerad, to whom Tennyson
read many of his poems out of a " little red book ".
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FitzGerdd's admiration for the early work of the poet
iswell known; another friendship was with Carlyle,
who liked the man but had no patience with his
versifying.

Meanwhile Tennyson continued to write a great
ded, and to live a Bohemian existence that suited his
temperament better than it did his congtitution.
With the publication of the two volumes of 1842,
where much of his earlier work was revised, he
edtablished his reputation with a tolerably large
drde of readers.

He had moved from Lincolnshire to Tunbridge
Wells, which, did not suit him; thence to Bexley, near
Madstone. About this time he los most of his
money in an unfortunate investment and was glad to
accept a Cvil List pension of £200 a year in 1845.)

1850 proved a memorable year; in this year he
made his happy marriage, published In Memoriamand,
on Wordsworth's death, accepted the Laureateship.
His wife was Emily Sarah Sellwood, whose sister had
dready been married to his brother Charles, His
own comment on his marriage was, " The peace of
God cameinto my life before the Altar when | married
her". From this time his life ran smoothly and
tranquilly to the end.

" Everything that Tennyson now wrote commanded
an audience growing in numbers; worldly honours
poured in steedily upon him, starting with an honorary
D.CL. from Oxford in 1855, culminating in the peer-
age offered by Gladstone, 1883. The only serious
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grief of his later years was the death of his gifted son,
Liond,in1886. -

The widely-read story of Tennyson's desth in
1892, and buria in Westminster Abbey, is too well
known to demand repetition here. It rounds off
admirably a picturesque and impressive life.

It is sgnificant that the first characteristic to strike
the personal friends of Tennyson should have been his
scientific perception rather than his poetic imagination,
frowning often wrote like a poet with strong scientific
predilections, Tennyson like a scientist with a marked
aptitude for poetry. There is no poet who was more
jealous of the form of a poem than he. Just as he
would stop a story if there was the least inaccuracy of
detail, so hewould revise and revise a stanza to rectify
the least ambiguity of statement. This scientific per-
ception is, indeed, the source alike of his strength and
weakness as a poet. It gave exquisite accuracy to his
scenic pictures, form and balance to his craftsmanship,
clarity to his utterance. On the other hand, its in-
sstent presence clashed often with the poet's intuition
and troubled his muse.

The poetry of the Romantic Reviva, with one
exception, had little influence on the poetic develop-
ment of Tennyson. ( Byron'sinfluence may be noticed
in the volume of Poems by Two Brothers, but it is only
atrace. Of Shdley there is nothing;, with Words-
worth he has a certain spiritual affinity, but as artists
they have scarcely anything in common. No doubt
he owes a technica debt to the supreme skill of Cole-
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ridge as ametrist; but, save in the imitative period of
the early volume, Coleridge did nothing to shape
Tennyson'sart.  Keats done, whom the poet admired
and revered above dl his immediate predecessors,
affected his poetic development.  The sensuousness of
Kests, the ddlicate sensitiveness to external impressions,
the atmosphere of pensive beauty that hung over his
scenic pictures—these matters appealed intensdly to
young Tennyson. -

Yet we must not exaggerate this influence. The
merits of Tennyson's first volume, Poems, chiefly
Lyrical,lie in their grace and melody. Many of them
were later revised by the poet amost out of recog-
nition, but The Recollection of the Arabian Nights,
Mariana in the Moated Grange, and the pretty vignettes
of girlhood, remain to testify to the ddicate artistry
of the new writer.

The chief defect of this early work is a thinness of
ingpiration. There is too much sugar and too little
flour in these literary confections. , The volume of
1833 strikes at once a stronger and more varied note :
Fatima has a fire about it that is lacking not merely
in his earlier efforts but in a good ded of his later
verse: we have The Lady of Shalott, not so lovely a
piece of mediaeval magic as she appeared after his
final revision, but beautiful none the less; above dl,
there is The Lotos-caters, a tone-picture of exceeding
charm, that was to shape as one of Tennyson's most
enchanting poems.

In 1842 he published two dight volumes largely
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conggting of winnowings from the earlier volumes,
made with scrupulous care, and some new English
Idylls. The nature of the revison showed how keen
a sdf-critic the poet was, and how wisely he had taken
to heart the wisdom of his reviewers.

In the opinion of some critics—Edward FitzGerdd,
for instance—Tennyson never again reached so high a
standard asinthevolumeof 1842. Certainly avolume
that gave us theprevised Lotos-Eaters and Lady of
Shalott, the exquisite Day Dream, such perfect essaysin
dassc art as Ulysses and Morted' Arthur, such lovely
songs as Break, Break, Break, and Come not, when | am
Dead, is one that exhibits some of the best representa-
tive work of Tennyson. In some respects he never
bettered it. But rich as this volume is in those
characterigtics that individualise his best work—clarity,
melody, dignity—one cannot accept it as representing
the high-water mark of the poet's genius. His lyric
note is ampler and more varied in the lovely songs
that decorate The Princess, and more passionate and
more ecstatic in Maud.

Thus far Tennyson's work had been touched only
dightly by the thought of his day. But in Locksley
Hall were indications that socid problems had begun
to gir him, and in 1847 he published his first long
poem, The Princess, which dedsfrankly withaproblem
of the day, the" Woman Question". This" Medley "
shows a fine command of Blank Verse, and contains
passages of great beauty. Yet the mogt attractive
part of the poem lay in Tennyson's afterthought of



TENNYSON AND OTHERS 15

inserting " short swalow flights of song " between
the various parts.

Meanwhile Tennyson had been working at what
one of his friends cdled " the Memoria poems”,
carefully revising and elaborating them; though few
redised that the monumental eegy, In Memoriam,
published in 1850, was the outcome of nearly twenty
years thought and craftsmanship.

In the same year as saw the publication of In
Memoriamthe poet wrote his great Ode on the Death of
the Duke of Wellington. Then a few years later, in
1855, came Maud. Considered as an organic whole,
Maud is even less satisfactory than The Princess, and is
decidedly inferior to In Memoriam.

" Following Maud came the ldylls of the King (1859).
Here he treated of the Arthurian Legend, in four
episodes—the Welsh story of Geraint and Enid, the
tale of Merlin and Vivien, one of Lancelot's adven-
tures, and the parting of Arthur and Guenevere.
Gradually the other stories were added until the
Arthurian story had grown into matter for twelve
books. Technicdly, the Idylls are a great achieve-
ment. Tennyson's Blank Verse is inexpressibly finer
in quaity than any attempted by the poets of the
Romantic Revival; to rival it one must go back to
Milton. (Previous to these Arthurian stories he made
various essays in Blank Verse with notable results—
eg. Ulysses, Lucretius, Aylmr's Fidd—but he had
never used it on so large a scale as in the ldylls;
and if he cannot match the majestic organ notes of
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Milton, his verse has a grace, a flexibility, a notable
cadence, and what is peculiarly Tennyson's, a delicate
and caressing tenderness.

“In reviewing the whole of Tennyson's work we
cannot but feel that heis at his happiest and best when
actualising for us the beauty of the visble world.
It is here that his dominant characteristics—clarity,
melody, and dignity—are exhibited in their amplest
power. None could excd him in lines of limpid
lucidity such as these:

The league of grass wash'd by a dow, broad stream.
The little speedwell's darling blue.

Now rings the woodland loud and long,

The distance takes a lovelier hue,

And drown'd in yonder living blue

The lark becomes a sightless song.

The moan of doves in immemoria elms,
And murmuring of innumerabl e bees.

None like her, none. .

Just now the dry-tongued laurel's pattering talk
Seem'd her light foot along the garden walk,

And shook my heart to think she comes once more;
But even then | heard her close the door,

The gates of Heaven are closed, and she is gone.

The Ioﬁg day V\;m&& .thé dow rﬁoon clin.1bs, the deep
Moans with many voices.

