
      
         	
         
      

   
      
         
         
         
         
      

      
         
         
         
            
            
         

         
         
         
            
            
               The historical dictionaries present essential information on a broad range of subjects,
               including American and world history, art, business, cities, countries, 
               cultures, customs, film, global conflicts, international relations, literature, music,
               philosophy, religion, sports, and theater. Written by experts, all contain highly
               informative introductory essays of the topic and detailed chronologies that, in some
               cases, cover vast historical time periods but still manage to heavily feature more
               recent events.
               
            

            
            
               Brief A–Z entries describe the main people, events, politics, social issues, institutions,
               and policies that make the topic unique, and entries are cross-referenced for
               ease of browsing. Extensive bibliographies are divided into several general subject
               areas, providing excellent access points for students, researchers, and anyone
               wanting to know more. Additionally, maps, photographs, and appendixes of supplemental
               information aid high school and college students doing term papers or introductory
               research projects. In short, the historical dictionaries are the perfect starting
               point for anyone looking to research in these fields.
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         	ABBOTSFORD

         
         	
            Sir Walter Scott’s magnificent home, purchased in 1811, a replica of a medieval castle near Melrose
               on the Tweed River, it was a tourist attraction early on. Scott purchased the defaulted
               estate, originally named Clarty Hole, and constructed numerous additions through the
               years. He named it Abbotsford because the abbots of Melrose Abbey, which was nearby,
               used to cross the ford of the Tweed near that place.
            

            
         

         
         	“ABOU BEN ADHEM”

         
         	
            In this poem by Leigh Hunt, Abou Ben Adhem is stunned by a vision of an angel inscribing, in a book of gold,
               all the names of those faithful to the Lord. But his own name is not among the names
               of the faithful. He prays that his name be written down because of his love for humanity.
               The next evening the angel returns in another vision, and Abou Ben Adhem’s name tops
               the list.
            

            
         

         
         	THE ABSENTEE

         
         	
            Maria Edgeworth’s novel published in 1812 is one of her Irish tales, as opposed to her Gothic tales.
               The novel concerns an Irish absentee landlord who lives in London because his extravagant
               and fashionable wife is ashamed of her Irish provincialism.
            

            
         

         
         	ADDISON OF THE NORTH

         
         	
            Henry Mackenzie earned this sobriquet early in his writing career, in reference to the essayist and
               dramatist Joseph Addison. Clearly it was a compliment for a young Scottish writer
               to be compared to the writer most closely associated with perfection in prose style.
               In later years the name became a liability.
            

            
         

         
         	“ADDRESS TO THE PEOPLE OF FRANCE”

         
         	
            Shortly after being forced from England in 1792 due to charges as a result of his
               publication of Rights of Man, Thomas Paine wrote this address to the French people. His own credibility as a spokesman for revolution
               had been solidly established during the American Revolution. Now France had overthrown
               its king and established the French Republic, and Paine was granted full French citizenship
               (along with the other American revolutionaries George Washington, James Madison, and
               Alexander Hamilton) and a place in the National Convention. He opens his address by
               thanking the people for honors conferred upon him but then immediately begins developing
               his theme that “the cause of France is the cause of all mankind.” Moments of terror
               will come and are inevitable in any nationwide change, but the French people must
               take courage for theirs is “the greatest cause of all.” Their cause is no less than the establishment of a new era for humanity. He urges
               them to let the success of the American Revolution inspire them. Now France is called
               upon to continue worldwide revolution: “It is to the peculiar honor of France, that
               she now raises the standard of liberty for all nations; and in fighting her own battles,
               contends for the rights of all mankind.”
            

            
         

         
         	ADONAIS, AN ELEGY ON THE DEATH OF JOHN KEATS

         
         	
            When Percy Bysshe Shelley and Mary Shelley heard that John Keats might be terminally ill back in London, they invited him to visit and share their
               residence in Pisa. Keats made the trip but died in Rome on February 3, 1821, before
               the Shelleys knew he had arrived in Italy. Percy Shelley wrote his elegy, convinced
               that Keats’s death was hastened by the unwarranted and savage attacks by critics on
               his work Endymion. He drew upon the Greek elegies of Bion and Moschus and, of course, on John Milton’s
               Lycidas for the tenor and structure of this formal elegy.
            

            
            The poet bids Urania, the Muse, to lament for Adonais, her youngest poet, the way
               she wept for Milton, now “the third among sons of light.” He pictures the dreams and
               fancies of Adonais as she mourns over the poet’s body while nature itself weeps in
               sympathy. Urania speeds to the death-chamber and utters her lamentation. Then in formal
               procession come the “mountain shepherds,” the “pilgrim of eternity” (Lord Byron); Ierne’s lyrist (Thomas Moore); the frail Form, “a phantom among men” (Percy Shelley); and the “gentlest of the
               wise” (perhaps Leigh Hunt). The poet lashes out at the anonymous writer of the review that supposedly killed
               John Keats and then turns his attention to the subject of immortality. Adonais is
               not dead, he declares, in the formal elegiac tradition, but he is absorbed into the
               loveliness of nature. The world’s luminaries, such as Thomas Chatterton, Sir Philip Sidney, and Lucan, may be eclipsed, but they cannot be extinguished.
               Rome, where Adonais lies, is the subject of the concluding stanzas; the English burying-place
               under the pyramid of Cestius is alluded to, and by strange prescience Shelley speaks
               of himself as about to follow Adonais.
            

            
         

         
         	THE ADVENTURES OF A YOUNGER SON

         
         	
            Edward John Trelawny’s first book, an autobiographical novel, was published in 1831. It tells the story
               of a wild, Byronic hero–like character who is a lawless desperado, flawed from youth as a result of the harshness
               of his father. He deserts from the navy and begins life as a pirate in the Indian
               Ocean. The episodic novel moves rapidly from one wild adventure to another. Speed
               and action typify the style. Pleasurable incredulity is the only rational response
               to the adventures. As with his close acquaintance Lord Byron himself, Trelawny can develop a scene, especially one in exotic Eastern lands, with
               Romantic passion and a fiery imagination. All the while, readers are expected to assume
               they are reading a real-life account by the author.
            

            
         

         
         	“ADVENTURES OF THE GERMAN STUDENT”

         
         	
            Washington Irving’s story from Tales of a Traveller is an early Gothic tale from American Romantic literature. The persona is that of
               the ubiquitous Irving favorite, Geoffrey Crayon. Gottfried Wolfgang, a German student, was sent to Paris by his friends because of
               ill health, melancholy, and vivid dreams: “His health was impaired, his imagination
               diseased. He had been indulging in fanciful speculations on spiritual essences, until,
               like Swedenborg, he had an ideal world of his own around him.” Unfortunately, it was
               the time of the French Revolution when the Reign of Terror was at its peak.
            

            
            Upon his arrival in Paris, Wolfgang became a complete recluse. Although caught up
               in the political spirit at first, he eventually sank into despondency and shut himself
               up in a solitary cell on a gloomy street near the monastic walls of the Sorbonne.
               Here he pursued his fanciful speculations once again, or he would spend hours in the
               great libraries of Paris poring over the works of dead writers, “rummaging among their
               hoards of dusty and obsolete works in quest of food for his unhealthy appetite.” He
               became “a literary ghoul, feeding in the charnel-house of decayed literature.”
            

            
            One night Wolfgang wandered aimlessly about the streets. It was lightning. He came
               upon the guillotine in the square where the blood of that day’s victims still flowed.
               Sitting on the steps of the death machine was a woman dressed in black. Her face was
               one that had been appearing in Wolfgang’s dreams. She wore a black ribbon clasped
               with diamonds about her neck. He took her back to his room, where they fell in love.
               Using the rationale of the day, he appealed to the Goddess of Reason in the name of
               the revolution, and he asked the woman to live with him forever, disregarding the
               conventions of marriage. She consented. The next day when Wolfgang came back to the
               room, he found only a corpse instead of the warm body he had spent the night with.
               When the police came the officer was startled. The woman had been executed the day
               before on the guillotine. The officer stepped forward and undid the diamond-clasped
               black cloth around her neck. The woman’s head fell off and rolled on the floor. Gottfried
               Wolfgang went mad. He claimed to be possessed with demons, and at last, he died in
               a madhouse.
            

            
         

         
         	“THE AFRICAN CHIEF”

         
         	
            One of American poet William Cullen Bryant’s most poignant poems and a major document of the antislavery movement, this poem
               describes an African warrior of majestic stature, the brother of Yarradee, king of
               the Solima nation, according to Bryant’s note to the poem. He has been taken in battle
               and brought in chains to the market place, his ankles still clasped with the massive
               rings of gold that he wore when he was captured. The refusal of his captor to listen
               to offers of ransom drives him mad. He dies soon after, but not before, in a frenzy
               of physical prowess, he tears off his fetters, refusing to die a slave.
            

            
         

         
         	THE AGE OF REASON

         
         	
            Thomas Paine published his last great work in Paris, London, and New York in 1794 for the purpose,
               he says in his introduction, of setting forth his opinion of religion. While often
               accused in his lifetime of atheism based on The Age of Reason, Paine actually was simply accepting basic tenets of Enlightenment deism. He restates
               a common principle upon which his revolutionary principles had been based in his previous
               writings that all people have an equal right to any opinion they may hold. His investigation
               of religion would be a rational one: “The most formidable weapon against errors of
               every kind is reason. I have never used any other, and I trust I never shall.”
            

            
            In this work Paine sets forth his profession of religious faith, beginning with “I
               believe in one God, and no more, and I hope for happiness beyond this life.” Religious
               works are doing justice, loving mercy, and in general having a spirit of love. Organized
               religious denominations have no value, and he discounts the label “infidel.”
            

            
            For Paine, despite his professed belief in God, neither Christianity nor any other
               religion based upon divine revelation is true. Revelation from God can only be accepted
               by those who directly receive the revelation. Once the receiver of the revelation
               tells about it to someone else, it becomes hearsay.
            

            
            Paine now turns to specific Christian teachings such as the virgin birth, Christ,
               and all of Christianity in order to discredit them. All such, he claims, came from
               heathen mythology. Christ was born at a time when all extraordinary men were called
               sons of gods. It was not unusual then to believe that a deity, such as Jupiter, could
               pair with a mortal and produce a virgin birth. In fact, he continues, Christianity
               is derived from mythology in four respects: its founder is celestially begotten; the
               trinity is simply the pagan practice of polytheism; Mary is venerated; and the canonization
               of saints is simply a change from the deification of heroes.
            

            
            For Paine, Christ was not divine. He wrote nothing about himself, so every word in
               the New Testament is automatically hearsay and not to be believed. Paine particularly
               ridicules the resurrection. If on the other hand, Paine says, one must have a revelation
               from God, one has only to behold creation. God would not send a revelation in words
               only for it to be manipulated and forged by humanity. No, the universe is God’s revelation.
            

            
            See also THE AMERICAN CRISIS; COMMON SENSE.
            

            
         

         
         	AGE OF REFORM

         
         	
            A term that usually refers to the second and third decades of 19th-century England.
               This tumultuous age is summarized by John W. Derry: “The position of the Crown, of
               the King’s ministers, of the Cabinet, and of the party, all altered during the period
               which embraces the traditional oligarchy of the eighteenth century, and the restless
               and tumultuous world of Peel, the Chartists and the Anti-Corn League; of Palmerston
               and, the young Victoria” (1963: 2). Because of the rapidly changing economy, the shift
               in population, the Industrial Revolution, and the rising influence of the middle class
               in England, as well as the foreign revolutions in France and America, the king’s subjects
               looked to their own government for reform. Central to the reform issue was the situation
               of Parliament. The issue concentrated upon the question of the composition of the
               House of Commons and the electorate. There had been only minor change in the representation
               of England and Wales since the reign of Charles II in the 17th century. Representation
               was largely in the control of the great landed families and had not been adjusted
               to meet the changes in the distribution of wealth, interests, and population since
               the 17th century. The literature of the period often reflected the concerns for reform.
               Thomas Love Peacock’s two romances, Maid Marian and The Misfortunes of Elphin, reflect those political ideas which led, ultimately, to the passing of the Reform Bill of 1832.
            

            
         

         
         	“AH, DEATH IS LIKE THE LONG COOL NIGHT”

         
         	
            One of Heinrich Heine’s lyric poems from his Romantic period. The title is taken from the first line of
               the untitled poem. The speaker longs to die, finding relief in death from the discomfort
               of life. Life has exhausted him to the point where he merely wants some kind of relief
               and rest. The exhaustion and discomfort are so great that the speaker lies in bed,
               dreaming, listening to the nightingales sing only of love. This, along with the promise
               of the sweet relief of death, is the only form of comfort he can find after being
               brutalized by life.
            

            
         

         
         	AHASUERUS

         
         	
            See WANDERING JEW.
            

            
         

         
         	“THE AILING WOMAN FELT HER FORCES EBB”

         
         	
            Rosalía de Castro collected this poem in Beside the River Sar in 1884. A woman knew her time to die was coming soon. She was content to leave,
               yet at the same time she was not sure if she wanted to. Death spared her life, and
               she dragged on.
            

            
            In “The Ailing Woman Felt Her Forces Ebb,” Castro compares a woman’s life to the cycle
               of the seasons. She shows how in summer one knows that the season must come to an
               end, just as we know that life must end. Castro explains how the ailing woman guesses
               when death will take her soul. The woman says, “In autumn I shall die,” but autumn
               passes and winter comes and death allows her to live. Then spring comes and she is
               still living. Even though we try and guess when our life will end, we will never know
               when it will end. The ailing woman has an illness and knows for sure that she will
               soon die, but death keeps pushing her forward into the seasons of life.
            

            
            See also WOMEN.
            

            
         

         
         	ALASTOR; OR, THE SPIRIT IN SOLITUDE

         
         	
            Percy Bysshe Shelley wrote Alastor, his second major poem following Queen Mab, over the fall and winter of 1814–1815 in London and published it in a small volume
               of 250 copies titled Alastor; or, The Spirit of Solitude and Other Poems. Thomas Love Peacock contributed the title, which refers to an avenging demon. To leave no room for doubt
               as to what he intended the poem to mean, Shelley included a preface. According to
               Mary Shelley in her note to the poem in her 1839 edition of Shelley’s poems, “Alastor was written in a very different tone from Queen Mab. In the latter Shelley poured out all the cherished speculations of his youth—all
               the irrepressible emotions of sympathy, censure, and hope, to which the present suffering,
               and what he considers the proper destiny, of his fellow-creatures, gave birth. Alastor, on the contrary, contains an individual interest only. A very few years, with their
               attendant events, had checked the ardour of Shelley’s hopes, though he still thought
               them well grounded, and that to advance their fulfillment was the noblest task man
               could achieve.”
            

            
            The poem opens with the narrator invoking the elements of nature and telling of his
               early search for knowledge of the ultimate. Early on it becomes clear that this narrator
               is not Shelley but a Romantic disciple of William Wordsworth. He speaks of a poet of the pure ideal, a Shelley-like poet, and it is this poet’s
               story that becomes the matter for Alastor up until the last 49 lines of the poem. The poet of the pure ideal leaves his “alienated
               home” and wanders far through Athens, Tyre, Balbec, Jerusalem, Egypt, and Arabia,
               tended all along by an Arab maiden, until he reaches Cashmere. There he sees a vision
               of a “veiled maid,” which banishes forever his peace of mind. He wanders on in search
               of this phantom love all the way to the “lone Chorasmian shore,” where he finds a
               little shallop and embarks. The shallop is driven by a storm beneath the cliffs of
               Caucasus—“as one that in a silver vision floats / Obedient to the sweep of odorous
               winds / Upon resplendent clouds”—through the long windings of a cavern and is stranded
               at last on the verge of a waterfall. There through a gorgeous forest scene the poet
               roams until he finds his resting-place in “a silent nook” and dies. The poem concludes
               with a wish that the secret of prolonged life, known only to “one living man,” Ahasuerus,
               the Wandering Jew, could be attained by mankind.
            

            
         

         
         	ALASTOR; OR, THE SPIRIT OF SOLITUDE AND OTHER POEMS

         
         	
            Baldwin, Cradock, and Joy in London published Percy Bysshe Shelley’s volume of poems in 1816. Although technically Shelley’s second volume of poems
               after Queen Mab in 1813, for the reading public Alastor was the first work by Shelley since Queen Mab was privately printed and suppressed. The long poem Alastor; or, The Spirit in Solitude dominates the volume, but some of Shelley’s best-known short lyrics appear here for
               the first time as well.
            

            
            Among the shorter poems in the volume is “Stanzas—April, 1814,” sometimes indexed
               as “Away! the moor is dark beneath the moon,” a poem written about Shelley’s leaving
               the home of a friend, Mrs. Boinville’s house at Bracknell, according to H. S. Salt,
               “to return to his unhappy life with Harriet” (1887: 80).
            

            
            Also included is “Mutability,” an often-anthologized poem of four iambic pentameter
               quatrains rhyming abab. “Mutability” means the necessity of change. Thus the last lines conclude that the
               only thing that changes is change itself. Change alone is changeless. In the first
               stanza the poem develops the simile of the cloud. We are like clouds and we are lost
               forever, which corresponds to Shelley’s ideas of an afterlife. Then in the second
               stanza the poem claims we are like forgotten lyres hung up in a tree. The third stanza
               continues: A dream can ruin our sleep and one bad thought can ruin our day. Nothing
               exists, then but mutability.
            

            
            “To Wordsworth” as with other poems by William Wordsworth’s later contemporaries, laments the lost leader’s seeming repudiation of the Romantic
               revolutionary spirit that sustained his early work. And the lines of “A Summer-Evening
               Churchyard, Lechdale, Gloucestershire” give off a melancholy tone common to all the
               poems published in the Alastor volume. The poem was written shortly after Shelley’s boating excursion to visit the
               source of the Thames, in the autumn of 1815.
            

            
            Other short poems in the volume include “O! There Are Spirits of the Air”; “The Pale,
               the Cold, and the Moony Smile”; “Feelings of a Republican on the Fall of Bonaparte”;
               “Superstition”; “Sonnet from the Italian of Dante”; “Translated from the Greek of
               Moschus”; and “The Daemon of the World.”
            

            
            See also THE FRAGMENTED WORDSWORTH.
            

            
         

         
         	ALBINA

         
         	
            Current scholarship has been reexamining 18th-century English drama. We now generally
               see the later 18th century as a great age for Romantic tragedy despite its lack of
               appreciation by early 20th-century modernist critics, and Hannah Cowley’s Albina, first performed in 1776, is one of the best. It naturally follows the basic neoclassic
               norm for regularity and unity, ensuring that goodness is rewarded and evil thwarted.
               What the original audience perceived from the tragedy and what postmodern audiences
               perceive, however, are quite different. Albina, a young widow devoted to the memory
               of her husband recently killed in battle, is persuaded by her father to accept a profitable
               proposal from the rich, handsome young hero of the wars, Westmoreland. She does not
               need much convincing.
            

            
            What makes the play appealing to us today, however, is the secondary plot. Editha,
               a young woman of rank equal to Albina, has lost her fortune in the war. Albina has
               undertaken to be Editha’s protector, but her unmotivated goodness and her unmerited
               fortune understandably smother Editha. Desperate, Editha, along with Egbert, another
               victim of Albina’s virtue, plots her means for justice. The original audience would
               have called it revenge. The play ends with a plot twist worthy of Hollywood. Yes,
               Editha and Egbert perish while Westmoreland and Albina live happily ever after, but
               we look on Albina’s innocent oppression of Editha, forced by the flawed social norms
               of the day, with horror. The blank verse is competent and majestic, and while not
               necessarily intentional, it ennobles the plight of those oppressed by social propriety.
               Albina surely ranks as one of the great tragedies of the century alongside such earlier
               plays as James Thomson’s Tancred and Sigismunda and Edward Young’s The Revenge.
            

            
         

         
         	ALFIERI, VITTORIO (1749–1803)

         
         	
            Born in the Piedmont Region of Italy, Alfieri was a playwright. He gained notoriety,
               however, as the obsessed lover of the countess of Albany, the wife of Charles Edward
               Stuart, also known as Bonnie Prince Charlie, or the Young Pretender. While in Rome
               between 1777 and 1789, Alfieri wrote 19 tragedies, primarily in the austere conciseness
               and regularity of French neoclassical drama. His subjects were primarily taken from
               classical history or legend such as Antigone, Virginia, and Maria Stuarda. What is generally considered Alfieri’s best work is the tragedy Saul, based upon the biblical character and characterized by a violent clash of opposing
               wills and passions. Despite their strict adherence to the rules of neoclassic drama,
               Alfieri’s plays show the emotional, uncontrolled power associated with later Romantic
               tragedy. He has usually been seen as having affinity with the German Sturm und Drang movement. His autobiography shows his Romantic temperament, the earliest example
               in Italy.
            

            
         

         
         	THE ALHAMBRA

         
         	
            Translated “the red house” from Arabic, the Alhambra was the 13th-century palace of
               the Moorish kings of Granada. From his travels through Spain, Washington Irving was inspired to write The Alhambra: A Series of Tales and Sketches of the Moors and Spaniards, published in 1832.
            

            
         

         
         	THE ALHAMBRA: A SERIES OF TALES AND SKETCHES OF THE MOORS AND SPANIARDS

         
         	
            Washington Irving’s series of sketches written while living in the Alhambra castle in Granada, Spain, are based upon Irving’s experiences and research of oral
               legends about the centuries-old Moorish castle during his visit in 1829. The book
               was published in 1832. The romantic sketches tell of old legends of buried treasure
               of the Moors, of Catholic clergy’s romantic escapades, and of the romantic past of
               Spanish Gothic castles. Here was a tradition yet wanting in the United States. The
               most commonly read tales are “Legend of Two Discrete Statues,” “The Rose of Alhambra,”
               and “Legend of the Arabian Astrologer.”
            

