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SForeword

HE FOLLOWING study was begun upon the advice
I of the late Professor Ashley Thorndike of Columbia
University, to whose memory I turn reverently be-
cause he was a friendly teacher and critic. He had read, sym-
pathetically and helpfully, my Catholic Spirit in Modern Eng-
lish Literature before that book was published ; and he thought
that my experience as an editor of periodical verse might be
put to good use as ballast if I were to ship on an enterprise
such as this. During many years the Commonweal enjoyed a
fine reputation as an organ for the poets—a fact attributable
in large measure to the interest taken in the publication by such
men and women as Thomas Walsh, R. P. Tristram Coffin,
G. K. Chesterton, Padraic Colum, Aline Kilmer, and many
others. I have discussed the ode with a number of these writers
of modern verse and have learned not a little from them.
Naturally, that would by no means have sufficed. I have
learned to value the kindly interest and ripe scholarship of
not a few students of English literary history, notably Pro-
fessors Frank A. Patterson, Hoxie Neale Fairchild, and
Emery Neff of Columbia University. Many other students
of verse forms, among them Profcssor Arpad Steiner of
Hunter College and Professor Romano Guardini of the Uni-
versity of Berlin, have been generous with their time and
interest. My appreciation, thus laconically stated, is deep and
sincere. It must be added that my debt to Professor Ernest
Hunter Wright for friendly encouragement cannot be repaid.
Inevitably, a book of this character owes much jo the great
libraries of the world. I have had the courteous assistance of



vi Foreword

the staffs of the British Museum, the Bodleian Library, the
Preussische Staatsbibliothek, Columbia University Library,
Yale University Library, and the Widener Memorial Library.
Thanks are due to my colleagues at Hunter, especially
Mrs. Anne Trinsey, for help in reading the proofs. It goes
without saying that my wife, at the conclusion of this work,
has another good reason for citing the familiar Barrie play.

G.N.S.

Hunter College
New York City
July, 1940
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CHAPTER ONE- Introduction

HIS BOOK will treat of the English ode as it was writ-
I ten during the period which, roughly speaking, ex-
tends from the middle of the seventeenth century to
the middle of the nineteenth. It will consider the development
of the form and the uses to which it was put by writers who
varied considerably in outlook, inspiration, and ability. The
objectives to be sought may be briefly defined as follows: to
write a history of the ode which, while by no means exhaustive,
will give a fairly satisfactory account of what it has been;
to consider the especial values of the form, for example, its
usefulness in linking poetry with music; and to weigh with
some care the effect which ode writing has had upon the pros-
ody of lyric verse. These are, I think, matters of relative im-
portance to the student of English poetry. They have not been
discussed hitherto with the requisite attentiveness.

The first difficulty one confronts 1s, of course, the fact that
no adequate definition of the ode has been established. If I may
resort to an allusion, the frivolity of which is apparent, it can
be said to have been all things to all men. The attitude of ear-
lier centuries towards the term was by no means uniform, as
we shall see. And though there is a prevailing modern feeling
that an ode 1s a poem of address written about a theme of
universal interest,! there are numerous inconsistencies both in
practice and in theory.® I have asked a dozen good modern

1 The definition 1s substantially that given by Laurence Binyon 1n “The Eng-
lish Ode,” Essays by Divers Hands, edited by W R Inge (London, 1919). With
1t a number of living poets™are relatively in agreement

2 Edmund Gosse, in English Odes (New York, 1886), Introduction, p xm,

writes “We take as an ode any strain of enthusiastic and exalted lyrical verse,
directed to a fixed purpose, and dealing progressively with one dignified theme "
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poets to define the word, and no two of them are in complete
agreement either with traditional descriptions or with each
other.® Thus, Padraic Colum believes that Dryden’s *“‘Alex-
ander’s Feast” is a representative example of what a good ode
should be; * and yet to Elizabeth Barrett Browning this poem
apparently seemed rather commonplace.” The dictionaries are
similarly contradictory.® It is, therefore, hardly surprising
that when Karl Vietor wrote his Geschichte der deutschen
Ode ™ he suggested that the way out of the quandary was to ar-

Lascelles Abercrombie, in Poetry Its Music and Meaning (London, 1932), pp
58-59, 13 more heuitant “The kind of major lyric roughly called an ode may
take many forms,” he writes, adding that such a poem may be “a series of regular
stanzas,” or “a series of irregular stanzas,” or “a series of large masses of
varied veisification,” or “continuous versification of varied line-length,” or
“consist of tripartite movements ” Good handbooks are similarly cautious Thus
J F A Pyre, in 4 Short Introduction to English Versification (New York, 1929),
PP 46-47, offers the following defintion “The term ode has been applied very
loosely 1n our literature, and its metrical implications are only occasional and
often very indefinite Primarily, it refers to the content and spirit of a poem, 1m-
plying a certain largeness of thought, continuity of theme, and exalted feeling "
Pyre distinguishes between the “Irregular Ode” and the “Regular (Pindaric)
Ode " See also 4 Study of Poetry, by Blise Perry (Boston, 1920), pp 283-88

I may quote from a characteristic and well-informed letter received fiom a
younger American poet, C A Millspaugh After distinguishing between three
kinds of odes, which he gives as “Pindaric,” “homostrophic,” and “false Pin-
daric,” he goes on to say that the three are similar “in their approach to subject-
matter and 1n effect” And he adds. “Odes, no matter what the metrical struc-
ture,” should deal 1n “the impersonal and the universal An ode may rise,
as good poems do, from personal emotion, but such emotion must be, by the
power of the poet’s understanding, extended into umiversal concept” In The
Letters of Gamaliel Bradford, 1918-1931, edited by Van Wyck Brooks (Boston,
1934), P 12, there 1s a lctter on ode compostion 1n reply to one by Charles
Wharton Stork Unfortunately Mrs Bradford, kindly replying to Mr Brooks’s
helpful inquiry 1n my behalf, found that the remainder of the correspondence
had been lost

4 “I think an ode 13 a poem of address, directed to the public on an occasion
of general interest” Statement to the author

5“To be sure, there i1s the 4lexander's Feast ode, called, until people half
believed what they said, the greatest ode 1n the language ” The Poctical Works
of Elizabeth Barrett Browning (London, 1932), p 649

8 The Oxford Dictionary says “A rimed (rarely unrimed) lyric, often in the
form of an address, generally dignified and exalted in feeling, subject and
style, but sometimes (in earlier use) simple and famihar (though less so than
a song) " The Standard Dictionary says “The modern ode 1s intended “- *-
read only, and is written in arbitrary stanzas of varying verse-lengths,”

7 Munich, 1923. See the Vorbemerkungen, pp 1-s,

1
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rive by the inductive route at some substantial certainty about
the meaning of the term. For this he has, however, been
soundly trounced by Emil Ermatinger, who holds that “induc-
tion” must necessarily mean ‘“‘selection” and that one can-
not possibly ‘‘select’” something without knowing pretty well
what it is.? ’

Those who have written about the English ode have like-
wise wrestled with the problem. Herbert Franklin Hamilton,
nonplused by the fact that Addison’s “Spacious Firmament on
High” was dubbed both “hymn” and “‘ode,” was inwardly
ready to abandon a task which for academic reasons he never-
theless had somehow to complete.® Robert Shafer's The Eng-
lish Ode to 1660 ° 1s a good book occasionally stretched on
the rack of comparable conundrums. Others—notably Paul
Lieser *'—have drawn up lengthy catalogues of ode writers.
This is a laborious task but no especially engrossing one.

I shall admit that there are reasons for thinking that a
treatise written to establish a definition might well be worth
while as a basis for further historical discussion. If it were
attempted, the author would undoubtedly show that during
the two centuries which followed the Renaissance the ode was
never a fixed and measurable form like the sonnet (though
this, too, was conceived of in divers ways), but that each poet
had a very definite impression of what he meant by “ode” and
a good reason for writing such a lyric. And if one tried to see
how he came by that impression and why he was moved to
write as he did, one would (I think) come upon facts possess-
ing a certain historical and critical significance. One could also
plot something like a curve of development from one notion
of the ode to another. The present book will not ignore these

8 Plulosophie der Literaturwissenschaft, edited by Emil Ermatinger (Ber-
hin, 1930), pp 333-34

9 See “The Pindaric Ode 1n Enghsh Verse” (unpublished dissertation, Yale,

1907), especially p 38
10 Princeton, 1918

11 Die englische Ode 1m Zetalter des Klassizismus (Bonn, 1932)
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fields of inquiry, but its scope is considerably broader. Accord-
ingly a statement as to what is here meant by ode must be
prefixed to the discussion, though strict logic might demand,
perhaps, that it come at the end.

By the word “ode” I mean in general a lyric based either
upon the model of some classic poem which bore that designa-
tion or upon other English poems which go back, directly or
indirectly, to imitations of the bards of Greece and Rome. Pin-'
dar, Horace, and Anacreon are the great exemplars, and to
them the English added a fourth—David the Psalmist.? I
shall limit the discussion further to the influence of the first
and last of those named. This is admittedly arbitrary, because
the influence of Horace was so pronounced during the period
under investigation that it affected all lyric verse.! As a matter
of fact, I hope some day to write a more comprehensive trea-
tise on the ode form and to include therein adequate data con-
cerning the Horatian influence. Here a very cursory considera-
tion of the topic must suffice.

There was some medieval and early Renaissance imitation
of the Odes.!* Then in the days of Henry VIII the English
Wyatt wrote in the Horatian manner, though it is debatable
whether he thought any of his poems “odes.” A. K. Foxwell

12 Mention may also be made of Sappho, whose major contributions were her
stanza and her reputation. See Sappho The Poems and the Fragments, by C R.
Haines (London, n d ), especially pp 198-225 Horace has always been the great
exemplar of Sapphic stanza forms, though versions or paraphrases of the ode
given in Longinus, On the Sublime, Section X, are not infrequent

13 On Horace’s influence, see Horace 1n the English Literature of the Eight-
eenth Century, by Caroline Goad (New Haven, 1918), and The Influence of
Horace on the Chief English Poets of the Nineteenth Century, by Mary Rebecca
Thayer (New Haven, 1916). Sample renderings by prominent English poets
are conveniently afforded by Horace. The Odes, Epistles and Satires, Trans-
lated by the Most Eminent English Scholars and Poets (London, 1889).

14 Medieval imitation of Horatian lyric forms 1s summarized by Max Manitius
in Geschichte der Lateimschen Literatur des Mittelalters, Part 111 (Munich,
1931) ; thus the five Sapphic odes of Petrus Damianus (p 74) and the Sapphic
and Alcaic poems of Rupert von Deutz (p. 132) For a commentary on early
Christian odes, see Texte und Untersuchungen, 111, VII, by A. Harnack (Ber-

lin, 1892). Vietor, 0p. cit, p. 7, believes that the word “ode” was lost in the
Latin countries until 1140, when it was reintroduced by Honorius Augustodensis.
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thinks he may have done so; ** some of her critics dissent.!®
Later there was Sir Walter Raleigh, whose translations and
imitations of Horatian odes are the best that have come down
to us from the years before Ben Jonson.!” More generally,
however, the Elizabethans neglected the Odes for the Satires
and Epistles.!® Thus Spenser wrote, in the Preface to the
Shepheards Calender: “‘And therefore Horace of his Odes
(a worke though full indeed of wit and learning, yet of no
great weight or importance), boldly saith, Exegs monumentum
aere perennius.” 1® It was Jonson who gave the Horatian
stanza to English letters. As early as 1593, he was called *“‘our
English Horace” by Henry Chettle,2° though the reason may
have been the Jonsonian satires. At any rate, he published
in Underwoods what appear to have been the first published
renderings of Horatian odes and accompanied them with orig-

18 4 Study of Sir Thomas W yatt's Poems (London, 1911), pp 11 ff, 77 ff

18 For example, Shafer, 0p cit, pp 36—42. Warton 1n his History of English
Poetry (London, 1824), III, 303, speaks of Wyatt’s “odes,” but his nomenclature
is always that of his time.

17 The Poems of Sir Walter Raleigh, edited by Agnes M C Latham (Bos-
ton, 1929) For the versions of Horace, see pp. 50-63 Puttenham declares—
in Ancient Critical Essays upon English Poets and Pocsy, edited by Joseph
Haslewood (London, 1811), I, s1—that “for dittie and amorous Ode I finde
Sir Walter Rawlegh’s vayne most loftie, lent and p » Regrettably
enough, 1t is to this part of his achievement that the fewest memorials survive.
The History of the World does, however, enshrine a number of versions of
Horation odes, and we may assume, I think, that these were not the only ones
to have beguiled the poet Puttenham may be referring to the versions of the
praises of Lydia, or to similar poems written out of the poet's own moods The
versions are deft enough, as was nearly everything Raleigh did, but one misses
the sound of the Latin which would ring out so firm and clear later on in
Milton and Marvell. This selfsame defect impairs what might otherwise be one
of the great Horatian odes in English—"“To the Queen” (Latham, op cit, pp
104~-5). Here the persistent feminine rhymes and the delicately underscored
antitheses make one feel that the poet’s only real complaint to the Queen con-
cerned her failure to smile at him during a masque or dance. I think we shall
have to say that while Raleigh may have admired Horace, he was no Horatian.

18 See Early Tudor Poetry, by John M. Berdan (New York, 1920), especially
p- 262.

19 First folio edition (London, 161x), p. 56 This is one of the earliest uses of
the word “ode” 1n English.

20In England’s Mourning Garment (c.1593). Quoted in Collectanea Anglo-
Poctica, edited by Rev. Thomas Corser (Chetham Society, 1840), Part I, p. 508.
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inal lyrics in the same vein.?! Accordingly, were there any
doubt that Jonson had represented himself as Horace in The
Poetaster,?? it would remain certain that the place he re-
served for himself in the “new Rome” of London was that of
the poet whose advice he so earnestly recommended to others.*

Therewith Horace was firmly established as a model; and
from Jonson’s time to the present day the stream of “Hora-
tain odes” has been fairly continuous.** Some of the more im-
portant prosodic achievements may be alluded to in passing:
Milton’s “Pyrrha Ode” stanza, rhymeless and deft in its ar-
rangement; *® the Sapphic Carmen Saeculare stanza, as intro-
duced by Sir Richard Fanshawe; the pattern of Andrew Mar-
vell’s “Horatian Ode upon Cromwell’s Return from Ireland”;
and Dryden’s paraphrases, so interesting for both matter and
form. Yet though these fine fruits can be plucked and de-
scribed, the Horatian lyric remains on the whole so vague
and elusive a thing that it can be studied only with the greatest
difficulty under a critical microscope. One may add that care
must be exercised to distinguish between it and the lesser
verse of direct or indirect classical origin which derives for
the most part from Catullus.*® A term adapted from Aphra
Behn—Dbillet-doux verse **—may, perhaps, be used to char-

21 The Works of the English Pocts from Chaucer to Cowper, edited by Alex-
ander Chalmers (London, 1810), V, 496—97 Hereafter this work 1s referred to as
Chalmers

22 See The Poetaster, edited by Herbert S Mallory (New York, 1905, “Yale
Studies 1n English,” Vol XXVII).

23 See Ben Jonsons Poetik und seine Besichungen zu Iloraz, by H Reinsch
(Erlangen, 1909), and Ben Jonson and the Classical School, by F. E Schelling
(Baltimore, 189¢8).