Nowhere is the scientific perception to which |
have alluded more clearly shown than here. Nature's
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most august moods are better interpreted by Words-
worth; her ecstasies more subtly felt by Shelley; but
the varying and complex spell of her multitudinous
moods as awhole has found no finer artistic expression
than is given us in the verse of Tennyson. Accurate
observation and delicate poetic feeling are happily
blended. He can give us large effects, as in this
epitome of an autumn storm :

The last red leaf is whirled away,
The rooks are blown about thesky;

and the superb image of

Such atide as moving seems adeep,
Too full for sound and foam;

or this, expressive of desolation :

Heis not here; but far avv

The noise of life ins ag

And ghastgl thro' the drlzzllng rain,

On the bald street breaks the blank day

And he can impress us a so with microscopic effects.
Indeed, excepting Crabbe, no poet ever dedt with the
"'minutiae" of Nature so well as Tennyson. Nothing
could be more apt for combined accuracy of percep-
tion and beauty of delinestion than touches such as
these:

Of the dragon fly :

A living flash of light he flew;
Of the sunflower, that
Rays round with flames her disc of seed;
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Of the blasts
That blow the poplars white;

Of dark hair
More black than ash buds in the front of March.

Everywhere, indeed, the observation of the scientist
is glorified by the sensbility of the artist, the stark
fact is cad in lovey imagery. Thus, Tennyson's
landscapes are never vague; they are visudised with
an amost preternatural clarity. And if the objective
scientific touch is one feature of his Nature poetry,
another feature lies in its atmospheric subjectivity.
Tennyson never paints Nature with Wordsworth, or
even Byron, as something outside of Man, with alife-
spirit purpose of its own.  Nature for himis always a
background for reflecting some human emotion; it
carries no message or benison of its own, but har-
monises with delicate adaptability to the mood of
the man.

Tennyson's dtitude towards men and women is
that of a quiet, deiberate, steady, sdf-restrained
nature keenly dive to the dightest fluctuation of
mood, yet averse from tidad impulses and the in-
surgent aspects of human life. He presents here a
striking contrast with his great contemporary, Brown-
ing, who was aways stirred to his depths by the high,
impossible things of life—and who thrilled to passions
from which Tennyson shrank away in alarm.

With whom does Tennyson chiefly treat? With
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princes, princesses, men and women of intellectua
power and ddicate refinement. He has no flunkey
regard for rank as rank but, like Thackeray, he is
drawn to an environment of culture and good lineage.
King Arthur is obvioudy his ided of manhood,
strong, cam and self-contained; while the women
he loves best are gentle, patient, enduring souls.
When he touches the lives of the poor there is just a
suspicion of the average well-meaning district visitor
about histone. Heis gracious and kindly and gently
patronising.

The sheer ecstasy of passion, despite an occasiond
shrillness of the note, has never been expressed better
in our poetry than in Maud\ and athough the Idylls
refines amogt to vanishing point the hot tumult of
passion that surges through Mdory's story, there is
one passage where the poet shows how finely he
could have painted this, had he so wished :

Passion ﬁale they met
And greeted. Hands in hands and eye to eye,
Low on the border of her couch they s,

Stammering and staring. It was their last hour,
A madness of farewells.

Turning to his method of drawing men and women,
it will be seen that, as a rule, Tennyson deds with
types rather than individuas, with the characteristics
of average humanity rather than with the idiosyn-
crades of particular persondities. This again, ex-
plans the popularity of his apped. His miller's
daughter and gardener's daughter are like hundreds



20 THE VICTORIAN AGE, 1830-1880

of charming girls, Merlin stands for wisdom, Vivien
for the deceitful wanton, Sr Galahad for chadtity,
Arthur for the ided of manly virtue. Thus the very
feature that weakens the poem dramatically intens-
fies its appeal to the general reader.

Tennyson's development coincides with the ex-
panson of the democratic ided and the growth and
diffusion of modern scientific ideas, and both of these
matters impressed his work, though in somewhat
different degrees.

In the first Lockdey Hall he reflects the current
enthusiasm of the era of the Great Exhibition of 1851,
when dreams of a universal brotherhood were in the
ar and a kind of commercia millennium occupied
men's minds.  On the whole, Tennyson's influence on
national politics was a wholesome and tonic one.
He helped to foster that love of country that should
animate a people, by dwelling on the finer qualities of
national character and inssting on the value of ancient
forms and traditions.

When we turn to Tennyson's views on domestic
politics we find the trumpet sounding a far less certain
note. He saw, as indeed he could not help seeing, a
vast amount of socia misery, and there is a good dedl
in his poetry about the sorrows and hardships of the
poor.

But genuine as his sympathies may have been,
there is an ar of unreality about their expression.
This is due partly to the fact that they are put usudly
into the mouths of his wesker characters—the dismal
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young prig in Lacksley Hall, or the neurctic hero of
Maud.

Tennyson's exclusion from the world during the
later years of his life put him more and more out of
touch with concrete redlities. This, added to the
natural conservatism of age, makes his utterances on
socid subjects practicaly negligible.

In one direction adone did Tennyson really contri-
bute suggestive ideas, and that was when dedling with
the Woman's Movement. In The Princess he was for
the first and last time redly in advance of his age
There is a hedlthy progressive note in this poem, and
reactionary as it may seem to many modern minds, it
is ajust and sympathetic presentment in poetic form
of the problem connected with woman's place in
society.

No poet was more exercised by religious problems
than Tennyson; and no poet was more sendtive to
scientific thought than he. But his attitude is an
attitude of compromise; he propounds a via media
between the materidistic science of his day and
dogmatic Chrigtianity. His solution for the heart-
searching and uncertitudes of the time was an un-
dogmatic religion that was at bottom intuitional.
Higtoric Christianity scarcely weighed with him
at al.

* The philosophy of In Memoriam sums up Tenny-
son's religious pogtion. It is not a philosophy of
faith so much as a philosophy of hope; after dl, he
can trust only that " somehow good will be the fina
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god of ill". Yet the faint-hearted certitude of the
poet, though it has repelled some and disgusted others,
assuredly made for immense popularity, and there are
many today to whom Tennyson's solution seems the
only satisfactory one.

Tennyson's ethicd thought inspires him more
happily as a poet than does his metaphysics, for it
takes him into a clearer and saner atmosphere; and
his insstence on self-control, formulated in his beauti-
ful poem Oenone, recurs again and again in his serious
poetry. The categorical imperative in the soul of
man meant for him precisely what natural laws meant
for phenomena in the world of Nature. Law and
order are for him rules of conduct: disorder is the
antithesis of rational exisence. He saw it disturbing
the life around him, and loathed it. And so he aso
held fast to those dements in life that made for
dability. A quiet, dignified, orderly existence—such
was Tennyson's ideal—and he used dl the resources
of his gracious art to impress its value on men's
minds.

If his philosophy of life is not a great and inspiring
one, yet it has its place in the scheme of things;, and
we may supplement its message by the more tonic
teaching of Browning and Meredith; while of Tenny-
son's work as a literary artist and as a painter of
English life no lover of beautiful verse could spesk
too highly. As a word-painter of typica English
scenery, as the exponent of the smple emotions of
everyday life, he holds a treasured and honourablt§
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place. His ddicacy and crystdline charm, his digni-
fied and melodious utterance, will aways endear him
to English men and women.

(i1) Minor Poets

The first to concern us is John Clare (1793-1864), a
writer of consderable power and charm. The son
of a broken-down labourer, he was compelled from
very early years to work in the fields for a living.
Happening to chance upon a verse-loving old woman
who could quote poetry for hours together, he got
some introduction to literature; his own observations
of rural life and his genuine love of rustic scenes
served as his main inspiration.

Little encouragement came from his ignorant com-
panions, but at last, through the instrumentality of
some people of culture, he managed to get his first
volume, Poems Descriptive of Rural Life published in
1820. The book attracted notice. Southey spoke
kindly of it in the Quarterly Rjeview, and the youth was
brought to London.

Sufficient money was raised to keep him fromwant;
and when he returned to the country which he loved,
this sum, together with what he might have saved,
should have proved sufficient to enable him to de-
velop his powers. Unhappily, the quality of brain
which gave this unusua senghility to verse fostered
ds great menta ingtability. Drink, that hastened
the tragic end of Burns, hurried Clare to a disastrous
breakdown; yet, as in Burnss casg, it did not kill his
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power of verse.  Indeed, when in the County Asylum
of Northamptonshire, where he lived for over twenty
years, he did some of his best work.

His early work was written in didect; his later in
dasscd English : and in each class he did excdlently
well. He had the lyric faculty, and the temper of his
mind is more dlied to Blake's than to that of any
other contemporary.

In addition to the earlier volume, he published The
Village Minstrel (1821) and The Shepherd's Calendar
(x827).