            
         

         
         	“ALICE BRAND”

         
         	
            Although part of Sir Walter Scott’s poem The Lady of the Lake, the ballad “Alice Brand” is often anthologized separately. It appears in the fourth
               canto and tells how Urgan, a Christian who has been carried off by the Elfin king
               and transformed into a dwarf, is changed into “the fairest brother” by Alice Brand
               and is discovered to be her long-lost brother.
            

            
         

         
         	ALISON, SIR ARCHIBALD (1792–1867)

         
         	
            A historian of the Romantic era, essayist, and frequent contributor to Blackwood’s Magazine, Alison was educated at the University of Edinburgh and was a member of the Scottish
               bar. His influence as a decision maker within the English Romantic movement has usually
               been underestimated. Besides his early prose essays during the Romantic era itself,
               he wrote History of Europe during the French Revolution (1833–1842), and a sequel, Europe from the Fall of the First to the Accession of the Third Napoleon (1852–1859). Sir Archibald Alison’s interpretation of the history of the first half
               of the 19th century helped determine subsequent interpretations of the history of
               English and European Romanticism.
            

            
         

         
         	ALLEGORY AND SYMBOL

         
         	
            Samuel Taylor Coleridge makes the case in an essay in The Statesman’s Manual from 1814 for a distinction between allegorical significations and conventional symbols,
               a distinction common to other Romantic theorists. Allegory is picture language, “which is itself nothing but an abstraction from objects of the
               senses.” Symbol is a representation of the universal in the particular. It always partakes of reality,
               which it renders intelligible.
            

            
         

         
         	ALL FOR LOVE; OR, A SINNER WELL SAVED

         
         	
            Robert Southey published this long poem in 1829. He took the story from a life of St. Basil, but
               the poem shows obvious affinity with Johann Wilhelm von Goethe’s Faust and other pact-with-the-devil tales such as Christopher Marlowe’s Dr. Faustus and Lord Byron’s Manfred. The poem tells how Eleëmon, a freedman, makes a pact with the Devil to exchange
               his salvation and hope for heaven for marriage to Cyra, his master’s daughter and
               much above his station in life. All works out well for 12 years of a happy marriage.
               But then a ghost reveals the pact with the Devil to Cyra’s father. Eleëmon in agony
               of spirit flees to St. Basil for aid. St. Basil imposes penance and then confronts
               the Devil when he comes to claim his victim. Basil proves the compact invalid, and
               the Devil departs.
            

            
         

         
         	“ALL RELIGIONS ARE ONE”

         
         	
            William Blake produced his first illuminated writings in 1783. All Religions Are One is an attack on empiricism and shows Blake’s early rejection of fundamental Enlightenment
               thought.
            

            
            See also THERE IS NO NATURAL RELIGION.
            

            
         

         
         	AMBROSIAN NIGHTS

         
         	
            James Hogg and John Wilson (or Christopher North) and other literary figures gathered
               regularly at Ambrose’s Hotel in Edinburgh, Scotland, for evenings of talk and fellowship.
               North tells tales in his Noctes Ambrosiane (1822).
            

            
         

         
         	AMERICA: A PROPHECY

         
         	
            William Blake printed this early prophecy in 1793 following The Marriage of Heaven and Hell and A Song of Liberty. Here Blake undertakes not a national epic recounting the birth of a new nation through
               the fires of revolution. Instead he seeks to “deal with psychological effect during
               and after revolution” (Shorer 1946: 245) rather than psychological or political causes
               for revolution.
            

            
            The poem begins with a prelude that pictures the rebellious Orc imprisoned with the
               silent female Nature, his slave in male form. Orc struggles against his captors, and “the hairy shoulders
               rend the links; free are the wrists of fire.” Quickly he seizes “the panting, struggling
               womb” and Nature is reanimated into female form. She recognizes her savior: “I know
               thee, I have found thee, & I will not let thee go: / Thou art the image of God.” John
               Middleton Murry has said, “The American Revolution is the beginning of the pangs of
               fallen Nature in travail with the re-birth of the manhood” (1933: 86–87). Thus ends
               the prelude.
            

            
            The “Prophecy” begins by identifying Reason with King George III. The fires of Reason
               span the Atlantic reaching “the souls of warlike men who rise in silent night.” These
               are the heroes of the American Revolution meeting defiantly in secret—George Washington,
               Benjamin Franklin, Thomas Paine, and others. Washington warns the rebels of rapidly accelerating tyranny from the
               fires of Reason. “England and America faint with weakness and the ocean swells between
               them, when suddenly Orc, freed, appears over the Atlantic, ‘a Wonder . . . a Human
               fire, fierce glowing,’ and temporizes the king, who stands beside ‘the Stone of Night.’
               A voice that shakes the temple which houses the stone of law cries out, announcing
               liberation,” first from false biblical dogma, then from industry and the prisons (Shorer
               1946: 246).
            

            
            The king, “Blasphemous Demon, Antichrist, hater of Dignities, / lover of wild rebellion,
               and transgressor of God’s Law. . . ,” challenges Orc, the liberator of the mind against
               Reason. Orc responds in one of the most lyrical passages of the poem. The Angel of
               Albion weeps and warns the Angel of the Colonies of the impending attack.
            

            
            The colonies assemble to deliberate the angel’s message, at which Boston throws off
               the chains of authority and takes up the cry of Orc. The other colonies rush into
               the action led by George Washington, Thomas Paine, and Dr. Joseph Warren. The flames
               of Orc drive the English colonial governors to flight, and all the British soldiers
               desert. Americans arise and overthrow their oppressors. The people feel their liberation.
               All Americans arise. They hurl back England’s plagues, which return upon the oppressors.
               Church and State (“London’s Guardian, and the ancient mitered York”) sicken, and official
               poetry (“the Bard of Albion”) with the tyrannies for which it habitually apologized,
               sickens. The people feel freedom, and the kings of Europe shudder in apprehension.
            

            
         

         
         	THE AMERICAN CRISIS

         
         	
            Thomas Paine later titled this pamphlet The Crisis, Number 1 as it was written and published quickly in the heat of the crisis subsequent to the
               American colonies declaring their independence from England and the Revolution intensifying.
               The Crisis was written in 16 numbers from 1775 to 1783. Number 1, The American Crisis, begins with the stirring line, “These are the times that try men’s souls.” Paine
               begins by providing an eyewitness account of the recent engagements of Washington’s
               army of which he was a participant and by providing encouragement for the next spring’s
               campaign. He belittles the British victories, which were considerable, and ridicules
               British General William Howe’s military prowess. All Tories, or British sympathizers,
               he defines as cowards.
            

            
            Through it all, Paine, a deist, couches his appeals for the loyalty and active support
               for the Revolution in terms what the will of the Almighty would be. “I have as little
               superstition in me as any man living,” he claims, “but my secret opinion has ever
               been, and still is, that God Almighty will not give up a people to military destruction
               or leave them unsupportedly to perish, who have so earnestly and so repeatedly sought
               to avoid the calamities of war . . . Neither have I so much of the infidel in me,
               as to suppose that he has relinquished the government of the world, and given us up
               to the care of devils.”
            

            
            See also THE AGE OF REASON; COMMON SENSE.
            

            
         

         
         	THE AMERICAN DEMOCRAT

         
         	
            James Fenimore Cooper published this political monograph in 1838 to severe criticism in the United States
               because of his detailed status report of the new democracy as it was developing in
               the early decades of the republic. Cooper was unsparing in his criticism of the defects
               and dangers of American Democracy. The full title is The American Democrat; or, Hints on the Social and Civic Relations of the United States
                  of America.
            

            
         

         
         	AMERICAN ROMANTIC MOVEMENT

         
         	
            See TRANSCENDENTAL MOVEMENT.
            

            
         

         
         	THE AMERICAN SCHOLAR

         
         	
            Ralph Waldo Emerson first delivered this address to the Phi Beta Kappa Society at Harvard University
               on August 31, 1837. Later he published it in his 1849 collection Nature, Addresses, and Lectures. This address is a plea for an idealistic approach to the world’s problems, with
               insistence on the value of America freeing herself from slavish imitation of Europe.
            

            
            The American Scholar was the lecture that made Emerson famous beyond Concord. Here he pleads for a genuine
               and original culture of the intellect in the newly independent United States of America.
               Speaking to the assembled student body and faculty of Harvard, Emerson says that now
               the time has come for them to think and speak for themselves, to break with tradition,
               and to act on their own intuitions as Americans specifically. He exhorts young Americans
               to do their own thinking and assures them that imitation is suicide.
            

            
            The American Scholar was an address and published essay that shifted intellectual culture in the United
               States. Oliver Wendell Holmes called it “our intellectual declaration of independence.”
            

            
            Emerson begins his address by making a bold challenge for American intellectuals,
               American scholars: “Our day of dependence, our long apprenticeship to the learning
               of other lands, draws to a close. The millions, that around us are rushing into life,
               cannot always be fed on the sere remains of foreign harvests.” Thus far in the nation’s
               history, its people have been far too busy merely with the labors of the soil and
               commerce to have time to form their own intellectual culture. So Emerson lays out
               the principles, detailing first what it takes to be a scholar and second what needs
               to take place in order for there to be a genuine American scholar.
            

            
            First we must disabuse ourselves of the notion that a scholar is a thinking man. A
               true scholar is Man Thinking. The distinction is crucial. Just as we distinguish the man on the farm from the
               farmer so we have the distinction between a man who thinks or the man who parrots
               other men’s thinking, and Man Thinking.
            

            
            Emerson considers the influence on the mind of books: “Each age, it is found, must
               write its own books; or rather, each generation for the next succeeding.” Books are
               for the scholar’s idle times and in their proper use serve primarily for imitation.
               The danger for the American scholar is that he or she will simply devolve into a bookworm
               instead of Man Thinking. Then Emerson discusses how to read: When we “can read God
               directly, the hour is too precious to be wasted in other men’s transcripts of their
               readings. But when the intervals of darkness come, as come they must,—when the sun
               is hid, and the stars withdraw their shining,—we repair to the lamps which were kindled
               by their ray, to guide our steps to the East again, where the dawn is. We hear, that
               we may speak.”
            

            
            In his conclusion, Emerson returns to the specific topic of the American scholar as
               opposed merely to the scholar, and he brings up one of the elements of Romanticism
               that has remained more specifically American than anything else—individualism: “Mr.
               President and Gentlemen, this confidence in the unsearched might of man belongs, by
               all motives, by all prophecy, by all preparation, to the American Scholar. We have
               listened too long to the courtly muses of Europe. The spirit of the American freeman
               is already suspected to be timid, imitative, tame. Public and private avarice make
               the air we breathe thick and fat. The scholar is decent, indolent, complaisant. See
               already the tragic consequence.” Now is the time for change. Now is the time for the
               United States to develop bold intellects no longer beholden to the past, to England
               and Europe. Now
            

            
            
               we will walk on our own feet; we will work with our own hands; we will speak our own
                  minds. The study of letters shall be no longer a name for pity, for doubt, and for
                  sensual indulgence. The dread of man and the love of man shall be a wall of defence
                  and a wreath of joy around all. A nation of men will for the first time exist, because
                  each believes himself inspired by the Divine Soul which also inspires all men.
               

               
            

         

         
         	AMERICAN TRANSCENDENTAL MOVEMENT

         
         	
            See TRANSCENDENTAL MOVEMENT.
            

            
         

         
         	THE ANALYTICAL REVIEW

         
         	
            London publisher Joseph Johnson published the Analytical Review from May 1788 to December 1798. The periodical provided an outlet during the years
               just before and after the French Revolution for the radical political philosophy of
               such thinkers as Thomas Paine and William Godwin. Mary Wollstonecraft was Johnson’s assistant during these years and the author of many of its reviews.
               All came to an end early in 1799 when Johnson served six months in jail for sedition.
               The last issue was that of December 1798.
            

            
            See also ANGELINA: A NOVEL IN A SERIES OF LETTERS; LETTERS ON EDUCATION—REVIEW BY MARY WOLLSTONECRAFT; SKETCHES OF SOCIETY AND MANNERS IN PORTUGAL.
            

            
         

         
         	ANGELINA: A NOVEL IN A SERIES OF LETTERS

         
         	
            Mary Robinson published this long novel of three volumes, originally running to 900 pages, in 1796.
               The novel typifies the late 18th-century Romantic inclination for sentiment and feeling.
               According to Mary Wollstonecraft who reviewed the novel for the Analytical Review in February 1796, the novel’s “principal object is to expose the folly and the iniquity
               of those parents who attempt to compel the inclinations of their children into whatever
               conjugal connections their mercenary spirit may choose to prescribe, and to hold forth
               to just detestation the cruelty of those, who scruple not to barter a daughter’s happiness,
               perhaps through life, for a founding title or a glittering coronet.” The novel tells
               the story of interrelations and complications in the relationships of five characters:
               Sophia Clarendon, a gifted young woman of amiable disposition; her father, Sir Edward
               Clarendon, a rich city merchant (and the “perfect picture of Gothic ignorance and
               barbarity,” according to Wollstonecraft); Belmont, a young man of feeling, born and
               educated as an orphan, to whom, of course, Sophia gives her affections; and his rival,
               Lord Acreland, a young man thoroughly without a moral soul who is also weak and easily
               manipulated by his sister, the evil Lady Selina.
            

            
            See also WOMEN.
            

            
         

         
         	“ANNABEL LEE”

         
         	
            Besides “The Raven” this is perhaps Edgar Allan Poe’s most famous poem, certainly the most memorable, and one that for decades was a
               standard for memorization contests in U.S. public schools. Poe’s intense love for
               Virginia Clemm, his wife, and her death served as the basis for “Annabel Lee.” The poem expresses
               the speaker’s bereavement over the death of his beloved Annabel Lee. He can find relief
               only through recollection of their love and her beauty. Long ago in a kingdom by the
               sea lived Annabel Lee, who loved the speaker while he loved her. The angels envied
               their love, and as a result, a wind from a cloud killed her. Such was the idealization
               of her death, although obviously she physically dies from consumption or some similar
               malady. But so strong was their love that not even the angels could sever their souls.
            

            
            “Annabel Lee” no doubt is about the ability of spiritual love to triumph over death.
               It is this knowledge and assurance that provides the speaker with his consolation
               and ultimately controls the poem. The poem illustrates the realization of Poe’s poetic
               ideal, a poem that is primarily music. It is a poem with a spiritual—as opposed to
               a physical—atmosphere, suggestive rather than definite, and beautifully unreal in
               its generalities, all developed through every poetic sound device Poe could apply.
            

            
         

         
         	THE ANNALS OF THE PARISH; OR, THE CHRONICLE OF DALMAILING DURING THE MINISTRY OF THE
               REV. MICAH BALWHIDDER

         
         	
            John Galt published this novel of late 18th-century rural Scottish country life in 1821. The
               Reverend Micah Balwidder chronicles the everyday life of the parish of Dalmailing,
               in Ayrshire from 1760 to 1810. Balwidder is a simple man with ordinary strengths.
               He schemes his way through life and makes love matches, but he denies his own obviously
               romantic proclivities. He opposes war yet joins the ranks when Scotland is threatened.
               Most endearingly, he is a proper minister who cannot help but laugh over the less-than-appropriate
               love affairs of his parishioners. These qualities have made Balwidder one of the greatest
               characters in Scottish literature. Annals of the Parish is one of the first novels to address the impact of industrialization and urbanization
               on society.
            

            
         

         
         	THE ANTIQUARY

         
         	
            Sir Walter Scott’s novel, published in 1816, is a comedy of Scottish country life set in the period
               of King George III. William Lovel (Major Neville) finally marries Isabella Wardour,
               daughter of Sir Arthur Wardour, the friend of Jonathan Oldbuck the Antiquary. Interesting
               characters are Captain Hector M’Intyre, the German charlatan Herman Dousterswivel,
               and the beadsman Edie Ochiltree.
            

            
         

         
         	ARTHUR CONINGSBY

         
         	
            See STERLING, JOHN (1806–1844).
            

            
         

         
         	“AS I COMPOSED THIS LITTLE BOOK”

         
         	
            Rosalía de Castro collected this poem in Beside the River Sar in 1884. The poem expresses Castro’s belief that although her works are not renowned
               and might never bring her fame for her writing, they are simple and short enough to
               be remembered. Her focus is on memory: the function of her poems is to be short enough
               to be remembered and used in times of sadness to bring hope. Castro writes about the
               function of poetry. Her desire is that the poetry of her little book be simple and
               short enough to hold the reader’s attention. She expresses her desire that her poetry,
               like prayers, be unforgotten despite grief, time, distance, or passion.
            

            
            See also WOMEN.
            

            
         

         
         	ASSOCIATIONISM

         
         	
            Mary Wollstonecraft devotes chapter 6 of A Vindication of the Rights of Woman, titled “The Effect Which an Early Association of Ideas Has Upon the Character,”
               to a discussion of this important 18th-century philosophical concept in relation to
               educating women. Associationism relates to the theory of the workings of the human
               mind as developed from John Locke’s Essay Concerning Human Understanding (1690) and David Hume’s Treatise of Human Nature (1739–1740). David Hartley’s 1749 Observations on Man was the most influential exposition of the theory in the 18th century.
            

            
            
               Associationists emphasized the role of habit in mental life and the way that certain
                  ideas, though first aligned by accident, come over time to be aligned automatically.
                  Locke calls attention to this process in order that those who have Children, or the
                  charge of their Education, would think it worth their while diligently to watch, and
                  carefully to prevent the undue Connexion of Ideas in the mind of young People. This
                  is the time most susceptible of lasting impressions. (qtd. in Lynch, Deidra Shauna
                  2009: 122)
               

               
            

            Key ideas include the belief that thinking is no more than motion in matter and that
               ideas in the mind are a result of physical contiguity. Out of such ideas came necessitarianism.
            

            
         

         
         	ASTORIA

         
         	
            Washington Irving published this, the first biography of an American business mogul, John Jacob Astor,
               in 1836. Astor made his fortune in the western fur trade. Thus the book is one of
               Irving’s Western works, written partly as a result of the success of A Tour of the Prairies. Irving enjoyed Astor’s patronage during these years, and the research for this biography
               and Irving’s next Western, Adventures of Captain Bonneville, came from long hours in Astor’s substantial library. Astoria tells of an overland journey to Astor’s Pacific outpost, with accompanying detailed
               yet romanticized descriptions of fur trappers and their adventures.
            

            
         

         
         	THE ATHENAEUM

         
         	
            See FRAGMENTS; JENA CIRCLE; SCHLEGEL, AUGUST WILHELM VON (1767–1845); SCHLEGEL, FRIEDRICH VON (1772–1829).
            

            
         

         
         	AUSTEN, JANE (1775–1817)

         
         	
            Long considered the preeminent English Romantic novelist, Austen was able to establish
               her fiction within both Enlightenment and Romantic traditions. Virginia Woolf in A Room of One’s Own once said, “Anyone who has the temerity to write about Austen is aware of [two] facts:
               first, that of all great writers she is the most difficult to catch in the act of
               greatness; second, that there are twenty-five elderly gentlemen living in the neighborhood
               of London who resent any slight upon her genius as if it were an insult to the chastity
               of their aunts.”
            

            
            Austen was born on December 16, 1775, in a small village in Hampshire where her father
               was rector. She never married, and she lived with her family all her life. She spent
               her time carrying out domestic duties, writing, and carefully observing the upper-middle-class
               provincial society of which she was a part. She considered her novels similar to the
               work of a miniaturist painter: working with precision on details and leaving the grand
               panorama to others. She seems to have had little concern for aesthetic, political,
               religious, philosophical, technological, or economic issues. For example, as many
               have commented, Austen lived during the time of Napoleon and the war with France,
               yet she never mentions any of these things in her novels.
            

            
            But Austen treats with precision and with accuracy the things that matter to her.
               She deals with issues of proper marriage, property inheritance, and family status.
               The question of questions, though, is whether provincially proper Austen wrote to
               reinforce the customs and traditions of her day, especially as they related to women, or whether she is being ironic in her fictional representations of her time. One
               answer leads readers to consider Austen one of the last daughters of the Enlightenment,
               while the other answer encourages readers to interpret Austen as a Romantic and worthy
               heir of Mary Wollstonecraft’s legacy.
            

            
            Unlike her mentor, Ann Radcliffe, whom evidently she never met, Austen published her novels anonymously so that her
               larger reputation and fame came after her death. Nevertheless, the secret of her authorship,
               like that of Sir Walter Scott’s anonymous Waverley Novels, was well known among literati of the day. Austen died
               on July 18, 1817, in Winchester, and she is buried in the cathedral there. Austen’s
               novels are Emma, Mansfield Park, Northanger Abbey, Persuasion, Pride and Prejudice, and Sense and Sensibility.
            

            
            See also BIG FIVE.
            

            
         

         
         	“THE AUTHOR’S ACCOUNT OF HIMSELF”

         
         	
            In what was originally written as a preface to The Sketch Book, Washington Irving establishes his persona of Geoffrey Crayon immediately with the first sentence: “I was always fond of visiting new scenes and
               of observing strange characters and manners.” Crayon candidly admits that his propensity
               to ramble strengthened with the years. In youth he delighted in travel literature
               and loved to wander about the piers at waterfronts of foreign ports. Later he traveled
               over his own country, but Europe attracted him for its “storied and poetical associations,”
               its accumulated treasures, and its ruins. He longed to follow “in the footsteps of
               antiquity,” to escape “from the commonplace realities of the present.” He also desired
               to meet the world’s great men, especially those of Europe, for he had been taught
               that the race of humankind degenerated as it migrated to America. Of course, Geoffrey
               Crayon here is a thin disguise for Washington Irving himself.
            