24 In Jonson’s own time, there appeared, for example, Certain Selected Odes
of Horace, Englished, by John Ashmole[?] (London, 1621) See Corser, 0p cit,
Part I, p. 66. Original odes 1n the Horatian manner have been written during the
modern period by Robert Bridges and others
N l” This, and the odes by Marvell and Fanshawe, will be discussed in full

elow

28 See Catullus and the Traditions of Ancient Poetry, by Arthur L. Wheeler
(Berkeley, 1934), an excellent book from which I have learned much, and
Catullus 1n English Poetry, by Eleanor S Duckett (Northampton, 1925)

21 8eec The Works of Aphra Behn, edited by Montague Summers (London,
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acterize that extensive family of shorter poems which consist
of lines addressed directly or indirectly to a mistress, lover, or
friend. -

Anacreon, though also undoubtedly a major Renaissance
discovery, is more easily set aside. The sixteenth century had
many good editions,?® and both the Italian and the French
poets were eager imitators. In so far as England is concerned,
it is well-nigh impossible to decide whether early samples of
Anacreontica were modeled after the original Greek or after
foreign humanistic versions. It seems certain, however, that
Robert Greene’s ‘‘Cupid Abroad Was Lated” #° was not de-
rived from the Greek—that, indeed, its author may not even
have suspected the existence of a classical original.?® Much the
same may be said concerning the drinking and love songs in
Lyly’s plays. The poems he seems to have written for various
anthologies reveal for the most part a writer content to strike
off a ditty to fit some chance ballad tune or eagerly aspiring
to the quality demanded by the music of Byrd and Dowland.?!
Yet the songs in Campaspe ** and Sapho and Phao ® did in-
augurate a tradition of Anacreontics as lyric interludes in
drama.* There arc fewer references to Anacreon in Eliza-

1915), p 43 In The Lover's Watch, a lady sends “these Verses, instead of a
Billetdoux ”

28 For example, Anacreontis Teiy odoe An Henrico Stephano lice & latinitate
nunc primum donatae (Lutetiae, 1554)

29 From Menaphon (1589).

30 Note also “This version of an ode by Anacreon has been accounted
the earliest translation into English from that poet, but a brief one 1n Whitney’s
Emblems, 1586, preceded 1t ” Poetry of the English Renaissance, edited by J W
Hebel and H H Hudson (New York, 1929), p 948

31 The Complete Works of John Lyly, edited by R W Bond (Oxford, 1902),
111, 433 fF.

821bid, 11, 343, 351

83 Ihid , 11, 264.

34 See, for example, the songs 1n Technogamia or, The Marriage of the Arts
A Comedie, Written by Barten Holiday, Master of Arts and Student of Christ
Church sn Oxford, and Acted by the Students of the Same House, before the
Umwversitie at Shrovetide (London, 1630) For comment and illustrations, see
The Retrospective Rewreaw, VIII, 304 f The “Tobacco’s a Musician” song 18
quoted 1n Poetry of the English Renaissance, p 401,
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bethan comment than to Pindar 3%—despite the fact that Sca-
liger deemed his verse sweeter than sugar.?® At all events, the
Anacreontic remains an easily recognizable form, and rela-
tively few variations were introduced.®”

We come, then, to Pindar and David. Both exerted a pro-
found influence by reason of the lofty religious character of
their verse, and because of the seemingly untrammeled, even
wild, character of their prosody. It will be the primary con-
cern of this book to show how English poets derived from
them, with varying degrees of immediacy, a number of lengthy
lyric forms that served to express moods of fervor, reflection,
and jubilation. At this point, however, a few general observa-
tions may be set down as indications to the reader of what this
inquiry will show. First, the inspiration of many of our ode
writers was enkindled by David, and his diction has become
part of the warp and woof of our native song. But for obvious
reasons he contributed little or nothing to poetic form proper.
Pindar, on the other hand, afforded some inspiration, exerted
a slight influence on diction, but is the distant begetter of the
principal English ode forms. Of these last, three are partic-
ularly important: poems written in uniform stanzas, each of
which comprises lines varying in length originally (with Jon-
son and the earlier poets) but tending towards regularity in
later practice (for example, Collins and Keats) ; poems writ-
ten in the irregular stanzas brought into vogue by Cowley,
and sometimes called verses irrequliers; and poems written
in the tripartite arrangement of Pindar’s heroic odes, with
strophes, antistrophes, and epodes which may be correctly or
incorrectly employed. I think it is unnecessary to say more

30 Francis Meres, 1n Palladis Tamia (London, 1598), pp 280-83, cites him
not as one who has made the Greek tongue “famous and eloquent,” but as a
“Lyrick Poet.”

86 See De Re Poetica; or, Remarks upon Poetry, by Sir Thomas Pope Blount
(London, 1644), “Characters and Censures,” p s.

37 Among the best Anacreontics of the seventeenth century were those of
Alexander Brome, the castigator of all Roundheads, for whose songs Izaak
Walton wrote a beautiful pastoral encomium See Chalmers, VI, 333 ff



Introduction 1§

about Pindar’s originals here, beyond noting (what is some-
times ignored) that he wrote both monostrophic and polystro-
phic odes, but that neither were ever wild or irregular.s®
The English ode forms are quite distinct and memorable
creations. They may sometimes appear the products of sheer
accident, but that is almost never really the case. Prosodically
they are characterized by their stanzas, and so the morphol-
ogy of the stanza is one of the principal concerns of ode his-
tory. One must observe at this point that the use of the word
“stanza’ to denote divisions of a poem is highly questionable
when those divisions do not conform. The major dictionaries
do not sanction this usage. But there is no other word or phrase
which will serve the purpose. Numerous other critics therefore
prefer to speak, as I do in this book, of “stanzas” rather than
‘“verse paragraphs.” The stanza will be given its meed of
attention throughout this book, though the reader must not
expect the full treatment which could be supplied were I deal-
ing with this matter alone in an effort to develop fully the
analysis which Schipper partially completed.3® We shall also
have to do with the patterns of poems as such, which in Eng-
lish verse are highly significant because of the organic rela-
tionship which usually exists in our literature between in-
spiration and expression. In so far as the ode is concerned,
this inspiration may be the product of thought, of emotion, or
of both. Thus there is some justification for the modern feel-
ing that odes are written around themes of universal interest.
As a matter of fact, however, that impression is caused by the
dominance of religious and patriotic moods in our traditional
stately verse. There are important odes in the Pindaric man-
ner which have a “universal theme” only if one stretches them
badly to fit a theory.*® The element of address is of no es-

39See, as a general introduction, Pindarus, by U. von Wilamowitz-
Moellendorf (Leipzig, 1932)

39 Neuenglische Metrik (Englische Metrik, Part 11), by J. Schipper (Bonn,
1888), Vol II, Chapter III.

40 Relatively few odes before the time of Cowley had such themes.
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pecial significance, being merely a reflection of the classical
influence. All the verse of antiquity was addressed to some-
body, primarily because it was either sung or read; and the
traditions of song and recitation required that there be a re-
cipient.

I shall, therefore, conclude that for the especial purposes
of this treatise the word “‘ode’’ may be taken to mean a lyric
poem derived, either directly or indirectly, from Pindaric
models. These models were poems of praise, worship, reflec-
tion, commemoration, and patriotic sentiment. In addition
they were, as is eminently natural, written in lengthier, more
complex stanzas than those selected for ordinary lyric use.
English poets cherished those qualities even when the ex-
ample before them was not a Pindar ode but some imitation
by a humanistic or more contemporary author. Perhaps they
had only a vague notion of who Pindar was. Or perhaps their
own muse was attuned to the Psalmist or the Christian hym-
nodists rather than to the Greeks. Yet even so they cast their
poems in one of the molds patterned after the originals of
Pindar during the late Renaissance or Baroque periods. In ad-
dition, the word “ode” as it is used here 1s wide enough to
include some lengthier lyrics which, though devoted to praise,
worship, or patriotic emotion, were cast in Horatian patterns
or in patterns derived from Horatian imitation. For the Latin
poet was also, in his way, a Pindarist.*!

We need, moreover, to define broadly and tentatively the
nature of the relationships between the ode and music. Eng-
lish poctry of the Renaissance was a poetry of song. Appar-
ently some distinction was made between the “ballad” or
vulgar ditty and the “ode,” looked upon as one of the more
refined forms of verse. Later, when styles in music changed
and the artificial manner of the Italians was affected by the
composers, verse designed to accompany music took on more

41 See Horace, Ad Iulum Antonium, Book 1V, Ode 2, and Das Pindargedicht
des Horaz, by E Frankel (Heidelberg, 1933)
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and more of the characteristics of the libretto. Since classical
ideals were dominant during the same period, efforts to restore
the unity of verse and song which had prevailed in antiquity
were in order and led to a variety of experiments in ode writ-
ing. The results were often interesting, and some of the best~
known poems of the seventeenth and eighteenth centuries were
originally “libretto odes.” This style was repudiated as arti-
ficial by the Romantic poets, and folk song recovered a meas-
ure of its lost popularity. Thereafter the ode was primarily
a lyric designed to be read or declaimed; and it was not until
late in the nineteenth century that the practice of writing odes
for formal musical settings was widely revwed.\We shall see
that this varied experience was a source of important prosodic
innovations.

The effect of music upon verse structure was, however, only
one way in which the ode affected the formal development
of English verse. A few cursory remarks concerning what the
history of the subject reveals may be offered here by way of
introduction. Doubtless the stanzaic patterns were, as has
been previously suggested, the most significant and most easily
discernible gifts brought in by the Pindaric tide. In addition
one may list three others: the u;lmmppeness of longer
lyric and reﬂemms which resulted from Pindaric imu-
tation; the effect upon hymnody of conceptions of the poetic
function associated with ode writing; and the character of the
English tradition of encomiastic verse. Thlese and similar mat-
ters are aspects of poetic history with which the present in-
quiry must be concerned.

Now a word about the method employed. Biographical in-
formation is somewhat rigorously banned, excepting when it
throws light upon a given poet’s work in the ode form; and the
critic who may quite legitimately complain that there is a
dearth of such information can be answered only with the
statement that such a treatise as this necessarily has limita-
tions of space and subject matter. Nor have I elected to discuss
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with any fullness the ideas or the experience which the poems
under consideration enshrine. That would be a beguiling oc-
cupation, but the pleasures which attend upon it have been
renounced except in so far as they seem necessary to the
description of selected type poems as works of art.

And what do I mean by “work of art”? Simply this: that
although ideas are an integral part of poetic emotion and
recollection, form is always the poet’s major concern, even in
times when the especial classical principles of imitation are
discarded. Thus the most important fact about Hamlet is that
its author managed to express the peculiar experience through
which Hamlet passed. It was only after criticism commenced
to realize this once again that the quite erroneous interpreta-
tions of what the play ‘“‘means’’—interpretations of which
German Romantic criticism in particular had been guilty—
could in a measure be corrected. Similarly, it is fairly easy
to write a scholion on Wordsworth’s Immortality Ode; and
some of the attempts to do so are interesting and significant.
Nevertheless, the fact remains that this ode would have been
forgotten long since if it were not a magnificent poem. And so
I have elected to stress the metrical texts and to base this
treatise on a careful reading of those texts somewhat in the
spirit of Heinrich Woelfflin's Principles of Art History.4?

A word is also in order concerning the bibliographical cita-
tions in the footnotes. An effort has been made to introduce
only such titles as have a direct bearing on the discussion, since
the enumeration of scholarly articles, etc., which pertain to the
matter in hand would expand the notes into a veritable tele-
phone directory. Even so it is necessary to confess to certain
lacunae which result either from the writer’s imperfect scholar-
ship or from necessity. For example: I am convinced that the
practice of the Jesuit schools, in which play acting and ode reci-
tation were important educational functions, had a profound
effect upon the English educational system and so upon pro-

42 Translated by M. D. Hottinger (New York, 1932).



Introduction 15

sodic experiment; but exploration of these relationships has
only just begun, and my own conclusions are at present too
vague to justify their inclusion in a treatise like this. Again, I
have thought it unnecessary to discourse at any length upon the
ancient classical writers. Though I enjoyed a fairly thorough
training in Greek and Latin and have read Pindar in the orig-
inal (I should not relish being quizzed on that Greek at pres-
ent!), I have nothing to say on the subject which the reader
would not find stated with incomparably greater authority in
standard books on classical verse.

Corroborating my remarks on English prosody by reference
to those made by other writers is also a real difficulty. 1 have
decided to include Saintsbury in the bibliographical references
and to omit a host of others. It 1s true that the author of 4
History of English Prosody has a good many blind spots, that
his system of scansion is a bit elementary, and that he can
be willful, carcless, and eccentric. Yet it seems to me that
nobody else has sensed so well the marvelous unity of Eng-
lish verse or has been so willing to objectivize his own re-
sponses to the beauty of a line or image. Undoubtedly there
are abler prosodists—Robert Bridges, for example. But Saints-
bury would never have been guilty of Bridges's captious re-
marks concerning Dryden.*®* When, therefore, the reader finds
allusions to Saintsbury in the notes, I hope he will not jump to
the conclusion that no other writers on prosody have been con-
sulted with profit.

An apology must be offered finally for the extreme com-
pression of the treatment. When one begins a study like this,
one can have hittle conception of the labyrinths which investi-
gation will reveal. More than two hundred years of English
poetic history are here surveyed for what they will reveal
of the fortunes of a form; and there is scarce another kind of
history which is so rich and varied. Indeed, had I known what
lay ahead when I began this tour of investigation, I should not

43 Collected Essays, Papers, etc, of Robert Bridges, No 10 (London, 1932).
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have had the courage to proceed. Nevertheless, there is real
satisfaction in having come this far, if only because one re-
alizes how very much would be revealed by further explora-
tion.



cuarter Two: 1he Ode Prior to
Fohn Nilton

E SHALL NOW ask two important questions: how

\;‘2 was the practice of ode writing introduced into

England; and what were the fruits of that practice

during the Renaissance period? It is immediately obvious that

the channel could not have been either the humanism of the
universities or the popular verse tradition.?

Little ttme was wasted by scholars of the early Tudor pe-
riod on mere amorousness or even lyric feeling. There was
no copy of Catullus in Colet's library; * Terence was widely
frowned upon; and Horace was read for the sake of the Satires
and Epistles. Greek authors were hungrily sought out by men
anxious to possess culture in its pristine form,® but it was a
rare and possibly tainted soul that strayed from Aristotle,
Plato, and Sophocles to the demesne staked out by Sappho and
Anacreon. Doubtless the universities were not wholly without
justification, having their meed of trouble with Lydias and
Chloes in the flesh. Warton * pointed out long ago that during
the fifteenth century a deluge of metrical systems was visited

1The period 1n question is discussed in detail by Shafer, The English Ode
to 1660 If the ground 1s covered again here, far too rapidly and succinctly, the
reason 18 not that I would detract from the many merits of Professor Shafer's
treatise but that my findings differ so noticeably from his that I find 1t necessary
to describe them for the sake of the discussion to follow The reader 1s requested
to turn to Shafer for a discussion of individual poems and of prosodic structure

2 See Early Tudor Poetry, by John M Berdan (New York, 1935), pp. 9o ff

3 See The Boke Named the Governour, by Sir Thomas Elyot, edited by H H §
Croft (London, 1883). Elyot’s educational ideas are well summarized in The
Education of Shakespeare, by George A Plimpton (London, 1933), pp 7 ff

4 History of English Poetry, 1, 441
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upon England; and even without them prosody would have re-
mained an essential part of grammar. Nevertheless the peda-
gogical routine which surrounded the young scholar had not
greatly changed, though some might complain that the new
learning had undermined the medieval curriculum.5 It is prob-
ably true that teachers of grammar noted how the trend was
turning from accent and rhyme towards quantity—that uto-
pian goal which Petrarch encouraged so many to look upon as
the open sesame to a golden future of poetry.