Another uncultured poet was Ebenezer Elliott
(1781-1849), the " Corn-Law-Rhymer ". His life was
spent in the neighbourhood of Sheffield, and his
verses reflect dike the grinding lives of the industrial
poor and the rich beauty of the moorland. Thom-
son's Seasons impressed him much as they had im-
pressed Clare but, like Clare's, the merit of his work is
independent of any strong literary inspiration. In the
sameyearsassaw ThelLyrical Ballads, Elliott wrote his
first piece, A Vernal Walk. Then came silence for
twenty years while Elliott strove with the workers in
the town; and when next he wrote, having attained
some worldly competence, the human dement pre-
dominated in his writing. Poems came now in quick
succession : Love (1823), The Ranter (1827), The Village
Patriarch (1829), Corn-Law Rhymes (1831).

There are a few verse-writers who, though of less
account than Ebenezer Elliott, belonged to his school
and derived their inspiration from the industrial un-
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rest of the day. Of these the best were Capdll Lofft
(1806-73), the socid reformer whose father had been a
friend of Godwin's, and Ebenezer Jones (1820-60),
another of the toilers, who devoted his scanty leisure
to the cause he held so dear—Chartism.  Lofft's rural
epic, Ernest, or Political Regeneration (1839), is a frank
bid for direct democratic government and for the
nationalisation of the land.

Jones wrote some dtirring songs, such as 'the
" Song of the Kings of Gold ", the " Song of Gold
Getters ", and their crude violence may be condoned
by reason of his youthful years when they were
written.

The name of Hartley Coleridge (1796-1849) links
us again with the great poets of the early century.
Brought up in an atmosphere of noble verse and with
the protecting kindness and sympathy of Wordsworth
about him, the boy suffered from the desultory educa-
tion he received from his father, who accounted it the
best thing for him " to wander like a breeze by lakes
and sandy shores". He was as a youth richly en-
dowed with intellectual and artistic gifts, with some-
thing of his father's fine ghostly imagination and a
very large measure of his metaphysical powers, but
intemperance spoilt a brilliant prospect at Oxford,
and he became a genid and irresponsible wanderer in
the Lake District.

A few of his songs are excdlent, notably " She is
not fair to outward view "; the sonnets are nearly dl
admirable and a few are redly great.
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November

The mellow year is hastening to its close;

The little birds have amost sung their ladt,
Their small notes twitter in the dreary blast—
That shrill-piped harbinger of early snows;
The patient beauty of the scentless rose,

Oft with the morn's hoar crystal quaintly glassed,

Hangs, a pale mourner for the summer past,
And makes alittle summer where it grows :

In the chill sunbeam of the faint brief day

The dusky waters shudder as they shine.

The russet leaves obstruct the straggling Wz?y

Of oozy brooks, which no deep banks define,
And the gaunt woods, in ragged scant array,

Wrap their old limbs with sombre ivy-twine.

Along with Hartley may be mentioned his gifted
ggter, Sara  She married another brilliant member
of the family, a cousin, Henry Nelson, who was
preparing his father's literary remains for publication.
His early death threw upon his wife the labours of
an editress and distracted her from original work on
her own account. Despite this, her fairy story
Phantasmion (1837), with its delightful songs, serves to
show what imaginative power she possessed. Given
ampler opportunity, she might have accomplished
much.

Thomas Hood (1799-1845) is one of the most con-
Sderable and origina influences among the minor
poets of the age. His earlier literary work included
Lycus the Centaur (1822), a striking piece of imaginative
writing, the flea of the Midsummer Fairies, a graceful
and charming work, and the grimly powerful Eugene
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Aranfs Dream. Such poems as The Song of the Shirt
and The Bridge of Sghs exhibit a gift of deding with
human problems in a popular manner. The Haunted
House shows, moreover, that Hood had a redly high
order of imagination; it is a pity that the necessities
of bread and butter compelled him to work too dili-
gently in his lighter vein. Sometimes, as in Miss
Kilwansegg, he could jest with an underlying yet
eadly discernible vein of serious purpose, but as arule
his whims and oddities are merely cracklings of the
pot. Happily for us, his struggle with adverse for-
tunes met with success before he died, thus enabling
the writer to work for awhile in serious vein.  Some
of his strongest work belongs to his later years.
Starting as poetry in the classical vein, popular at the
time, his verse soon catches the humanitarian fire that
marks the poetry of the earlier Victorian era. He is
a poet of the new demaocracy.

The Haunted House

O'er all there hung a shadow and a fear;
A sense of mystery the spirit daunted,
And said, as plain as whisper in the ear,
The place is haunted !

Unhi n%ed the iron gates half open hung,
Jarr'd by the rusty gales of many winters,
That from its crumpled pedestal had flung
One marble globe in splinters.

No dog was at the threshold, great or small;

No pigeon on the roof—no household creature—
No cat demurely dozing on the wall—

Not one domestic feature.
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No human figure stirred, to go or come,

No face looked forth from shut or open casement;
No chimney smoked—there was no sign of home
From parapet to basement.

With shattered panes the grassy court was starr'd;
The time-worn coping-stone had tumbled after !
And throggh the ragged roof the sky shone, barr'd
With naked beam and rafter.

Henry Taylor (1800-86) was an accomplished man
of letters who led a quiet and easy life which revolved
agreeably round a comfortable Government appoint-
ment at the Colonid Office. Taylor strove for
lucidity and self-restraint and for a greater body of
thought than he found in the current verse of his day.
His views are formulated in his best piece of work—
his drama, Philip Van Artevelde (1834). He wrote a
number of other dramas and a prose volume, The
Satesman (1836), but never reached the level of excd-
lence attained in Philip.

His limitations are obvious. Lacking the imagina
tive power and beauty of the classcd Landor on the
one sde and the splendid vitality and melodious
charm of the greater romantics on the other, his verse
too often reminds one of the taunt flung by her lover
a Maud: it is " faultily faultless, icily regular,
splendidly null".

Philip James Bailey (1816-1902) is another poet to
prefer the clams of the intellect in verse, without
clearly redlising that in al great poetry intellectual
matters must be expressed in terms of metrica
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beauty, and that a poet may exhibit a philosophy
without explicitly philosophising. Bailey's work,
Festus, was a life-long labour, and proved extremely
popular in its day.

If only Bailey had possessed the critical faculty and
a sense of style, Festus might have been an important
philosophical poem. Great it could never have been,
for there is no freshness and depth in Bailey's thought,
but the writer trembles often enough on the verge of
poetic distinction to make us regret the faulty artistry
that never carried him over.

Certainly more interesting in his work than Bailey
is Richard Hengist Home (1803-84). His life was a
varied one. He had passed through vicissitudes in
America, seen something of the battle-field, and
tasted adventure in the Australian Bush, before he
settled down to a life of letters. His early tragic
dramas, Cosmo de Medici and the Death of Marlowe, were
published in 1837, but he is best known for his epic
Orion, " intended ... to work out a specia design "
(the contrast between the intellect and the senses) " by
means of antique or classica imagery and associations .

Home's thought is fresh and vigorous, and his
discipleship to Keats as a model served him in good
sead. Undoubtedly he is a his best in epic verse,
for, though there is power and fedling in his drama,
he had little visualising faculty.

Among his other writings perhaps the most interest-
ing is The New Spirit of the Age (1844), where he
collaborated with Elizabeth Barrett.
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Unlike Home and other literary dramatists of the
day, James Sheridan Knowles (1784-1862) had con-
Sderable knowledge of stage technique; and if he had
only been blessed with Home's intellect and vigour,
or even with the polished culture of Taylor, his
dramas might have had a high place.  But hisimagina-
tion is poor and, excepting some scenes in Virginius
(1820), heis woefully deficient in passion.  In method
and intention he belonged to the eighteenth-century
school, and it is scarcely surprising that he should have
done better in comedy than in tragedy. His most
successful experiment in this direction was The Hunch-
back (1832); there is merit dso in The Love Chase
(1837) and Old Maids (1841).

Charles Tennyson Turner (1808-79), the elder
brother of Alfred Tennyson, was not only a man of
ripe culturebut aso afineliterary artist. Limitedinhis
range, the form of the sonnet suited admirably well
his artistic power, and he is a his best when dedling
with the homely and tranquil aspects of those rura
scenes where he spent the greater portion of his life,
as Vicar of Grasby, Lincolnshire.