            
         

         
         	“AWAKENING IN THE CARRIAGE”

         
         	
            See NERVAL, GÉRARD DE (1808–1855).
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         	BAGE, ROBERT (1728–1801)

         
         	
            Born on February 29, 1728, in St. Alkmund’s, Derby, St. Robert Bage was a political
               radical whose intellectual circle included William Godwin, Elizabeth Inchbald, and Thomas Holcroft. Probably his best-known work is Hermstrong (1796), a novel full of good humor in contrast to the Juvenalian satire prevalent
               with earlier 18th-century novelists. “Hermstrong brought new life into the English novel just when it seemed that the dreariness of
               the decade after Sterne might go on forever,” according to one of the few modern commentators
               on Bage, Jerry C. Beasley (1985). Perhaps the most recent significant study is by
               R. S. White, who identifies Bage as an early Romantic and a revolutionary (2006).
               Peter Faulkner has written his biography. Robert Bage died peacefully on September
               1, 1801, in Tamworth, Staffordshire.
            

            
         

         
         	BAILLIE, JOANNA (1762–1851)

         
         	
            The Scottish dramatist and poet, Joanna Baillie’s first volume was Plays on the Passions, published in 1798. Although the plays were written before they had a stage history,
               Basil and DeMontfort was produced by John Philip Kemble and Mrs. Siddons in 1800. A second volume appeared
               in 1802, and a third in 1812. Her most successful drama was The Family Legend, produced in 1810. She was a close friend of Sir Walter Scott, who admired Plays on the Passions. Baillie also wrote some of the most popular lyrics in her long career that spanned
               from the heart of the Enlightenment, through the Romantic era, and well into the Victorian
               age. Among her most anthologized lyric poems are “A Child to His Sick Grandfather,” “A Mother to Her Waking Infant,” “Thunder,” and “A Winter’s Day.”
            

            
         

         
         	BALDWIN, EDWARD, ESQ

         
         	
            William Godwin used this pseudonym to publish books commercially that he assumed would not undo
               the sharp decline in his reputation at the turn of the 19th century. These were intended
               as textbooks for schools: Fables, Ancient and Modern, Adapted for the Use of Children (1805); The History of England (1806); The Pantheon; or, Ancient History of the Gods of Greece and Rome (1806); History of Rome (1809); A New Guide to the English Tongue (1809); and Outlines of English Grammar (1810).
            

            
         

         
         	BARBAULD, ANNA LETITIA (1743–1825)

         
         	
            The canon of British Romantic writers has been expanding rapidly since the last decades
               of the 20th century, and Anna Barbauld has increasingly become recognized as a major
               Romantic poet and writer. Similar to Mary Wollstonecraft, Barbauld was a consummate woman of letters who exerted significant influence over
               the literary culture of the Romantic period. Her chronological period of influence
               spanned from the time of Samuel Johnson, with whom she was acquainted, well into the
               early 19th-century Romantic era.
            

            
            Barbauld was born Anna Letitia Aiken on June 20, 1743, in Kibworth Harcourt, Leicester,
               to a family of Dissenters. Her father was a minister and teacher at Warrington Academy, in Lancashire, a prominent school for children of dissenting parents, which Barbauld
               attended. The progressive, unconventional curriculum surely led to her unconventional
               use of language, myth, and gendered sensibility. Throughout her life she was a close
               friend of Joseph Priestley, Warrington’s most famous faculty member. Throughout her life she also was very close
               to her younger brother John Aiken, with whom she collaborated on numerous literary
               projects.
            

            
            Barbauld married Rochemont Barbauld, a dissenting minister, in 1774. The two established
               a boys’ school that they managed for several years. As a result of her close work
               with children, Barbauld wrote children’s books: Lessons for Children, published in 1778–1779, and Hymns in Prose for Children (1781). Her attitude toward childhood situates her as a part of the worldwide Romantic
               movement and established Barbauld’s Romantic faith in universal human potential. Her
               attitude toward childhood education was based upon progressive attitudes well-known
               at the time of Jean-Jacques Rousseau.
            

            
            Anna Barbauld’s first book of poetry was Poems and Miscellaneous Pieces in Prose (1773). The prose pieces were by her brother John. The volume brought her and her
               brother immediate success and brought her an immediate reputation as a prominent author.
               In 1797 a young Samuel Taylor Coleridge walked 40 miles to meet the famous poet. Her range of poetry included politically
               radical poems urging abolition of slavery, women’s rights, and poems based upon domestic matters.
            

            
            By the 1790 decade of revolution and radicalism, Barbauld’s fame was established and
               Barbauld became associated with a group of radicals meeting at Joseph Johnson’s house who were rapidly becoming the Romantic movement in England. She wrote regularly
               for John Aikens’s Monthly Magazine and publicly opposed the war with France, urging repeal of the Test Acts.
            

            
            As the political chill settled in to a nationwide period of conservative domination,
               Barbauld settled back into politically safe projects and wrote little poetry. In June
               of 1804 she published the first edition of Samuel Richardson’s Correspondence in six volumes including a biography. She wrote for the Monthly Review from 1809 to 1815 and published the first scholarly survey of novelists with The British Novelists in 50 volumes, appearing in 1810.
            

            
            Anna Barbauld’s last major work was her long poem Eighteen Hundred and Eleven that appeared in January 1812. The reviews were savage, yet they were probably correct,
               and they affected her output of poetry in the second decade of the century. In 1822
               John Aiken died. Three years later on March 9, 1825, Anna Letitia Barbauld died at
               Stoke Newington of a stroke.
            

            
         

         
         	BEACHY HEAD

         
         	
            Charlotte Smith’s greatest work was one of several poems left in manuscript upon her death in 1806.
               It was published in 1807 in Beachy Head, Fables, and Other Poems. Beachy Head has reached a popularity in recent times that begins to do justice to the esteem
               given Smith’s poem during her lifetime by her contemporaries. A poem that flirts with
               locodescription but on its own terms, this is a momentous example of a meditation
               on, and performance of, the poetic imagination. Most often read through the aesthetics
               of the sublime and picturesque, the poem is also greatly concerned with ideas of English
               cosmopolitanism and isolationism. It has been praised for its quasi-scientific insistence
               on faithful rendering of natural detail, its carefully realized close-up view of nature, and for the way Smith conveys the sense of the vast, immense vistas of geological
               time. It was named for the headland forming the southernmost point in Sussex, the
               feared and expected beachhead for the assumed French landing when Napoleon would invade
               England.
            

            
            The poem begins with a first-person narrative about the cliff shores of Beachy Head,
               establishing the dominant contemplative tone of the poem, “o’er the channel rear’d,
               half way at sea / The mariner at early morning hails, I would recline,” and to convey
               personal reflection. The poem moves on from topics of tyranny and war to topics of
               sympathy and compassion and concludes with a narrative about a solitary vagrant and
               a meditation on visionary hopes, disillusionment, and the restorative power of imagination.
               “The poem’s explicit treatment of the imagination’s power to deal positively with
               political disillusionment is only one of the ways in which Smith’s poetry bears comparison
               with Wordsworth’s. The poem’s language is both colloquial and dignified, sometimes imitating natural
               speech and sometimes rising to Miltonic tones. The imagery offers a literal level
               as an appreciation of nature, and a figurative depth involving both political history
               and the poetic imagination” (Hogwood 1993).
            

            
         

         
         	BÉCQUER, GUSTAVO ADOLFO (1836–1870)

         
         	
            Considered along with Rosalía de Castro as one of the greatest of Spanish Romantic poets, Gustavo Adolfo Dominguez Bastida
               used Bécquer as a pseudonym. His major literary reputation developed after his death.
               Bécquer was born on February 17, 1836, in Seville, Spain. He was orphaned at age 9.
               In 1861 he married Casta Esteban and the couple had three children. He died in Madrid,
               Spain, at the age of 34 on December 22, 1870, from pneumonia and hepatitis.
            

            
            While Bécquer wrote in all genres (poetry, fiction, and nonfiction), it is for his
               Romantic poetry that he is remembered. He called his lyrics rimas and published them in various editions. None of the poems have titles, only numbers,
               so editors by necessity refer to his poems by their first lines. His ultimate collection
               is Rimas, sometimes translated as “The Rhymes,” in 1871. According to Michael Ferber (2005), his rimas “are short, musical, often dreamlike meditations in simple diction on love and poetry
               itself” (348). Bécquer’s poetry solidly establishes him in the European Romantic movement.
               Howard E. Hugo notes of Bécquer’s style that his “poetry often attempts to express
               the ineffable, to convey his sense of spiritual exhilaration in the natural world.
               But the poet relies most often on simple, direct diction in an attempt to familiarize
               grand ideas” (qtd. in Lawall 2006: 793).
            

            
            See also “I KNOW A STRANGE, GIGANTIC HYMN”; “NAMELESS SPIRIT”.
            

            
         

         
         	THE BELLE’S STRATAGEM

         
         	
            First performed in 1780, The Belle’s Stratagem proved to be Hannah Cowley’s most popular comedy and often is rated as her best play. Indeed, it along with
               A Bold Stroke for a Husband should secure Cowley’s reputation alongside the other great playwrights of the age,
               George Colman the Elder, Oliver Goldsmith, and Richard Brinsley Sheridan. The fortunes of gender, though,
               evidently have precluded scholars until recently from considering 18th-century female
               playwrights seriously. The belle is Letitia Hardy, betrothed to the honorable Doricourt
               since childhood though she has not seen him in years. When he returns from abroad
               ready to perform his honorable duties with his betrothed, however, he finds Letitia
               dull and unexciting. She is in fact a lively young girl who is testing him by developing
               a stratagem for capturing his love. The stratagem of course carries the plot and the
               laughter as Doricourt is smitten deeply by an exciting beauty who turns out to be
               the erstwhile insipid Letitia herself. A delightful subplot keeps the comedy lively
               throughout.
            

            
         

         
         	BEPPO: A VENETIAN STORY

         
         	
            Lord Byron wrote this Italian poem in the autumn of 1817 in a new verse form for him, ottava
               rima, a form that gave Byron a new freedom in his verse. Ottava rima is a very versatile
               form, allowing for a bantering, witty, honest tone. Thus this poem essentially served
               as a poem in which Byron was to perfect the stanza form of Don Juan. The premise is based on the backstory of a Venetian merchant nicknamed Beppo who
               has been long missing and presumed lost on a voyage to the East. Beppo’s wife after
               a prolonged period remarries. At the carnival a Turk (Beppo) in full regalia discovers
               himself to his erstwhile wife and her new husband. Instead of a confrontation the
               poem tells of the three having a laugh at the situation and eventually becoming fast
               friends. The two main structural components are anecdote and digression, with digression
               used more than narrative. In fact, digression becomes the most important aspect of
               poem. The influence of Alexander Pope is still strong in Byron with Beppo, especially in the mock-heroic portraits of his characters. The moral of the story
               involves the tolerance of Italians in love and marriage, and the point of view does
               not exclude criticism of Italy itself.
            

            
         

         
         	BETTINA

         
         	
            Elizabeth Bretano, Countess von Arnim (1785–1859), used this pseudonym in her Goethe’s Letters to a Child (1835). The book claimed to be her exchange of letters with Goethe. Her claims have long since been found to be false.
            

            
         

         
         	BICKERSTAFF, ISAAC (1733–1808)

         
         	
            His biographer Peter A. Tasch called him a “dramatic cobbler.” Isaac John Bickerstaff,
               in the span of a dozen years (1760–1772), not only revised and revived plays by Molière,
               Pedro Calderón de la Barca, William Wycherley, and many more, adapting them to the
               more “refined” sensibilities of his era, but also pumped new life into the flagging
               English opera. His resulting comic operas entertained London audiences with feel-good
               light drama over Bickerstaff’s long career from 1760 to 1787, virtually all for the
               Drury Lane Theatre. The Dublin-born, Irish playwright specialized in Romantic musical comedy with a
               few serious dramatic moments between songs.
            

            
            After a short career in the army, Bickerstaff began a stage career in 1756 with merely
               modest success until 1762 when he had his first hit with Love in a Village. Over the next 10 years Bickerstaff staged a series of plays that held the London stage
               well into the 19th century with occasional revivals thereafter: Love in a Village; The Maid of the Mill; The Padlock; The Hypocrite; The Ephesian Matron; The Captive; The Maid the Mistress (published as He Wou’d If He Cou’d; or, An Old Fool Worse Than Any); and Tis Well It’s No Worse. In 1762 Bickerstaff fled to France to avoid capital punishment for being gay. Little
               was heard from him again. Drury Lane did stage one last Bickerstaff play, previously
               unperformed, on December 12, 1775, The Sultan; or, A Peep into the Seraglio, perhaps his best production. Bickerstaff died in poverty in France. “The abrupt
               ending to Bickerstaff’s career,” Valerie C. Rudolph, says in the most substantial
               critical study to date, “forestalls speculation about whatever new directions the
               late eighteenth-century theater might have taken had it had the services of his considerable
               talents” (1989). Eighteenth-century British theater was in the process of the major
               shift from neoclassic to sentimental to Romantic theater, and Bickerstaff had situated
               himself as part of the new movement.
            

            
            See also THE DARK PERIOD OF THE 18TH CENTURY DRAMA; SENTIMENTAL COMEDY; SENTIMENTAL COMEDY VERSUS LAUGHING COMEDY.
            

            
         

         
         	BIG FIVE

         
         	
            Among English Romantic scholars this term has come to signify, in counter to the Big Six, the five great female Romantics whose reputations have developed almost entirely
               since the last decades of the 20th century and are fully established on an equal level
               with their male counterparts. The Big Five are Mary Wollstonecraft, Charlotte Smith, Dorothy Wordsworth, Mary Robinson, and Mary Shelley. As with the Big Six, some quibbling always occurs that there might be a few other
               great English women writers as significant as the five. Common candidates are Hannah Moore, Joanna Baillie, Elizabeth Inchbald, and Ann Radcliffe. Jane Austen is rarely mentioned because of a widespread belief that she is an Enlightenment writer
               rather than a Romantic writer. This grouping, unlike the Big Six grouping, also exemplifies
               a deemphasizing of poetry as the major Romantic literary genre.
            

            
         

         
         	BIG SIX

         
         	
            This term, usually used pejoratively by scholars of Romanticism since the last decades
               of the 20th century, refers to the Romantic poets William Blake, William Wordsworth, Samuel Taylor Coleridge, Lord Byron, Percy Bysshe Shelley, and John Keats. These were the writers singled out by critics for over a century as the “Major Romantic
               Poets” to the exclusion of nearly all other Romantic writers. Blake was admitted to
               the panoply of the greats only after the midcentury. Late-modern and early postmodern
               critics disparage such a distinction of six major, male writers dominating the Romantic
               canon. In turn, 21st-century critics sometimes posit the Big Five women writers as equal to the six major male writers. Also objectionable for some
               is the fact that the traditional Big Six represents only Romantic poets, thus de-privileging
               even such important male writers such as William Hazlitt and Charles Lamb. Even for those holding to the Big Six as dominant poets in the early 19th century,
               some would place such writers as Sir Walter Scott in the grouping.
            

            
         

         
         	BIOGRAPHIA LITERARIA

         
         	
            Samuel Taylor Coleridge’s monumental work of Romantic Literary Theory was published first in two volumes
               in 1817 and then in 1847, an edition published with copious notes by the poet’s daughter.
               Its full title is Biographia Literaria; or, Biographical Sketches of My Literary Life and Opinions.
            

            
            In volume 1, Coleridge first reminisces about his early days with the Southeys and the Wordsworths. Then he reflects upon the German influences upon his thought through Immanuel Kant,
               Johann Fichte, and Friedrich von Schelling. Here we also see Coleridge’s explanation of the difference between fancy and imagination. Volume 2 includes Coleridge’s theories about the creative process and the historical
               sources of the elements of poetry as well as a detailed recount of his and William
               Wordsworth’s experiment in poetry, Lyrical Ballads.
            

            
            As far as literary theory goes, the most important portion of Biographia Literaria is in chapter 13 of volume 1 where Coleridge discusses the differences between the
               primary imagination and the secondary imagination.
            

            
            For Coleridge, knowledge is dependent upon the concurrence of the subject with the
               object. The subject is the mind, self, intelligence, consciousness, and is active. The object is nature; it is unconscious and passive. Subject and object are united in the act of knowledge.
               If the object is first, then the subject does not have to be present in the forest
               to hear a tree fall—the noise exists anyway. Thus the object becomes subjective—this
               is the spiritualization of nature—and the phenomena disappears. If the subject is
               first then the philosopher will fight a losing battle with his prejudices as he thinks
               that something outside of him is real.
            

            
            There are two types of imagination, according to Coleridge. There is primary imagination, which is the primary agent of perception and the creative one. Then there is the
               secondary imagination, which dissolves, recreates, and unifies or synthesizes. Fancy is something else. It comes through associations, and it deals with fixities.
            

            
            The object of poetry is pleasure, not truth, Coleridge claims. However, pleasure is
               derived from the poem as a whole—all parts should support one another. Yet the parts
               themselves should delight and not just be for the seeking of the end. A poem cannot
               all be poetry. “The poet, described in ideal perfection, brings the whole soul of
               man actively, with the subordination of its faculties to each other, according to
               their relative worth and dignity.”
            

            
            In chapter 14 Coleridge gives his famous definition of poetry: “A poem is that species
               of composition, which is opposed to works of science, by proposing for its immediate object pleasure, not truth; and from all other species (having this object in common with it) it is discriminated by proposing to itself such delight
               from the whole, as is compatible with a distinct gratification from each component part.”
            

            
            The source of the poet’s power remains mysterious. “The animating spirit remains mysterious
               to the poet. Imagination appears here as an esemplastic or unifying power, a source
               of vision which Coleridge would explore in his reflections on the critical philosophy
               of Kant and Schelling” (Goodson 1990).
            

            
         

         
         	BLAKE, CATHERINE SOPHIA BOUCHER

         
         	
            See   BLAKE, WILLIAM (1757–1827); BOUCHER, CATHERINE (1762–1831).
            

            
         

         
         	BLAKE, WILLIAM (1757–1827)

         
         	
            Engraver, painter, poet, and seer, William Blake was as radical in thought, in politics,
               and in his Christian faith as any figure from the worldwide Romantic movement. Here
               was a poet who felt he was inspired of God and who believed that the message in his
               poetry and in his engravings was as much divine prophecy as were the books of the
               Hebrew prophets Ezekiel and Jeremiah. William Blake was one of those artists and poets
               who in life never achieved recognition, but in the years after his death his reputation
               grew until today he is almost universally acclaimed one of the major artists of the
               late 18th century and early 19th century.
            

            
            “That which can be made explicit to an idiot is not worth my care,” Blake once wrote,
               despite the irony of his having written many famous poems for children. Still, the
               complexity of Blake’s art is unsurpassed by any writer in English save perhaps James
               Joyce and William Butler Yeats. William Blake was a poet who sang of the human soul.
               His visions were intense, rhapsodical, elaborate, wonderfully chaotic, and experientially
               mystical. His total work probably can only be understood finally by patient readers
               of a similar visionary temperament as the poet himself. Moreover, text and image combine
               in most of his work for an integrated effect. Thus it requires the mature literary
               critic and the mature art critic to handle Blake’s work with any sense of justice.
            

            
            William Blake was born on November 28, 1757, in London. His closest sibling was his
               brother Robert, upon whose deathbed William waited in 1783. As his brother was dying,
               William observed the soul ascend out of his brother’s body and rise through the ceiling
               into the heavens “clapping its hands for joy.” Blake received no formal training during
               childhood and essentially had to educate himself. Much of his education came merely
               from childhood rambles about London and into the countryside. Upon one occasion he
               saw, as he described it, “a tree filled with angels, bright angelic wings bespangling
               every bough like stars.”
            

            
            In 1783 Blake published his first book of poems, Poetical Sketches, shortly after marrying Catherine Boucher in 1782. It was his only book published and printed in the conventional way. Only
               50 copies, however, were distributed. All of Blake’s works after Poetical Sketches are what he called illuminated writings. They all are hand engraved. Generally, to read a Blake poem for its fullest effect,
               a reader should take into account also the engraved and colored illustration around
               the text. Blake’s illustrations are not illustrations in the conventional sense. The
               meaning of a Blake poem weaves within and without the text and the illustration combined.
               Blake produced his first illuminated writings in 1783: There Is No Natural Religion, an attack on deism, and All Religions Are One, an attack on empiricism.
            

            
            The poems for which most general readers know William Blake began appearing in 1789
               when he developed a series of plates for the poems titled Songs of Innocence. This of course was the year of the events leading up to the French Revolution and
               the fall of the Bastille. In 1794 Blake combined the poems to form one book, Songs of Innocence and of Experience, which, according to the title page, would show “the two Contrary States of the Human
               Soul.” Blake’s 1789 poem The Book of Thel can be read as a companion to Songs of Innocence and of Experience as it again shows contrasting states of innocence and experience.
            

            
            When the news of the violent overthrow of King Louis XVI in France came to London,
               a surge of revolutionary fervor took hold among radicals such as Blake concomitant
               with a reactionary fear among conservative factions in the city. About this time Blake
               was introduced into the publisher Joseph Johnson’s literary circle. Here early Romantic revolutionary ideas were developed weekly
               and monthly. Blake thus came into close contact with early figures of the Romantic
               movement in England such as Mary Wollstonecraft, William Godwin, Henry Fuseli, Joseph Priestly, and Thomas Paine from the United States. At one point Blake even saved Paine’s life through timely
               warning of his impending arrest for capital crimes of treason.
            

            
            During this period Blake produced Tiriel (1789–1790), in which he premises the poem about the fall of a tyrannical king. Joseph
               Johnson himself published Blake’s The French Revolution, obviously a celebration of the French Revolution. America: A Prophecy from 1793 also promotes radical revolution as it treats the legacy of the American
               Revolution 12 years after the fact. These three poems, thus, are Blake’s poems of
               political revolution.
            