The popular verse tradition was, for its part, affected to
some extent by the work of fastidious courtly writers, but
it had remained on the whole loyal to the “‘ballad,” which was}
almost anything that rhymed or could be sung to a tune. The
jig, carol, and similar metrical arrangements corresponded
roughly to the variations of the chanson in France, but the
polished troubadour forms had either disappeared or been
corrupted. Wyatt's ballade was grossly misprinted,® and very
few other Tudor writers attempted the form. What popular
balladmongers did to the rondeau, the virelay, and other
Gallic favorites bafles description. Prosody seemed to have
deteriorated into a habit of drumming out laborious hexam-
eters and elegiacs in school and of writing poulter’s measure
afterward.” Nevertheless, the ballad writers had one thing on

5 The curriculum had been reorganized by royal decree, first under Edward VI
and then (1565) under Elizabeth See History of the Umwersity of Oxford,
by Charles Edward Mallet (London, 1924 et sqq ), Vol II, passim But the
teaching of poetry appears to have been little affected For a discussion of the
medieval poetic, see Charles Sears Baldwin, Mediaeval Rhetoric and Poetic (New
York, 1928), and Three Mediaeval Centuries of Literature in England (Boston,
1932), especially Chapter VII On the history of accentual prosody and its im-
plications, see T/e Romanesque Lyric, by Philip Schuyler Allen (Chapel Hill,
1928), especially Chapters V and VI For an example of the academic verse
of the period, see the “Carmen gratulatorium” 1n In adventum illustrissim:
Lecestrensis comitis ad collegium Lincolniense (1585), which consisted of eight
elegiac lines

8See English Literature during the Lifctime of Shakespeare, by Felix E
Schelling (New York, 1921), p 21 But George Gascoigne has a ballade, though

1t is not so designated, in 4 Hundreth Sundrie Flowers, see Chalmers, II, 482.

7 See A History of English Prosody, by George Saintsbury (London, 1923),
Val T Book IV Chanter ITI
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their side—music, which was often combined with the dance.
As the word “‘ballad” indicates, verse had originally been asso-
ciated with rhythmic movement and was still often a dialogue
between a girl and her lover which could be partly acted out.
When staged before an audience, it became a jig; ® and when
all hands joined in, it might be a carol.?

During Elizabeth’s time, this folk poetry was violently at-
tacked from several different points of view. It was the
“swing"’ of that age: the educated and the austere would have
none of it, and even the popular writers themselves began
to doubt the worth of their wares. The broadside ballad con-
tinued to appear, of course.!® But efforts wefe made to acquire
respectability by labeling one’s effusion a ‘“‘sonet” or a ‘“his-
torie.”” A good instance of the troubled poetic conscience is
A Courtlie Controversie of Cupid’s Cautels.’* The author
grasps at fashionable conventions as best he can and usually
misses. ‘“Ditties,” ‘‘brawles,” and “‘galliardes’ give way even-
tually to a sonnet—a ‘“‘dissevered sonnet” of thirty-two lines.
The singer, Floradine, is introduced as he “half in despaire,
beganne one evening to tune his accustomed instrument, where-
upon he sang this Sonet, using the Italian accent very cun-
ningly with comely gestures.” 12

8 Sec The Elizabethan Jig, by Charles Read Baskervill (Chicago, 1929), espe-
cally pp. 3, 10~11, 31, 32

9 See the Introduction 1n Christmas Carols of the Sixteenth Century, edited by
Edward Bliss Read (Cambridge, Mass, 1932)

10 Joseph Ritson, 1n Ancient Songs and Ballads from the Reign of King Henry
the Second to the Revolution (London, 1877), p Ixxxvi, held that the “vulgar”
could only paste the broadsides on their walls, a method hardly calculated to
ensure their preservation. But many survived See Ancient Ballads and Broad-
sides . . . Preserved in the Library of Henry Huth, Esq (London, 1867), and
for titles of the era under conmderation, 4 Transcript of the Registers of the
Company of Stationers of London, 1554-1640, Arber, pp. 37 ff An example of
the “lowly ballad” is “The Song of the Constable,” made to the tune of “Jump
to Me, Cousin,” by James Gyffon, reprinted in The Elizabethan Underaworld,
edited by A. V Judges (London, 1930), p 448

11 London, 1578. Another example is Tke Posie of Gilliflowers, by Humphrey
Gifford (x580), edited by Grosart as Vol I of Occasional Issues of Unique and
Very Rare Books (London, 1875). Gifford offers translations from “Clement

Marott” and other French poets.
12 4 Courtlie Controversie, p. 283.
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Still more interesting is 4 Banquet of Daintie Conceils
which Anthony Munday published in 1588.13 Munday was a
modest soul, given to no untoward pretensions. “‘Lastly,” he
says in his Preface, *‘if any Dittie shall chance to lympe a little
in the Note . . . yet I pray thee condemne mee not, in that
I have no iote of knowledge in Musique, but what I have
donne and do is onely by the eare.” His list is varied enough,
including a “Courtlie Daunce called Les guanto di Hispania”;
a ‘‘very gallant note, called the Earle of Oxenford’s March”;
and “‘the Countess of Ormond’s galliard.” It is of the greatest
interest to compare Munday's list with the contents of the
Fitzwilliam Virginal Book, to which Byrd contributed his
“The Earle of Oxford’s Marche.” 1* It is true, to be sure,
that however great may be the names Munday rolls on the tip
of his tongue, the Daintie Concerts are very much the fare of
average citizens.

These symptoms of a desire to conform with higher stand-
ards were generated by the tone set at Elizabeth’s Court,
where learning and refinement were fostered once more after
a long interregnum of religious conflict. Never had there been
a sovereign more benign to the Muses, in all but financial
ways, than Elizabeth.!> Ascham praised her Greek; that she
wrote verses was no secret; '® and her nobles were impover-
ished trying to entertain her with the most elaborate pa-
geantry. She was also passionately fond of music, and played
the lute herself. The composer’s art enjoyed an extraordinary
vogue. “If,” writes Fellowes, “‘the supremacy passed for a

13 4 Banquet of Daintie Conceits Furmished anth Verie Delicate and Choyse
Inventions to Delight Their Mindes, Who Take Pleasure in Musique (London,
1588) Munday could claim the Earl of Oxford for his patron

14 The Fitzawwilliam Virginal Book, edited by J A Fuller Maitland and W B
Squire (London, 1899)

18 See Queen Elizabeth, by ] E Neale (New York, 1935), passim Francis
Meres, 1n Palladis Tamia (London, 1598), p 284, writes “so Elizabeth our
dread Sovereign and gracious Queene 1s not only a liberal Patron unto Poets,
but an excellent Poet herselfe ”

16 See the list of her “works” in 4 Catalogue of the Royal and Noble Authors
of England, by Horace Walpole, edited by J Ritson (London, 1759), I, 103.
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short time early in the sixteenth century to the musicians of the
Lowlands and Italy, it reverted once again to England in the
latter years of that century. Fairfax, Taverner, Tallis, and
Tye are among the names which form links in the chain that
binds the school of Dunstable to that of the Elizabethans,
and when we reach the year 1600 we find that there are as
many as six Englishmen in the very highest rank of musical
composition.” 7 This success was based upon the gradual
discovery of fixed and beautiful forms on which a scholarly
tradition of musical composition could lavish its skill. Thus
Musica Transalpima (1588) gave England the madrigal.'®
And the song, which Byrd would have “well and artificially
made,” ? followed the example set by Wyatt and Surrey, after
various other models had been tried. In the end the lyrics
written for the Elizabethan songbooks were worthy of their
settings.

Because popular English poetry was so intimately bound
up with music, the literary culture of the Court could seep
down to the masses far more easily than would otherwise have
been the case. It rather quickly became fashionable to de-
nounce the “balladmongers” and to proclaim the birth of a
new culture and literature. Not everybody was as urbane as
Nicholas Breton, who attributed the scourge of bad verse to
human nature.*® Nashe wrote, “Hence come our babling Bal-

17 The Hertage of Music, edited by Hubert J Foss (London, 1933), p 2 That
the public often failed to appreciate the better music 1s shown, for example, by
Shakespeare’s criticism of the inattentive prior to the performance of such music
That is the sense of Lorenzo’s famous lines in The Merchant of Venice, V, 1,}

70 ff And in Twelfth Night, 11, 1v, 188 ff, the Duke says almost apologetically
about the “old and antique song”.

Methought 1t did relieve my passion much,
More than the hight airs and recollected terms
Of these most brisk and giddy-paced times
18 The madrigal 1s 1mportant here as one form of verse suited to refined
musical settings. The ode was, of course, another such form,
19 Byrd’s Preface to Psalmes, Songs and Sonets (London, 1611) See William
Byrd, by E. H. Fellowes (London, 1936), p 159.
20 He wrote in Fantasticks. “Oh, 'tis a world to see how life leapes about
the limbs of the healthful, none but finds something to doe . . . the Poet, to make
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lets, and our new found Songs and Sonets, which every rednose
Fidler hath at his fingers end, and every ignorant Ale Knight
will breath forth over the potte, as soone as his braine waxes
hotte.” 2 Webbe 22 was more judicious; and in the diatribes
of Marston one senses the flash of genuine moral indignation.
Marston was in essence a highly effective editorial writer. This
was straight from the shoulder :

Goe buy some ballad of the Faiery King,

And of the beggar wench, some rogie thing,
Which thou maist chaunt unto the chamber-maid
To some vile tune, when that thy Maister’s laid.??

But now there appeared a force which was hostile to the
popular song and dance and hostile also to the cultural activ-
ities of the Court. This was the moral indignation which the
Puritanical spirit flung at the worldliness of high and low alike.
There was, for example, Thomas Becon (or Beacon), a fiery
iconoclast who held that ‘““Antichrist sitteth in his castells and
towers with minstrelsye, laughter and al kinde of meloyde.” 2*
In part these imprecations were due to the fact that Becon
regarded music as an integral portion of a well-buttressed sys-
tem of vice:

Beware of baudy ballades beware the singing
Beware also of fylthy dauncing

Verses, the Player to conne his part, and the Musitian to try his note.” In 4
Mad World, My Masters, and Other Prose Works by Nicholas Breton (London,
Cresset Press, 1929), 1, 43

21 See The Anatomie of Absurditie (1589), in Elizabethan Critical Essays,
edited by G. Gregory Smith (Oxford, 1904), p 326.

22 4 Discourse of English Poetrie (Arber), p 36

28 See The Scourge of Villanie (x599), edited by G. B. Harnison (London,
1925). Marston also writes (p 95) anent a “tinckling Pewterer”

That ever hack’d and hew’d our native tongue
. « the vildest stumbling stutterer

Shakespeare likewise contributed his bit in Henry IV, Part I “And I have not
ballads made on you all and sung to filthy tunes, let a cup of sack be my poison”
(I, 1i, 45 ), and “I had rather be a kitten and cry mew Than one of those
same metre ballad mongers” (III, i, 28 ff )

24 The Third Part of the Bokes Which Thomas Beacon Hath Made (London,
1560), fol. cccc
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Beware agayne of uncleane kyssing [
For these things wyl make thee to —** 3

That was an assault upon the “ballad” from a strategic posi-
tion. Nor did Becon stand alone. A generation of the godly
was in the background.

Accordingly, the Elizabethans who shared the new zest for
culture but were also deeply sympathetic with the spirit of the
reformers were moved to seek a fusion of the two in a new
art that would be both aristocratic and moral. Thus Sidney
went on to write his noble Apologie for Poetry, arguing that
the lyric impulse might well be employed ‘“in singing the
prayses of the immortall goodness of that God who gyveth us
hands to write and wit to conceive.” 2¢ And in a similar mood
John Case or someone else completed that admirable book,
The Praise of Musicke,®™ in which Augustimian convictions
are ardently reasserted. But, above all, the vision of the new
art curbed the sensuous genius of Edmund Spenser. For each
of these men, the new culture could be based only on the treas-
ures of Italy. Though at the time the Italian Renaissance
might be manifesting ‘“a complete indifference in every matter
connected with religion, morality and politics,” 2® the English
still remembered its original ethical upsurging, its zeal for the
purification of man in the waters of the spirit.?® They exem-
plified also that ineradicable difference between Anglo-Saxon

28 The Second Part of the Bokes Which Thomas Beacon Hath Made (London,
1560)

26 Apologre for Poetry, edited by J Churton Collins (Oxford, 1907), p 56
‘The date of the 4pologie is probably 1580.

27 The Praise of Musicke Wherein besides the Antiquitie, Dignitie, Delecta-
tion & Use Thereof in Ciwil Matters, It Is Also Declared the Sober and Lawful
Use of the Same in the Congregation and Church of God, by John Case[?]
(Oxford, 1586). See also 4pologiam musices tam vocalis quam instrumentalu et
mixtae (Oxford, 1588), p 10, where the hypodoric and mixolydian modes are
termed those “quae extasim animi raptumque mentis definae 1n contemplationem
rerum divinarum gignunt.”

28 History of Italian Literature, by Francesco de Sanctis, translated by Joan
Redfern (New York, 1931), I, 371.

20 )See Reformation, Renaissance, Humanismus, by Konrad Burdach (Berlin,
1918).
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reticence and Latin frankness which has played its part in
every age.3® For Sidney and Spenser, as doubtless for the
Countess of Pembroke herself, the issue was (I think) not
exclusiveness in the aesthetic sense but moral responsibility.
They believed Trissino, but they also believed Becon. The poet
who served God must create a kind of liturgy worthy of his
task and proof against attack on the score of grossness.3!
Therefore he clung to Petrarch and Pico della Mirandola, to
Ariosto and to Dante.?*

This Protestant dignity and decorum were based upon the
conviction that humanism could be uplifted and purified. In
literary matters Sidney and Spenser followed the Italian poets
and prosodists with almost moving fidelity, taking from the
French only what was cognate or influenced by the Reform.
Like Baif in France, they had their “academy’—their Areop-
agus. But whereas the French poet convened his 4cadémie de

80 Thus, when the League of Nations Assembly was debating measures cal-
culated to stamp out trade in obscene publications, the delegate from Hait:
objected that Anglo-Saxons had always been prudes See Der Versailler Voelker-
bund, by B. W von Buelow (Berlin, 1923), p 111

31 See Literature of the Italian Renaissance, by Jefferson Butler Fletcher
(New York, 1934), p 254, where the Shepheards Calendar is quoted as con-
sidering poetry “rather no art, but a divine gift and heavenly instinct, not to
bee gotten by laboure and learning, but adorned with both, and poured into the
wit by a certain enthusiasmos and celestiall inspiration” I cannot hold with
Harold Stein that Spenser’s attitude in the Teares of the Muses was the con-
sequence of looking down on “most contemporary literature unless 1t was a
composition of some one 1n the courtly circle’”; see his Studies in Spenser’s Com-
plaints (New York, 1934), p 50 Is not the poet’s point of view clearly shown in
the lines he attributes to Terpsichore?

The noble harts to pleasures they allure,

And tell their Prince that learning 1s but vaine,
Faire Ladies loues they spot with thoughts impure,
And gentle minds with lewd delights distaine*
Clerks they to loathly 1dlenes 1ntice,

And fill their bookes with discipline of vice

32 The principal prosodists were Julius Caesar Scaliger, whose Poetics ap-
peared 1n 1561, and Minturno, whose De poeta appeared in 1559 See, on this
and similar matters, 4 History of Literary Criticism in the Renaissance, by
J. E. Spingarn (New York, 1908), pp. 253-81.

38 See Poetry in France and England, by Jean Stewart (New York, 1931),
Pp. 31-65.
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musique et de poésie at his home under the sun of a Royal fa-
vor that would ensure an illustrious Academy tradition,®* the
English foundation (if it ever became that) died quickly and
left behind hardly more than its name.?s In just the same way
the innovations of these great poets had no continuers (with
a single exception, to be noted), but what they did in the
grand style of pastoral and allegorical epic is proof against
time. Sidney’s experiments in quantitative meters were fruit-
less, and one reason why this was so may be the fact that
they were disassociated from music. And Spenser’s great
hymns, modeled in all probability on Alamanni’s 3¢ adapta-
tions of the Petrarchan canzone, stand by themselves, except
for their great rival, the magnificent, cloudy Skia Nuktos of
Chapman.?”