Letty's Globe

When L etty had scarce passd her third glad year,
And her young artless words began to flow,
One day we gave the child a coloured sphere
Of the wide earth, that she mieht mark and know,
By tint and outline, al its seaand land.
She patted all the world; old empires peep'd
Between her baby fingers, her soft hand
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Was welcome ét dl frontiers.  How she legpd
And laugh'd and prattled in her world-wide bliss;

But when we turn'd her sweet unlearned eye

On our own ide, she raised a joyous cry—

"Oh! yes | seit, Letty'shomeis there! "
And while she hid al England with a kiss,

Bright over Europe fell her golden hair.

The work of Frederick Tennyson (1807-98) be-
longs dtrictly to the later years of the Victorian era, for
hisfirst volumewas not published until 1854. Yet he
had a shareinthe Poems by Two Brothers, where Alfred
found expression, and in its content and inspiration
Frederick's work is of the early Victorian age. It
exhibits less force and originality than that of Charles,
with something of the same gentleness and ddlicacy.

Edward Bulwer, Lord Lytton (1803-73), achieved
more distinction as a novelist than as a poet or drama-
tist. But his earliest literary efforts were in the direc-
tion of verse, such as Ismael and other Poems (1820),
where he showed some lyric skill; while his dramas,
belonging to a later period, are certainly clever, and
showed marked aptitude in stage effects.  The Lady of
Lyons, fustian though much of it is, has extraordinary
vitality; so dso have Richelieu (1838) and Money
(1840). These plays have been revived repeatedly,
sometimes  with remarkable success. As in his
verse much of it is poor enough, much of it is fully
over-accentuated, but there is sufficient genuine sens-
bility and imagination to give the author of The First
Violetsand Absent yet Present a niche among the minor
poets of the era
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Two other poets in the domain of dramatic verse
deserve mention. Srr Aubrey de Vere (1788-1841)
darted his literary career with Julian the Apostate
(1822) and The Duke of Mercia (1823).

After these plays he withdrew from authorship until
the very close of his life, when he composed Mary
Tudor, intended as part of a trilogy, The Daughters of
Tudor. This drama is remarkable for its force and
passon and compares favourably with Tennyson's
play on the same subject.

Henry Hart Milman (1791-1868) is better known as
an historian than as apoet; but his prize poem Apollo
'Belvedere (1812) is greatly above the levd of officid
productions, so often tedious and unprofitable, while
he was an excellent hymn-writer. Among his plays
were his first very successful Fazio (1815) and The Fall
of Jerusalem(1820), richin effective versethough weak
in dramatic power. In his later plays the dramatic
weakness is even more conspicuous, but there is good
rhetorical matter even in these, notably Belshazzar
(1822) and Anne Boleyn (1826).

(iii) Religious Verse

The earlier impulse to religious verse had come
from the leaders of the Evangelicd Movement, and
the individualistic note that characterised Protestant
theology penetrated the work of the Presbyterian
Pollok and the Moravian James Montgomery. The
Evangelicd note dies down with them and, in Heber's
somewhat flamboyant muse, there is certainly a
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change in the religious atmosphere.  The " Church "
is more insistent than persona experiences and the
way is thus prepared for the poetry of the Oxford
Movement and the Catholic Revival. There is no
better representative of the delicate piety of the
Oxford Movement than Keble. The graciousness
and sweetness of the poet's nature permeate The
Christian Year and, despite a monotony largely
inherent in the very design of the volume, there is
much artistic sensibility and imaginative beauty about
the verse.  John Keble (1792-1866) was not merely a
hymn-writer; he was aso apoet.

Greater in imaginative endowment than Keble,
John Henry Newman (1801-1890) might, had he
elected, taken Kebles place. But he had other
interests, and indeed thought little of poetry as an
art.

Newman's poetical output, consequently, is dight
and belongs chiefly to his earlier years. But the
quality is high, and there is distinction and power in
al that he wrote. His most considerable poem, The
Dream of Gerontius, was written many years before its
publication in 1865 but was thrown aside and for-
gotten. The blank verse is forceful and impressive,
and the entire poem exhibits a mysticism as sengitive
as Keble's, with a bolder range of imagination.

Frederick William Faber (1814-63) is much inferior,
as a religious poet, to his great contemporary, though
some of his hymns are extremdy popular. He lacks

the restraint of Newman and the smplicity of Keble,
VOL.v. B
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and his gushing propensities certainly do not make for
good poetry.

John Mason Nede (1818-66), a tolerable historian
and a good though variable writer of hymns, has
greater ckim upon our attention. He achieved some
excdlent trandations and occasiondly, as in " Art
thou weary, art thou languid ", sounded a redly high
note of devotional beauty. His trandation of the
Rhythm of Bernard of Morlaix is one of the finest
things in our language.

Reginad Heber (1783-1826), a devoted Churchman,
was dso a scholar and wit; while Bishop of Calcutta he
wrote the well-known " From Greenland's icy moun-
tains ", and is aso the author of a "Life of Jeremy Taylor.

Last of this band is the ballad-writer, Robert
Stephen Hawker (1803-75). For forty years he lived
and worked in alonely Cornish parish, and his human-
ising influence bore valuable fruit. His ballad poetry
bears the impress of the rugged scenery of the west
and it is infused with old Cdtic legends and super-
ditions. In TheQuest ofthe Sangraal (1864), his brood-
ing mind found congenial material, for the mystical
sde of the legendary lore attracted him irresistibly.

Our bark is on the waters ! wide around

The wandering wave; above, the lonely sky :
Hush! ayoung sea-hird floats, and that quick cry
Shrieks to the levelled weapon's echoing sound :
Grasp its lank wing, and on, with reckless bound |
Yet, creatures of the surf, a sheltering breast
To-night shal haunt in vain thy far-off nest,

A cal unanswered search the rocky ground.
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Lord of Leviathan! when Ocean heard
Thy gathering v0|cei and sought his native breeze;
When whales first plunged with life, and the proud deep
Felt unborn tempest heave in troubled Sleep,
Thou didst provide, even for this nameless bird,
Home and a natural love amid the surging sess.

(iv) Patriotism

Ireland, hitherto represented in our verse by the
facile melodies of More and the passion of George
Darley, finds expression during this erain the romantic
fervour of James Clarence Mangan (1803-49).

Mangan was one of those highly sensitive and
imaginative temperaments that seem predestined
for tragedy. His life was a constant struggle against
poverty and to blunt the scourgings of circumstance
he had recourse to opium and acohol. His early
death, therefore, was not to be wondered a. He
trandated and freely adapted Erse poetry, one of his
best-known pieces being My Dark Rosaleen; he wrote
patriotic songs for the Y oung Ireland Party.

It is interesting to note that one of Mangan's
Oriental songs, The Karamanian Exile, suggested to
the American writer, J. R. Randall, the better-known
lyric Maryland, my Maryland. This is Mangan :

| see thee ever in my dreams,

Karaman

Thy hundred hills, thy thousand streams,
Karaman, O Karaman |

As when the gold bright morning gleams,
As when the INg sunset seams

With lines of light thy hills and streams,
Karamen ! ...
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This account of earlier Victorian verse may fittingly
conclude with mention of three volumes of ballad
verse by writers who will be dedt with at greater
length in other sections—Macaulay's Lays of Ancient
Rowe (1842) and English Ballads ; and Aytoun's Lays
of the Scottish Cavaliers (1848). These volumes arein
direct descent from Scott and from Percy's Reliques,
and while they lack the poignancy and warmth of
Imagination that fire the best of these, they are of ther
kind admirable. The historica spirit, expressed in
clear, vigorous verse, may serve as a summing up of
Macaulay's work, whether as a singer of English glory
or of Roman renown. Aytoun's verses lack perhaps
the sparkle of Macaulay, but are rich in nationa
sentiment and are worthy contributions to the poetry
of chivalry.