            
            Although William Blake never turned conservative as William Wordsworth and Samuel Taylor Coleridge were accused of doing later in their careers, he did turn to other kinds of revolutionary
               concerns besides the strictly political. The radical 1790s also produced The Marriage of Heaven and Hell, written between 1790 and 1793. In this poem as well Blake reveals his vision of
               dining with the Old Testament prophets, beginning, “The Prophets Isaiah and Ezekiel
               dined with me, and I asked them how they dared so roundly to assert that God spake
               to them; and whether they did not think at the time, that they would be misunderstood,
               & so be the cause of imposition.” The general assumption among scholars is that Blake
               accepted his visions as genuinely inspired by God. He was a prophet for his time in
               the same way as Isaiah and Ezekiel were for their time.
            

            
            The Blakes moved to a house in Lambeth, a part of London, in August 1790. There William’s
               reputation as an engraver began to grow. For William and Catherine together it was
               a period of tranquility as well as a period of sexual stress. Perhaps as a result
               Blake addresses the theme of sexual freedom as a revolutionary concept in Visions of the Daughters of Albion, written in 1793.
            

            
            A major shift in Blake’s visionary poetry began between 1793 and 1795 as he moved
               from speaking directly his radical political and social philosophy. Beginning in these
               years he started to develop what he was to call his prophecies, all of which work
               within Blake’s complex new mythology, a mythology intent on overturning Enlightenment
               attitudes and presaging a new Romantic vision for ultimate redemption through the
               imagination of the human soul and natural creation. The structure of this mythology
               had been developing since The Book of Thel and especially since America: A Prophecy.
            

            
            Limited success as an engraver led Blake to accept his friend William Hayley’s offer of patronage in 1800. That year the Blakes moved to Felpham, outside of London,
               to be close to their patron. Hayley was a moderately successful poet and saw himself
               more as an encourager of other artists and poets than as a significant poet himself.
               He also was a patron of Charlotte Smith. The relationship did not work out and the Blakes eventually moved back to London.
            

            
            Consequently Blake at the turn of the 19th century turned his attention to his greatest
               achievement, Jerusalem, an epic poem of 100 illuminated plates sweeping the Blakean universe in a mythology
               of the new century’s refutation of Enlightenment values. Today we generally consider
               Jerusalem a major work of art from the Romantic period.
            

            
            William Blake was underappreciated by his contemporaries, but it would be wrong to
               portray Blake as a poet working in isolation out of public view, utterly neglected
               in his life, unknown by any but his closest associates, and only to be discovered
               years after his death. In fact Blake was well known by many of the key figures of
               the Romantic movement. Of course there were his close associates in the 1790s of Joseph
               Johnson’s group of political radicals. Blake was very close to Mary Wollstonecraft
               and respected by Godwin and Paine. Years later in May 1809 Blake opened an exhibit
               of his art, which Charles Lamb and Robert Southey attended and left their impressions of. Blake wrote a descriptive catalog for his
               exhibit in which he set out his philosophy of art. Contemporaries such as J. M. W.
               Turner, William Hazlitt, William Wordsworth, and Walter Savage Landor recorded personal conversations with him. Southey visited Blake at his home. Henry
               Crabb Robinson wrote an article for a German magazine promoting Blake. Samuel Taylor
               Coleridge read his poetry and commented upon it, and Blake was well known enough to
               be included in A Biographical Dictionary of the Living Authors of Great Britain and Ireland, published in 1816 (Reinhart 1990). In 1822 John Linnell was able to persuade the
               Royal Academy to give Blake a grant of £25.
            

            
            By 1825 Blake’s health was in steady decline. His last major work of art was a series
               of engravings of Dante’s Divine Comedy, which he was working on at the time of his death on August 12, 1827. “George Richmond
               wrote to Samuel Palmer of Blake’s death: ‘Just before he died His countenance became
               fair—His eyes Brighten’d and He burst out in Singing of the things he saw in Heaven’”
               (Reinhart 1990).
            

            
            See also BIG SIX; MAD BLAKE.
            

            
         

         
         	BLAKE, WILLIAM, ILLUSTRATIONS IN NIGHT THOUGHTS

         
         	
            By the 1790s William Blake began to develop a reputation for his commercial engravings and some notable commissions
               for engraving, especially the one for his illustrations to Edward Young’s Night Thoughts. Although this particular commission proved financially unsatisfactory, the work
               did prove important for raising the reputation of Young and his lengthy reverie on
               death and bringing it before the public and advancing the then ill-formed attitudes
               of the new Romanticism. Another notable commission of this period was for a series
               of engravings for Thomas Gray’s poetry, including “Elegy Written in a Country Churchyard.” Blake painted 116 watercolors,
               finishing the project in 1798.
            

            
             See also NIGHT THOUGHTS.
            

            
         

         
         	BLESSINGTON, LADY MARGUERITE, COUNTESS OF (1789–1849)

         
         	
            Despite her humble birth, Lady Blessington rose in society through beauty, grace,
               and intellectual charm, and her home in London became a center for the social elite.
               She met Lord Byron in 1823 when she and her husband resided in Genoa at the same time Byron was in the
               city, and she became an important member of the Byron-Shelley Circle. “Byron was happy to have the company of English society (which in earlier years
               in Italy he had avoided), and his comfortable relationship with Lady Blessington led
               him to express himself frankly and freely with her” (Levine 2010: 1021). Her Journal of the Conversations of Lord Byron was published in 1832. It is based upon her experiences with Byron for about two
               months. The book was a bestseller, and encouraged by the success, Lady Blessington
               went on to write almost 20 novels, essays, and articles that were published from 1832
               to 1850.
            

            
            See also WOMEN.
            

            
         

         
         	THE BLITHEDALE ROMANCE

         
         	
            See HAWTHORNE, NATHANIEL (1804–1864).
            

            
         

         
         	BLOOD, FANNY (1756?–1785)

         
         	
            One of Mary Wollstonecraft’s most intimate friends from childhood, Fanny Blood is the basis for the character
               Ann in the novel Mary: A Fiction. When her family moved to the London suburb of Hoxton in 1774, Wollstonecraft first
               met the 18-year-old Fanny, whose early accomplishment in music and drawing intrigued
               her. Blood’s intellectual and creative acumen, however, was never a match for Wollstonecraft’s.
               Their relationship quickly grew intimate. When Wollstonecraft left home for employment
               as a companion for a young widow in 1778, she wrote of her aversion to marriage and
               of hoping to save enough to retire to the country with Fanny Blood. In 1782, Wollstonecraft’s
               mother died, and her father soon after married his housekeeper and moved out of his
               daughter’s life. Wollstonecraft moved in with the Blood family, where she discovered
               poverty even more dire than that of her own family’s. In order to escape this situation,
               Wollstonecraft along with two of her sisters and Fanny established a school at Newington
               Green. Fanny proved inadequate to her school duties due to declining health and evident
               intellectual inertia. Fanny sailed for Lisbon in January 1785 to marry Hugh Skeys
               and to find relief for her increasing consumption. Wollstonecraft traveled to visit
               the newlywed couple in November, but shortly after her arrival Fanny entered premature
               labor and died in Mary Wollstonecraft’s arms a few days later. The child died as well.
            

            
            See also WOMEN.
            

            
         

         
         	A BOLD STROKE FOR A HUSBAND (1783)
         

         
         	
            After the success of The Belle’s Stratagem in 1780, Hannah Cowley experienced a series of failures, one play actually being hissed off the stage in
               performance. But by 1783 she was regaining her reputation as one of the top comic
               playwrights of the day with the production of A Bold Stroke for a Husband. The bold stroke actually consists of bold strokes by two of Cowley’s best-scheming
               comic heroines. The traps each sets for her lover are not original, but Cowley’s sense
               of comic timing and ingenuity makes them effective. Victoria’s philandering husband
               has pursued an affair with Laura in which he condemns his family to financial ruin
               by deeding to Laura his property, and thus his fortune. Victoria determines to make
               him fall in love with her again and reclaim the property from Laura. Earlier critics
               often condemned such plot schemes as sentimental. At the same time, Olivia is being
               forced by her father to choose among various suitors, none of whom is the one she
               truly loves. Her stratagem consists of imitating Shakespeare’s Kate in The Taming of the Shrew by driving her suitors away while gaining her father’s approval for her own true love.
               Thus the play provides two strong, female comic characters who dominate the men for
               their own purposes.
            

            
            See also WOMEN.
            

            
         

         
         	BONNET, CHARLES (1720–1793)

         
         	
            A Swiss naturalist whose scientific theories would have been well known to Mary Shelley and undoubtedly played a role in her conceptualization of the science that makes
               up her novel Frankenstein. Bonnet had worked on an analysis of the vegetative principles of primitive organisms
               not far from Lake Geneva where Shelley began her composition of her novel during the
               summer of 1816. Bonnet insisted on a certain disregard of the possible dangers associated with experimentation
               as a crucial aspect of scientific progress. Bonnet also expressed the idea that scientific
               creativity should not be curbed by possible dangers associated with it. According
               to Christina Knellwolf (2008), his idea both informed and shaped Shelley’s writing.
               However, Frankenstein seems to oppose this idea and criticize scientists’ lack of consideration in what
               they are doing. For this reason, Knellwolf reads Frankenstein as a cautionary tale. The process of expanding boundaries, both geographical and
               intellectual, needs to be handled with care and responsibility. Shelley believes that
               a true understanding of self is a necessary precondition for intellectual growth.
               Frankenstein does not criticize humanity’s desire to know more but urges man to know himself and
               be knowledgeable about the qualities of human life before pursuing that desire for
               knowledge (2008: 515).
            

            
         

         
         	THE BOOK OF AHANIA

         
         	
            See BLAKE, WILLIAM (1757–1827); EUROPE: A PROPHECY.
            

            
         

         
         	THE BOOK OF LOS

         
         	
            See BLAKE, WILLIAM (1757–1827); EUROPE: A PROPHECY.
            

            
         

         
         	THE BOOK OF THEL

         
         	
            William Blake’s early prophetic book, printed in 1789, was composed at least partly at the same
               time as the Songs of Innocence and of Experience. The Book of Thel is a narrative of the timorous virgin, Thel, a pre-existent soul, imagined as an
               innocent girl on the verge of experience who “is frightened at the thought of some
               day becoming a mother” (Damon 1985: 401). She is the youngest daughter of Mne. Seraphim,
               and she tends flocks of sheep by the river of Adona in the Vales of Har. She peers
               out fearfully through the gates of imagination. Thus far her life is meaningless,
               and as she approaches the spring of her entry into the world of experience, she fears
               her coming mortality. She seeks out earthly embodiments to ask them why she should
               be born into a corporeal life. She questions the Lily of the Valley (her own innocence),
               the Cloud (the fertilizing male), and the Clod of Clay with its Worm (the mother with
               her baby). Each attempts to justify birth and the experience of living. Thel in her
               fears rejects the wisdom of these earthly creatures, gives a final shriek, and flees
               back to the Vales of Har.
            

            
            See also WOMEN.
            

            
         

         
         	BOUCHER, CATHERINE (1762–1831)

         
         	
            William Blake’s wife, Catherine Boucher, was born on April 25, 1762. Her father was a market gardener.
               She met the English poet William Blake in 1781 and married him on August 18, 1782,
               after taking pity upon him for his reduced circumstances due to the lack of interest
               in his work from a near nonexistent reading public. The story of her life thereafter
               is also the story of his life. She was illiterate when they married and would not
               have been able, intellectually, to understand her new husband’s genius or his consequent
               poetry. However, William educated Catherine himself, and together they lived a long
               and happy but childless marriage. Under William’s teaching, Catherine learned his
               art of engraving, printing, and writing. The couple understood each other well in
               spite of William’s belief that freedom of mind also included physical, sexual freedom.
               And he felt no restraint upon himself. She evidently could exert a strong will herself.
            

            
            Nevertheless, Catherine’s labors were an integral part of William Blake’s engraving
               process. She often did the individual water coloring of separate pages. Moreover,
               the visionary poet taught his wife how to perceive through her imagination visions
               in much the same way he did. Catherine Boucher’s ultimate contribution to her husband’s
               art and literature remains underappreciated, and we have no idea of the full extent
               of her imaginative contributions—she left behind no journals such as those of Dorothy Wordsworth—but evidently she had inspired visions throughout her adult life similar to her husband’s.
               She died four years after her husband, on October 18, 1831.
            

            
            See also   WOMEN.
            

            
         

         
         	BOYER, JAMES (1736–1814)

         
         	
            The master of the Upper Grammar School at Christ’s Hospital from 1778 to 1799, the
               Reverend James Boyer, a strict and conscientious man, became a mentor to the young
               Samuel Taylor Coleridge and took particular interest in the boy’s intellectual development. Boyer directed
               Coleridge in ways that were to seem essential to Coleridge the poet and critic. “I
               learnt from him, that poetry. . . had a logic of its own, as severe as that of science,” Coleridge recorded many years later in the first chapter of the Biographia Literaria (1817). Much of Coleridge’s later intellectual activity was aimed toward explaining
               and illustrating this proposition.
            

            
         

         
         	BRACEBRIDGE HALL; OR, THE HUMORISTS

         
         	
            After the success of The Sketch Book, Washington Irving published this collection of tales in 1822. The settings are English, however, not
               American. In these tales, Irving presents a humorous, sympathetic, and not satirical
               picture of landed English gentry. “The Stout Gentleman” is perhaps the most memorable
               of the tales. It is a romantic tale of English stagecoaching.
            

            
         

         
         	“BRAHMA”

         
         	
            Ralph Waldo Emerson wrote this poem, which develops his idea of the Over-Soul, in the summer of 1846 and published it with Poems the same year. Brahma is the personal, creative force in the universe that ultimately
               transcends all reality and unites and reconciles the apparent contradictions and paradoxes
               of life such as life and death, time and place, good and evil, and belief and disbelief.
               Such paradoxes are the subject of the opening iambic tetrameter quatrains. These limitations
               on life apparently prevent individual humanity from achieving its full potential.
               The last two lines imply that such a realization of potential requires of individual
               humanity an imaginative leap of faith and identification in which “thou, meek lover
               of the good” must seek out Brahma and “turn thy back on heaven.” In the context of
               Emerson’s other works, such as The Divinity School Address, this suggests that individual humanity must transcend the clichés of traditional
               Christian religion.
            

            
            See also “DAYS”.
            

            
         

         
         	BRAWNE, FANNY (1800–1865)

         
         	
            Fanny Brawne’s ill luck was to fall in love with and be betrothed to the British poet
               John Keats only to suffer with him as he was diagnosed with consumption and looked toward his
               last days. Keats expressed his love for her in the two sonnets “The Day Is Gone” and
               “I Cry Your Mercy.” Perhaps Keats’s passion for his fickle beloved is nowhere more
               painfully evident than in a series of letters he wrote to her in the spring of 1820
               as he was declining rapidly in his last illness and shortly before he sailed for Rome
               to improve his health and to meet up with Lord Byron and Percy Shelley and Mary Shelley. Conventional opinion claims that while Brawne no doubt loved the poet deeply, she
               had no understanding at all of his genius.
            

            
            There is no doubt, however, that her love never reached the levels of passion Keats
               expressed to her. Keats wrote to her,
            

            
            
               I see life in nothing but the certainty of your Love—convince me of it my sweetest. If I am
                  not somehow convinc’d I shall die of agony. . . . You must be mine to die upon the
                  rack if I want you. I do not pretend to say I have more feeling than my fellows, but
                  I wish you seriously to look over my letters kind and unkind and consider whether
                  the person who wrote them can be able to endure much longer the agonies and uncertainties
                  which you are peculiarly made to create. My recovery of bodily health will be of no
                  benefit to me if you are not mine when I am well. For God’s sake save me—or tell me
                  my passion is too awful a nature for you. Again God bless you.
               

               
            

            In the postscript to this letter from May 1820, Keats gives and takes: “No—sweet Fanny—I
               am wrong—I do not want you to be unhappy—and yet I do, I must while there is so sweet
               a Beauty—my loveliest, my darling! Goodbye! I Kiss you—O the torments!” Fanny Brawne
               was 21 when John Keats died, having been born on August 9, 1800. She married in 1833
               and had three children. She died on December 4, 1865, at the age of 65.
            

            
            See also WOMEN.
            

            
         

         
         	BREAD AND CHEESE CLUB

         
         	
            Sometimes called the Bread and Cheese Lunch Club, the Bread and Cheese Club was founded
               formally by James Fenimore Cooper in 1824 in order to provide a gathering place for a small coterie of distinguished
               American writers, intellectuals, and innovators living in New York City in the 1820s.
               William Cullen Bryant joined in 1825. “The Lunch,” as it was known, gathered most of the active writers
               and artists of the city. The club’s membership consisted of about 35 individuals,
               including Washington Irving, the Hudson River School painters Asher Durand and Thomas Cole, and the inventor Samuel F. B. Morse. The meetings
               were held at Washington Hall, on the southeast corner of Broadway and Reade streets.
               Cooper’s goal was to aid and inspire cultural independence for the United States.
               The Bread and Cheese Club dissolved after Cooper left New York City for his upstate
               home in Cooperstown, New York, in 1826.
            

            
         

         
         	BRENTANO, CLEMENS (1778–1842)

         
         	
            A German poet and novelist, he edited along with Achim von Arnim the collection of
               folk songs for children The Child’s Horn of Plenty (1808).
            

            
         

         
         	“BREVITY”

         
         	
            In this often anthologized poem by the German Romantic, Friedrich Hölderlin asks an imagined beloved, why she is ending it so soon? Did she forget what they
               used to have when they were younger? When they had so much fun? But now all that is
               over; his happiness is as bad as his luck. Who would want to be happy when their whole
               world is gone? His sad dreams block him from being able to see her face one more time.
            

            
         

         
         	THE BRIDE OF ABYDOS

         
         	
            The Bride of Abydos is the third of Lord Byron’s Tales, Chiefly Oriental. It was the most successful of all of Byron’s works to date, selling 6,000 copies
               in 2 months in 1813, making it much more successful than The Giaour. It was written in four days. Byron and publisher John Murray, of course, were still trying to capitalize on the success of Childe Harold’s Pilgrimage of the previous year. At this point Byron still refused to receive money personally
               for his work. The poem was originally titled “Zuleika” and contained a theme of incest.
            

            
            The story is of the Corsair Selim’s rescuing of his cousin and his beloved Zuleika
               from a harem. Early drafts had them as brother and sister. Selim is a swashbuckling
               revolutionary brigand who is killed spectacularly. Zuleika dies of a broken heart.
               Undoubtedly Byron was fanning the fires of rumor over his affair with Augusta Leigh.
            

            
            The Bride of Abydos is a work of genius not of craft, and it is exceptional for being spontaneous. Thematically
               it is structured around the forces of love and death: canto 1 is concerned with love
               and canto 2 with death. The tetrameter and frequent anapests give a romantic aura
               to the poem. Some see Selim as a pure hero of sensibility, a Gothic villain turned
               sympathetic. After this Byron’s sales exceeded Sir Walter Scott’s, and Scott acknowledged him the superior narrative poet.
            

            
         

         
         	THE BRIDE OF LAMMERMOOR

         
         	
            Sir Walter Scott’s novel, published in 1818, is set in the time of King William III. The story tells
               of Lucy Ashton, daughter of Sir William Ashton, who stabs Frank Hayston, the Laird
               of Bucklaw, whom she has been forced to marry. Edgar, the Master of Ravenswood, who
               was secretly betrothed to Lucy, is swallowed up in the quicksands of Kelpies Flow
               while on his way to avenge the marriage. Meanwhile, Lucy goes insane and dies.
            

            
            See also WOMEN.
            

            
         

         
         	“BRIGHT STAR”

         
         	
            John Keats’s last sonnet was copied onto a blank page in a copy of Shakespeare’s poems on September
               28, 1820. Keats was traveling to Italy for his health and to meet up with Lord Byron and Percy Shelley and Mary Shelley. In the octave of this Shakespearean sonnet, the star, clearly a symbol of steadfastness,
               watches over the world in “lone splendor” as might a religious ascetic. In the sestet,
               the imagery becomes sensuous rather than religious. Keats, or the speaker, turns from
               the star’s lonely vigil to seek the steadfastness of eternal love.
            

            
         

         
         	“THE BRONZE HORSEMAN”

         
         	
            Sometimes titled “The Bronze Rider,” this proved to be one of Alexander Pushkin’s most popular poems and one eliciting national pride. The poem is based on the famous
               Bronze Horseman statue in Senate Square overlooking the Neva River and on a disastrous
               flood that overwhelmed St. Petersburg. Catherine the Great commissioned this statue
               of Peter the Great in a majestic equestrian pose, seemingly pointing the way for his
               newly constructed, model Western city—a monument itself to Russian progress and engineering.
               Thus the poem has a theme of modern engineering progress versus nature.
            

            
            In the prologue the speaker reminisces over the grand openings to the national epics
               of Greece and Rome—a paean to Russian greatness and Peter’s achievement, albeit with
               heavy irony, no doubt. The poem then describes a calamitous flood of the Neva that
               inundated St. Petersburg. A peasant named Yevgeny, dreaming of proposing marriage
               the next day to his beloved, is carried away by the flood. Regaining consciousness,
               he finds himself washed against the Bronze Horseman statue. After the flood he rushes
               to his beloved’s home, which he finds destroyed by the flood. Crazed, he rushes around
               in fits of delirious laughter. He goes mad. A year passes by, and on the anniversary
               of the flood he curses the statue. The statue comes to life, and the bronze horseman
               begins chasing poor, mad Yevgeny. The poem is told with plenty of humor, pride, and
               irony.
            

            
         

         
         	BROOK FARM

         
         	
            In 1841 George Ripley founded this cooperative farm near Concord, Massachusetts, as
               part of the Transcendental movement and for members of the Transcendental Club and other sympathizers. For a time Ralph Waldo Emerson, Margaret Fuller, and Nathaniel Hawthorne paid regular visits although none lived on the farm. Henry David Thoreau showed only minimal interest. Ripley was a practical farmer and a student of other
               cooperatives. For a number of years the experiment was boasted of as being successful,
               but economic difficulties and newfound interests of the original inhabitants brought
               Brook Farm to an end in 1847.
            