The exception is, of course, the Epsthalamion, like no other
poem bearing the same designation in all literature. Woehr-
mann 28 and others have pointed out the guide and the mod-

34 See Histoire de la langue et de la Litterature frangaise, edited by L Petat
de Julleville (Pars, 1897), III, 265

35 See Schelling, 0p cit, p 25

88 Opere toscane di Luigr Alamann: al christianissimo re Francisco Primo
appeared in Lyon during 1552 and 1553 Henr:1 Hauvette, in Un Exile Florentin
a la cour de France au XVIe sidcle Luig: Alamanm (Paris, 1903), pp 225-27,
contends that after 1530 the more advanced classicists tired of the canzone and
sought something new Though Alamanm was upon occasion a Pindarist who
translated the Greek words “strophe,” “antistrophe,” and “epode” into Italian
as “ballata,” “contreballata,” and “stanza,” he preferred the word “hymn” to
‘“ode,” “sans qu’on voie clairement la raison ” The question as to whether the
canzone itself was of classical origin and, therefore, derivatively at least an
ode is—like so many other problems of Itahan poetic genealogy—probably
beyond solution On the general question of the relationship between medieval
verse forms and classical models, see, as a sample of a virtually inexhaustible
Iiterature, Geschichte der lateimischen Liebesdichtung, by Henmg Brinkmann
(Halle, 1925)

37 Skia Nuktos The Shadow of Night Containing Two Pocticall Hymnes
Deutsed by G C Gent (London, 1594) The hymns proper are introduced as
mterludes Whether Chapman had any classical model 1n mind 1s doubtful.
His verse 1s, however, most interesting as a prototype of the “mystical” as
differentiated from the Platonic or Christian “hymn” or “ode ” See The School
of Night,by M C Bradbrook (Cambridge, 1936), and the literature there cited.

38 Die englische Epithalamiendichtung der Renaissance und 1hre Vorbilder
(Leipzig, 1928), pp 11 ff The author also sees a parallel with Ronsard
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:ls: the guide was Minturno and the models were Catullus,
Petrarch, and, it may be, Ariosto. But though Minturno had
sbserved that an epithalamium must have at least twelve
stanzas because Pindar’s numbered that many, and though
Petrarch may have contributed this or that touch, the Spen-
serian masterpiece (and its mate, the Prothalamion), with
‘its tamed fury of personal passion,” 3? is as great a memorial
>f the English Renaissance as any Tudor building in carved
itone. Now the poem seems to us an ode,*® if there ever was
»ne, and is often so described in our manuals. But there is not
he slightest indication that Spenser thought his poem an ode.**
t is fashioned of the same half-Platonic, half-Petrarchan sub-
tance as his Foure Hymns; and though he may well have
rorrowed something from Alamanni, who in turn had experi-
nented with a variation of the Pindaric ode, it is as obvious
ts it can be that Spenser’s model was the canzone. Neverthe-
ess our modern feeling about the Epithalamion is in part cor-
‘ect. It has the reflective, philosophic, descriptive interests that
rost-Augustan English odes so frequently deal with; and its
ong, sinuous stanzas are ideal forms to which many another
oet has aspired. Therefore it is worthy of note here that
10ne of our literary habits are based on formal considerations
tlone, being in part always the products of common patterns of
:motion.

The ode proper, when it put in an appearance, was some-
hing else entirely. Pierre Ronsard was its progenitor; and it
nay very well be that its immediate sponsor was Sidney’s great
‘ival, the Earl of Oxford. So much has been attributed to this
:nigmatical figure (including the plays of Shakespeare) *2 that

39 Saintsbury, English Prosody, 11, 362

40 See, for example, English Lyric Poetry, 1500-1700, by Frederic Ives Car-
renter (New York, n. d.), p. xxxvi1

41 See English Odes, selected by Edmund W. Gosse (New York, 1881), and
derry, A4 Study of Poetry, p. 283.

42 “Shakespeare Identified” 1n Edward De Vere the Sixteenth Earl of Oxford,
vy J. Thomas Looney (New York, 1920), and The Case for Edward De Vere,
y Percy Allen (London, 1930).
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one hesitates to append anything to the list. But the evidence is
considerable. First of all, Oxford and Sidney were personal
enemies; *® they were also poets and literary men. When Ox-
ford followed Sidney to the Continent in 1575, he seems to
have acquired the Italianate airs which so annoyed Gabriel
Harvey ** and possibly shocked Ascham.*® Whether or not
these sources of opposition broadened to form two hostile lit-
erary schools, we do know that the supporters of the Areop-
agus had enemies,*® and that Oxford was the protector of
these last. But in 1579 the Earl was, if not a Catholic, com-
mitted to the Catholic cause and a French alliance for the
Queen.4? If Ward is correct, he was lampooned shortly there-
after for putting on French airs.

" Then, in 1582, Thomas Watson dedicated the Passionate
Centurie of Love *® to Oxford; and in that book Ronsard
and the ode made their debut in English letters. Watson’s is
a strange volume, a kind of literary mixtum compositum to
the modern eye not trained to realize that in earlier Renais-
sance literature there was seldom any such thing as a “sonnet
sequence” in the Wordsworthian sense. Even Petrarch’s In

48 See Sir Philip Sidney as a Literary Craftsman, by Kenneth Orne Myrick
(Cambridge, Mass,, 1935), p. 27, and the Contemporary Rewview, L, 638, for
comment by Edmund Gosse

44 Letter-Book of Gabriel Harvey, edited from Sloane MS 93 by E L Scott
(London, 1884), p. 95. That the passage is aimed at Oxford seems indubitable

46 The Scholemaster (London, xs70) “I was once in Italie my selfe; but I
thank God, my abode there, was but IX dayes, And yet I sawe in that httle
time, in one Citie, more libertie to sinne, than ever I hard tell of in our noble
Citie of London 1n IX year”

46 See The Sewenteenth Earl of Oxford, by B M. Ward (London, 1928),
p 185 and passim Here 1s not the place to evaluate the discussion which has
grown up round what has been termed the “Areopagus legend ” See French
Influence 1n English Literature, by A H Upham (New York, 1908), Chapter
II. My own opinion is that the Areopagus was a loose but real circle, though
it was modeled after Italian humanist coteries even as The Pléiade 1n 1ts turn
had been.

47 Catholic Record Society, XXI, 290-30

48 The Ekatompathia, or Passionate Centurie of Love, Divided into Two
Parts, etc Composed by Thomas Watson, Gentleman, and Published at the

Request of Certaine Gentlemen His Very Friendes (London, 1582). At the time
numerous authors were dedicating their books to Oxford
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vita Madonna Laura varies the sonetto with other forms; *°
and a book like Baif's Mimes 5° was a veritable literary ra-
. . T ——— .

gout, mingling satires, ecpistles, epigrams, odes. Watson had
no highly developed sense of form and was content with his
rather plodding Muse so long as he could display his bril-
liance and his ability to “imitate” the poets of various liter-
atures.’® Thrice he emerges with imitations of Ronsardian
odes. But possibly the best lyric in the book is ‘“‘An Ode Written
to the Muses concerning Thxs Author” by C. Downhalus. It
may conceivably be that this‘was a nom de plume for Oxford,
who at all events contributed a sonnet to Watson's posthumous
Tears of Fancy.*

We know that Watson was a versatile man of letters, who
had traveled abroad and studied in the Catholic College at
Douai; that he knew The Pléiade, and probably through it
the work of the Italian Renaissance; and that he was ac-
quainted with some of the English playwrights.?® Accordingly,
it is tempting to sec in the relationship between Oxford and
Watson a sort of Catholic literary conspiracy to pit Ronsard
against Du Bartas, the Huguenot poet whose Semaine had
appeared in 1578 and won the endorsement of Sidney.** But
though religious controversy loomed larger in the background
of Elizabethan literature than we were prone to imagine,*"
there is no strong proof of such a conspiracy. Of course hos-
tility to Puritanism did throw a good many intellectuals and
artists into the Catholic camp and kept others wavering on the
fence. Yet Elizabethan Catholicism was vastly more complex

49 Le Rime du Francesco Petrarca, edited by G Leopard: (Firenze, 1854)

50 Mimes, ensergnments et proverbes (Paris, 1575) contains satires, epistles,
epigrams, etc Of course Ronsard also follows the Petrarchan model, the Second
Livre des amours, for example, being sprinkled with chansons and madrigals

51 See The Elizabethan Lyric, by John Erskine (New York, 1931), pp 125-27

52 The “ode” by “Downhalus” employs a six-line stanza, rhyming ababcc
The Tears of Fancy (London, 1593) contains only sonnets

53 See Christopher Marloawe in London, by Mark Eccles (Cambridge, Mass,
1934), pp x28-43 and passim

54 See Du Bartas en Angleterre, by H. Ashton (Paris, 1908)

"% See, for example, Lost Plays of Shakespeare’s Age, by C J. Sisson (Cam-
bridge, 1936), pp 4~5, and the Introduction to the Cambridge Hamlet
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than a feeling of admiration for the more joyous morals of
the Latin races.”® Note for example the very rigorous mood
that persists from Southwell’s Saint Peter’s Complaynt ** to
Habington’s Castara,®® both of which quite out-moralize Sid-
ney and Spenser. The Jesuit poet, faithful probably to the
teachings of Jacobus Pontanus concerning the “‘imitation of an-
cient writers,” 5 remains partial to the epigram save on the
rare occasions when he is borne aloft by religious feeling; and
Habington turned from the sober sonnet to the Psalms.

At any rate, we may surmise that the anti-Puritanical lit-‘
erati, eager to get some fun out of life and bored with the
ethical ruminations of Sidney, found a champion of parts in
Oxford, who in turn may have been twice blest with Watson
and Ronsard. Then, in 1584, the association between Oxford
and the ode became still closer—though not more obvious—
when lohn Soowthern publi andore - the Musique of
the Beautie of His Mistress Diana.*’ Again the dedication

%6 See Mythology and the Renaissance Tradition in English Poetry, by Doug-
las Bush (Minneapolis, 1932), and the present writer’s comment 1n the Com-
monweal, XVII, 194 C S Lewis, in Seventeenth Century Studies Presented to
8ir Herbert Grierson (Oxford, 1938), pp 64 ff, argues that the reverse was
true—that 1t was from Catholics that the attack on immoralty, attributed to
their opponents, came This view 1, however, not borne out by the literature
of the time In England accusations were bandied to and fro, as they were 1n
Germany Protestant writers made a point of denouncing conditions 1n Catholic
Italy and France and beheld in Mary, Queen of Scots, an object lesson Con-
versely, Catholic writers denounced what they termed the decline of public
and private morality under the new system Feminine foibles became important
tests and are discussed in many treatises which reach a kind of climax in
Thomas Hall’'s The Loathsomeness of Long Haire (London, 1654) Puritans
1n England attacked the stage, but so did Bossuet 1n France

57 Saint Peter's Complaynt with Other Poems (London, 1595) The dedicatory
letter says “In the meane time, with many good wishes I send you these few
dittres, add you the tunes, and let the Meane, I pray you, be still a point 1n
all your Musick”—a point worth comparing with Case’s doctrine

%% London, 1634

5 Robert Southawell, the Writer, by Pierre Janelle (New York, 1935), p 135
and passim Jacobus Pomtanus (Spanmueller) issued Poeticorum institutionum
Uibrs III 1n 1594 Here Horace 1s praised as the 1deal lyric writer See Vietor,
Geschichte der deutschen Ode, p 35

% London, 1584 The book 1s exceedingly rare Perhaps the reason is that
Queen Ehizabeth resented the inclusion of one of her poems and ordered the
work suppressed.
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is to Oxford. The ‘‘odes” and ““odellets,” as
a result of another levy on “olde Ronsard.” ¢ The hrst are the
earliest professedly Pindaric odes in English. They are pro-
vided with strophe, antistrophe, and epode, and the stanzaic
patterns conform roughly with Ronsardian practice. But the
metrical handling seems utterly unskilled and the diction is
banal. It may, of course, be that Soowthern was consciously
retaining that ruggedness of older English verse that would
prove so valuable to John Donne. The “odellets,” or Ron-
sardian Horatian odes, are no better. Few books have been
damned with greater thoroughness by antiquarians, who un-
earthed the parallels with Ronsard.®? Yet one can well imag-
ine that it must have possessed the charm of novelty for the
Elizabethan, who now was shown for the first time in his own
language the metrical garb of the great Theban. It is not
surprising, after all, that the “Countess of Oxenford” should
have contributed four ‘Epytaphes” to the volume or that
Drayton should have found the author deserving of a com-
pliment.®
The Ronsard who thus entered English letters was no poet
studied and digested by scholars, but a Ronsard picked up hap-
o1 From the “Odellets”
But first I would thy Bathyll were
Come with her Lute, that we might daunce,
And that our olde Ronsard of France
With his Cassandra too were here
The reference to “olde Ronsard” seems responsible for Tarlton’s use of 1t
Soowthern’s “Ode I” summarizes the doctrine of The Pléiade thus.
‘The ten divers tongues of my Lute,
I will Fredone in thy honour
These renowned songs of Pindar
And imitate for thee Dever
Horace that brave Latine Harper
And nought escapes out of my hand
In this Ode but it’s veritee
And heare I sweare Dever ’tis thee
That art ornament of England
That savors, of course, of the fourth epode of “A Jouachim de Bellai Angevin”
62 A sheaf of spicy critiques 1s bound up with the British Museum copy

83 See Poems, Lyrick and Pastorall, by Michael Drayton (Spenser Society,
1891), p. 7, “Ode I ”
d
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hazardly and seldom taken at his true worth. George Putten-
ham was, it appears, the sole critical essayist who paid him a
tribute.®* To the sterner Englishman of that age it would not
have seemed doubtful that the productions of the great French
bard were to be listed among the world’s erotica; and almost
immediately the word “ode” was coupled with amorousness.
In a letter to Spenser, Gabriel Harvey ¢ denounced an “amo-
rous odious sonnet”; and Puttenham, as has been noted,
lauded Sir Walter Raleigh for proficiency in the ‘“dittie and
amorous ode.” Shakespeare’s one use of the word is in the
same sense. Dumain, in Love’s Labour’s Lost,% professes his
love in an “ode” in the then familiar trochaic ode rhythm.

On the other hand, however, as Puttenham’s phrase indi-
cates, the word came to stand for love verses more refined and
courtly of substance than the despised ballad. Meres puts the
“ode” first among the kinds of poetry in which he says that
the Queen excelled.®” And in this sense other poets associated
with Oxford, notably Robert Greene and Thomas Lodge,
employed the term. In their hands it also retained the formal
characteristic of trochaic rhythm, though Greene was forever
lapsing through force of habit into the iambic measure. But
apparently no one felt competent to carry on in Soowthern’s
Pindaric vein, it may be because the form consorted with no
familiar musical setting.

The odes in Greene’s prose romances, notably Philomela
(1592), are rich in tenderness and ethical feeling.®® This
maiden is of almost Penelopean chastity:

64 Haslewood, Ancient Critical Essays, 1, 211. Puttenham praises Ronsard
for having “very well translated” Greek verse

83 0p at,p 101

68 Act IV, scene iii

870p cit., p 284 Meres says that her “learned, delicate and noble Muse
surmounteth, be 1t in Ode, Elegy, Epigram or in any other kind of Poem Heroicke
or Lyricke ”

68 For the texts of these and other odes by Greene, see The Plays and Poems
of Robert Greene, edited by J Churton Collins (Oxford, 1905), Vol II Greene
Joined the Oxford coterie with the dedication of Greene’s Card of Fancy (1584).
See Ward, op cit,p 192.
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But if a kiss prove unchaste,

Then is true love quite disgraced.
Though love be sweet, learn this of me
No love sweet but honesty.