(v) Robert Browning

Browning was born at Camberwell on May 7, 1812.
Such early education as he received came from his
mother, who could recite Greek poetry to him, so
that he quickly developed into a precocious infant who
showed interest in music, drawing, and classcd
mythology. After severa disappointing experiences
of private schools, he finished his education by
further study a home and lectures a University
College. He entered Guy's to study medicine, but
soon abandoned that interest and became rapt in the
poetry of Byron. Shdley and Keats were successive
influences.  All three can be seen in his first poem,
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Pauline, written when he was nineteen. In 1834 he
travelled in Russig, riding 1500 miles of the journey
(one result of this was embodied in the breathlessness
of How They Brought the Good News from Ghent), and
becoming interested in science and philosophy (a
result of this development was the writing of Para-
celsus). Returning to London, he met some of the
literary men of the day, and wrote The Pied Piper for
the son of the actor Macready. In 1838 he visited
Italy, and on his return met and fell in love with
Elizabeth, the invalid daughter of Edward Moulton
Barrett. To complete one of the most romantic
stories of our literature, they defied the parental dis-
pleasure by secretly marrying and running away to
Italy in 1845. Mrs. Browning's heath speedily
came back to her. A son was born in 1849. Mrs.
Browning's poetry is referred to later in this book.
Robert Browning's work was given little credit in
England, but he refused to be discouraged. After
eleven years of ideally happy married life, his wife
died, and Browning shortly afterwards returned to
London with his son. He had by now published
Sordello, Sdlls and Pomegranates, Dramatic Lyrics, and
Men and Women. Yet in 1860 not one copy of his
works was sold in sx months. Dramatis Persona
appeared in 1864, and The Ring and the Book in 1868.
When Prince Hohenstiel Schwangau was published, in
1871, 1400 copies were sold infivedays.  Recognition
came lae, but generoudy. Browning continued to
publish his books, to enjoy London society, and to
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make regular vidits to Italy. He had gone there to
try to buy the old Manzoni Paace in Venice, when
the chill Adriatic wind caught him and he died, on
December 12, 1889—the day on which his Asolando
was published in London. Since it was found im-
practical to give him burial beside his wife in Florence,
his remains were brought to England and interred in
Westminster Abbey.

Browning's development as a writer may be divided
into four periods :

(1) From 1832 to 1846. This is the experimental
period, when he is seeking for his true medium as an
artist. He essays various forms, then finds in the
dramatic lyric his most satisfying expression.

(2) From 1846 to 1869. This is the period of his
best and most varied work. Sometimes the intel-
lectual sde dominates, sometimes the emotional. He
is a his happiest when they blend, and at the close of
the period we have the noblest blend in The Ring and
the Book.

(3) From 1869 to 1876. After The Ring and the
Book the intellectual side of Browning gets the upper
hand. This period is rich in casuistic and didectic
verse, but is lacking in imaginative beauty. We
admire Browning the thinker and lament the decline
of the artist.

(4) From 1869 to 1889. Once again the artist in
Browning awakens; not perhaps with the force and
beauty of the earlier years, but sufficiently to delight
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us with some measure of the old magic, sufficiently to
soften and medlow the untiring intellectud vagaries
of the thinker. Finally we have the swan song of
Asolando.

(@ The Development of his Art

Pauline (1833) was written when the poet was nine-
teen. It interests us mainly as a human document,
from the light it throws on Browning himself. Many
of the familiar traits are traits that were to develop
later into fine maturity : the religious idealism; the
individualistic note; the lifelong enthusiasm for
Shelley. The poem is an agreeable one to read, but
the influence of Shelley and of Keats broods over its
form and texture

In Paracelsus (1835) the poet begins to find his own
speech.  The subject is one dear to Browning's heart
—the development of a soul thirsting for knowlede.
Paracelsus fails in his search because he ignores love.
How often was that to be the burden of Browning's
versel

Sordello (1840) makes no advance from the artistic
point of view; in fact, it is as a work of art ditinctly
inferior to Paracelsus—" A derdlict in the ocean of
poetry " it has been not unhappily caled. But the
derdict is certainly worth a vist if you can get near
her. There is an immense amount of fundamental
brain-work in the poem; indeed, it has become a
derelict because over-weighted with ballast.
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' Small wonder that Tennyson said about the poem
that he only understood two lines—the first line :

Who will, may hear Sordello's story told,

and the last line:
Who would, has heard Sordello's story told.

But in his next venture Browning finds himself.
The Dramatic Lyrics, covering a period of ten years
(1836-46), exhibits every side of Browning's genius :
tenderness in Evelyn Hope;, passion in In a Gondola;
subtlety in Porphyria's Lovers; intellectual brilliance
in My Last Duchess; quaint kindliness in Waring;
genia extravaganza in The Pied Piper. And, above
adl, the volume contains those two perfect little pieces
of poetic impressionism, Meeting at Night and Parting
atMorning, where, with afew superb touches, Browning
flashes upon our imagination a picture of love and
life that for comprehensive sympathy and imaginative
beauty is among the choicest and finest verses from
his pen.

Meeting at Night
|

The grey sea and the long black land;
And the yellow half-moon large and low;
And the startled little waves that leap

In fiery rlnglets from their deep,

As| gain the cove with pushing prow
And quench its gpeed i* the slushy sand.
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Then a mile of warm sea-scented beach;
Three fields to cross till a farm appears;

A tap at the pane, a quick sharp scratch

And blue spurt of a lighted match,

And a voice less loud, thro' its joys and fears,
Then the two hearts beating each to each !

Parting at Morning

Round the cape of a sudden came the seg,

And the sun looked over the mountain's rim—
And straight was a path of gold for him,

And the need of a world of men for me.

And the method is as fresh and attractive as are the
themes. There is a note of realism new to English
verse, and destined to play an important part in the
poetry of the late Victorian era and in the verse of
today. The explosive violence of The Soliloquy in a
Spanish Cloister and the rough vigour of Count Gis-
mond serve as a prelude to the colloquia realism of
Rudyard Kipling and John Mascfield.,

Good as are the Dramatic Lyrics, the Dramatic
Romances (1848) are, on the whole, even better. The
method is similar, the material is much the same;
but the scope is wider and the treatment exhibits an
added ease as well as a degper power.

In lyric sweetness and fire the volume holds its own
with its predecessor—in quality if not in quantity.
Have we not The Lost Leader and How They brought
the GoodNews ?—but the superiority isshown especially
in the psychologica insight and dramatic strength of
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such pieces as that masterly study of the decadent
Renascence, ~ The Bishop Orders his Tomb at S. Praxed's.
Ruskin praised it for its historical accuracy; its vital
accuracy is even more remarkable.  Add to this The
Flight of the Duchess, Meredithian in its romantic
realism; The Boy andthe Angel, withits smple human-
ity ; and the power and beauty of Saul.

Following this volume came Christmas Eve and
Easter Day (1850), where, if we mark no fresh advance,
we see the poet applying his previously developed
faculties to the problem of religion.

Of wider interest and more-varied charm is the
volume entitled Men and Women (1855), on the same
lines as the Dramatic Lyrics and Romances. The
volume is a worthy pendant to these earlier volumes :
some may prefer the readier music, the simpler themes
that we found there; to others the greater unconven-
tionality, the subtler flavour that characterise this
volume as a whole may prove more attractive; for
here we have those memorable poems on art, Fra
Lippo Lippi and Andrea del Sarto; the satiric gpologia
of Bishop Blougram, and the delicately passionate
One Word More; to mention a few of a score of well-
known poems.

There is more emphasis in this volume on the
ironies of life than in its predecessors.  The splendour
of passion, the benison of sympathy, the stimulus of a
courageous front in life—these have been illustrated
fully as well before, but now for the first time we see
Browning deding with the obverse side: with vacil-
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lating wills, with flabby sympathies, with the shallows
and shoas of human nature.

(b) His Dramas

So far | have dealt with his development as a poet,
passing on one side the dramas. These are, in order :
Srafford (1837), Pippa Passes (1841), King Victor and
King Charles (1842), A. Blot on the Scutcheon (1843),
Colombo's hirthday (1844), A. Soul's Tragedy (1846),
Luria (1846), In a Balcony (1853).

The extraordinary insght into character, the power
of actualising the fleeting moods, is so marked in
Browning, that it may be wondered how it is that he
has not fared better as a dramatist.

Drama may be defined as an articulate story pre-
sented in action. The story we have; it is articulate
also; but it is not givern—or given only spasmodically
—in "action". Browning is far too interested in
the effect of the drama on the character. But in a
play which is to be seen, and where the " doing " not
the" thinking " has to affect us, this is a serious draw-
back. Browning is not a dramatist, but a dramatic
philosopher. Accept this standpoint, and his plays
are interesting enough—some intensely interesting;
but it is at its best the interest of the study rather than
of the theatre.

The best test of such criticism lies in the super-
excdlence of Pippa Passes, which none would dispute
and which is the most unactable of Browning's plays.
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Yet it would be hard to find a play more charming for
its lyric beauty, insight, and passion.

(©) His Later Poems

In the Dramatis Persona (1864) Browning continues
those gtudies of men and women that he had first
started in the Dramatic Lyrics. The volume came nine
years after Men and Women and his dramatic experi-
ments are reflected here.