            
         

         
         	BROUGHAM, HENRY P. (1778–1868)

         
         	
            Henry Peter Brougham, First Baron Brougham, one of the original founders of the Edinburgh Review and a prominent lawyer and politician, is perhaps best known in literary history
               for his venomous, unsigned review of Lord Byron’s first publicly published book of poems, Hours of Idleness, in 1807. The review, dated February 1808, condescends deeply toward the 19-year-old
               lord who deigns to think of himself as a poet: “His effusions are spread over a dead
               flat, and can no more get above or below the level, than if they were so much stagnant
               water” (Rutherford 1970: 27). Brougham subsequently advises the young poet forthwith
               to abandon poetry altogether and ends with a confident assessment that these verses
               are the last the world will ever see from this poet. Byron was so stung by the rebuke
               of the Scottish literary review that in a rush he composed and published English Bards and Scotch Reviewers, a scathing attack on his critics and a satire on the kinds of poetry such reviewers
               preferred.
            

            
         

         
         	BRYANT, WILLIAM CULLEN (1794–1878)

         
         	
            For half a century William Cullen Bryant was a prophetic voice in American literature,
               one of the earliest writers to embrace fully the Romantic movement and a definer of
               what made American literature especially American. In his Lectures on Poetry from 1826, Bryant developed an American poetic theory that would dominate until Walt
               Whitman. Bryant’s 19th-century reputation was that of a child prodigy, a boy poet,
               writing poems beyond his years who evolved through the years of a long life and career
               into a wise, bearded patriarch who provided spiritual guidance through his poetry.
            

            
            William Cullen Bryant was born on November 3, 1794, in Cummington, Massachusetts,
               in the Berkshire foothills of western Massachusetts, the perfect setting for the childhood
               of a Romantic nature poet. His father, Dr. Peter Bryant, a naturalist, was a major influence both for
               his proclivity for long walks in the woods and his extensive library. Early on Bryant
               began reading the newly emerging Romanticism of Sir Walter Scott, William Cowper, Robert Burns, Samuel Taylor Coleridge, and William Wordsworth. At 16 he read Wordsworth and Coleridge’s Lyrical Ballads. “A thousand springs seemed to gush up at once into my heart, and the face of nature,
               of a sudden, to change into a strange freshness,” he wrote later. He spent only one
               year at Williams College. Then in 1817 he published “Thanatopsis” and immediately was recognized for his poetic genius.
            

            
            After a short career in law, Bryant moved to New York City in 1825 where he joined
               the editorial staff of the New York Review and Athenaeum Magazine. By 1829 he had become editor in chief of the Evening Post, a position he held until his death. He lived in New York the rest of his life. In
               New York he quickly became close friends with James Fenimore Cooper and Washington Irving. Cooper invited Bryant to join his Bread and Cheese Club, beginning an intimate relationship that lasted until Cooper’s death in 1851.
            

            
            Putting aside his teenage celebrity with the nationally recognized “Thanatopsis,”
               Bryant began his career as a poet in 1821 with the publication of Poems, his first volume of poetry. Through the years he followed with such volumes as The Fountain and Other Poems (1842); The White-Footed Deer and Other Poems (1844); Thirty Poems (1864); and Hymns (1864). From 1846 his Collected Poems was illustrated and expanded regularly. The 1876 Household Edition was Bryant’s last approved edition of his poetry. Bryant’s volumes of verse were
               collections. They were not conscientiously arranged for aesthetic or thematic effect.
               Besides the original poetry that made his reputation, Bryant also translated to 19th-century
               taste the Iliad and the Odyssey and published popular volumes from 1870 to 1873. His anthology of major American
               poetry, Library of Poetry and Song (1871–1872), helped establish the 19th-century canon of colonial, Federalist, and
               Romantic poetry.
            

            
            The public read Bryant’s poetry in his lifetime for its spiritual values. Nineteenth-century
               readers identified with his conflicting and evolving beliefs. From boyhood Bryant
               rejected the strict Calvinism that dominated Cummington and much of rural Massachusetts.
               “Thanatopsis” resulted from this early departure from the status quo. For a while
               he passed through a stage of deism, the 18th-century response to Calvinism. But for
               most of his adult life Bryant was a leader in the Unitarian movement.
            

            
            His religious views of course affected his view of nature, perhaps one of the most
               important traits of Romanticism in his poetry. For this Romantic poet, nature usually
               is portrayed as an emanation of God, as in “A Forest Hymn.” But like Wordsworth, Bryant was not a pantheist. He treated nature as a benevolent
               force for good, for inspiration, and for character transformation much like Wordsworth
               and other Romantics. But Bryant realized as well that nature could be at times evil.
               Storms and other natural disasters occur. More so than his English counterparts, though,
               Bryant saw nature only as a secondary manifestation of God.
            

            
            Bryant was also a dominant voice among early 19th-century American literary critics
               and theorists. Generally he called for a national poetry that, as opposed to 18th-century
               classical, second-hand, bookish imitation, would appeal to feeling and imagination—typical
               Romantic qualities.
            

            
            William Cullen Bryant established a Romantic tradition in early 19th-century American
               poetry through his criticism but especially through his poetry. His contemporaries
               and post-contemporaries admired his poetry for his technical mastery of a wide variety
               of forms, for the elevated nobility and eloquence of his style, and for his dignified
               treatment of the beauties of nature and the fate of humanity as expressed in the early
               “Thanatopsis” and moving to the long-range optimism of “The Flood of Years.” Later readers of the 20th century found in Bryant’s poetry a narrow range of subject
               matter, bothersome moralizing—as at the end of “To a Waterfowl” and “To a Fringed Gentian”—and an absence of emotional and intellectual fire. Postmodern critics often relegate
               Bryant to history or dismiss him for his sometimes patronizing patriarchalism. Nevertheless,
               all agree that William Cullen Bryant was in his time a major literary force in the
               new republic of the United States.
            

            
            At age 84, on a warm day in May, Bryant delivered an address for the unveiling of
               the Italian revolutionary Giuseppe Mazzini’s statue in New York. As he returned to
               his home he fell and suffered a concussion. Later that week he succumbed to a stroke.
               William Cullen Bryant died on June 12, 1878.
            

            
            See also “THE AFRICAN CHIEF”; “THE DEATH OF LINCOLN”; “THE DEATH OF THE FLOWERS”; “THE FOUNTAIN”; “GREEN RIVER”; HUDSON RIVER SCHOOL; “I CANNOT FORGET WITH WHAT FERVID DEVOTION”; “INSCRIPTION FOR THE ENTRANCE TO A WOOD”; “OH FAIREST OF THE RURAL MAIDS”; “THE PAST”; “POEM OF THE AGES”; “THE POET”; “THE PRAIRIES”; “ROBIN OF LINCOLN”; “TO COLE, THE PAINTER, DEPARTING FOR EUROPE”; “THE YELLOW VIOLET”.
            

            
         

         
         	BUNINA, ANNA PETROVNA (1774–1829)

         
         	
            Anna Petrovna Bunina was the first female poet in Russia to make a national reputation
               and the foremost woman of the Russian Romantic movement. Bunina wrote philosophical
               meditations as well as passionate personal lyrics. She was born on January 7, 1774,
               in the village Urusov of the Ryazhsk district of the Ryazan province to an old family
               of the nobility. She is an ancestor to Ivan Bunin, the 1933 Nobel Prize for Literature
               laureate. Bunina’s mother died when Bunina was only 14 months old, which necessitated
               that she be brought up by her aunts, and then by her elder sister. From 1802 until
               her death she lived in St. Petersburg except for a short period in which she sought
               treatment for her developing cancer in England in 1815. On December 4, 1829, Bunina
               died in the village of Denisovka of the Ryazan province.
            

            
            Because of her family’s modest wealth and her inheritance, Bunina was able to write
               independently as a woman. Her poetry characteristically draws upon her personal experience
               related to the natural world in order to express passionately the world of her imagination—essentials
               of Romantic lyricism. Her most famous poem probably is “From the Seashore,” published in 1806.
            

            
            See also NATURE.
            

            
         

         
         	BURKE, EDMUND (1729–1797)

         
         	
            Throughout the period of political radicalism in England during the 1780s and 1790s,
               Edmund Burke steadily maintained his conservative political positions, yet in his
               more abstract philosophical inquiries, Burke played a major role in developing an
               aesthetic of Romanticism.
            

            
            Edmund Burke was born in Dublin on January 12, 1729. He attended Trinity College in
               1744. There his basic interests were mathematics, metaphysics, history, and poetry.
               In 1750 Burke began the study of law, but he was never admitted to the bar. From 1758
               to 1791 he was the editor of the Annual Register. Then he began his career in politics. He was one of England’s greatest members of
               Parliament, and in 1771 Burke served as the British agent for the colony of New York.
               Edmund Burke died on July 9, 1797.
            

            
            His first major work was A Vindication of Natural Society, published in 1756. Here he made the claim that history is a history of wars. His
               other major works were The Sublime and the Beautiful, published in 1756; An Abridgement of English History (1756); A Philosophical Enquiry into the Origin of Our Ideas of the Sublime and Beautiful (1757); Tracts on Popery Laws (beginning in 1761); Thoughts on the Cause of the Present Discontents (1770); and Reflections on the Revolution in France (1790).
            

            
            As to Burke’s political thought, he advocated a free Parliament. He did not think
               constituents had a right to instruct their representatives in specific laws and bills.
               Those in authority did not have to keep everyone happy. Most famously, Burke stated
               that to claim a right is also to claim a responsibility. He distrusted metaphysical
               speculation and abstract reason: “Abstract liberty, like other mere abstractions,
               is not to be found. Liberty inheres in some sensible object,” he said. As for the
               military, “the nature of things requires that an army should never act but as an instrument”
               for otherwise the government will degenerate into a “military democracy.” On the nature
               of social freedom, Burke believed all people are by nature bound to a network of social
               obligations, the government. To seek to escape is immoral. And freedom is an inner
               quality, not an outer one.
            

            
         

         
         	BURLETTAS

         
         	
            The English burletta, although popular in the late 18th century, has never fared well
               at the hands of the critics. It is generally seen as a burlesque of Italian opera.
               Thus the English burletta, unlike its Italian predecessor, is seldom taken seriously.
               Based upon a contemporary Italian musical form and drawing upon antecedents going
               back to the commedia dell’arte, the English burletta was a short musical with a very
               slight plot built around a single jest (burla) or humorous incident that was cleverly elaborated upon. It followed the form of
               Italian opera seria by employing the recitative and aria. Low comedy and farce are often found in English
               burlettas, but not so much in Italian ones. For the early Romantic stage, George Colman the Elder, Isaac Bickerstaff, and John Burgoyne wrote some of the most notable burlettas.
            

            
            See also THE PORTRAIT; UT PICTORIA POESIS; OR, THE ENRAGED MUSICIAN.
            

            
         

         
         	BURNS, ROBERT (1759–1796)

         
         	
            Scotland’s favorite poet was born on January 25, 1759—a date celebrated annually throughout
               the English-speaking world as Bobbie Burns Day—at Alloway, Ayershire, Scotland. Although
               he came from the laboring class, Burns was exceptionally well-read and self-educated.
               He was always proud of his tenant-farmer background and labeled himself a plowboy.
               Although his background also included a strong infusion of hardline Calvinist Presbyterian,
               Burns distanced himself from the Scottish church in later life and frequently found
               targets for his witty satire in country church life. After he published his first
               book, Poems, in 1786 he became a local celebrity and was regarded as a curiosity by the literary
               community at large. Such being the case, Burns loved to put on a show for his critics
               with his flamboyant celebration of lowland Scots fashion and dialect as he came into
               higher and higher social circles. Robert Burns died on July 21, 1796.
            

            
            Among some of Robert Burns’s most popular poems are “Holy Willie’s Prayer,” “Tam O’ Shanter,” “To a Louse,” “To a Mountain-Daisy,” and “To a Mouse,” poems often written in his own unique standard Habbie stanza form. His greatest influences were Jean-Jacques Rousseau and Henry Mackenzie. Mackenzie actually brought Burns to prominence with a review in The Lounger 97. Burns reciprocated by his lifelong promotion of The Man of Feeling and by his alliance with the popular notions of sensibility.
            

            
         

         
         	BYRON, AUGUSTA ADA (1815–1832)

         
         	
            Ada Byron was the daughter of Lord Byron and his wife, Annabella Milbanke. She was born on December 10, 1815, just a few months before Byron left England never
               to return. Some of his thoughts about her at this time are expressed in the first
               and final stanzas of Childe Harold’s Pilgrimage, canto 3 and provide insight into the father’s feelings for his infant daughter. Byron never
               saw his daughter again, though through his letters to Milbanke and his sister Augusta
               Leigh he kept up with her, sent her gifts, provided opinions about her upbringing,
               and, of course, received pictures of her.
            

            
         

         
         	BYRON, GEORGE GORDON, LORD (1788–1824)

         
         	
            See BYRON, LORD (1788–1824).
            

            
         

         
         	BYRON, LADY

         
         	
            See MILBANKE, ANNABELLA (1792–1860).
            

            
         

         
         	BYRON, LORD (1788–1824)

         
         	
            In his own time and in the decades after his death, Lord Byron was considered to embody
               personally, as well as within his considerable range of work, all the passion, the
               excitement, the revolutionary zeal, and the romance of the worldwide Romantic movement.
               Young European men, poets, and thinkers pledged their loyalty to Byronism. Russia’s two greatest poets of the Romantic period, Alexander Pushkin and Mikhail Lermontov, modeled themselves on their idol. Lermontov wrote his poem “No, I Am Not Byron” in response to the Byron craze in Russia.
            

            
            Perhaps more than any other poet, Byron and his poetry are one. The power of his personality
               is also the power of his poetry. The poetry of Byron is a poetry of affectation, colossal
               egotism, joyous contempt for propriety, dignified drama, empathetic treatment of nature, rejection of any kind of authority, revolutionary fever, intense individualism,
               uncompromising spirit of human freedom, epic sweep and grandeur, extraordinary passion,
               irreverent but familiar good humor, naturalness of expression, nonchalance, powerfully
               scathing satire, rebellious rhetoric, and, finally, world-weariness. Byron the self-assertive,
               Byron the satirist and observer, Byron the liberator, no Romantic poet except perhaps
               Johann Wolfgang von Goethe has affected the spirit of poetry more.
            

            
            Everything about Byron’s life is legend. Returning from a Grand Tour taken after finishing
               his education at Oxford, he left a long poem he had written with his friend Robert Charles Dallas who was immediately smitten with the potential for the poem in manuscript. Dallas
               gave the manuscript to John Murray, a leading publisher of the day. Childe Harold’s Pilgrimage, cantos 1 and 2 sold out within three days after it was made available for sale,
               and Tuesday, March 10, 1812, proved to be the day in young Byron’s career that changed
               everything. Byron claimed later, “I woke up one morning and found myself famous.”
            

            
            From that day Byron entered the age of celebrity. Regency London could talk of nothing
               but Byron. Some of the most important young ladies of London society, Lady Oxford and Lady Caroline Lamb, stalked him and bedded with him. Lamb even dressed as a footman and ran alongside
               Byron’s coach, bearing a torch at night through the streets, hoping to gain his attention.
               But Byron attracted scandal as much as adulation. Caroline Lamb, scorned by him, gained
               her revenge by writing Glenarvon—a novel based partially upon their torrid affair—and making the main character a
               thinly shaded image of Byron himself with no redeeming qualities whatever.
            

            
            In these same years, 1812–1815, Byron’s one true love turned out to be his half sister,
               Augusta Byron Leigh. In 1812 he had met Annabella Milbanke, a bluestocking mathematician, who unlike the other women in Byron’s life could be
               quite cold toward him. Byron, however, was smitten enough to propose to her. Milbanke
               refused him the first time but eventually accepted, and the two were married in January
               1815. The marriage after a passionate beginning quickly turned cold. Milbanke had
               many socially powerful friends and London took sides for or against Byron or Lady
               Byron. Unfortunately at the same time Byron’s and Augusta Leigh’s physical attraction for each other evidently could not be resisted. A child, Elizabeth Medora Leigh, was born to the couple in 1814. With the scandal relating to his treatment of Lady
               Byron and his incestuous affair with his own half-sister coming into the open, the
               adulation of London society turned to scorn and condemnation. Madness, abandonment,
               illegitimacy, and hints of incest now replaced the ecstasies of the earlier affairs.
               Thus Lord Byron was forced into self-exile on the continent for the rest of his life.
               He left England in April 1816. Having been lionized for a time by London’s social
               elite, he now left England under such a cloud of infamy that the mention of his name
               could cause women to faint.
            

            
            The author of Childe Harold’s Pilgrimage, The Giaour, Manfred, and Don Juan was born in London on January 22, 1788, into a tempestuous family. The men in his
               family background had nicknames like “Foul-Weather Jack” and “the Wicked Lord.” Byron
               once wrote of his father, “He seemed born for his own ruin, and that of the other
               sex.” Byron’s assessment of his father would eventually become the tale of his own
               life and personality. His mother was indifferent to her son, leaving him to be raised
               by a housekeeper, Agnes Grey, who regaled the boy with her Scotch-Calvinist doctrines
               of predestination, depravity, and condemnation.
            

            
            In later years Byron was reputed to have claimed as a result of his childhood upbringing
               that he had no doubt of the truth of the doctrine of the predestination of the elect.
               He just knew that he was not among the elect who would be saved. Therefore, since
               he was condemned anyway, he might as well live life his own way.
            

            
            Adolescence and sexual feelings came early. His first affair was at the age of seven
               with a cousin, Mary Duff, soon to be succeeded by physical infatuation with another cousin of near age, Mary Chaworth, to whom he had a lifelong attraction.
            

            
            Thus from childhood Byron was given over completely to his passions and feelings.
               He was also given over totally to his zeal for revolution and the cause of liberty
               and redress for the downtrodden. His short political career as a member of the House
               of Lords was characterized by radical speeches seeking support for the Luddite cause.
               Later he plotted for Italian independence and at last served directly in the Greek
               war for independence. Lord Byron died in the cause of freedom on April 19, 1824. J.
               H. Plumb summed up the life, legend, and character of Byron when he said, “Byron was
               born to be a romantic hero, the driven individualist; sensitive to wrong yet capable
               of diabolical personal behavior: saint and sadist in one impulsive heart” (1976).
            

            
            See also BEPPO: A VENETIAN STORY; BIG SIX; BRAWNE, FANNY (1800–1865); BYRONIC HERO; BYRON-SHELLEY CIRCLE; CAIN, A MYSTERY; THE CORSAIR; CRABBE, GEORGE (1754–1832); DON JUAN; ENGLISH BARDS AND SCOTCH REVIEWERS; FUGITIVE PIECES; THE GIAOUR; GIFFORD, WILLIAM (1756–1826); GUICCIOLI, COUNTESS TERESA (1798–1873); HEAVEN AND EARTH, A MYSTERY; HEBREW MELODIES; HOURS OF IDLENESS; LARA, A TALE; MANFRED, A DRAMATIC POEM; MATTHEWS, CHARLES SKINNER (?–1811); MAZEPPA; “ODE TO VENICE”; THE PRISONER OF CHILLON; “SHE WALKS IN BEAUTY”; “SO WE’LL GO NO MORE A-ROVING”; THE TWO FOSCARI; THE VISION OF JUDGMENT; THE WALTZ.
            

            
         

         
         	BYRONIC HERO

         
         	
            One of Lord Byron’s greatest contributions to the Romantic movement was the creation of a new kind
               of hero in literary narrative. Beginning with Childe Harold’s Pilgrimage and continuing on through his Tales, Chiefly Oriental such as The Giaour, The Bride of Abydos, The Corsair, Lara, The Siege of Corinth, and Parisina, Lord Byron developed male characters who by the sheer force of their personality
               dominated and overpowered their adversaries, attracting strong, passionate women to their side all the while. All the Byronic heroes in Byron’s works share several
               traits: They all are nobility who tend to be warriors. They are given to introspection
               and are by nature gloomy, yet they always seem to be in love. When they are destroyed,
               it generally is a result of their own superegos and the resulting passion that enflames
               all that they are. Their love is a violent love, and their heroines are brave. They
               are creatures of imagination—not, in Byron, historical figures. In the political context
               of Byron’s narrative poems, they struggle between liberty and tyranny. Ultimately,
               the Byronic hero exemplifies for many the very essence of Romanticism. Byron’s popularity
               swept across Europe in the 19th century, and other writers such as Alexander Pushkin and Herman Melville developed their own Byronic heroes. Throughout the subsequent
               history of literature, strong male characters partaking of Byronic traits have appeared
               again and again.
            

            
            See also THE ADVENTURES OF A YOUNGER SON; BYRONISM; GLENARVON.
            

            
         

         
         	BYRONISM

         
         	
            As a result of the fame and popularity of Lord Byron’s Romantic Byronic heroes, a near cult-like following spread across Europe, America, and Russia as young men
               began to develop a swagger and a pose that they considered especially Byronic. The
               term refers to an attitude as well as to a certain physical manner.
            

            
         

         
         	BYRON-SHELLEY CIRCLE

         
         	
            The particular set of friends and acquaintances who were associated with Lord Byron and Mary Shelley and Percy Bysshe Shelley in Switzerland and Italy beginning in 1816.
            

            
            See also BLESSINGTON, LADY MARGUERITE, COUNTESS OF (1789–1849); CAMPBELL, THOMAS (1777–1844); CLAIRMONT, CLAIRE (1798–1879); HOBHOUSE, JOHN CAM (1786–1869); HUNT, LEIGH (1784–1859); INTRODUCTION TO FRANKENSTEIN; MEDWIN, THOMAS (1788–1869); POLIDORI, DR. JOHN WILLIAM (1796?–1821); SHELLEY, MARY (1797–1851); SHELLEY, PERCY BYSSHE (1792–1822); SUMMER OF 1816; TRELAWNY, EDWARD JOHN (1792–1881).
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         	CAIN, A MYSTERY

         
         	
            Lord Byron began writing the first of his “mysteries,” on July 16 and finished it by July 29,
               1821. Parts of it were written before 1821 because there are references to Childe Harold’s Pilgrimage. Byron dedicated it to Sir Walter Scott. Cain was as one might expect severely condemned when it was published. In order to deflect
               such criticism ahead of time, Byron wrote a preface in which he claimed that it is
               inconsistent to have Lucifer and Cain anything but blasphemous, and that they are
               no more blasphemous than Milton’s Satan.
            