Never Too Late (1590) is forgotten now, save for the two
graceful “Palmer’s Odes” ; and Greene's Mourning Garment
(1590) has “Philador’s Ode That He Left with the Despair-
ing Lover.” Our poet is a hasty borrower, whose labels seem
occasionally as fortuitous as his citations of Dante; but his ode
structure is uniform, being based on trochaic verse with iambic
interlardings rhyming in couplets not always stopped. The in-
finite care with which Ronsard alternated strong and weak
rhymes is missing here,®® but one feels that an effort has been
made to the same end. Lodge,?® whose lyrics—either those of

Whilliam Longbeard (1593) or Phillhs (1593)—keep the un-
mistakable French note, appears to haye been the butt of some

mirth hecause of his fidelity to The Pléiade. The following,
from Tarlton's News out of Purgatory (1590), is the most
pertinent sample: “The tale of the painter being ended, pass-
ing a little further, I might see where sat a crewe of men that
woare baye garlands on their heads, and they were poets;
amongst which was olde Ennius. . . . But above them I
marked olde Ronsard, and he sat there with a scrowle in his
hand, wherein was written the description of Cassandra, his
mistress : and because his stile is not common, nor have I heard
English poets write in that vaine, marke it, and I will re-
hearse it, for I have learned it by hart:

Downe I sat,
I sat downe

Where Flora had bestowed her graces.
Greene 1t was,

09 See The French Renaissance in England, by Sidney Lee (New York, 1910),
p 218

70 The Poems of Thomas Lodge (London, 1819). It may be added that Lodge
had embraced the Roman Catholic faith,
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It was greene
Far passing other places.” ™

That may indicate what the common impression of Ron-
sard’s style happened to be. If we now turn to the poet him-
self, we learn that the achievement on which he laid greatest
stress was his ‘“‘discovery” of the ode. It is a little difficult to
see why he did so; and after one has sifted the literature on
the subject, one concludes: (a) that, as the Abrégé de Part
poétique francors "* shows, he was impatient with the low level
of popular French verse and anxious to give his country a

oetic style worthy of comparison with the classics; (b) that
m&wmmm% dependent upon
an intimate relationship between poetry and music, which he
’;)dnght to reproduce; and (c) that to bring about this rela-
'tionship he sponsored a form that permitted any kind of
initial stanza but exacted absolute conformity to the pattern
thus given in all subsequent stanzas. I think it is clear from
what Tiersot ?* has written that Ronsard’s ideal music was a
polyphony so constructed that, after the initial stanza had been
sung, the poet could then carry on by chanting the superius part
of the score to the accompaniment of his lute. Nevertheless
when all this has been said, it is still not quite clear what the
ode form is objectively—apart from initial irregularity and
subsequent regularity—though it was undoubtedly for Ron-
sard subjectively a something as different from and far su-
perior to the chanson as could be well imagined.™ The odeswas
art; the chanso tentd

"L Tarlton’s Jests and News out of Purgatory, edited by James O Halliwell
(London, 1844), p 88 A H Bullen, in Poems, Chiefly Lyrical From Romances
and Prose-Tracts of the Elizabethan Age (London, 1890), p xi1, supposes the
target to have been Lodge Naturally it may also have been Greene, as the
parody itself would seem to imply

72 Written in 1565 See Pierre Ronsard—lUart poétique cing préfaces, edited
by Jean Stewart (Cambridge, 1930)

78 Ronsard et la musique de son temps (Pans, 1903), pp 7 ff, 41 ff. Tiersot
reprints (pp 16-18) the important Preface which the poet wrote for Mellange

de chansons tant de wieux autheurs que de modernes n 1572.
74 This unfortunate hiatus was not bridged over by any of the other French
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This element of subjectivity inevitably played a still greater
role in England, where few were sticklers for nomenclature.™

ode writers, as a matter of course A convenient text 1s Ronsard, Euvres com-
plétes, edited by Gustave Cohen (Paris, 1938) Ronsard, podte lyrique, by Paul
Laumonier (Paris, 1909), discusses fully the question of Ronsard’s quarrel
with Du Bellay and others over the title to fame as the originator of the
French ode (p xxx1), the Ronsardian ideas of music (pp 8s5ff), and the
principles governing the Ronsardian ode Laumonier is still the best guide to
these knotty problems. Tiersot, op ci¢, gives an account of the music written
to accompany Ronsard’s verse, and this I have to some extent compared with
the items 1n the collection of chanson music 1n the British Museum Ronsard
et son temps, by Pierre Champion (Paris, 1925), discusses the manner in
which The Pléiade was initiated into the mysteries of Greek classical verse
Die poetischen Theorien des Plejade nach Ronsard und Dubellay, by A Rosen-
bauer (Erlangen, 1895), makes the point that though these poets derived their
views in part from the ancients, they nevertheless relied chiefly upon the
Italian humanists The Influence of Ariosto’s Epic and Lyric Poetry on Ron-
sard and His Group, by Alice Cameron (Baltimore, 1930), studies one im-
portant aspect of the relations between The Pleiade and the Italians The
author says (p. 179) that although Ariosto’s influence 1n France was at its
height between 1550 and 1560, “Ronsard, and his disciples after him, con-
tinued to imitate the Orlando and the Opere minor: for at least forty years
longer.” Pierre de Nolhac, in Le Correspondant, Vol. CCLXXXIII, No 1406,
pp 17 ff, believes that with Trissino music ceased to go hand in hand with
poetry in Italy and that Ronsard worked in the spirit of resistance to this
trend For a general survey of the situation as a whole, see the views ex-
pressed by Karl Borinski in Die Poetik der Renaissance und die Anfaenge der
literarischen Kritik in Deutschland (Berhin, 1886) and Die Antike 1n Poetik
und Kunsttheorie (Leipzig, 1914) See also, as a modern poet's view, the
Preface to Sonnets pour Hélene, by Pierre Ronsard, with English renderings by
Humbert Wolfe (New York, 1934)

76 The instability of the sonnet form is discussed by Saintsbury, English
Prosody, Vol II, Chapter IV Greene’s sonnets may have fourteen lines or
more; Watson’s are often a trio of six-line stanzas James Howell sent “Mr
Tho M” a “sonnet” of four eight-line stanzas, for “your Clorinda” who, he
had heard, “hath some skill in music” See Epistolae Ho-Elianae (Boston,
1907), I, 379-80 Lodge’s sonetto, as employed in Euphues Golden Legacie
(London, 1642), has eleven rhyming tetrameter couplets The Miscellanies
afford still more varied fare Puttenham, in Haslewood, op cit, II, 61, tries
to solve the problem by holding that “‘song” 1s “our naturall English word,”
while carol, ditty, etc, come from the French, and the rest “such as time and
usurpation by custome have allowed us out of the primitive Greek and Latine

. . as Ode, Epitaphe, Elegie, Epigramme and other moe.” One must not,
however, rush to the conclusion that for Elizabethan poets the words were
mere synonyms, as Hyder Edward Rollins suggests—see his edition of Britton’s
Bowre of Delights (Cambridge, Mass., 1933), p. xx. “Ode” and “song” were,
it is true, often interchangeable, Yet “ode” was also upon occasion a distinct
term.
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What Ronsard and others, particularly the humanist Latin
poets, had done was in essence to propose for imitation the
great bards of antiquity. But there were only two ways in
which this could be done. Either one could follow the model
slavishly, and seek to reproduce even the classical metrical
schemes, or one might (as Ronsard himself had done) try to
create, in the vernacular, verse forms handled with the flaw-
less perfection of the ancients. But England was far from
boasting a school of poetic instruction such as Dorat had estab-
lished in France ¢ or even a tradition of prosodic inquiry such
as the Jesuit teachers had developed in their schools.”” Its
lyric poets clung to an aesthetic dominated by the glory of a
great music and the splendor of a language emerging from
chaos and still encrusted with huge, glittering deposits of
Latin. Nevertheless, all the evidence, though admittedly there
is none too much of it, indicates the validity of the following
conclusions: that the idea of ode writing goes back to The
Pléiade, and to Ronsard in particular; that the pattern of an
irregular first stanza repeated throughout the poem was
copied by the English writers from Ronsard; and that to him
also we owe the fact that Pindar became not only a great name
but a poetic model.

The French example is shown quite clearly in the so-called
sonnet sequences. In Lodge’s Phillis, the charming ode which
begins “Now I Find Thy Looks Were Feigned” ® comes
after forty sonnets. The collection is as heavily sprinkled with
songs as any of Ronsard’s own miscellanies. And finally we

76 See Studies in the Fremch Renaissance, by Arthur Tilley (Cambndge,
1922), I, 219-28 Tilley refers to the charge against Dorat that he stressed
the most difficult Greek authors and adds “They are difficult, it is true,
especially Pindar and Aeschylus, but . . they combine high poetic imagina-
tion with an unfailing sense of style, and this was just what French poetry
needed 1n order to raise it to a higher plane than it had reached in the hands
of Marot”

77 On their greatest poet, Jakob Balde, see Vietor, 0p cit, pp 35 ff

78 Text of the ode in The Oxford Book of Sixteenth Century Verse, p 40s.
For the sequence as a whole, see Elizabethan Sonnet Sequences, edited by
Martha Foote Crow (London, 1896 et seq ).
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know that the ode just mentioned was set to music by John
Ford—this being the first actual proof of consonance between
the English ode and music.” Now the year 1593 was rich in
similar collections. Licia, attributed to Giles Fletcher, the
elder, also has an ode that comes after forty sonnets.®® And
in Samuel Daniel’s Delia, which was published the following
year, the “Ode” comes after fifty sonnets.®* We know that
Daniel's ode was set to music by John Farmer 8 and may as-
sume that Fletcher's received a similar setting. Such resem-
blances point to a common origin, whatever it may have been.
Metrically, these odes have some differences. Lodge, heritor
of the Euphuists and their art of antithetical statement, points
the way towards the dainty verbal balance of the seventeenth
century; Daniel, who substitutes an ababab sestet for the
couplet, is chaster and more epigrammatical; and Fletcher
writes couplets minus distinction but keeps also to the trochaic
rhythm and adds internal rhyme. I think we may say, there-
fore, that the French custom inspired two things in Eliza-
bethan England: first, the practice of setting odes to music
(the genuine sonnet was seldom so treated) ; second, a tenta-
tive identification of the ode with a poem written in trochaic
couplets, lavishly adorned with feminine rhymes.??

It is true that no rules were laid down or observed. Thus
—also in 1593—Barnabe Barnes published Parthenophil and
Parthenope, as varied a nosegay as Baif's Passetemps of
twenty years previous and of great interest to students of
prosody. A man who can write,

™ In Music of Sundry Kinds (London, 1607)
80 Licia, or Poemes of Love, in Honour of the Admirable and Singular
Vertues of His Lady (London, 1593), text of the ode, p 54
81 The Poetical Works of Mr Samuel Dantel (London, 1718), II, 418
82In First Set of English Madrigals (London, 1599).
83 The principal French lyric poets to have influenced English writers were,
in addition to Ronsard, Du Bellay, Desportes, and Baif Du Bellay proposed,

however, another code of prosodic rule See Poéstes francaises et latines de
Joachim du Bellay, edited by E Courbet (Paris, 1918), I, 1~10
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3 Musique 1t selfe in joyntes of her fayre fingers is:
\ She chauntress of fingers is,%

is bound to be remembered. Barnes's collection includes twenty
odes, most of them brief and two of them seemingly based on
classical models. He tries hard to handle the lighter French
measures, for example, the charming stanza Ronsard selected
for his “Ode to Calllope. The effect is quaint rather than'
pleasant, though it is quite possible that Barnes’s lute made
up for what the diction of his dimeters lacked.®® He appears
to have identified “ode” with ‘“song” and to have entertained"
a fondness for foreign labels. At will he is iambic or trochaic,
and he favors rhyme schemes more intricate than the couplet.
Barnes's indifference to formalistic matters is characteristic
also of the Elizabethan Miscellanies.®¢

84 Parthenopil and Parthenope, by Barnabe Barnes, edited by A B Grosart
(London, 1875) The quotation 1s from “Canzon I” One of the odes 1s entitled
“Carmen Anacreonticum’”, another, “An Asclepiad.”

88 See Saintsbury, English Prosody, 11, 151-52

86 The Miscellanies differ 1n no essential way from the collections men-
tioned Whether they be printed scrapbooks made by careful collectors of
verse, the judicious gleanings of editors not too busy to read, or the collective
enterprises of poets who could thus share the costs of printing, the verse forms,
themes, and standards set are seldom different from those adopted by the
individual poets of the time Perhaps 4 Hundreth Sundrie Flowers, which
bears the name of George Gascoigne, 1s really a Miscellany At any rate, the
first edition (1576) 1s characteristic of the period in that it contains no men-
tion of the ode Britton’s Boawre of Delights (1591) also does not use the word
and 1s notable primarily for the looseness with which the term “sonnet” 1s
employed England’s Helicon, edited by E Brydges and J Haslewood (Lon-
don, 1815), 1s a beautiful book but serves the present purpose only negatively
by showing that no clear distinction was made between “ode” and “song”
Richard Barnfield’s “Shepheard’s Ode” (a revised version of which appeared
in Barnfield’s Poems in Divers Humours, London, 1615) is akin to Lodge.
Edmund Bolton contributed a “Pastoral Ode,” 1ambic and spiced with a dash
of mythology, as well as a “Palinode,” which 1s properly a lyric written to
recant what has been said in a previous ode But by comparison with these,
how rich 1n color and music are the lyrics which have been developed out of
the old popular forms! Clearly, in England the highly developed art of music
overshadowed poetry and led it by the hand to an especial kind of perfection.
That separation between verse and music against which Ronsard had pro-
tested did not exist in England. Indeed, there was always some danger lest
the melody weigh heavier than the dittie—that, in short, the temptation which
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Therewith we come to the vexing problem of Pindar. The
editio princeps of the surviving odes appeared in 1513; and
though a number of other editions followed during the cen-
tury, nothing proves that the Greek poet was actually read in
England until after the dawn of the seventeenth century.®?
To many literary men of the period he was merely a name.
Puttenham 88 refers vaguely to the “hymns of Pyndarus,”
Lodge % mentions his name, and Meres ®° lists him in a brief

catalogue of those who made the Greek tongue “famous and
eloquent.” It is highly probable that even Gabriel Harvey
had no clear notion of who ‘‘Pindarus” had been.?* Ascham
may have read some Pindaric verse, but if so his comment does

had visited St Augustine would ensnare all Britons A4 Poetical Rhapsody
(1602) is again a medley of nearly all the verse forms The Preface, pre-
sumably by Francis Davison, explains that he and his brother Walter had
written “these Toyes” years ago, indicating thus that the odes 1n the book date
from the period between 1580 and 1594, when ode writing as the Ehzabe-
thans understood it was in flower Here 1s, if one excepts Soowthern, the only
extant example of an Elizabethan ode sequence, and its memorable daintiness
were proof enough, if that were needed, that the age remaimned (outside the
playhouses) one not of robustious speech but of reticence and almost sensitive
regard for moral values Yet, even so, the Davison odes are so much hke
songs—the songs, for example, 1n John Dowland’s Second Book of Songs or
Airs (1600)—that it is apparent once more that music dominated the hiterary
scene A word may be added concerning one of the strangest of all poem
sequences—Caelica, which must have been wrtten by Fulke Greville, Lord
Brooke, before 1590, though it did not appear until 1633 (The Works in Verse and
Prose Complete of the Rt Hon Fulke Grewille, Lord Brooke, edited by A B
Grosart, Private, 1870) Brooke, one of Sidney’s most loyal friends, was (as Gro-
sart observes) following the example of Astrophel and Stella. But whereas this
separates the quatorzains from “other sonnets of variable verse,” Caelica places
all side by side, so that the word “sonnet” comes to have a dozen meanings Sid-
ney was following the advice of Dante 1n the De vulgar: eloguentia that poetic
variety can be sought by deviating from set patterns of hne and stanza Brooke 1s
far more Roman, It 1s true that his Sapphics are still cumbrous of phrasing, but
his choriambics are often elastically melodious in a way rivaled by no other poet
of the time. He also has trochaic couplets rivaling Lodge’s. In short, Brooke 1s a
summary of the metrical impulses which led to one kind of ode writing, and he
points to those which would give rise to still another kind.