" The Ring and the Book (1869) shows Browning at
once as an observer and a critic of life. Here the
thinker and the poet join hands in a work of lengthy
and sustained importance. It is psychologica, pic-
torial, analytical, dramatic, satiric, tragic; and the
only side of Browning that finds no expression is the
purely lyrical side. But to compensate for this there
is the superb apostrophe to " Lyric Love, haf angel
and hdf bird, and adl a wonder and a wild desire"; a
passionate recollection of the wife he had lost.

The story—a Roman murder case—is told in twelve
books and from nine points of view. It was found one
stormy night in Florence (1865) in " a square old yd-
low book " which was picked up for eightpence on a
bookstal. And from this rough ore he wrought a
ring of pure gold.

In Browning's next work, Balaustion's Adventure
(1871), there is less dramatic interest and passion, less
fpe poetry dso.

v Prince Hohenstiel-Schwangau (1871), on the other hand,
has little dlaim to be ranked as poetry at all. ’
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Fifine at the Fair (1872) is a very different piece of
work, despite the fact that here, too, there is over-
much specia pleading. But thereis fantasy and pathos
in it, as well as satiric and ingenious quibbling. It is
by no means easy to construe and it has proved a
stumbling-block to many Browning lovers.
"Red—cotton Night-cap Country appeared in 1873,
followed by Aristophanes Apology (1875), The Inn
Album (1875), Pacchiarotto (1876), La Saisaz (1878),
Dramatic ldyls (1880), Jocoseria (1883), Ferishtah's
Fancies (1884), and Parleyings with Certain People (1887).
In most of these books Browning returns again and
again to insist on the necessity for fidelity to life and
the human note in everything. Force and sincerity
are essential to poetry, but, he declares, they must
not exclude the touch of beauty and the transfiguration
of passon. His doctrine was sound but, unfortu-
nately, some of his later work is wanting in the beauty
for which he pleads. Indeed, it is better to read some
of it, for an understanding of his teaching, as if it
were prose. This criticism can scarcely be brought
againgt his shorter pieces, but the longer poems are,
for dl the variety and strength of their blank verse,
occasiondly prosaic. It is as if age had brought to
Browning an urgency to express his message as
strongly as possble. He wished to be the teacher,
and not the lyrist. To appreciate many of these later
poems this fact must be understood and his viewpoint
must be grasped.  Only thus is it possible to compre-
hend the whole Browning, the man and the poet.
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Then with Asolando (1889) the youth and age of
Browning meet. The philosopher is forgotten, the
dialectics put aside; we have once again, and for the
last time, the passionate singer and the poet of human
hopes, fears, loves, and sorrows. It would be idle to
pretend that there is al the old charm about it, but it
is a fine volume with which to round off the poet's
life, with a note of confident courage that gives us the
dominant note of Browning at his best.

(d) Criticism

There are three Brownings: Browning the pas-
sionate singer of love and youth and the world of
sense;  Browning the curious investigator of the
devious by-ways of human experience; Browning the
intrepid fighter and vaiant believer in the imperishable
greatness of the soul of man.

Of the three Brownings, as reveded in his poetry,
the first seems to me not merely of the greatest artistic
value, but of the greatest human value; the other
sdes of him are interesting in a subsidiary sense, as
giving body and subtlety to his superior gift of drama-
tic song and informing his lyric passon with virile
courage and sunny radiance.

Let me emphasise here once again the most vital
and compelling sde of Browning's genius—Browning
the " dramatic singer " of love and life.

We shdl find a more ddlicate grace in Tennyson, a
more voluptuous intensity in Rossetti, an easier sweep
in Byron, a more ided beauty in Shelley; but in no
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one poet is there a more complete fusion of dl these
qualities than in Browning. The mystic side of
passion is suggested tenderly and wistfully in Evelyn
Hope, more fully in Two in the Compagna. The elusive-
ness of love is more fancifully dedt with in Love in a
Life and Life in a Love.

Escape me ?
Never—
. Beloved!
While |l am I, and you are you,
So long as the world contains us both
Me the Iovme? and you the loath,
While the one eludes, must the other pursue.

Love in a Life

Room after room,

| hunt the house through

We inhabit together; .

Heart, fear not mg, for, heart, thou shalt find her—
Next time, herselfT—not the trouble behind her

Left in the curtain, the couch's perfume !

As she brushed it, the cornice-wreath blossomed anew
Yon looking-glass gleamed a the wave of her feather.

Yet the day wears,
And door succeeds door :
| try the fresh fortune— _
Range the wide house from the wing to the centre.
Still the same chance ! she goes out as | enter.
d my whole day in the quest,—who cares ?
But 'tis twilight, you see—with such suites to @(Plore,
Such closets to search, such acoves to importune !
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The lover is always seeking for the loved one
throughout the rooms of the house, never finding, yet
the pursuit itself gives a meaning and purpose to life.

Some have been surprised that one whose own love-
story was so complete and satisfying should dwell in
his poetry so often on thwarted and imperfect love.
Why ? Surely it was the consciousness of the
dynamic splendour of love in life and character that
gave him that keen perception of what is lost by
debasing or trifling with love. And a motto for his
love-poetry might be found in the beautiful stanza
from By the Fireside—one of the noblest and truest he
ever wrote :

Oh, the little more and how much it is'!
And the little less, and what worlds away !
How a sound shall quicken content to bliss,
Or abreath sus;f:)end the blood's best play,
And life be a proof of this 1

Certain aspects of love have been more finely
rendered by other poets; but in range of matter
Browning has no superior. There are abysses of
tragic horror, agonies of sense and spirit, a which he
took no more thanaglimpse. It was not in his nature
to dwell on them. His splendid vitality and buoyant
hopefulness recoiled from them. His art as a poet of
love suffers limitation to that extent, but the under-
lying inspiration is the greater. For his outlook on
love is the outlook of a man who puts it before any
other thing in life, as a force for sanctifying and
strengthening the soul.
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As the psychologica critic of the complexities of
experience, let it frankly be conceded that here he has
not always chosen the best means of expression, that
the verse hampers the expostion and obscures the
criticism; yet the matter is strong and stimulating
enough—if we care to get & it.

The psychologist is a work in the early poems, not
with complete success; in the dramas with finer in-
gght and mastery; in The Ring and the Book his power
as psychologist is supreme. What gives him this
ingght ? Onceagain it is his belief in love that gives
the touch of greatness to these studies. When passion
Is absent, or put aside, the insight into character is less
profound, less illuminating. This may be seen by
glancing a his poems on art.  Their importance does
not liein the poet's sensibility to beauty. Responseto
what is beautiful in life is the guerdon of every poet
worth his sdt. Some, like Spenser and Keats and
Rossetti, made it their creed, their rdligion.

Browning ignored the senses no more than didK eats.
He gloried in the form of things : herevelled in the de-
lights of sound, sight, and touch—but he went farther.

We approach the truth of things by way of enjoy-
ment; and, having gained insight by sheer enjoyment
of the outward show, we intensify our vison by relat-
ing enjoyment to character, by relating the beautiful
thing with the soul of the man who made it a beautiful
thing.

Art is no abstraction—thin, arid, and theoretic. It
must be warmed by life; that is the burden of Fra
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‘Lippo Lippi. Clearly with Browning there is no art
forart's sake but art for life's sake; and in art as dse-
where love and self-surrender are essentials for success.

In each of the full-length studies of artists he has
made he hints a something lacking.  Pictor Ignotus
needed human affection; Lippo needed life and
experience to give fulness to his work; Andrea
some great impulse of generous emotion. In art,
as elsawhere, Browning is jealous of the individual,
and the art is judged for its reaction on the character of
the artist as well as for its expression of his nature.

No consideration of Browning's psychology of art
can neglect the poems relating to music. Browning
was a musician, and had therefore the advantage of
thoroughly understanding the technique of the art
as wdl as vauing its emotiona content. Music
more than painting appedls to the emotions.

To take two of the most important: Master Hugues
of Saxe Gotha and Abt Vogler. In the first, deding
with afugue, lifeitsefis criticised from the standpoint
of the fugue. Now, the fugue is a form of music
constructed on logicd lines, the various parts are
elaborated from a smpletheme, wherethey answer one
another, pursue one another, contrast with one another.