            
            At the beginning of the play, Cain, the oldest son of Adam and Eve, refuses his parents’
               command to worship God with thanksgiving because he knows he is fated to death. He
               has no idea what death is, of course, since death has yet to appear on earth. Death
               is an unjust curse upon humanity simply because of his parents’ sin in the garden.
               Lucifer appears before Cain and takes him on a voyage into the abyss of space and
               shows him a vision of futurity in which death destroys all of life. Cain returns to
               his parents. The last scene recounts Cain’s killing of his brother Abel. Cain is branded
               by God and banished to walk the face of the earth with Adah, his wife and sister.
               The Curse of Cain is his eternal anguish and guilt of soul.
            

            
            Some of the problems critics have had with the play are the dramatic conflict and
               whether there is any real temptation, as well as the irresolvable problem of Manichaeism.
               Then there is the question of whether or not Byron differentiates between Cain and
               Lucifer. In fact, Lucifer seems just a glorified Cain. Cain’s fall comes when he chooses
               knowledge. He kills Abel not out of jealousy but because he loves life. He even accepts
               love. The dominant struggle, then, is within Cain, not between Cain and God.
            

            
            See also HEAVEN AND EARTH, A MYSTERY.
            

            
         

         
         	CALEB WILLIAMS

         
         	
            See GODWIN, WILLIAM (1756–1836); THINGS AS THEY ARE; OR, THE ADVENTURES OF CALEB WILLIAMS.
            

            
         

         
         	CAMPBELL, THOMAS (1777–1844)

         
         	
            A Scottish poet, best known for The Pleasures of Hope, published in 1799, and Gertrude of Wyoming, published in 1809. He was a friend of Thomas Moore, and through him he was a member of the Byron-Shelley Circle. Lord Byron praised him in English Bards and Scotch Reviewers (Levine 2010: 1022).
            

            
            See also SHELLEY, PERCY BYSSHE (1792–1822).
            

            
         

         
         	“CANDESCENT LIES THE AIR”

         
         	
            Rosalía de Castro collected this poem in Beside the River Sar in 1884. Here Castro gives the reader the experience of an unpleasantly hot summer
               day, one in which the heat causes the breeze to become infrequent. Silence makes the
               countryside seem miserable in this great heat. The insects chirp their complaints;
               their call seems to be so miserable that it hammers on the listener’s ear. The heat
               has made it impossible for even a mighty man to work at noon; he can accomplish so
               little, it may as well be midnight. This causes him agony. So the speaker addresses
               nature directly. She says she longs for winter and its cold wonderful nights. Come again
               and cool us all the way through, she says. It is miserable to be in the summer sun.
               This time of year is horrible. The only good thing it brings about is crops.
            

            
            Castro has a definite gift for making her readers feel the miserable heat that must
               have been a Spanish summer. Her visual details overwhelm the poem; they give the readers
               a feeling that they are looking through a window and out onto this scene. Castro brings
               aspects of nature out such as a pine seen as “motionless” and a cricket heard crying
               out a “shrilling, persistent drone.”
            

            
         

         
         	CAPTIVITY, A POEM, AND CELADON AND LYDIA, A TALE

         
         	
            Mary Robinson published this early volume of poetry in 1777 shortly after spending a year with
               her husband in debtors prison. Her experiences there prevail throughout the poems
               as she describes “the horrors of captivity” and gives us “a sympathetic picture of
               the ‘wretch’ and the ‘guiltless partners of his poignant woes’” (Tye 1996). According
               to Robinson the “laws of man” alienate people from an Edenic existence.
            

            
            
               “’Twas ne’er ordain’d by Providence divine, / That sad Misfortune would be deem’d
                  a crime.” The speaker longs to “rove amid the sweets of spring” where “nature opes
                  the vegetable scene, / And plenteous fields display a vivid green.” The poem ends
                  admonishing people to open their hearts and to pity the unfortunate: “Think, while
                  you court soft Pleasure’s gilded train, / How many languish with disease and pain.”
                  (Tye 1996).
               

               
            

         

         
         	CARLYLE, THOMAS (1795–1881)

         
         	
            Born in 1795 in Ecclefechan, Scotland, this historian and essayist of the Victorian
               age played a significant role in interpreting the Romantic movement and establishing
               the fundamental role of German Romanticism upon the English writers of the early 19th
               century. His own singular interpretation of the late Romantic era is seen most fully
               in Sartor Resartus, completed in 1834. However, it is his historical studies of the era in which Carlyle’s
               importance lies for early interpretations of the Romantic era. In 1823–1824 his first
               important work, The Life of Schiller, appeared in London Magazine. Also in 1824 his translation of Johann Wilhelm von Goethe’s Wilhelm Meister appeared in London Magazine as well. These works, along with the lectures of Samuel Taylor Coleridge, established the connections between German Romanticism and English Romanticism.
               Then Heroes and Hero Worship, published in 1840, provided much stimulus for Ralph Waldo Emerson’s Great Man Theory. Carlyle, in fact, had first given Emerson his reputation outside the United States.
               The French Revolution: A History, published in 1837, provided a much-needed perspective on the single most substantial
               event of historical Romanticism. Thomas Carlyle died in 1881 and is buried near his
               family in Ecclefechan churchyard.
            

            
            See also FULLER, MARGARET, OSSOLI (1810–1850); GALT, JOHN (1779–1839); GARNETT, RICHARD (1835–1906); THE ROBBERS; SCHILLER, FRIEDRICH (1759–1805); STERLING, JOHN (1806–1844).
            

            
         

         
         	THE CASTLE OF OTRANTO

         
         	
            Horace Walpole published what many consider the first Gothic novel in 1764. In this novel, the mysterious
               death of his son Conrad, who is about to marry Isabella, daughter of the Marquis of
               Vincenza, makes Manfred, prince of Otranto, decide to divorce his wife and marry his
               son’s intended himself. At a crucial moment in the plot, the portrait of Manfred’s
               grandfather descends from the wall and confronts the startled Manfred, allowing Isabella
               to escape by the aid of the peasant Theodore. Later we find out that Theodore is the
               true heir and is rightfully entitled to be the Lord of Otranto since the previous
               Lord of Otranto had been poisoned by his grandson, the usurper Manfred.
            

            
         

         
         	THE CASTLES OF ATHLIN AND DUNBAYNE

         
         	
            See RADCLIFFE, ANN (1764–1823).
            

            
         

         
         	CASTRO, ROSALÍA DE (1837–1885)

         
         	
            The Spanish Romantic poet was born on February 24, 1837, in Santiago de Compostela
               under questionable circumstances according to the mores of the day. As a result, her
               poetry often expresses a sense of despair that seems to result from her ambiguous
               birth. Castro began writing poetry as a child and published her first volume of poetry
               in 1857. She also wrote several novels. That same year she married Manuel Murguia,
               a literary critic. Together they had seven children. She died on July 15, 1885, in
               Padrón, Spain.
            

            
            See also “THE AILING WOMAN FELT HER FORCES EBB”; “AS I COMPOSED THIS LITTLE BOOK”; “CANDESCENT LIES THE AIR”; “THE FEET ARE ON THE STAIR”; “MILD WAS THE AIR”; WOMEN.
            

            
         

         
         	“THE CATERPILLAR”

         
         	
            Anna Barbauld wrote “The Caterpillar” in 1816, late in life, long after her poetical silence had
               been declared due to harsh reviews of the long poem Eighteen Hundred and Eleven. Unlike her much earlier work, her late poems clearly show the context of disillusioned
               revolutionary enthusiasm. In this blank-verse poem, the speaker addresses a caterpillar
               that has escaped the fate of its fellows from insecticide. “I cannot harm thee now,”
               the speaker says directly to the caterpillar. She tried. But it survived, and as long
               as she looks at it, she realizes that the caterpillar’s individual life is precious.
               As with similar poems about harming usually unwanted creatures, poems such as Robert Burns’s “To a Mouse,” Barbauld’s poem goes beyond describing an episode with a simple creature. The poem
               ends with an application: So likewise is the warrior who exults in slaughter and the
               destruction of cities, fields, and villages, and who remains deaf to pleas for mercy
               from the thousands, for when he comes upon one helpless soul in isolation who looks
               up pleading for mercy, the fierce warrior is brought to tears. The heart “Which would
               not stir for thousands, melts for one / With sympathy spontaneous.” Moreover, “’Tis
               not Virtue, / Yet ’tis the weakness of a virtuous mind” that impels us to destroy
               and to save spontaneously helpless creatures. The poem was first published posthumously
               in 1825.
            

            
         

         
         	CHAMISSO, ADELBERT VON (1781–1838)

         
         	
            A prominent German Romantic poet and scientist. At the time that Mary Shelley wrote Frankenstein, Chamisso was in the process of sailing the arctic seas in search of a Northeast
               Passage. It is very likely that Chamisso served as inspiration for Robert Walton in
               the narrative frame of Shelley’s Frankenstein. He wrote of his exploits in Voyage around the World with the Romanzov Discovery Expedition in 1836.
            

            
         

         
         	“CHARACTER OF THE HAPPY WARRIOR”

         
         	
            See THE ONE WORDSWORTH; RECANTATION POEMS; WORDSWORTH, WILLIAM (1770–1850).
            

            
         

         
         	CHATEAUBRIAND, FRANÇOIS RENE, VICOMTE DE (1768–1848)

         
         	
            One of the early figures in French Romanticism, Chateaubriand was a writer, statesman,
               and ambassador. His idiosyncratic Memories from beyond the Grave, published after his death in 1850, provides a major repository of information about
               the French Romantic movement.
            

            
         

         
         	CHATTERTON, THOMAS (1752–1770)

         
         	
            A lay clerk at Bristol Cathedral, Chatterton was an English poet and antiquarian.
               He committed suicide at 17 and for decades was a symbol of Romantic genius unappreciated
               by the world and denied the reputation he richly deserved. However, the poems he “discovered,”
               by the 15th-century monk Thomas Rowley that were the basis for Chatterton’s fame were
               later found to be a forgery.
            

            
            See also ADONAIS, AN ELEGY ON THE DEATH OF JOHN KEATS.
            

            
         

         
         	CHAWORTH, MARY (1785–1832)

         
         	
            See BYRON, LORD (1788–1824); FUGITIVE PIECES.
            

            
         

         
         	CHEAP REPOSITORY TRACTS

         
         	
            These pamphlets were written by Hannah More beginning in 1795 for the purpose of providing basic reading material for the lower
               classes. More, a political conservative, deliberately made sure that the pamphlets
               contained none of the seditious “French principles” that had fueled the French Revolution,
               but there were still inspiring calls for parliamentary reform in Britain.
            

            
         

         
         	“A CHILD TO HIS SICK GRANDFATHER”

         
         	
            Joanna Baillie’s constructs her poem from the point of view of a young boy at his grandfather’s
               deathbed. The boy pleads, “You will not die, and leave us then?” Later the point of
               view shifts from the boy and grandfather to a son and his father. The son promises
               that he will make the old man’s life as easy as possible.
            

            
         

         
         	CHILDE HAROLD’S PILGRIMAGE

         
         	
            The poem that made Lord Byron’s reputation, Childe Harold’s Pilgrimage is actually a series of four only slightly related cantos, ostensibly based upon
               the wanderings across Europe of the Byronic title character. Childe Harold is a youth
               sated from overindulgence in the pleasures of the world. The first two cantos feebly
               maintain Harold as a fictional character, but when Byron resumes his tale with the
               last two cantos he drops the pretension and becomes the hero himself. Cantos 1 and
               2 are the most unified and were published together in 1812. Canto 3 was published
               in 1816, and canto 4 was published in 1818. Byron proves his mastery of the Spenserian
               stanza in this poem. It is a vehicle perfect for the lavish description, moody musings,
               and passion that made the poem famous as soon as it was published. The Spenserian
               stanza has 9 lines, the first 6 iambic pentameter and the last 2 iambic hexameter.
            

            
            “The scenes attempted to be sketched,” says Byron in his preface,

            
            
               are in Spain, Portugal, Epirus, Acarnania, and Greece. Here, for the present, the
                  poem stops; its reception will determine whether the author may venture to conduct
                  his readers to the capital of the East, through Ionia and Phrygia. These two cantos
                  are merely experimental. A fictitious character is introduced for the sake of giving
                  some connection to the piece; which, however, makes no pretension to regularity. It
                  has been suggested to me by friends, on whose opinions I set a high value, that in
                  this fictitious character, “Childe Harold,” I may incur the suspicion of having intended
                  some real personage; this I beg leave, once for all, to disclaim. Harold is the child
                  of imagination, for the purpose I have stated.
               

               
            

            Of course it was with the initial appearance of Childe Harold’s Pilgrimage on March 10, 1812, that Lord Byron memorably claimed he woke up and found himself
               famous. The publication of the poem obviously was the turning point of Byron’s poetic
               career. Even though he was not unknown when the first two cantos appeared, his small
               fame based upon Hours of Idleness and more importantly upon its savage review by Lord Brougham and the resultant English Bards and Scotch Reviewers probably would not have lasted long. But Childe Harold’s Pilgrimage assured Byron’s enduring fame. The first edition of 500 copies in March 1812 was
               exhausted in 3 days. The subsequent 2 editions of 3,000 copies each also sold out
               rapidly.
            

            
            Byron, if one is to believe the much-debated account of Robert Charles Dallas, was not prepared for the reception of his poem. He felt Hints from Horace the better poem and urged its prior publication without success. Having been given
               the copyright to Childe Harold, Dallas, exuberant, tried to find a publisher. William Miller refused the poem because
               of several anti-religious and unpatriotic stanzas. John Murray, however, readily received the poem and with the concurrence of William Gifford agreed to publish it. Both Murray and Dallas, however, exhorted Byron to revise the
               work somewhat. At Dallas’s request Byron agreed to delete some objectionable stanzas
               dealing with politics. Among these were three stanzas on the Convention of Cintra
               in canto 1. E. H. Coleridge maintains that Byron deleted these stanzas because the
               convention had ceased to be a burning issue. Byron also deleted some stanzas attacking
               specific individuals. But he did not, in spite of all the supplications of Murray,
               Dallas, and his other friend Francis Hodgson, delete many of the most disputed stanzas:
               those expressing the poet’s religious skepticism.
            

            
            Particularly in dispute were some stanzas at the beginning of the second canto and
               some passages concerning the hero of the poem, Harold. During the early stages of
               preparing Childe Harold for publication, Byron and Dallas engaged in a lengthy correspondence concerning
               the poet’s religion. Although Byron constantly requested not to discuss the “metaphysics”
               of the poem, he readily assented each time to Dallas’s queries. The older wrote, “Mr.
               Murray thinks that your skeptical stanzas will injure the circulation of your work.
               I will not dissemble that I am not of his opinion—I suspect it will rather sell the better for them: but I am of [the]
               opinion, my dear Lord Byron, that they will hurt you; that they will prove new stumbling blocks in your road of life.” Murray’s concern
               for the revisions were solely of a business nature. He feared the skeptical stanzas
               would deprive him of some customers among the orthodox.
            

            
            Childe Harold’s Pilgrimage’s extraordinary popularity, and hence Lord Byron’s popularity beyond his first major
               poem, came no doubt from a complex combination of reasons. Some of the immediate causes
               were that for 20 years, because of the war, the English, except for soldiers and diplomats,
               had been cut off from travel on the continent. Most young men and women of privilege
               just coming of age in 1812 would have never seen the continent. The depravity of Childe
               Harold’s European wanderings made it seem exotic and irresistible. Childe Harold’s Pilgrimage would soon become one of the most popular travel guides of the century. There was
               also a special interest in Spain because it was the chief theater of the English army
               during the French Revolution. Then as well, “orientalism” was fascinating as it had
               been for many years. No doubt the connection of the novel with the “school of terror,”
               still the most popular form of fictional entertainment among many readers, brought
               in many readers. The postwar period further found readers who embraced the expression
               by Byron throughout of a love for liberty. And of course, the attraction of Byron’s
               personality was magnetic.
            

            
            The very nature of his poetry, the mastery of the Spenserian stanza, and the near
               total identification of the author with his hero all led to the overwhelming feeling
               that in Childe Harold the verse, the actual words on the page, were one with the poet’s powerful personality.
               And this feeling swept through England, Europe, and America as the Romantic movement
               settled into the Western consciousness for once and for futurity.
            

            
            Byron develops with his first two cantos a deliberate, mockingly sentimental, perhaps
               even mawkish tone, which was almost uniformly misinterpreted by 20th-century critics.
               Byron from the beginning is a poseur as he playfully exaggerates his own sins and the intensity of his mental sufferings
               through the very thin persona of Childe Harold. Byron is up front and open when he
               says, through Harold, that he has “felt the fullness of satiety” and that he has run
               “through Sin’s long labyrinth.” His original use of archaic language shows a conscious
               affectation as he confronts openly and honestly the fundamental emotional issues of
               his time. The result of the grand opening of the poem was immediate success, immediate
               identification with the present. His readers, hooked from the beginning, eagerly read
               the fire and passion that burned through the first cantos of suddenly the only Romantic
               poem that mattered.
            

            
            Because the four cantos were published at three different times and because the pretense
               of Childe Harold being a fictional character was simply dropped by Byron by canto
               3, the problem of unity has always been an issue. The question simply is whether Childe Harold’s Pilgrimage is one unified poem or two, possibly three separate poems. For Byron, sincerity,
               a concept derived from Jean-Jacques Rousseau, is the fundamental moral value of life within society. With his well-known contempt
               for “cant,” Byron pounced upon any artifice, any shallowness, any silliness, any insincerity
               throughout his poetry, but especially in his final works such as Don Juan and Vision of the Last Judgment. Childe Harold’s Pilgrimage, from beginning to end, displays the positive virtue of Harold’s/Byron’s wide-open,
               freely confessional sincerity of all he ever does. Byron and Rousseau are indistinguishable
               in the original character of Childe Harold. Whatever unity the poem as a whole might
               have must take into account this salient fact of the narrator and the poet himself
               along with the consistent attitude toward life displayed therein.
            

            
         

         
         	CHILDE HAROLD’S PILGRIMAGE, CANTO 1
         

         
         	
            These lines, published in 1812, were the beginning of Lord Byron’s fame. Before Childe Harold’s Pilgrimage was published, Byron sent the proof sheets to Samuel Rogers. He wrote years afterward,
               “I read it to my sister. ‘This,’ I said, ‘in spite of all its beauty will never please
               the public: They will dislike the querulous repining tone that pervades it, and the
               dissolute character of the hero.’ But I quickly found that I was mistaken. The genius
               which the poem exhibited, the youth, the rank of the author, his romantic wanderings
               in Greece—these combined to make the world stark mad about Childe Harold and Byron.”
            

            
            After the usual invocation to the muse, Childe Harold’s Pilgrimage introduces the supposed traveller to our acquaintance. Childe Harold for only a few
               stanzas is “a youth / Who ne in virtue’s ways did take delight.” Although only at
               the age in which young gentlemen took their Grand Tours, he nevertheless is sated
               with life’s pleasures: “Few earthly things found favor in his sight / Save concubines
               and carnal companie.” He is “drugged with pleasure,” and driven, at once by the “fulness
               of satiety” and by the pangs of unrequited passion, to seek relief from the intolerable
               tediousness and monotony of life. He has determined to quit the companions that his
               debaucheries require and enter into a voluntary exile.
            

            
            Although Byron begins the poem with an affected, archaic-sounding style and with a
               childe, or knight errant in training, as his main character, he soon drops the pose
               and writes in playful Regency English. The childe rather quickly becomes a Regency
               aristocrat who closely resembles his author.
            

            
            Harold now embarks; and having soon lost sight of land, seizes his harp, and composes
               a lay of “Good Night” to his native country. On the fifth day he reaches the mouth
               of the Tagus. The city of Lisbon, its “image floating on that noble tide which poets
               vainly pave with sands of gold,” inspires him with delight nearly equal to the disgust
               with which he afterwards contemplates the filth of its interior and the character
               of its inhabitants, then degraded by a weak government and evincing no symptoms of
               that noble energy by which they had latterly been distinguished. But it is the “glorious
               Eden” of Cintra that calls forth his warmest admiration.
            

            
            The buildings that add splendor to this sylvan scenery are next described; and Childe
               Harold, who is often disposed to be sarcastic, takes care to remind us of the celebrated
               Cintra convention. Harold proceeds in his devious wanderings. In passing from Portuguese
               to Spanish territory, he is somewhat disappointed by the smallness of the stream that
               forms the boundary between the two nations, so long disunited by their reciprocal
               animosity. These animated lines, and a most animated description of the genius of
               battle that follows them, are naturally dictated by the arrival of the traveler at
               the camp of the allies, on the morning of the battle of Talavera, and he pays a willing
               tribute of praise to the splendid and orderly array of the contending armies. He speeds
               on to Seville, where he finds the inhabitants rioting in pleasure, with as much security
               as if the defeat of General Dupont’s army had crippled the French power and rendered
               the Morena impervious to future invasion. At Seville he beholds the illustrious maid
               of Saragoza. It certainly is one of the miracles produced by the Spanish Revolution
               that “She, whom once the semblance of a scar / Appall’d, an owlet’s ’larum chill’d
               with dread, / Now views the column-scattering bay’net jar, / The falchion flash, and
               o’er the yet warm dead / Stalks with Minerva’s step where Mars might quake to tread.”
               The personal charms of the heroine are, of course, what fascinates our wanderer. Childe
               Harold therefore surveys, with much complacency, her fairy form—her graceful step—her
               dazzling black eyes, and glowing complexion; but having no predilection for Amazon
               beauties, he is anxious to excuse this legend of Spain, as well as her countrywomen,
               from any deficiency in the “witching arts of love.” Childe Harold suspends after this
               his description of the “dark glancing daughters” of Andalusia, in order to describe
               Mount Parnassus, at whose foot (he says in a note) he was actually writing.
            