87 Shafer, op. cit, pp. 56~78.

88 In Haslewood, 0p c2t, I, 211,

89 Smith, 0p. ¢, p 70.

90 Meres, op. cit, p. 280.

91 0, cit, p. 67.
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not reflect the experience.? Case cites Pindar 8 to make the
point that there is “a hidden vertue which is between our souls
and musicke,” but he was in all probability borrowing the quo-
tation from some other author. Sidney’s 4pologie is the only
Elizabethan essay I know that reflects a deeper interest in the
great Theban.®* But Sidney, who appears to have had no
Greek, may have been echoing some humanist treatise on
rhetoric or poetics. One may add that Ronsard and Pindar
were occasionally named together.?®

These facts are not surprising. The “young schollers” to
whom Camden refers ®® happened to be more taken with
““Ecchos, Acrostics, Serpentine verses”’ and so forth than they
were with the Pythian or Nemean odes, which was entirely
natural] Pindar is’ difficult reading, even after a stiff Greek
course. Iradition has it that in 1500 Lillye became the first
teacher of Greek in England,?” and thereafter a number of
eminent scholars devoted themselves to the subject, including
George Etheridge, reputed to have set English, Latin, and
Greek verses to his harp ‘‘with the greatest skill.” Moreover,
the Queen herself took a course in Greek under Ascham, who
praised her diligence; and it is difficult to see how anyone could
have followed as she did the sermons of Bishop Lancelot An-
drewes without some grounding in the tongue.

Three reasons have been traditionally given for the ex-
cellence of Pindar. First, the structure of the formal Greek

920p cat, p 119 Ascham says in part “For joyning Virgil with Homer
I have sufficiently declared before. The like diligence I would wish to be
taken in Pindar and Herace an equal match for all respects”

93 Case, 0p cit,p 53

940p ct, p. 32 Sidney says in part' “And where a man may say that
Pindar many times prayseth highly victories of small moment, matters rather
of sport than vertue, as it may be aunswered, 1t was the fault of the Poet,
not of the Poetry ” On Sidney’s knowledge of Greek, see Sir Philip Sidney as

a Literary Craftsman, by Kenneth Orne Myrick (Cambridge, Mass., 1935),

P 93.
95 For example, Puttenham, in Haslewood, op cit, I, 211
98 Remaines concerning Britaine (London, 1614), p 345.
97 Warton, op. cit, 111, 109.
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ode, which, as we know it, was written to laud victorious
athletic contestants and combined the high arts of verse, song,
and rhythmic dance. Modern commentators observe that
Pindar was, with Bacchylides, the master of a form which had
a long and distinguished history.?® But whereas Bacchylides
was famed for the perfection with which he observed the rules
laid down for the form, Pindar introduced a marked note of
individuality. It was not that he broke the mould: he merely
poured into it materials, linguistic and emotional, that were
his own. The Pindaric odes, too, are firm and uniform. Strophe
and antistrophe are repeated; epode conforms with epode.
Opportunity for originality came in the casting of the basic
stanzas and in the choice of figures. In modern times many
poets and critics have dreamed of restoring the antique sym-
metry of the paean, which was a glorification of the gods and
of men, a wedding of sound and motion in a moment of
ecstasy in which all the senses were purified and exalted.
Then, second, there was the majestic concentrated phrasing,
at one and the same time balanced against meaning in the true
Grecian way and leaping out of the dark of personal experi-
ence into the light of universal validity. It was this which had
fascinated Ronsard, though perhaps his Pindarics succeed
only in revealing their author’s zest in violent images and ex-
plosive lines. The German Hoelderlin 9 is doubtless the great-
est of the moderns whom thé tanguage of the Theban has thus
enchanted—a mystic who felt, as few have felt, the rapture
of sublime speech hammered out of the rock of elemental hu-
man utterance, still aglow with the heat of volcanic origins
and not with the borrowed fires of rhetoric. Cowley saw what
was there, but to him it suggested the onward sweép of baroque
" 98 See Griechische Verskunst, by U von Wilamowitz-Moellendorf (Berhn,
!9::}':rudrldx Hoelderlin’s saemmtliche Werke, edited by Christoph Theodor
Schwab (Stuttgart, 1846). This is the first edition but it does not contain
the translations of the Pindaric odes For these see Hoelderlin Gesammelte

Werke (Potsdam, 1922). See also “Der Weg zu Hoelderlin,” by Elsbet Lin-
pinsel, in Hochland, June, 1938, pp. 226-36
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.rhapsody, England has never had a poet like Hoelderlin. Fa-
ther Gerard Hopkins comes nearest, perhaps, but his verse
grafts Aeschylus on Old English.1°°

The third and final concern was with the things Pindar
stood for, and these were rather hastily summed up as “wild-
ness” and “loftiness.” Modern historians demonstrate that
while the Theban upheld the claims of “inspiration” against
those of “art,” his conception of the first was not something
divorced from reason but illuminated by it.’°* But to the
Renaissance and more especially to the neoclassicists, Pindar
was possessed by a holy fur ry which dictated oracular_utter-
ances. Yet though misconceptions s have prevated on  this score,
all the ages have bowed to Quintilian’s dictum that Pindar
was the greatest lyric poet by reason of the fact that the lofti-
ness of his ethical thinking found expression in splendid dic-
tion.1°2 The Elizabethans had, however, little to say on either
subject. What John Bodenham writes about the poet as a
“Fore-seer” is pretty tame; 1°® and though Sidney does speak
of the poet as a wates, the example he gives is David.1%4 It
seems likely that what the age generally knew of Pindar was

100 Poems of Gerard Manley Hopkins, edited by Robert Bridges (2d edition,
London, 1931) Note especially “The Wreck of the Deutschland” (pp 11-23)
and the “Epithalamion” (pp 89—90) In a letter to Bridges, dated June 7,
1882, Hopkins wrote “You perhaps forget my mentioming my beginning an
ode n honour of Fr Edmund Campion's martyrdom Little 1s done, but I
hope to be able to go om with it and that it will not be inferior to the two
other odes It 1s dithyrambic or what they used to ca]l-Pmdaric (which as we
have Pindar now 1s unPindaric) I mean in variable stanzas and not anti-
strophic, like Alexander’s Feast or Lycidas” See The Letters of Gerard
Manley Hopkins to Robert Bridges, edited with notes and an Introduction by
Claude Colleer Abbott (London, 1935)

101 For example, Literary Criticism in Antiquity, by ] W H Atkins (Cam-
bridge, 1934), I, 16

102 Institutro oratorica, Book X, Chapter I Atkins, op cit, II, 286, sum-
marizes Quintilian’s attitude thus “Of lyric poets Pindar is said to be the
greatest by reason of the magnificence of his diction and thought, though
Stesichorus, happy 1n his themes, 1s also described as a great, 1f somewhat
uncontrolled genwus.” For Longinus’ comment, also influential, see On the
Sublime, Section XXXIII

103 Politeuphuia Wits’ Commonwealth (London, 1597), p. 52
1040p cit,,p 32.
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acquired from Horace. Of course, there were the Italian critics
and humanist poets. Trissino had written odes in Pindar’s
strophic arrangement, and Chiabrera had followed Horace's
advice with zeal if not success.'*® More influential than these,
Alamanni had produced, as we have noted, an Italianate ver-
sion of the choral ode.

While, therefore, the reputation of Pindar’s name was
established in late sixteenth-century England, the urge to fol-
low his example was not deeply implanted in the Elizabethan
breast. No doubt one important reason was that the formal
ode structure did not consort with established musical tradi-
tions. There was no difficulty if the word “ode” meant “amo-
rous ditty.” But these long clusters of austere strophes,
antistrophes, and epodes were heights up and down which the
English Muse had no desire to climb. When Richard Barnfield
writes to his friend “in praise of music and poetry,” he says:

Dowland to thee 1s dear, whose heavenly touch
Upon the lute doth ravish human sense;
Spenser to me, whose deep conceit is such

As, passing all conceit, knows no defense.1°®

And these are really the poles round which the age moves. It
was the canzone, the hymn, or the epithalamium which, in
numerous forms, gave opportunity to those who sought the
realm where orchestral diction and melody were imagina-
tivelyone. =~ T 77~
~But then there came, at the end of the century, a moment
of change, when the intellect protested against too much ro-
mance. Possibly the transition had its source in the legal, po-
litical, and religious dialectic fostered by the time. There is a
great deal of such dialectic in the Shakespearean plays. And
men like Jonson, Donne, and Sir John Davies preferred a kind
108 4 History of Classical Scholarship, by John Edwin Sandys (Cambridge,
1908), II, 281 ff

108 In Poems im Divers Humours (1598), text in Poctry of the English
Renaissance, p. 239
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of antithesis wholly different from that between a lover and
an unw:llmg maid or that betwech reality and dream. When
Jonson praises music, he conceives of it as ‘‘order” and ‘‘har-
mony." 17 When Davies writes a sonnet, he usually has in
mind a lampoon. And Donne’s is, of course, a wit that often
coils itself round a theme as thread is spun about a spool. Now
an age of classical imitation could begm, for the kind of genius
which would manifest itself could find in antiquity alone the
rules which could, curb its lawlessness.1°8

The French view that Jonson was the creator of an “Eng-
lish Pleiade’” 1°° may contain an exaggeration, but there can
be no doubt that his basic concern was to sponsor imitation of
the great literary models of antiquity. It is, however, not clear
whether he based his practice on his French precursors. Thus
his Pindaric ode, “To the Immortall Memorie and Friend-
ship of That Noble Paire, Sir Lucius Cary, and Sir H. Mori-
son,” 11 may have been modeled upon the original Greek. We
have no way of telling. The “Turnes” and ‘‘Counter-Turnes”
conform metrically, in accordance with ancient rule; the
“Stands” are in a different measure. There is an invocation
of sorts in the first stanza; the heroes are celebrated; and
“Johnson” himself, the panegyrist, is introduced in true Pin-
daric fashion. On the other hand, the ode suggests French in-
fluence in several ways: it is 2 commemorative poem, enshrin-
ing personal feeling much as do certain odes of Ronsard and
Joachim du Bellay; 1!! the spirit of the poem is Roman rather
than Greek; and the couplet rhymes help to accentuate the
swift movement of the verse. At any rate, though one may

107 “T'o Antonio Ferrabosco,” in Epigrammes, CXXXI See Chalmers, V,
513 See also Ben Jonson and Elixabethan Music, by Willa M Evans (Lan-
caster, Pa, 1929).

108 See Saintsbury, op cit, II, 153

109 See, for example, “La Pléiade shakespearienne,” by Georges Eekhoud, in
La Société nouwelle, July, 1911, 17, 2, 1

110 Chalmers, V, 542

111 But compare the First Olympic Ode of Pindar, and see Shafer, op. cit.,
PP 104-9
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miss the regal ability to pounce like an eagle in a short phrase,
for which Bacon lauded Pindar,!!? the ode is interesting and
does the various things alt"Pindarists had attempted with
deftness and dispatch. It is, moreover, by the most Roman of
all the English poets.1’3 This stanza was hammered out on
a sturdy anvil :

And shine as you exalted are;

Two names of friendship, but one starre:

Of hearts the union. And those not by chance

Made, or indenture, or leas'd out t’advance

The profits for a time.

No pleasures vaine did chime,

Or rhymes, or ryots, at your feasts,

Orgies of drinke, or fain’d protest:

But simple love of greatness and of good,

That knits brave minds and manners more than blood.

The poem was written about 1628, long after Elizabeth;
but its characteristics are those which Jonson had cherished
all his life. In his other longer irregular odes, Jonson employed
variations of the stanza quoted, though there are no more
“Turnes” and “Counter-Turnes.” This again conforms with
French practice, though of course there are Pindaric odes
without epodes and therefore without more than one stanzaic

pattern.''* When Jonson had written (in the “Ode to Him-
self”) :

Leave things so prostitute,
And take the Alcoeic lute;
Or thine own Horace, or Anacreon’s lyre,
‘Warm thee by Pindar’s fire:
And though thy nerves be shrunk, and blood be cold,
Ere years have made thee old,
Strike that disdainful beat

112See The Advancement of Learming, Book VIII, Chapter I, cited by
Blount, De Re Poetica, p 173.

118 See Ben Jonson UIhomme et Pauvre, by M Castelain (Pans, 1907),
passim,

114 See Gilbert West’s Preface, in Chalmers, XIII, 141-46
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Throughout to their defeat:
As curious fools, and envious of thy strain,
May, blushing, swear no palsy’s in thy brain,!®

he had done several important things. He had created a stanza
which, in an endless number of variants that do not destroy
its essential formal substance, would remain the stock in trade
of the “‘regular” English ode; *® he had indicated the sources
to which, for better or for worse, our poetry would turn
throughout more than a century; !'7 and he had domesticated
the Pindaric mode.

Some further remarks on the stanza are in order. The ab-
sence of feminine rhymes, upon which a melodious age had
relied so fulsomely and which for Ronsard were an integral
part of the poetic liturgy, was to remain a noteworthy char-
acteristic of serious English odes. Even Tennyson, who in the

115 Chalmers, V, 542

118 See also the reference to Pindar in “An Ode to Iames Earle of Des-
mond,” Chalmers, V, 470 It may also be added that there was a Renaissance
figure of speech known as the “antistrophe ”

117 See 4 History of English Poetry, by W J Courthope (London, 1903),
III, 185 On the subject of Jonson and the Horatian ode, see 1n general Ben
Jonsons Poetik und seine Beziehungen xu Horaz, by H Reinsch (Erlangen,
1909) Few of his versions of Horace seem as good as the Forace, of the Art
of Poetrie, which may well be even yet the soundest and most agreeable trans-
lation 1n English Yet some of his renditions of the odes are spirited and
worth recalling He observes, for example, the number of syllables in the
varying quatrains of “To Lydia,” but he wisely refrains from attempting the
choriambic meter, and his final line,

Yet would I wish to love, live, die with thee
18 an estimable version of

“Tecum vivere amem, tecum obeam libens.”
It is not always an easy matter to distinguish between what Jonson owed to
Horace and what had placed him in debt to some other poet The range of
suggestion was as wide as literature, and the demands of music were 1nexora-
ble Jonson’s nomenclature 19, however, fairly accurate The lyrics 1n the plays
and masques are songs, strictly in the Englsh tradition, except when (hke
Gascoigne and a few other predecessors or contemporaries) he writes what
he terms “choruses” and what would later on be called “choral odes”; and I
think one may safely hold that “A Celebration of Charis in Ten Lyrick Pieces”
13 an ode sequence Jonson’s own labeled odes are often so laden with mytho-
logical reference as to outdistance Ronsard. Celia, had she been real, would
have required considerable learning to appreciate the praise her poet weaves
about her name.
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Duke of Wellington ode effectively rhymes ‘‘lamentation”
with ‘“‘nation,” nevertheless clings resolutely to words which
grip the line endings like steel. Second, this is not verse writ-
ten to accompany Elizabethan music or indeed any music save
the artificial orchestral settings of the late seventeenth and
eighteenth centuries. Third, there is a marked tendency
towards epigrammatical utterance.