Such a type of music is music on its least emotional
gde. It is the only side where intellectua content
seems to dominate purely emotional vaues. It is
the mathematics of the art, rather than its poetry.
What relaion has the great fugue to life? What
does it answer ?  Wall, take it as a symbol of life.
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The smple, elemental start, the growing variaions,
the clashing implications, the bewildering convolutions
and the finis—death. It suggests life has no meaning.
Give us, then, less technical cleverness, more passion,
says the poet—read some meaning into life.

Abt Vogler is a greater work. It is Browning's
fullest exposition of music in its relation to life; it
has a musical cadence lacking in its fellow. The
Alexandrines, with their rich swell, suggest the organ.

| have dwelt purposely on the matter rather than
the manner of Browning, as singer and psychologist,
because it is aways the " matter " that he puts first
and foremost. But it will be found on examination
that although he is a" poetic artist only by accident "
—because he could not help himself—he is at his best
when he is faithful to the art of poetry; at his best
when he is the snger of love and life; at his worst
when he is concerned with the intellectual and ethical
aspects of his subject and roughly neglects the artistic
shaping.

In his great poems Browning the singer, the thinker,
and the fighter join hands. We touch each side of
him. As a fighter and a mordigt, then, we may
leave him; that is his last word as apoet. And heis
best appreciated here, when we do not divorce the
teacher from the singer and the psychologist. His
message is part of his song, the burden of his insight.
He has no formal message—" no church, no philo-
sophy "—in the technica sense.  Making an alow-
ance for his dramatic exposition of other peopl€'s
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point of view, there can be little question, from what
we know of the man, that in Rabbi Ben Ezra we have
the most explicit statement of Browning's philosophy
of life.

Rabbi Bex Ezra is an epitome of many poems: it is
life from the standpoint of age. In youth we gan
experience; in age we use it to control our nature.
What use has youth been—with its heats, its mistakes,
its strivings ? It has helped us to forge our spiritual
weapons. It has shown us that not accomplishment
but intention, not the outward result but the inward
am, is the red test of worth. The pitcher is now
shaped on the wheel—and is ready for what ? For a
future that is beyond this life. For can death waste
al our experience? This leads to a discussion of
immortality, beyond our scope here.

Briefly, his position is this : Nature offers no solu-
tion; she is both good and bad. She is unmoral.
Destiny give no help; for goodness suffers neglect
and the evil are often rewarded. Look outside and
se only the great enigmas. There is no certainty
anywhere. Revelation provides no passport—for
religions are various, and there are more discords than
harmonies in the Church.

No: for a reading of life go to your own soul.
Your faith, if it is worth anything, must be your own
intuition; it must be the voice of your own soul
gpesking. Distrust your own soul and you are a
rudderless boat, drifting out to sea

Browning's philosophy of life is essentidly what
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we would cdl today pragmatic. Is your view a
sound one? Act as if it were; put it to the test of
practical experience : that isthe only reliable criterion.
This roughly is what he says in effect. For the redt,
Browning's sanguine temperament led him naturally
to look at the brighter side of things. Unlike some
spiritual voyagers in our literature, he never hugged
the shore but sailed for the open, loving the salt sting
of the buffeting waves. A courageous soul, he is a
vigorous and vital comrade for those suffering from
spiritual  anaemia

A Face

If one could have that little head of hers
Painted uq_on a background ofefpale gold,
Such as the Tuscan's early art prefers !
No shade encroaching on the matchless mould
Of those two lips, which should be opening soft
In the pure profile; not as when she laughs,
For that spoils all: but rather as if aoft.
Yon hyacinth, she loves so, leaned its staff's
Burthen of honey-coloured buds to kiss
And capture ‘twixt the lips apart for this,
Then her lithe neck, three fingers might surround,
How it should waver on the pale gold ground
Up to the fruit-shaped, perfect chin it lifts!
| know, Correggio loves to mass, in rifts
Of heaven, his angel face, orb on orb
Breaking its outline, burning shedes absorb :
But these are only massed there, | should think
Waiting to see some wonder momently
Grow out, stand full, fade dow against the sky
That's the pale ground you'd see this sweet face by),
\Il heaven, meanwhile, condensed into one eye
Which fears to lose the wonder, should it wink.



Chapter Two
Pre-Raphadlites and Others

(i) Dante Gabrid Rossgtti

GABRIEL CHARLES DANTE ROSSETTI was born in
Portland Place, London, on May 12, 1828. His
father was a sengtive, amiable, and richly cultured
man, and " a high-principled patriot”, who was
proscribed by the Bourbon king, Ferdinand 1, in 1821,
escgped to England, and obtained an appointment as
Professor of Itdian in King's College, London, 1831
The mother was fond of literature, deeply religious,
gentle and devoted to husband and children.

The first distinct picture of Rossetti that presents
itsdlf is that of an affectionate, generous lad, with a
partidity for rough, smple folk and a dreamy, some-
what indolent nature; but at no period in his life was
there anything effeminate about him. Nothing is
farther from the truth than the old popular notion of
Rossetti and Kedts, as men given up to the sensuous
impressons of life. Both poets suffered from ill-
hedth and disease sapped their power of volition;
but each had virility, grit, and splendid capecity for
work. The vapid emotiondisn of the aesthetic
school recelved no encouragement from Rossti,
who aways indsted on the fundamental brain-work
in poetry.

54
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Before chlora had shadowed his life, Rostti was a
breezy, genid, and delightful companion, as smple
and unaffected as William Morris, and with a strain
of rich humour in his nature that Morris never

Bent on becoming an artist, he was sent in 1842 to
a drawing academy in Bloomsbury; afterwardsto the
Antique Schoal of the Roya Academy, in 1846.

The second picture that detaches itsdf from Ros
setti's biography is that of the earnest young art
Student, with masses of brown hair, a fine forehead,
deep-set, blue, flashing eyes, and an imperious chin.
This is the young enthusiast who wrote in 1848 to
that queer-tempered man of genius, Ford Madox
Brown, begging to be a pupil. Brown accepted him
with a few laconic words but damped his ardour by
setting him to paint pickle-jars. It was characteristic
of Rossetti that he should have worked hard during
three years but was impatient of ingtruction, follow-
ing out his own methods.

During the year 1848, however, he became ac-
quainted with two academy students, Holman Hunt
and John Everett Millais, and this acquaintanceship
proved the starting point of the famous Pre-Raphadlite
Brotherhood in 1848.

As the name suggests, this brotherhood identified
itsdf artisticaly with the painters before Raphad, the
Early Horentines—eg. Giotto, Bdlini, Fra Angelico
—for it found in the work of these artists an in-
dividuality and sincerity dien to the art of Raphad's
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successors. Even the faults of this earlier school had
for the brotherhood a specid charm, and the crude
drawing and faulty perspective enchanted them just
as thenaiveteand roughness of the old balads enchant
the scholar.

About this time Ruskin, in his Modem Painters, had
protested againg the academic traditions which kept
young artists making school copies of Raphadl. Pre-
Raphadlitism put this protest into a practica form.
Madox Brown, who was not in the movement, none
the Jess was of it and worked according to its
principles.

The Pre-Raphadlites painted their pictures as in
frescoes or mosaic work, finishing each portion with
daborate care.  This unflinching realism characterises
the earlier work of Rossetti but later on he gave fuller
scope to his imagination.

. Another characteristic of the movement wasiits love

orsymbolism.  This is a mediaeval note, and Rossetti
learned its secret from Dante.  In Dante's Dream the
strewn poppies are emblematic of degp and death;
an expiring lamb symbolises the extinction of life,
while a white cloud borne away by angds—the
departing soul of Bestrice.

While Rosstti, the master and mind of the move-
ment, was chdlenging public criticism of his nove
methods, he was at the same time writing a good ded
of his best poetry, notably The Bride's Prelude, Sster
Helen, A Last Confession, Jenny, and The Burden of
Nineveb. Thisdivided occupation, however interesting
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atidtically, had serious practical drawbacks, for it
encumbered Rossetti in his professona work as a
painter, and in 1852 we find him declaring that he
had abandoned poetry. Some of his verse was
published in the magazine of the Brotherhood—
another of Rossetti's ideas. This was cdled The
Germ; it was published monthly, contained contri-
butions from Coventry Patmore, Christina Rossetti,
and others, and in its columns Rossetti's blessed
Damozd first saw the light.

At this moment, when the obscure artist was be-
coming a well-known personality, the figure of Eliza-
beth Siddall struck across his path. Few famous
attachments are better known than that of the tall,
beautiful shop-girl, with pae blue eyes and coppery-
golden hair, and the ardent young painter.