            
            The poet proceeds to assure us that Venus, since the decay of her Paphian temple,
               has taken possession of the city of Cadiz where her votaries are at present very ill
               provided with those “peaceful shades” which they would find by emigrating into Greece.
               They, therefore, amuse themselves as well as they can, with processions, and with
               bull-feasts, and they find favor in the eyes of Harold, who, though “pleasure’s palled
               victim” on whose “faded brow” is written “cursed Cain’s unresting doom,” is induced
               to “pour forth an unpremeditated lay,” of some length, in honor of a certain bewitching
               Inez. He then prepares to embark at Cadiz, and he bids adieu to his favorite city
               “where all were noble, save Nobility.” The first canto closes with a touching address
               to a young military friend, whose death was occasioned by a fever at Coimbra.
            

            
            See also GALT, JOHN (1779–1839); GIFFORD, WILLIAM (1756–1826); LEIGH, AUGUSTA (1783–1851).
            

            
         

         
         	CHILDE HAROLD’S PILGRIMAGE, CANTO 2
         

         
         	
            The second canto of Lord Byron’s Childe Harold’s Pilgrimage opens with an apostrophe to the ruins of Athens. Byron thus naturally proceeds into
               a long train of reflections on the inevitable decay of the greatest works of human
               engineering and genius and on the blindness, the arrogance, the perversity of conquerors
               who so often anticipate the ravages of time and condemn these monuments to premature
               destruction. He follows with an invective against the collectors, rather looters,
               who with the full approval of a corrupt Turkish government, devastate and deface gorgeous
               specimens of Greek architecture. Especially guilty is the notorious Lord Elgin (named
               in the notes). Next Childe Harold embarks at Cadiz on board a frigate and describes
               the voyage in memorable detail. Along the way the ship passes the island of Goza,
               once the abode of Calypso, that possesses a safe harbor but a port dangerous to naïve
               young men because of a temptress called Florence, whose allure, even Childe Harold,
               jaded as he is from women, can barely resist. Then he passes the barren isle of Ithaca,
               sees the Leucadian promontory in the distance, and indulges in melancholy musings
               on the death of Sappho. Disembarking on the coast of the Morea, Harold continues his
               pilgrimage by land to Yanina, the capital of Albania.
            

            
            At last he comes to modern Greece and to the palace of the celebrated Ali Pacha, who
               is engaged in a military expedition miles away from his capital as Harold arrives.
               With time on his hands the poet takes the opportunity of describing the variety of
               scenery around the camp that is occupied by a mixed soldiery of Albanians, Turks,
               and Tartars. Among the crowd of warriors is a terrible chieftain whose friendship
               is courted by the most powerful sovereigns of Christendom and whose influence awes
               the councils of the Ottoman Empire. Outwardly this aged chieftain maintains a mild
               and venerable countenance and a seemingly courteous mien. But as Byron shows, all
               outward appearance conceals a character disgraced by the excess of lust, avarice,
               and cruelty. Yet the chieftain has the affections as well as the obedience of the
               wild mountaineers whom he commands by intrepid courage, considerable military skill,
               and consummate policy.
            

            
            But the wanderer is soon disgusted with the contemplation of a life of monotonous
               insipidity and sets off to explore the wild mountains of Albania, and to examine the
               manners of its primitive natives. Among them he finds shelter and protection, and
               the kindest hospitality. He observes their famous fire dance and other native Albanian
               spectacles. The canto concludes with Byron digressing upon the present degraded state
               of Greece.
            

            
            See also GIFFORD, WILLIAM (1756–1826); HAYDON, BENJAMIN (1786–1846); “ODE ON A GRECIAN URN”; “ON SEEING THE ELGIN MARBLES”.
            

            
         

         
         	CHILDE HAROLD’S PILGRIMAGE, CANTO 3
         

         
         	
            Published in 1816 separate from cantos 1, 2, and 4, Lord Byron’s poem opens with a burst of grandiosity and lofty and impetuous feeling as he apostrophizes
               his daughter, Ada. Byron the poet now speaks undisguisedly in his own person. Few
               remnants are left in the last cantos of Childe Harold himself. We are reading about
               the poet, not his fictional protégé. The character and feelings of the melancholy
               poet are then depicted. He is placed upon the plain of Waterloo, and his lines ruminating
               upon Napoleon, the effects of the French Revolution, and the ruins of revolutionary
               dreams are often quoted as some of his best poetry. He composed these first few stanzas
               in Brussels following his visit to the Waterloo battlefield on May 4, 1816.
            

            
            Intriguingly, Byron seems to identify himself with the fallen Napoleon. Harold and
               his poet next travel the banks of the Rhine and then to the still more attractive
               scenes of Switzerland. On this magnificent threshold the poet pauses to honor the
               patriot field of Morat and the shrine of the priestess of Aventicum. He congratulates
               himself on his solitude but also in a digressive, lyrical passage recognizes that
               his gloomy character tends toward pessimism. As the poet travels on, the cliffs of
               Meillerie and the groves of Clarens evoke meditations upon Jean-Jacques Rousseau, whom Byron characterizes very strongly, but charitably, in several notable stanzas.
               In Rousseau, Byron sees himself. Some of Byron’s most beautiful poetry occurs in canto
               3, and among the famous passages is a picture of an evening calm on Lake Geneva with,
               soon after, a midsummer night’s thunderstorm. In passing Ferney and Lausanne, there
               is a fine account of Voltaire and Edward Gibbon. The closing stanzas of the poem are
               extremely powerful and evoke sympathy for Byron’s plight as he enters his self-exile:
               “I have not loved the world, nor the world me; / . . . My daughter! with thy name
               this song begun; / My daughter! with thy name thus much shall end.”
            

            
            Canto 3 of Child Harold’s Pilgrimage was finished by July 4, 1816, at the Villa Diodati above Lake Geneva after a boat
               trip with Percy Bysshe Shelley. This was the famous summer of 1816 that produced some of the greatest creative work to come out of the English Romantic
               movement.
            

            
         

         
         	CHILDE HAROLD’S PILGRIMAGE, CANTO 4
         

         
         	
            Lord Byron’s Childe Harold is now in Italy, and his first sigh of the heart rises from Venice:
               “I stood in Venice on the Bridge of Sighs.” In Venice, “the City of the Sea” he laments
               her fallen greatness: “Statues of glass—all shivered—the long file / Of her dead Doges
               are declined to dust.” Leaving Venice, he describes an exquisite moonlight landscape
               on the banks of the Brenta and introduces into the last canto a greater richness in
               description of nature than in the earlier cantos. He seems almost Wordsworthian. The love of nature now
               appears as a distinct passion in his mind. It is a love that does not rest merely
               in observation, nor is it satisfied with describing what is before him. Nature has
               a power and being, blending itself with the poet’s very life. Ethereally and ideally
               beautiful and perfect, nature satisfies the longings of the poet’s soul. Although
               Byron had, with his real eyes, perhaps seen more of nature than ever was before permitted
               to any great poet, yet he never before seemed to open his whole heart to its genial
               impulses. But in this he is changed; and in the third and fourth cantos of Childe Harold’s Pilgrimage, he equals the best descriptive poets in this the age of descriptive poetry.
            

            
            Passing through Arquà, home of the Italian poet Petrarch, he reflects over the remains
               of Petrarch’s simple mansion and his sepulcher, and then he starts away from the peacefulness
               of the hallowed scene, into an impassioned gloom, which often suddenly appalls us
               in his poetry. In Ferrara, Byron vents his pity over the fate of the other great Italian
               poet Tasso, and his wrath against the tyrant Alphonso. After some eloquent praise
               of Italy and her finest spirits, he travels to Florence. He delights in contemplating
               the ancient Greek statues there and afterward in Rome as he enters that place where
               all his visions were tending, and which surpasses in grandeur all that his eyes have
               before witnessed on earth. He has not disappointed us in his poetic commemoration
               of the Eternal City: “Rome! my Country! City of the Soul!” Here his mind reverts,
               in its passion, to the ruling spirits of his own country or age, in whom he discerns
               a dark and shadowy resemblance to the Syilas and Caesars of Rome. Passing from Cromwell
               to Napoleon, he glances at the French Revolution. On a flash of mind of the character
               of Numa, his spirit falls into a passionate dream of the Egerian Grot, in which he
               says there breathes that full, delicate, and perfect sense of beauty which often steals
               upon him during moods of a very different kind, and wins him, somewhat reluctantly,
               away into scenes filled with images of stillness and peace. His description of the
               ruins of the Coliseum at midnight is one of the best passages in the entire poem:
               “But when the rising moon begins to climb / Its topmost arch, and gently pauses there
               . . . / Then in this magic circle raise the dead: / Heroes have trod this spot—’tis
               on their dust ye tread.”
            

            
            The concluding stanzas include some of Byron’s best nature writing and seems almost
               to flirt with Romantic pantheism. The first begins, “There is a pleasure in the pathless
               woods, / There is a rapture on the lonely shore . . . / I love not Man the less, but
               Nature more . . . / From these our interviews, in which I steal / From all I may be,
               or have been before, / To mingle with the Universe, and feel / What I can ne’er express,
               yet can not all conceal.” Then Byron sings a hymn to the ocean: “Roll on, thou deep
               and dark blue Ocean—roll! / Ten thousand fleets sweep over thee in vain; / Man marks
               the earth with ruin—his control / Stops with the shore.” Here the pilgrimage of Childe
               Harold comes to its close.
            

            
         

         
         	CHRISTABEL

         
         	
            Samuel Taylor Coleridge intended to publish Christabel in the 1800 edition of Lyrical Ballads but he could not complete it in time. When he finally published it in 1816 it was
               already a well-known poem and not only among the Lake Poets—Sir Walter Scott claimed in 1805 to have based the metrical structure of The Lay of the Last Minstrel upon Coleridge’s complex metrics in Christabel. The poem illustrates the Romantic fascination with the medieval period and with
               tales of fantasy.
            

            
            The daughter of Sir Leoline, Christabel, is praying at night in a wood for her betrothed
               when she finds a lady in distress, the fair Geraldine. Cristabel brings her to the
               castle, where the lady is received hospitably. Geraldine claims to be the daughter
               of Lord Roland de Vaux, once a friend of Sir Leoline before they were estranged by
               a quarrel, and she claims to have been forcibly abducted from her home. Actually,
               she is a malignant supernatural creature who has assumed the form of Geraldine in
               order to work evil. Christabel sees through her disguise, but she is forced to silence
               by a spell. Sir Leoline sends his bard to Lord Roland to give him the news that his
               daughter is safe and to offer reconciliation.
            

            
         

         
         	“CHRISTIANITY OR EUROPE: A FRAGMENT”

         
         	
            Novalis published this seminal essay on the German Romantic movement in 1799. It proved controversial
               within the Jena Circle. Johann Wolfgang von Goethe promoted its publication, but the Schlegel brothers decided not to publish the essay in The Athenaeum for fear that it would be interpreted as a nostalgic longing for the Catholic Middle
               Ages (Breckman 2008: 47–48). Instead, Novalis here develops a theory for a Romantic
               aesthetic that includes his concept of magical idealism.
            

            
            Novalis begins a historic narrative opening with the Catholic Middle Ages in Germany
               and continuing to the Protestant Reformation and to the beginning of scientific enlightenment
               and the contemporary Romantic revolutions. Now is the time, Novalis claims, for resolving
               the violent conflicts between reason and intuition, revolutionary advances and reactionary
               repulsion, faith and unbelief. He develops his belief in the supremacy of German culture
               and his confidence that Germany will lead the way for a movement that will merge Christianity
               and Romanticism. Germany will succeed with a new kind of science based upon the principles of Johann Gottlieb Fichte’s Theory of Knowledge (1794). Romanticism awaits: “If only Europe wanted to awaken again!” (Breckman 2008:
               59)
            

            
         

         
         	CHRIST’S HOSPITAL

         
         	
            A school for orphan boys in London established in 1552 and still active today. In
               the 19th century the orphan boys were called “blue coat boys” by outsiders as a way
               of diminishing their worth. Notable Romantics who were part of Christ’s Hospital were
               Samuel Taylor Coleridge, Charles Lamb, and Leigh Hunt. Coleridge entered Christ’s Hospital in 1782 at age 10 after the death of his father
               and attended until he was 19. Charles Lamb also was educated at Christ’s Hospital
               and was a contemporary of Coleridge, as recalled in his essay “Christ’s Hospital Five
               and Thirty Years Ago.”
            

            
         

         
         	CIRCLES

         
         	
            Ralph Waldo Emerson published this whimsical collection of teachings dear to him in Essays, First Series (1841). In many essays such as this one, Emerson’s primary rhetorical unit is not
               the paragraph but the sentence.
            

            
            Emerson opens with the commonplace observation that “the eye is the first circle;
               the horizon which it forms is the second; and throughout nature this primary figure
               is repeated without end.” From this beginning he goes on to relate all of life’s meaning
               and activity to the metaphor of a series of never-ending concentric circles. “Our
               life is an apprenticeship to the truth, that around every circle another can be drawn;
               that there is no end in nature, but every end is a beginning; that there is always
               another dawn risen on mid-noon, and under every deep a lower deep opens.” Nothing
               in nature is permanent. In fact, “permanence is but a word of degrees.” Given these
               facts, we can assume that the nature of God, in the sense of the Over-Soul, is a circle
               whose center is never stable but is everywhere and whose circumference is nowhere.
            

            
            Thereafter Emerson develops examples to illustrate the philosophy of circularity:
               the sculptures of ancient Greece, celebrated by writers, have melted away like ice,
               to be replaced by newer art which in turn has been replaced again, without end. The
               essay then makes an application, cheering on new generations into not fearing the
               new generalization that replaces the generalizations through which they learned all
               they knew. He then makes an application to literature, science, and religion.
            

            
         

         
         	CITIZEN OF GENEVA

         
         	
            Jean-Jacques Rousseau often identified himself as such on the title pages of his books, thus calling attention
               to his origin in an independent republic. He was born in Geneva, although he left
               at age 16.
            

            
         

         
         	“THE CITY IN THE SEA”

         
         	
            Edgar Allan Poe published “The City in the Sea” in Poems (1831). The reference to the city in the sea obviously is to the Sodom and Gomorrah
               stories of Genesis, emblems for the destruction of sinful beauty. These are not ideal
               cities of classical antiquity. Poe’s concern here is not with ideal beauty but with
               the creation of a strange, mysterious, unreal world that suggests sin, death, and
               decay. The last two lines, however, in their exaltation of the city, provoke ambiguity.
               The city commonly symbolizes the creative power of art. Its setting at the water line
               marks the division between dream and death, although the individual psyche will plunge
               into the waters of oblivion.
            

            
         

         
         	CIVIL DISOBEDIENCE

         
         	
            Henry David Thoreau’s famous essay on the duties of citizens to their government has been one of the
               most influential political documents in modern times. Thoreau’s powerful insistence
               on resisting a government’s laws and decrees when they conflict with moral imperatives
               helped give Mahatma Gandhi and Martin Luther King motivation for their peaceful resistance
               movements.
            

            
            Ironically, Thoreau’s radical essay calling for a form of philosophic anarchy was
               first published under the title “Resistance to Civil Government” in a polite collection
               titled Aesthetic Papers (1848) that was edited by Elizabeth Peabody, sister-in-law of Nathaniel Hawthorne.
               But also it was published only a year after The Communist Manifesto, in 1849. “The comfort it has for adherents of Karl Marx is scant but it is not quite
               the source of strength to today’s conservatives either that its opening sentence would
               seem to imply. The iron rigor of Thoreau’s philosophic anarchy is uncomfortable to
               both sides” (Bode 1982: 109). The more common title, “Civil Disobedience,” was established
               in the 1866 edition of Thoreau’s works, A Yankee in Canada.
            

            
            The occasion for Thoreau’s writing “Civil Disobedience” was his arrest and night in
               the Concord, Massachusetts, jail for refusing to pay his poll tax. He refused to pay
               this minor local tax out of principle to protest the United States’ war with Mexico
               from 1846 to 1848. For Thoreau and many others, the war was fought primarily to support
               the U.S. institution of legal slavery. As part of the essay, Thoreau gives details
               of his night in jail.
            

            
            “Civil Disobedience” begins with one of the most famous of all openings: “I heartily
               accept the motto,—‘That government is best which governs least’; (1) and I should
               like to see it acted up to more rapidly and systematically. Carried out, it finally
               amounts to this, which also I believe,—‘That government is best which governs not
               at all.’” Thoreau thus opens the essay by addressing the fundamental question What
               is government for, anyway? The rest of the essay, then, is structured around 10 issues.
            

            
            Besides asking what government is for, Thoreau narrows down the question by asking,
               What about the American government? His response is that “it has not the vitality
               and force of a single living man; for a single man can bend it to his will. It is
               a sort of wooden gun to the people themselves.” Moreover, “this government never of
               itself furthered any enterprise, but by the alacrity with which it got out of its
               way. It does not keep the country free. It does not settle the West. It does not educate.
               The character inherent in the American people has done all that has been accomplished;
               and it would have done somewhat more, if the government had not sometimes got in its
               way.”
            

            
            What about the rule of the majority? Thoreau responds, “After all, the practical reason
               why, when the power is once in the hands of the people, a majority are permitted,
               and for a long period continue, to rule, is not because they are most likely to be
               in the right, nor because this seems fairest to the minority, but because they are
               physically the strongest. But a government in which the majority rule in all cases
               cannot be based on justice, even as far as men understand it.” He adds, “The only
               obligation which I have a right to assume is to do at any time what I think right.”
            

            
            A question about the military and its function follows. The response:

            
            
               A common and natural result of an undue respect for law is, that you may see a file
                  of soldiers, colonel, captain, corporal, privates, powder-monkeys, and all, marching
                  in admirable order over hill and dale to the wars, against their wills, ay, against
                  their common sense and consciences, which makes it very steep marching indeed, and
                  produces a palpitation of the heart. They have no doubt that it is a damnable business
                  in which they are concerned; they are all peaceably inclined. Now, what are they?
                  Men at all? or small movable forts and magazines, at the service of some unscrupulous
                  man in power? Visit the Navy Yard, and behold a marine, such a man as an American
                  government can make, or such as it can make a man with its black arts—a mere shadow
                  and reminiscence of humanity, a man laid out alive and standing, and already, as one
                  may say, buried under arms with funeral accompaniments.
               

               
            

            But then, what should be our relation to our government? “How does it become a man
               to behave toward this American government to-day? I answer, that he cannot without
               disgrace be associated with it. I cannot for an instant recognize that political organization
               as my government which is the slave’s government also.”
            

            
            Once Thoreau establishes the basic principles of one’s moral obligations to the government,
               he begins addressing the real issues of his essay and the burning issue of his day:
               What about revolution? What about slavery? The tone now becomes more passionate: “When
               a sixth of the population of a nation which has undertaken to be the refuge of liberty
               are slaves, and a whole country is unjustly overrun and conquered by a foreign army,
               and subjected to military law, I think that it is not too soon for honest men to rebel
               and revolutionize. What makes this duty the more urgent is the fact that the country
               so overrun is not our own, but ours is the invading army.”
            

            
            What then can be done by ordinary citizens to change their government? In particular,
               what about voting to change the government? Thoreau hits right at the heart of the
               participatory democracy his country boasts of.
            

            
            
               All voting is a sort of gaming, like checkers or backgammon, with a slight moral tinge
                  to it, a playing with right and wrong, with moral questions; and betting naturally
                  accompanies it. The character of the voters is not staked. I cast my vote, perchance,
                  as I think right; but I am not vitally concerned that that right should prevail. I
                  am willing to leave it to the majority. Its obligation, therefore, never exceeds that
                  of expediency. Even voting for the right is doing nothing for it. It is only expressing
                  to men feebly your desire that it should prevail.
               

               
            

            But then again, the objection many would make is whether we have moral obligations
               to obey all laws of the land. Thoreau’s argument here was to become central to Martin
               Luther King’s “Letter from the Birmingham Jail.” What about unjust laws? Thoreau argues
               that “unjust laws exist; shall we be content to obey them, or shall we endeavor to
               amend them, and obey them until we have succeeded, or shall we transgress them at
               once? Men generally, under such a government as this, think that they ought to wait
               until they have persuaded the majority to alter them.” As often as not, timid people
            

            
            
               think that, if they should resist, the remedy would be worse than the evil. But it
                  is the fault of the government itself that the remedy is worse than the evil. It makes
                  it worse. Why is it not more apt to anticipate and provide for reform? Why does it
                  not cherish its wise minority? Why does it cry and resist before it is hurt? Why does
                  it not encourage its citizens to be on the alert to point out its faults, and do better
                  than it would have them? Why does it always crucify Christ, and excommunicate Copernicus
                  and Luther, and pronounce Washington and Franklin rebels?
               

               
            

            In fact, if the injustice of the government “is of such a nature that it requires
               you to be the agent of injustice to another, then, I say, break the law. But many
               would ask why they shouldn’t try to change government lawfully and through the processes
               it has established for change. Thoreau responds, “As for adopting the ways which the
               State has provided for remedying the evil, I know not of such ways. They take too
               much time, and a man’s life will be gone. I have other affairs to attend to.”
            

            
            Further, at its most fundamental level, there is a point facing every citizen, a question
               rarely asked but which must be asked: What about paying taxes? Can a moral person
               pay taxes to support the moral atrocities of a government in good conscience? Not
               surprisingly, Thoreau claims that “under a government which imprisons any unjustly,
               the true place for a just man is also a prison.” In reference to his own refusal to
               pay taxes he simply asks, “When I meet a government which says to me, ‘Your money
               or your life,’ why should I be in haste to give it my money?”
            