As Jonson's reputation grew, the Ronsardian ode of Eliza-
beth’s time was supplanted by the classically inspired ode that
would become a normal enterprise of English verse. Like all
literary phenomena the change doubtless was, however,
scarcely perceptible to contemporaries. Jonson’s theories met
with plenty of opposition during his lifetime; and the Muse
was destined to bear a considerable progeny not sired by him.
Fundamentally, Jonson was the symbol of a transition which
even without him would necessarily have taken place.''® An
age which has imitated imitators of the classics must eventually
come round to the originals. When this stage had been gone
through in turn, humanism would have done its work.

In so far as the Pindaric ode was concerned, the ‘‘sons” of
Jonson looked reverently upon his ‘“Turnes’ and ‘‘Stands” but
did not imitate them. No doubt the most interesting ode-writ-
ing “son” was Thomas Randolph, whose ‘“Ode to Mr. An-
thony Stafford to Hasten Him into the Country” shows at
once how difficult it was to employ the new Jonsonian stanza
and how artfully it could be made to serve the uses of the
poet’s agreeable moralizing. He writes:

There from the tree
We'll cherries pluck, and pick the strawberry.
And every day
Go see the wholesome country girls make hay,
Whose brown hath lovelier grace
Than any painted face
That I do know

118 See “Ben Jonson’s Lyric Poetry,” by Ralph S Walker, in Criterion
(London, 1935), XIII, 43048
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Hyde Park can show;
Where I had rather gain a kiss than meet
(Though some of them 1n greater state
Might court my love with plate)
The beauties of the Cheap, and wives of Lombard Street,?1?

This has directness and some charm. It is pleasant to meet a
“wholesome country girl” instead of a nymph or even Diana.
Randolph is a personage of some importance in the history of
naturalism in poetry. Nevertheless, the line devoted to the
‘“girls” limps badly. “The beauties of the Cheap, and wives
of Lombard Street” might well occur in something Pope
tossed off in one of his less pungent moods. And how much
less melodiously do those words close the stanza than does
Jonson's quite perfect ‘“That knits brave minds and manners
more than blood,” with its magisterial alliteration and blend-
ing of vowels.

Therewith Pindar was introduced to England. It is improb-
able that many poets were familiar with his Odes. Cowley,
Congreve, Milton, Pope, and Johnson read him, at least in
part; but thereafter, until Landor, there is no evidence of ac-
tual familiarity with the Greek originals. It seems that Words-
worth’s copy, when offered for sale, proved to have remained
unread.!*® There were, however, a goodly number of trans-
lations.'?! Accordingly, the main stream of English Pindaric
verse would seem to flow from imitation of English imita-
tions. In addition one may note an interesting memento of

119 Poemes with the Muses Looking-Glasse, and Amyntas By Tho Ran-
dolph The third Edition Inlarged (London, 1643), p 61, and also (p 64),
“An Answer to Mr Ben Jonson’s Ode to Persuade Him Not to Leave the
Stage "

120 Catalogue No. 203 (December, 1934), G H Last, Bromley, Kent “Item
614 Wordsworth’s Copy Pindar1 Carmina, Volumen III with autograph, ‘Wm
Wordsworth, Rydal Mount’ on flyleaf 8vo, boards Gottingae, 1798 ”

121 A selection from the English versions of Pindar would include’ Pin-
darigues, by R Fleming (1691), Odes of Pindar, by Gilbert West (1749),
Six Olympic Odes, Being Those Omitted by West, by H ] Pye (1815); All
the Odes of Pindar, by J S Girdlestone (1810), The Odes of Pindar, by D

W. Turner and A. Moore (1848), Pindar in English Rhyme, by T C. Baring
(2875) , and The Odes of Pindar, by A. F Murison (1933).
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the Theban poet’s influence—the Annalia Dubrensia, writ-
ten by Drayton and others in praise of the Cotswold Hills
“Olimpick Games.” 122 To this volume Randolph contributed
an eclogue '*® and Jonson a lyric.

With Drayton one comes finally to indirect Pindaric influ-
ences of a novel kind. In the Preface to Poemes, Lyrick and
Pastorall he held an ode “to have been properly a song mod-
uled to the ancient harp . . . witnesse those of the Inimitable
Pindarus, consecrated to the glory and renown of such as
returned in triumph from Olimpus, Elis, Isthmus and the
like.” 12¢ But then he decided, as the ode “to Himself and
the Harp” explains, that

Though wee be all to seeke
of Pindar that greate Greeke,'*’

he would follow the example of Horace and refrain from
trying to imitate so august a model. Instead, says Drayton,

The Irish I admure,

and cleave unto that lyre,
as our musicks mother,
and thinke till T expire
Apollos such an other.

*Itis in this same ode that Drayton pays a tribute to “‘South-

‘erne,” and beyond Soowthern—by reason of his aabab rhyme
‘scheme—to Ronsard. One is left to surmise that “Southerne”
must have possessed the ability to talk convincingly about the
Pindaric poems. Nevertheless, the “Irish” lyre is Drayton’s
dominant interest; and its association with the ode seems to
indicate that the notion of Pindaric wildness had begun to

122 Annalia Dubrensia. Upon the Yearly Celebration of Mr Robert Dovers
Olimpick Games upon Cotswold Hill, Written by Michaell Drayton, Esq. For
a description, see Corser, Collectanea Anglo-Poetica, Part 1, p 44 Wilham
Basse’s contribution to the volume 1s reprinted in The Poetical Works of
William Basse, edited by R Warwick Bond (London, 1893), pp. 105 ff.

123 Randolph, op. cit, p. 4

1240p at,p 4
126 Ibud o 7
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prosper. Perhaps, however, “my friends the Camber-britains
and their harp” were the basis of the odd dezision to which
he came. Elton thinks that the ‘“‘twangle” of the Irish harp,
“its decisive note,” is heard in Drayton’'s verse.!*® Irish mu-
sic was, as a matter of fact, popular at the time.'*” Spenser
had attacked the alleged “licentiousness” of the Irish bards,
but even during Elizabeth’s time their melodies were greatly
relished.'*® Anthony Stafford wrote of Sidney that he de-
served a “Quire of ancient Bardi” to sing his praises,’*® and
very probably a good deal of the voguish song and dance
music was of Irish origin.’3® But it may well be that Drayton
was thinking all the while of the Welsh.3!

He is sometimes really able to suggest an exotic rhythm
that might conceivably be Celtic. He tells us that some “much

126 See Michael Drayton, by Oliver Elton (London, 1905), p 100

127 See W H M O’Shaughnessy in The Irish Statesman, June 18, 1937

128 See the arraignment of Spenser in 4 Literary History of Ireland from
Earliest Times to the Present Day, by Douglas Hyde (London, 1899), pp
494-95

120 See Niobe, by Anthony Stafford (London, 1611), p 112

130 The ancient Irish bards, 1t 1s true, appear to have been a race of Pindars
trained to celebrate the prowess of the great Aodh De Blacam writes, in
Gaelic Literature Surveyed (New York, 1921), p 91 “Great houses com-
monly kept family books in which poems relating to their members were re-
corded from age to age, and these books, for their social value, were pre-
served with especial care The survival of bhooks like these accounts for the
predominance of official, and often arid, verse, in what remains to us of the
bardic compositions Poetry of this kind was the main prop of the bardic
profession A poem rehearsing the ancestral digmty of a newly inaugurated
prince, or reciting his past achievements at some critical moment 1n his career,
might bring the poet (to quote one famous bard's tariff) twenty kine or a
rod hidden 1n rings of gold”

131 Shakespeare’s King Henry IV, Part I, 111, 1, blends Welsh “madness” and
music 1n a scene which may have some bearing on Drayton’s harp Mortimer
says to his wife,

for thy tongue

Makes Welsh as sweet as ditties highly penn’d

Sung by a fair queen 1n a summer’s bower,

With ravishing divisions, to her lute,
But Hotspur declares,

I had rather hear Lady, my brach, howl 1n Irish.
Welsh nationalism may also have played a part in this development. See
S;en;er and the Table Round, by Charles Bowie Millican (Cambridge, Mass,
1932
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commcn_d\the strangeness of my vein,” which may or may not
mean its mmm%et this does not alter the fact
that the ode stanzas he selects are Ronsardian or keep the
meter from being iambic.132 Doubtless the “strangeness” lies
in the diction—where, as a matter of fact, nearly all the
jlanges of significance in English poetry take root. Dryden!
Coleridge, Wordsworth, and Keats added nothing of import’
to the granary of rhythms or stanzaic forms. Their achieve-
ment was to alter poetic language. When Drayton writes,

In kenning of the shore,

Thanks to God first given,
O you, the happiest men,
Be frolic then,

Let cannons roar,

Frighting the wide heaven,!**

he has tested the resources of the English tongue, and the
Irish harp is of lesser consequence.

From the very beginning, however, imitation of the classics
went hand in hand in England with poetic moods that reflect
a reading of the Psalms. One can no more think of the ode
without at the same time thinking of David than one could
talk of English style without a reference to the Bible. Sidney
had lauded the Psalmist,'** and Harvey had asked what ‘‘Fes-
tivall Hymnes” were so “divinely daintee” as David’s? 135
Here was, first of all, a powerful ally in the battle against
those who held that all poetry and music were ungodly. Sid-
ney said that “Psalm” meant the same thing as ‘‘Song,” and
Byrd coupled the two words in his books, holding that the
principal reason why one should learn to sing was that thereby

132 §ee Drayton, op cit, p 4, where he is even a little apologetic about the
name he had chosen for his form and submits that if anyone prefers the
term “ballade” he was free to use 1t, since neither Petrarch nor Chaucer had
objected to 1t He confuses, of course, “ballade” and “ballad ”

183 From “To the Virginian Voyage”

1840p ct,p 6.
1880p cst,p 67
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one could “‘honour and serve” God.!*® Occasionally the char-
acter of David as a poet led to the hazarding of some wild
guess, as when Lodge summoned Beroaldus to witness that
David’s ‘‘vayne was in imitating (as St. Jerome witnesseth)
Horace, Flaccus and Pindarus; sometimes his verse runneth
in an Iambus foote, anone he hath recourse to a Saphic
vaine.” 1" Many other poets did as much in practice. Thus
Greene puts in the mouth of Jonah, “Cast out of the Whales
belly upon the Stage,” a very good adaptation of the De
profunds.'®®

Now if David imitated Pindar and Horace, he was an ode
writer; and for a considerable number of post-Elizabethans
he does really seem to have fitted into the company of the
Greeks and Romans. There was great need of Psalms for the
new Protestant liturgy; and the chorus of praise which greeted
Buchanan’s elegant Latin version, in Horatian meters, was a
goad to writers of the vernacular.'®® Catholic poets 14°—like
Catholic translators of the Scripture—were eager to retain
the sacred Muse for their communion. It is impossible and un-
necessary to survey here all the published translations of the
Psalms up until the time when a boyish Milton would try his
hand at paraphrases.’*! We shall be content to note that there
did appear Odes in Imitation of the Seaven Penitentral
Psalmes, by Richard Verstegen,'#? and that eventually George

136 Preface to Psalmes, Sonets and Songs (1588)

187 0p cit, p. 71

188 4 Looking Glasse for London and England, in The Plays and Poems of
Robert Greene, 1, 187.

130 Buchanan’s translation appeared 1n 1566 For the text, see Opera omma,
edited by T Ruddiman (Edinburgh, 1715) Blount, 0p cit, “Characters and
Censures,” p 34, quotes “Monsieur Teissier” as saying “that the Paraphrase
of the Psalms was Buchanan’s chief Masterpiece, and that which added much
to the credit of this Work, was, that he compos’d 1t at the very time his Mind
was overwhelm’d with Grief, to wit, that he was a Prisoner in a Monastery
n Portugal ”

140 See Habington, op. cit, pp. 115 ff.

141 See The Life of John Milton, by David Masson (London, 1875), I, 64 ff

142 Odes 1n Imitation of the Seaven Penmitential Psalmes, awith Sundry Other
Poems and Daitties Tending to Dewotron and Pietie, by Richard Verstegen
(1601). The odes are mediocre Verstegen’s name was properly Rowlands
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S oduced, in 1636, the humanistic translation for which
8

S0 many were yearning.
In praise of this work two poems were written, the first of

which reads in part:

Had all the Latin, all the Grecian, quire

Been still, had Pindar never touched the lyre . . .
Could not the world a Horace’s ode rehearse; . . .
Gave us but our Psalter, and we’ll not be poor.
The Thespian nymphs are silenced after them,
Outsung by daughters of Jerusalem.

The second poem, “An Ode to My Worthy Kinsman, Mr.
George Sandys, upon His Excellent Paraphrase on the
Psalms,” by Dudley Digges, is more modest and Draytonian:

Take down the Hebrew harps, and reach
In our speech,

Whatever we do hate, what fear,
What love dear.***

Sandys himself called the paraphrases, which were set to
music by Lawes, ‘‘songs.” The stanza forms he employed are
interestingly varied, and are in the humanistic tradition.'*®
It would seem that L.awes must have had employment aplenty.
I think we may be reasonably certain that Sandys, to whose
mill all the antique world was grist, looked upon David asthe
compeer of Pindar and Callimachus and felt that a “Psalm”
was an “ode,” with the difference that the first word con-
noted a sacredness the second did not suggest. This feeling
was at all events destined to persist well into the eighteenth
century. Here one is far from the “amorous odious sonnet”
gf Harvey; but if direct imitation of the ancient lyric authors

148 The Poetical Works of George Sandys, edited by Richard Hooper (Lon-
don, 1872).

144 Ihid , pp xlv and 88.

148 Psalm XCVIII has a 33332222 stanza pattern, rhyming ababcddc (1bid,
p 237) Psalm CVIII has a ¢4¢¢44¢ pattern, thyming abbacc (1hid, p 258)
By way of contrast, see the ballad meter in All the Psalmes of Dawid, by
Henry Dod (London, c 1620)
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was to be the major poetic concern, it was inevitable that an
especially honored place should be reserved for the Psalm-
ist.146

Yet, of necessity, the treasure that English poets sought in
David was far more important than conformity with antique
models would suggest. That conformity had, as a matter of
fact, a propagandistic value—the sacred Muse gave standing
also to the profane Muse by reason of formal kinship. Deeper
than all such concerns went the reverence for spiritual moods,
for prayer and self-searching, which the Psalms so illustri-
ously exemplify. And the diction out of which our major
poetry is woven is, therefore, seldom without undertones that
suggest the language of the Hebrew seer. Pindar, too, was a
religious poet, dwelling in awe of the gods and eagerly cher-
ishing moments of insight into the meaning of their ways with
man. The epode of the Fifth Olympic Ode is almost a Greek
Psalm.!*” Greek spirituality does cast 1ts light over some Eng-

146 George Wither’s “Preface to the Reader” 1n his Psalmes of Dawid Trans-
lated into Lyrick Verse, According to the Scope of the Original (London,
1632) 1s of interest, as note “For, though 1t be most gracefull 1n a reading-
Poeme, when the Period 1s cast, sometime into one Parte of the Line or
Stanza, and sometime 1n another Yet, in a Lyrick composition, where the same
Staff 1s often reiterated to one Tune, the Periods, and words of the same
Quantity must be alwaies observed in the same Places For, if there be not
alwaies a decent pause, in the Matter, when the Tune 1s ended, or, if 1n the
singing, the naturall quantity of the word be adulterated, or if wee be not
carefull, that a full-point fall not, where the Tune 1s in the height of a con-
tinuing straimne It will sound very absurdly to a iudicious eare, as may ap-
pear, by offring to sing some of those Composures, which are plausible 1n
the Reading” Thus was an ancient discovery rediscovered Isaac Watts 1n
his Preface to Horae Lyricae (1709) wrote “Sustained by their example, a
man will not be easily overwhelmed especially when there 1s a shadow
of the practice 1n the divine Psalmist, while he ascribed to Asaph or Jeduthun
his songs, that were made for the harp, or (which 1s all one) his Lyric odes,
though they be addressed to God himself ” Chalmers, XIII, 19

147 ]t reads, in West’s translation (Chalmers, XIII, 156)

O Jove! protector of mankind!
O cloud-enthroned king of gods'
Who, on the Chronian mount reclin'd,
With honour crown’st the wide-stream’d floods
Of Alpheus, and the solemn gloom
Of Ida’'s cave! to thee I come
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lish verse, but the glow by which the whole is illumined is that
of the Testament.