Rossetti was in no position to marry her at the time,
and the engagement dragged on in a somewhat un-
satisfactory way. In 1860, his circumstances im-
proving, he married her at Hagtings, but she steadily
declined in health and her desth, owing to an over-
dose of laudanum, probably anticipated by only a few
months what must have happened.

Keenly affected by his wife's tragic desth, his
buria of his manuscript poems in his wife's grave was
an act sufficiently significant of Rosstti's state of
mind. The poems, he told his friends, had often
been written when she was suffering and when he
might have been attending to her; and he felt—what
was certainly true—that his artistic preoccupation had
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taken him away from bis home far more than was
right and necessary. There was something peculiarly
fitting in this passionate act of self-abnegation, when
he placed the work of his imagination between the
cheek and the hair of his dead wife.

Between 1860 and 1870 he was & his prime. He
took 16, Cheyne Walk, Chelsea, and had first for his
tenants—for the house was a large, old-fashioned one
—Swinburne, George Meredith, and William Rosstti.
This remarkable partnership soon came to an end for,
however delightful in a companion, Rossetti's Bo-
hemian habits were trying in a house-mate. Among
his friends were Burne-Jones, who regarded him with
affection and awe, and William Morris, whose strong
personality was for atime almost obsessed by Rossetti.

In 1870 the famous painter became the famous
poet. To many his poems had been familiar for
a long time; men like Swinburne and Morris had
been impressed by their digtinctive individuality.
During the late 'sxties the poetic impulse came
srongly upon him and, athough his hedth was
beginning to fail at this time, his imagination had
never been more activee. He wrote The Sream's
Secret, a haunting piece of melody, re-wrote from
memory some of his earlier poems, and, a the urgent
request of his friends, gave permisson for the MS.
poems to be exhumed, since much of his verse was for-
gotten beyond recdl.

The second and grimmer shadow that fell across
his life a this time is the more to be deplored, inas-
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much as few men of letters had reached so high a
pogtion, in the opinion of those best qudified to
judge, as had Rossetti. Harassed by deeplessness, he
had taken chlordl, quite ignorant of the seductive and
baneful character of the drug indiscriminately used.
Y, though his vitality was impaired and his mental
and physical suffering considerable, hisimagination as
a creative artist remained practically undisturbed to
the last. The very tenacity of the man's constitution
merely increased his sufferings, until in 1882 he died.

Milton's postulate that poetry should be smple,
sensuous, and passionate has never been bettered.
All the greatest poetry is smple, because the de-
mental things of life are smple; it is sensuous, be-
cause its appeal must needs be made through the
senses—how else can rhythmic beauty be realised ?
It is passionate, because it deds with the primal
ingtincts.

Intwo of these requisites Rossetti's verseis assuredly
not lacking. He is both sensuous and passionate;
indeed, superbly so, though the eaborate craftsman-
ship somewhat distracts us at times and obscures the
red emotiond quality that lies behind. In the ex-
quisite intensity of his sense-expressons he reminds
us of Keats, and like Keats heis carried away at times
by this into an ultra-opulence of illustration that
weskens hiswork as an artist.

Gloom girt 'mid Spring-flushed apple growths she stands

Deep in the sun-scorched growths, the dragon fly
Hangs like a blue thread loosened from the sky.
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Y et how much more compelling in smple strength are
these lines, from which luxuriant fancies have been
ruthlessy pruned:

Her eyes were deeper than the depth
Of W%er stilled at even. ®

Thy soul | know not from the body, nor
Thee from myself, neither our love from God.

That the pictoriad eement is more insistent in
Rossetti than in Keats is obvioudy due to the fact that
Rosstti's outlook on the world is essentiadly that of
the painter. He thinks and feels in pigments. Who
but a painter would have given us lines like these :

The blessed damozel leaned out
From thegold bar of heaven

She had three lilies in her hand
And the stars in her hair were seven.

And the souls mounting up to God
Went by her like thin flames.

In that splendid poem, A Last Confession—perhaps
the only one that shows a direct influence of a con-
temporary—the painter-poet is unmistakable. Brown-
ing's method may have suggested the general scheme
of the poem, but Rossetti had stamped his own genius
upon the tde. It is the story of a murder, and the
colour red gleams through the verse from the very
opening.

But the sensuousness of Rossetti's verse travels
beyond the mere expresson of emotion in terms of
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senxe  After dl, Shdley and Browning adso were
colourists.  But in thelr sensuousness as poets they
exhibit divergences which may be explained by saying
that, while dl three give sensuous expresson to
" feeling ", Rossetti aso gives sensuous expression
to " thought". It is here that we light upon that
qudity in Rossetti's verse that has given offence to
some and is responsible for the criticism that thereisa
voluptuous " hot-house " atmosphere about it.

The reverentia devotion to the beauty of the body,
which strikes most Englishmen as mawkish and un-
wholesome, and not a few as immoral, is far removed
in spirit from mere eroticism.  The senses were for
Rossetti sacramental emblems of the spirit.  In every
department of thought and emotion, not in love only,
Rossetti sought for the outward manifestation.
Where Tennyson sentimentalised and Browning in-
tellectualised, Rossetti read off the physical expresson
of certain sdes of life. But he valued the physical
expresson, the outward manifestation, not as does the
mere sensudlist, as something disconnected from the
inner life, but asavisible sgn of theinvisible power that
moulds life and character into beauty and nohility.

Robert Buchanan's attack on Rossetti in The Fleshly
School of Poetry is wide of the mark, because Rostti's
sensuousness is something other than sensudity.  In-
deed, Buchanan came to redlise he had condemned
without justice and years afterwards made a frank and
unreserved retractation.

Yet if the heavy, perfumed amosphere of Rosti's.



62 THE VICTORIAN AGE, 1830-1880

love-poetry will aways strike English readers as
enervating, and if his outspokenness offends our
congtitutional reserve in matters of sexud love, let us
a any rate recognise that the gquestion is not one of
morality but merely one of taste. Its real weakness
lies not in its sensuousness but in its frequent lack of
samplicity. Its rich ornamentation, its meticulous
eaboration, fatigues the eye; and to this extent it fails
to apped to us so potently as do Burns and Browning
as poets of passion. In its own circumscribed sphere
of sexud ecstasy transfigured by spiritual raptureit is
rarely beautiful and, indeed, unique in English poetry.

The human dements of old romance were finely
apprehended by Scott and William Morris, the
sensuous elements attracted Keats;, the mystic de-
ments ingpired Coleridge. But no one poet has
gathered up al these diverse elements in the way that
Rossetti had done.  In such poems as Sretton Water
The Kings Tragedy, and The White Ship he touches the
popular ballad with dl its rough smplicity and naivete;
and if he fails to redise the hearty humanity that
touches Scott's best work, he is more faithful to the
conventions of the old ballad form. Again, he has
essayed in poems like The Bride's Prelude and Rose
Mary to reproduce the sensuous atmosphere which
gave such richness of effect to The Eve of &. Agtes
and Lamia; and his success here is unquestioned.
Keats himsdf never excdled the pictoria splendour
of The Bride's Prelude or the opulent imagery of Rose
Mary; and in sheer intdlectual grasp of old super-
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dtitions and ancient customs he is digtinctly inferior
to Rossetti.

Rossetti's power of mystic suggestion had no peer
save in Coleridge. He had the power of impressing
the imagination with splendid lines that suggested
some haf-expressed thought, some dimly-shadowed
emotion—such lines as :

Girt in dark growths, yet glimmering with one star.
The gréund-whirl of the perishebl leaves of hope.
Words whose silence wastes and kills
) The sp'acious vigil of the stars.

. » . .

The sun was gone now; the curled moon
Was like alittle feather

Fluttering far down the gulf; and now
She spoke thro' the till westher,

Her voice was like the voice the stars
Had when they sang together.

Profound thinkers and more varied singers the last
century has given us, but Rossetti has expressed, in a
way no other poet has done, the hunger of the human
heart for love and beauty, the hunger of the human
soul for those impapable mysteries that touch the
horizon of human thought.

(i) William Morris

Born March 24, 1834, a EIm House, Wathamstow,
William Morris was the third child in a family of nine,
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and came of good middle-class stock, of sound, strong
physique, with no remarkable gift of intelect or
imagination. In 1840 his parents moved to Woodford
Hal in Essex.

Morris matriculated at Oxford in 1852 and first met
Edward Burne-Jones. The spell of Newman and
the Anglo-Catholi