The ode as it was thus introduced had a bearing on two
matters of such importance that a brief discussion of them
must be included in this survey. First, what would be the
relationship between music and verse based on classical mod-
els? The vitality of Elizabethan music was to a marked ex-
tent the result of the fact that music was a popular art
which could, indeed, be refined and sublimated, but which
was not thereby put in peril of artistic anemia. Madrigal and
song writing persisted throughout the Jacobean period; and
one may even say that John Dowland and Orlando Gibbons 148
gave the art a new exquisiteness and perfection. Even so, signs
that a great vein was running thin were not missing; and in
general the growing disparity between a more exacting, intel-
lectualized prosody and a more autonomous, involute music
was being noted on all sides.

Thomas Campion 4* may illustrate both the prevailing
consciousness of the problem and the drift of the discussion
about it. He was a poet as well as a musician, and his was a
brimming measure of critical ability.' Dissatisfied with the
song writing of his time, he sought to give it greater distinc-
tion and appositeness. It has often been noted that though his
“airs}”Afu_se the metrical materials of folk song and ballad, they

————

Thy supphant, to soft Lydian reeds,
Sweet breathing forth my tuneful prayer,
That, grac’d with noble, vahant deeds,
This state may prove thy guardian care,
And thou, on whose victorious brow
Olympia bound the sacred bough,
Thou whom Neptuman steeds delight,
With age, content, and quiet crown’d,
Calm may’st thou sink to endless might,
Thy children, Psaumus, weeping round.
148 Orlando Gibbons, author of Madrigals of Five Parts for Voices and
Viols (London, 1612), was one of the last madrigal composers
1“) The Works of Dr Thomas Campion, edited by A. H. Bullen (London,
1889).
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breathe a studious refinement associable only with a conscious

istocrati anism. Thomas MacDonagh, one of the first
and very best among modern students of Campion, shows that
his verse was similarly recondite. ‘‘In the very first poem that
we know for certain to be his,” MacDonagh writes, “Campion
is already a curious metrist.” ® He sought out intricate
rhythms, and above all he imitated the classical meters. This
last practice has been soundly trounced by Saintsbury and
others. Saintsbury (having virtually no interest in the rela-
tions between music and verse) seems to have missed the rea-
son why Campion essayed the Sapphic and Asclepiad lines.!"!
He wanted exact conformity between the “ditty” and the
“air”; agg_gghcnot only frowned upon polyphony and became
apioneer in monodic singing, but said as a prosodist, “The lyric’
poets among the Greeks and the Latins were first inventors
of airs, tying themselves strictly to the number and value of
their syllables,” 162

The explanation this requires 1s difficult to give, because
it must depend upon ability to live oneself back into the mu-
sical circumstances of the late sixteenth century more success-
fully than the present writer is able to. Yet I think one may
first glance at Piero della Francesca’s Nativity,®® which de-
picts a group of five singing angels no doubt like the five-part
choirs of the century, and then listen to a rendition of any
song of the time. It seems obvious that such singing must ob-
scure the meaning, though it by no means wholly destroys it, as
modern operatic music normally does; and, accordingly, the
Catholic Church relegated polyphony to a secondary role in
Divine Service and banned Gounod altogether. What Campion
wanted was balance—the balance which monody alone can

180 Thomas Campion and the Art of English Poetry (Dublin, 1913), p. 9.
MacDonagh was himself a poet of promise

151 Saintsbury, English Prosody, 1I, 138-40

152 “Egsay on Campion’s Music,” by Janet Dodge, in Bullen, op cit., pp.
xx1 ff

188 British Museum.
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give. But he also wanted elaboration, and so had necessarily
to favor complex and varied rhythms. One cannot tell whether
he had any real knowledge of Greek music,'* but he seems
to have come by intuition to a grasp of certain essential
principles of that old art. For the difficult modes, time meas-
ures, and quarter tones of the Greeks were undoubtedly born
of the need for giving variety to homophonous music.

In his Observations on the Art of English Poesie,® Cam-
pion examined the various meters from his point of view and
arrived 1n the eighth chapter at “such verses as are fit for dit-
ties or odes,” that is, which are “a__P_t _to be sung to an instru-
ment.” He means, of course, that if homophonic singing is to
be successful, the verse forms must be correct; he then pro-
ceeds to give three examples—an English Sapphic stanza, a
“dimetre” (which is an unrhymed trochaic stanza, the word
“dimetre” being used in the classic sense and the verse itself
being a modification of the Sapphic), and a curious version
of the “dimetre.” These three do not exhaust the list of what
he would have termed appropriate ode measures. Now it is
interesting to note that these several measures begin with
long syllables and vary the ends of the unrhymed lines with_
catalectic and acatalectic syllables. This is in essence so like
the Ronsardian practice that one is not surprised when Cam-
pion goes on to follow the example of Jacques de la Taille 156
and attempts to introduce quantitative scansion into Eng-
lish.1%7

The quantitative prosodists go on down the ages like the
seekers after the fourth dimension. Therefore it has been

154 More will be said about Greek music infra Here the writer, a callow
amateur 1n such matters, expresses gratitude to Professor Christos Vrionmdes
and to these authors Joannes Sakellarides, O¢ xopol .(Athens, 1906) and
Hugo Riemann, Handbuch der Musikgeschichte (Leipzig, 1903), Vol 1.

165 Bullen, op cit, pp 225 ff.

158 See Maniére de faire les wers em francais comme en grec et en latin
(Paris, 1573).

187 It 13 worthy of note that Campion’s first poems appeared in Poems and
Sonets of Sundry Other Noblemen and Gentlemen, published with an edition
of Sidney’s Astrophel and Stella in 1591
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only too simple a matter to suppose that Daniel, who replied
to Campion in the Apology for Rhime, 8 was correct in every
regard. But perhaps—one says this with a measure of trepida-
tion—Daniel was wrong about some things. It is not certain
that rhyme, however genuine its charms, is of advantage in
homophonic singing; and it is from this point of view that Cam-
pion was examining it. The “Dies Irae” is a great poem but a
poor song; and the “Domine Jesu Christe,” of the Missa de-
functorum, is assuredly one of the finest homophonic hymns in
any language, though it is not a poem at all. Daniel’s remarks
on Campion’s meters 1% are no less open to objection. “You see
what we have,” he says, ‘“‘only what was our own before, and
the same but apparrall’d in foreign Titles.” Now if Campion’s
measures were practiced by English poets before him, the ex-
amples have been lost. What Daniel, in his strict prosodical
way, noticed was that here were Sapphic and trochaic stanzas;
but he did not observe how different they were from other
Sapphic and trochaic stanzas. To him Campion’s primrose
was just a primrose.

Nevertheless, the problem of the ideal conformity between
English verse and music was not solved by Campion. Perhaps
it could not be solved. The trouble lay in the same part of the
compass from which all humanistic difficulties sprang. In
Greek practice music and verse were unified as a result of a
special set of cultural circumstances impossible to reproduce.
A poet can write songs for the English ear—and excellent
ones, too—but he cannot change that ear—or the modern
ear. Doubtless more people read Ronsard today than ever
previously read him; but there are only a few scholars who

188 Daniel, op cit., I, 5-33.
169 Campion had written
Faith’s pure shield, the Christian Diana,
England’s glory, crowned with all divineness,
Live long with triumphs to bless thy people
At thy sight triumphing
It seems from what Daniel says (p 25) that he scanned these lines as ordinaiy
iambics, which was to ignore completely the value of the caesurae.
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trouble to look up the music written for the odes. And the lute?
It is only a symbol of a great and ardent pietas, far less real
even than the Fourth of July oration or the crown jewels. Th
ode as it was sung in Renaissance days was not more substal?
tial than the curtsy borrowed by a girl from grandmother's
etiquette book for a costume ball. Yet it had a grace of it§
own, nonectheless; and one thinks it never looked more at
tractive than in the shadow of the last English Ronsardian—
Thomas Campion.

The second and final point to be made_concerns the de-
velopment of encomiastic verse. This was fostered primarily
by the universities. The training of youth had not greatly
changed in England by the end of the first four decades of the
seventeenth century. Schoolboys still spent most of their hours
translating from Latin and Greek and back again into those
languages.'*® ““The Latine and the matter both” of Horace’s
epistles and sermons were adjudged “more useful then in the
Odes” by directors of university study.'®' Nevertheless, the
campus had slowly begun to alter its conception of lyric verse.
Perhaps the example of the Jesuit schools on the Continent
was in a measure responsible, for there play writing and ode
writing were normal interests of academic life.’®? In addition
the formal verse which had traditionally graced important
occasions took on a more elaborate and studied form.

Poetic bouquets in honor of visiting sovereigns, solemn

160 See Thomas Randolph, by G, C. Moore Smith (Warton Lecture, Lon-
don, 1927), pp 5 ff

161 See “Directions for a Student in the Universitie,” by Dr Richard Holds-
wotith, elected Master of Emmanuel 1n 1627, quoted by Samuel Eliot Morison,
in The Founding of Harvard College (Cambridge, Mass, 1935), pp 62 ff

162 The influence of the Jesuit schools upon the general academic attitude
towards lyric poetry and drama is a subject still awaiting thorough investi-
gation. Das Jesuitendrama in den Laendern Deutscher Zunge wom Anfang
(7555) bis gum Hoch-Barock, by Johannes Mueller (Augsburg, 1930), 19 a first
essay. Dissertations on other aspects of the subject are in preparation at Cam-
bridge and Yale But though collections of school odes exist in manuscript,

they have not yet been studied with any care I have no doubt that research
would throw some light on the question under discussion here
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stanzas written to grace equally solemn academic festivals,
verses penned by university men for some more frolicsome
purpose—these constitute a literature of considerable dimen-
sions, only a few titles in which can be mentioned here. The
sixteenth century had sung the praises of several university
poets. Robert Buchanan was a facile writer of official odes, as
witness his poem in honor of the arrival of the Emperor
Charles V to Bordeaux.1%® Patrick Adamson, who resembles
Buchanan in being chiefly a translator of religious verse, also
composed at least one ode.’** The “birthday ode,” which
Jonson as poet laureate was to introduce to English litera-
ture, goes back in a somewhat different use to 1574.1%%

By the middle of the seventeenth century, however, the ode
was a familiar umiversity item.1%® In 1623 Oxford tried its
lyric skill congratulating the then Prince of Wales upon his
arrival in Spain; 187 and two years later a “‘nuptial ode” figured
among the pieces written to honor the marriage of Charles and
Henrietta Maria.!®8 In 1636 the university applauded the ar-
rival of a baby daughter to the royal couple in a medley of

163 See Cambridge Ilistory of English Literature, 111, 160 The date was
1560

164 “Qde dicolos distrophos, priore versu Glyconio, posteriore Asclepiadeo, ut
illa Horat1” in Rewerendissimi 1n Christo patris Patricu Adamsont poem-
ata sacra (London, 1574) The Prologue to this volume also mentions Pindar,
Alcaeus, and Sappho

185 Ode natalita, vel opus ejus feriae quae S Stephano protomartyris nomine
celebrata (1574)

166 See, for example, Gabriclis Haruey gratulationum Valdinensium librs
quatuor Ad Elizabetam reginam (London, 1578) , and Glasguensis peda-
gogicae, hiber primus Ad seremssimum & invictisssmum principem, Jacobum
primum Britannmicarum ommnium insularum regem Ewsdem Galliarum Del-
plmu) genethlacon, ad Seaeuolam Sammarthanum questorum Franciae (Pans,
1653

187 Yotiva . . de auspicato illustrissimy Carols, Walliae principis, &c 1n
regiam Hispanicam adventu, pra & humilis Oxomensium gratulatio (London,
1623) This contains Latin odes

168 Epithalamia Oxontensa In auspicatissimum, potentissimi monarchae
Caroli, Magnae Britanniae, Franciae et Hibermae regis, &c cum Henrietta
Maria, aeternae memoriae Henrice magm Gallorum regis fillia, connu-
bium (Oxoniae, 1625). This also contains an Anacreonticum in Greek, by
Thomas Triplet.
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verses in diverse tongues; 1% and among them was a Greek
Pindaric by John Poingdexter. The Encaenia appear to have
gone through a similar development. Anthony Wood, describ-
ing the exercises of 1675, calls attention to the circumstance
that a certain “‘Ode to Apollo,” sung to music ‘both instru-
mentall and vocall,” was not the author’s own even though
(or because) it was “‘well.” 17 Later on there would be no
dearth either of English odes or of music, the poets often
being illustrious dons and the composers professors.'?* In their
less studious moments, students and faculty wielded the lyre
in less august ways. To a certain extent this levity was en-
couraged. Dr. Richard Newton ruled that if a gifted under-
graduate preferred versemaking to theme writing he might
“‘be indulged this Liberty, if the Principal shall think fit, and
it should not be found to draw off his Mind from serious
Studies.” 17* Yet a good many of the more or less private col-
lections which thus came into being suggest Poggio and Rabe-

160 Flos Britannicus weris novissimi filiola Carolo & Marjae nata XUII
martit Anno MDCXXXF'I (Oxomae) Poingdexter wrote 1n Latin
Pindaricum nemo, vel sic, tentavimus aequor
impare pulsata est Lesbia chorda manu
qua cessit praestant modulis, ego Caesare vinco
Richard West, Bachelor of Arts, graced the volume with the following
extraordinary remarks in Enghsh
O may the Queene to deck your Glorious Spheare
Teeme with such Constellations every yeare
And 1n each sexe transcribe your Godly frame
Until the Preist be puzzled for a Name
That so your lively Image may be seene
Lesse numerous 1n your Coines, then from your Queene
170 The Life and Times of Anthony Wood, Antiquary, of Oxford, 1632~1695,
edited by Andrew Clark (Oxford, 1891), II, 318-19 The passage reads in
part “Illus juvenis dominus Thomas Kilmuriae vicecomes, ex Aede Christi,
cujus lemma Invectiva in variolas, carmine elegiaco, cum oda ad Apollinem
(well, but not his own; 1n the mddle of the Theater) (The Musick, both
instrumental and vocall The vocall was set by Mr (Henry) Aldnidg of Ch
Ch to the latter part of the Lord Kilmurrey’s verses) ”
171 See, for example, Comita in honorem Annae pacificae, Oxoniac habita
(Oxford, n d) Joseph Trapp contributed Latin and English odes
172 Oxford Historical Society, Collectanea, Third Series, Vol XXXII, edited
by Montagu Burrows (Oxford, 1896), p 314 Dr Newton was Master of
Hertford
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lais a great deal more than they do Horace and Pindar.'”® In
general, of course, this verse was Pindaric only when it bur-
lesqued the form.

For various reasons the Royal Progresses resisted the tide
of classical influence longer than did the university ceremonies.
Doubtless the persistence of the masque tradition was the most
important single factor. Elizabeth was, to be sure, often
greeted with verses in the classical tongues.'”™ But usually
there was a “dittie’” and “Musicke” ; and these the sovereigns
who followed her also received, though innovations that might
have astounded the Virgin Queen were introduced. Thus the
entertainment given by the King in h