            
         

         
         	CLAIRMONT, CLAIRE (1798–1879)

         
         	
            Her full name was Clara Mary Jane Clairmont, and she was one of the innermost members
               of the Byron-Shelley Circle but she was not herself a writer. Claire Clairmont was present at nearly all the
               important events of the group while they were in Switzerland and Italy, including
               the Shelleys’ elopement and the famous summer of 1816. In addition, Clairmont was part of the Godwin Circle, being a stepsister to Mary Shelley and Fanny Imlay after William Godwin married Mary Jane Clairmont. Thus she grew up among many of the figures in the Romantic movement. She met Harriet Westbrook shortly after her marriage, for instance.
            

            
            At age 17 she began an affair with Lord Byron while he was still in England. Then in April 1816 she traveled with her sister and
               Percy Bysshe Shelley to Geneva when they eloped. There Byron resumed the affair. It was Clairmont who introduced Byron to Shelley, thus changing the history of the
               English Romantic movement. On January 12, 1817, Claire Clairmont gave birth to her
               daughter with Byron, Allegra. “Byron supported the child but consistently attempted
               to cut off his relationship with Claire, with Shelley becoming their intermediary
               and perhaps (as has been conjectured) Claire’s lover. In Italy, Byron insisted, over
               Claire’s objections, on Allegra’s being sent to a convent to be educated, and they
               both were devastated by her death there in 1822” (Levine 2010: 1023).
            

            
            In later years she married Edward John Trelawny. Claire Clairmont lived a long life, through much of the Victorian period, capitalizing
               as much as she could on her former celebrity. The story of her later years is the
               basis for Henry James’s novel The Aspern Papers, published in 1888.
            

            
            See also WOMEN.
            

            
         

         
         	CLAIRMONT, MARY JANE

         
         	
            See GODWIN, MARY JANE CLAIRMONT (1766–1841).
            

            
         

         
         	THE CLANDESTINE MARRIAGE

         
         	
            First performed in 1776, The Clandestine Marriage was one of the most popular comedies of the later 18th century, one that remained
               in the repertoire through the end of the century and one that still sees occasional
               revivals. The play was a closely wrought collaboration between George Colman the Elder and David Garrick. Evidently both men had equal shares in the play’s composition. The story is based
               upon the opening complication of the clandestine marriage of Fanny Sterling, the daughter
               of a rich city-merchant, to Lovewell, a worthy but naïve kinsman of a lecherous old
               man, Lord Ogleby. Sir John Melvil, Lord Ogleby’s nephew and the lord himself arrive
               at Fanny’s family home accompanied by Canton, a Swiss valet, and Brush, another comic
               servant, to complete arrangements for Sir John’s marriage with Fanny’s older sister,
               Miss Sterling. More complications arise when Sir John, upon seeing Fanny, falls in
               love with her and is discovered by her older sister on his knees before her in a clearly
               comically awkward situation. Fanny’s sister is naturally very indignant. More comic
               complications arise when it is learned that Fanny is pregnant. Her parents object
               to Lovewell, so it seems ill timed to announce their marriage despite the pregnancy.
               Fanny and Lovewell decide that in order to warn Sir John, she should explain the whole
               affair to Lord Ogleby. But while she is telling Lord Ogleby the story, they are interrupted
               just when it seems to the lord that Fanny is really in love with him. The plot turns
               toward the end when Lovewell is discovered in Fanny’s room, and the whole situation
               is cleared satisfactorily for Fanny and her husband. Other characters are Mrs. Heidelberg,
               the vulgar widowed sister of Sterling, a chambermaid, several lawyers, and Betty,
               Fanny’s maid and confidante.
            

            
         

         
         	CLEMM, MARIA POE (1790–1871)

         
         	
            Maria Clemm was Edgar Allan Poe’s aunt and subsequently his mother-in-law, being the mother of Poe’s wife, Virginia Clemm. Poe wrote his “Sonnet—To My Mother” as a means of demonstrating his closeness to
               her. During his life, Clemm served Poe as business advisor and literary agent. After
               his death, Clemm evidently was swindled by Rufus Griswold into turning over the rights to Poe’s literary remains to Griswold with little or
               no remuneration while endorsing him as Poe’s choice for literary executor.
            

            
            See also WOMEN.
            

            
         

         
         	CLEMM, VIRGINIA (1823–1847)

         
         	
            The wife of Edgar Allan Poe, whom he married in 1836 when she was 13 years old. Their close relationship began
               when Clemm was 12. Clemm was Poe’s first cousin, the daughter of Maria Clemm, Poe’s aunt. The marriage was close but brief. Virginia Clemm died on January 30,
               1847, at the age of 25. Poe refers to Virginia throughout his poetry, but she is most
               often associated with “Annabelle Lee.”
            

            
            See also WOMEN.
            

            
         

         
         	“THE CLOUD”

         
         	
            Percy Bysshe Shelley wrote this poem between Fall 1819 and June 1820 and published it in 1820 in Prometheus Unbound; A Lyrical Drama in Four Acts with Other Poems. According to Reiman and Freistat (2002: 301), “The Cloud” was inspired by the song
               of the cloud nymphs in “The Nymphs,” a long poem by Leigh Hunt. “The Cloud” is noted
               for Shelley’s accurate observation of meteorological phenomena according to early
               19th-century science. The poem insists upon the essential unity of the physical universe and, through
               the seeming variety of the cloud, its eternality. The cloud is presented as an eternal,
               primeval force alive with energy and activity and manifesting itself in various forms
               and colors.
            

            
            Shelley presents the poem in a structure reminiscent of one of the Old English riddles
               from the Exeter Book. He begins the poem by describing the relation between water,
               the cloud, and growing things and the process by which the cloud moves. We see the
               cloud in daylight and night, in calm and storm. The last stanza points out the idea
               of immortality in the cyclic process: “I change, but I cannot die.” The cloud then
               serves as a symbolic parallel between the natural cycle and the human cycle of life,
               death, and rebirth. Although some readers object to the poem’s rhyme and rhythm as
               monotonously repetitive, Shelley evidently is trying to convey a ceaseless rhythm
               that binds together seemingly unrelated events.
            

            
         

         
         	COLERIDGE, DAVID HARTLEY (1796–1849)

         
         	
            See FRICKER, SARA (1770–1845); “FROST AT MIDNIGHT”.
            

            
         

         
         	COLERIDGE, DERWENT (1800–1883)

         
         	
            See FRICKER, SARA (1770–1845).
            

            
         

         
         	COLERIDGE, SAMUEL TAYLOR (1772–1834)

         
         	
            The English poet, critic, and philosopher Samuel Taylor Coleridge was born on October
               21, 1772, at Ottery St. Mary in Devon where his father was the vicar. Traditionally
               Coleridge is considered the intellectual center of the English Romantic movement because
               his broad knowledge of philosophy, particularly German Transcendentalism, gave credibility
               to the movement.
            

            
            Coleridge began school at his father’s own school. His father had planned on educating
               his son to take orders in the church, but Coleridge’s father died when Coleridge was
               9 years old. In October 1791 Coleridge was admitted on scholarship to Jesus College,
               Cambridge, where he moved through his studies adequately but not notably. He became
               engaged in radical politics, opposed the war with France, and began his addiction
               to opium while at Cambridge.
            

            
            In June of that year, visiting Oxford, Coleridge met Robert Southey. Both were enthusiastic young intellectuals involved in radical politics and in matters
               of social justice. Out of their association came the idea for Pantisocracy, a utopian community to be established along the banks of the Susquehanna River in
               the United States. The project never was carried out, but out of the plans came plans
               for Coleridge’s marriage. On October 4, 1795, Coleridge married Robert Southey’s future
               sister-in-law Sara Fricker.
            

            
            In December 1795 Coleridge’s long-thought-out plans to publish a newspaper were finally
               unfolding. The Watchman, which was to serve as guardian of public liberty against the infringements of the
               Tory ministry, ran for 10 issues from March 1795 to May 1796, leaving its writer and
               editor with new debts and an even more intense sense of failure and uncertainty.
            

            
            The Coleridges then moved to a cottage provided them by Thomas Poole, a friend and
               supporter, at Stowey in the Lake District. There they became intimate with William and Dorothy Wordsworth. This would become the period of the flourishing of what William Hazlitt would later call the Lake Poets.
            

            
            Coleridge and the Wordsworths differed significantly in many ways in intellectual
               and artistic temperament. Both Wordsworths were far more reflective from their outdoor
               ramblings than Coleridge, whereas he felt compelled to spend his time with his books
               for artistic and intellectual inspiration.
            

            
            But from this period and these friendly tensions came what most scholars still continue
               to believe was the single most revolutionary manifesto of poetry of the Romantic movement
               and perhaps in English literary history: Lyrical Ballads, first published in 1798. This volume of poetry was a collaboration between the Wordsworths—if
               we consider Dorothy’s considerable contributions as muse and editor—and Coleridge.
            

            
            By 1798 it was becoming obvious, however, that the Coleridges’ marriage was essentially
               over. In late spring of that year Samuel Taylor Coleridge left with the Wordsworths
               for a tour of Germany. He made no provision for Sara or the children. The German tour
               proved to be a major moment in Coleridge’s life. Dorothy and William set out with
               Samuel and their close mutual friend John Chester in the late spring of 1798. Barely
               two weeks into the tour, Coleridge and Chester separated from the Wordsworths and
               traveled to Ratzeburg and then, in February 1799, moved on to the then thriving university
               town of Göttingen where Coleridge learned German, though he always had an embarrassingly
               bad accent, and where he became acquainted with the German Romantic movement just
               then beginning to develop. He read the German Romantic in German. Few English or American
               Romantics read German so that it was through Coleridge’s writings that German Transcendentalism
               entered the English and American Romantic movements.
            

            
            Shortly after his return to London and a temporary reconciliation with his brother-in-law
               Robert Southey, Coleridge met Sara Hutchinson—the sister of Wordsworth’s fiancée,
               Mary—who was to become for many years the object of Coleridge’s intense but hopeless
               love. He settled in London where he wrote for the Morning Post during the first four months of 1800 and translated Friedrich Schiller’s play Wallenstein into two parts, The Piccolomini and The Death of Wallenstein, both published later that year but without financial success.
            

            
            By 1800 Coleridge’s main body of poetry had been written. With a few notable exceptions,
               his literary activity thenceforth was directed toward prose, criticism, and journalism.
               His health began deteriorating badly due to his opium addiction, and his final separation
               from Sara Fricker Coleridge caused a final estrangement from Southey while his ongoing
               relationship with Wordsworth’s sister-in-law Sara Hutchinson caused an estrangement
               from Wordsworth, once his dearest friend.
            

            
            Coleridge’s next journalistic venture was The Friend, which appeared in 27 irregular numbers between 1809 and 1810 before it failed, leaving
               Coleridge once again with debts adding up to several hundred pounds. The purpose of
               The Friend was to “uphold those truths and those merits, which are founded in the nobler and
               more permanent parts of our nature.”
            

            
            Between 1810 and 1811 Coleridge gave his famous Shakespeare Lectures. However, Coleridge’s yet again increasing use of opium contributed to haphazard,
               belabored lectures and numerous cancelled lectures. Despite the success of his play
               Remorse, a revision of a much earlier work titled Osorio, which ran for 20 performances at Drury Lane Theatre in the winter of 1813, and the publication in 1816 of a volume that included Christabel, “Kubla Khan, a Vision,” and “The Pains of Sleep,” the problems of Coleridge were no longer private.
            

            
            After an intercession by some friends, Samuel Taylor Coleridge came to stay for a
               month at the house of Dr. James Gilman at Highgate in 1817. The plan was that the physician might be able cure him of his
               addiction to opium and restore him to health. He remained under the care of Gilman
               for the last 18 years of his life. During these years Coleridge developed his reputation
               as the “Sage of Highgate,” accepting as visitors distinguished personages of the day. Much of Coleridge’s
               best work comes from these years and the few years previous to living with Dr. Gilman.
               Biographia Literaria, was published in 1817 and Aids to Reflection in 1825. The great intellect remained active to the last. Samuel Taylor Coleridge
               died on July 25, 1834.
            

            
            See also BIG SIX; “MR. COLERIDGE”; “ON THE LIVING POETS”; “THE POETIC PRINCIPLE”.
            

            
         

         
         	COLERIDGE, SARA FRICKER (1770–1845)

         
         	
            See FRICKER, SARA (1770–1845).
            

            
         

         
         	“THE COLISEUM”

         
         	
            Edgar Allan Poe’s poem was originally to be part of his ultimately unpublished verse drama Politian. Probably more obvious in this poem than elsewhere is the influence of Lord Byron on Poe. Here there is an especial connection to Childe Harold’s Pilgrimage, canto 4. The common romantic veneration of antiquity is the theme of “The Coliseum”: “I kneel,
               an altered and an humble man, / Amid thy shadows, and so drink within / My very soul
               thy grandeur, gloom, and glory!” In the second stanza occurs the only reference in
               all of Poe’s poetry to Jesus Christ, the “Judean king.”
            

            
         

         
         	COLLINS, WILLIAM (1721–1759)

         
         	
            Along with Thomas Gray, William Collins helped rediscover the classic ode for English poetry, a form seldom used by the earlier 18th-century poets of the neoclassic
               tradition but a form that would reach its highest level of maturity with the English
               Romantic poets of the early 19th century. William Collins was born on December 25,
               1721, in Chichester and educated at Winchester and Oxford, finishing in 1743 with
               the original intention of taking orders in the Church of England. Instead, he decided
               to pursue the life of a poet. Despite an early promise with works such as Persian Eclogues in 1742, Collins’s productive career lasted only nine years. From 1751 until his
               death on June 12, 1759, he was confined under the care of his sister, Anne Collins
               Sempill, due to severe mental illness.
            

            
            No major poet in English has left behind such a small body of work as William Collins.
               His reputation formally rests solely on one volume, Odes of Several Descriptive and Allegorical Subjects, published in 1747. The thin volume of 52 pages contains 12 poems: “Ode to Pity,”
               “Ode to Fear,” “Ode to Simplicity,” “Ode on the Poetical Character,” “Ode, Written
               in the Beginning of the Year 1746,” “Ode to Mercy,” “Ode to Liberty,” “Ode, to a Lady
               on the Death of Colonel Ross in Action of Fontenoy,” “Ode to Evening,” “Ode to Peace,”
               “The Manners: An Ode,” and “The Passions: An Ode for Music.”
            

            
            Through the decades since Collins’s death, his odes have been the poems most anthologized
               and most commented upon. These are formal poems that, while not written in heroic
               couplets, display the devotion of earlier 18th-century poets to regularity and order.
               But several works of Collins, long neglected, reveal a deliberate move from the temperament
               of classical-form poetry to the Romantic temperament of spontaneity, wildness, and
               irregularity. In 1749 Collins published “Ode Occasion’d by the Death of Mr. Thomson,”
               commemorating, of course, the death the previous year of James Thomson. Collins recognized the poet of The Seasons for his break from contemporary rules and expectations. The poem displays deep personal
               feeling and melancholy. The posthumously published Ode on the Popular Superstitions of the Highlands of Scotland, published in 1788, Collins’s longest poem, pushes an incipient Romanticism farther
               than any of his other works with its melancholy tone and supernatural medievalism.
            

            
            William Collins, although often considered a minor 18th-century poet when compared
               to Alexander Pope and the earlier John Dryden, wrote nearly perfect poetry, though
               very little of it. Looking ahead seemingly to the end of the century, Collins was
               able to unite human emotion to nature and natural beauty. Occasionally he can be artificial
               and his abstract personifications, while developed to maturity by poets such as William Wordsworth, can fail to move readers. Yet John Keats’s odes owe much to William Collins. Interestingly, no human being appears in his
               major odes.
            

            
         

         
         	COLMAN, GEORGE, THE ELDER (1732–1794)

         
         	
            The father of George Colman the Younger, collaborator with David Garrick, theater manager of Covent Garden and later the Haymarket, translator of Terence, and author of over 30 plays, original
               and in translation, George Colman the Elder was born in Florence, Italy, in April
               1732. His father was an English diplomat. While at Oxford University, he published
               one of the best literary periodicals of the day, the Connoisseur, published weekly for over two years. After college he studied and entered the bar
               at the insistence of his patron the Earl of Bath. But his ambition was literary, and
               in 1760 David Garrick, manager of Drury Lane Theatre, produced Colman’s first comedy, Polly Honeycombe. The next year Garrick produced and played the lead in Colman’s The Jealous Wife. Then in 1766 Garrick and Colman collaborated on The Clandestine Marriage. These three comedies would be among the most popular plays of the latter 18th century
               and would become part of the standard repertoire until well into the 19th century
               and beyond. Beginning in 1767 Colman began a long run as theater manager of Covent
               Garden, rival theater to Drury Lane, and he would exert a major influence upon the
               direction of late 18th-century English theater.
            

            
            During these years he continued his non-theatrical career as a prominent essayist
               and journalist. In 1864 he published a complete translation of the comedies of the
               Roman poet Terence in an edition that would be the preferred translation for over
               a century and would remain a standard textbook edition into the 20th century. Terence’s
               New Comedy would find a dominant strain in Colman’s own comedies. He also during the
               1760s entered into the Samuel Johnson and James Boswell circle, becoming a member
               of the famous Literary Club in 1768, and serving as a pallbearer at Johnson’s funeral
               in 1784. In 1777 Colman purchased the Haymarket Theater from Samuel Foote and maintained a summer season. After his health deteriorated into
               severe mental illness in 1785, Colman’s son, George Colman the Younger, assumed all management responsibilities. George Colman the Elder died in London
               on August 14, 1794.
            

            
            George Colman represents well the period in 18th-century English theater that was
               seeing a rapid move away from the longstanding Restoration tradition to the Romantic
               tradition of theater. Traditional historical interpretation, based upon the now dismissed
               view of a sentimental comedy versus laughing comedy dichotomy and a dark period of 18th-century drama saw Colman as one of the few playwrights of any merit after the period of William
               Congreve and his contemporaries. Newer interpretations see George Colman the Elder
               as an early Romantic playwright.
            

            
            His original comedies display competence and variety while being with few exceptions
               thoroughly laughable. Roman New Comedy has been the primary influence on English comic
               drama, but Moliere and the Italian commedia dell’arte have been important influences
               also. Colman knew this comic tradition very well, and thus he deliberately uses traditional
               materials effectively while overturning those traditions. His first play, Polly Honeycombe, begins a consistent use of satire in the tradition of Samuel Foote, which appears
               throughout Colman’s career. Moreover, this short play is thoroughly typical of farce of the period except that it ends cynically instead of happily. For most of his career
               Colman wrote comic shorts in a variety of genres such as farce, burlettas, and theatrical satire. Some, such as The Deuce Is in Him and The Musical Lady, reveal very effective, humorous use of deception plots.
            

            
            Naturally The Jealous Wife deserves the most extended treatment as Colman’s best play. Much of the laughter derives
               from the secondary characters, but Harriot, instead of being a typical, sentimental
               heroine as some say, proves active, strong-willed, and aggressive. Additionally, she
               provides much laughter as she moves from one comic predicament to another. Colman’s
               next major original comedy, The Man of Business, probably deserves the neglect critics have shown it. But his last two major original
               comedies, The Suicide and The Separate Maintenance, indicate that his creative powers did not decline as most critics have thought.
               The Suicide in particular proves to be worthy of the same merit usually attributed to Polly Honeycombe and The Jealous Wife. Throughout his career Colman displays sympathy for middle-class values and scorn for
               false taste in theatrical affairs. His comic and satiric vision remained consistent
               from his first play to his last.
            

            
            Since Colman was a theater manager for so many years, he naturally was concerned with
               attracting crowds. Since he was responsible for “getting up” a show for every play
               date throughout the seasons, he of course had to do some of the play writing himself,
               as did his fellow managers David Garrick and Samuel Foote. So it is not surprising
               that much of Colman’s dramatic output was written quickly and was written for the
               immediate satisfaction of his audiences. George Colman was a practical man of the
               theater; he did not compose long, monumental plays in some garret remote from the
               theater district. Thus the major part of his original dramatic work is reflected in
               13 very short plays, mostly afterpieces such as farces, burlesques, and burlettas,
               as well as preludes.
            

            
            Much of Colman’s contemporary reputation rests on the short pieces. Some, such as
               Polly Honeycombe, The Deuce Is in Him, and The Musical Lady, proved very popular and appeared on stage many times throughout the early Romantic
               period. Others, like The Portrait, deservedly saw the lights only seldom. Throughout the 19th and 20th centuries, few
               serious readers paid attention to Colman’s farces, considering them ephemera. However,
               with the renewed attention to farce as a genre, Colman’s afterpieces are attracting
               attention once again. Polly Honeycombe, for example, has been added to the prestigious Broadview English Texts series.
            

            
            See also THE GENIUS OF NONSENSE; HARLEQUIN TEAGUE; OR, THE GIANT’S CAUSEWAY; THE MANAGER IN DISTRESS; MAN AND WIFE; OR, THE SHAKESPEARE JUBILEE; NEW BROOMS; AN OCCASIONAL PRELUDE; THE OXONIAN IN TOWN; THE SPLEEN; OR, ISLINGTON SPA; UT PICTORIA POESIS; OR, THE ENRAGED MUSICIAN.
            

            
         

         
         	COLMAN, GEORGE, THE YOUNGER (1762–1836)

         
         	
            Colman, whose father was George Colman the Elder, received his education at Christ Church, Oxford, and Aberdeen University. Of course,
               Colman grew up in a theater family and saw himself early on destined to follow in
               his father’s footsteps. His first major hit was the comedy Inkle and Yarico, first performed in 1787 and based on a cynically romantic plot first made famous
               by Joseph Addison in The Spectator no. 11. The Heir-at-Law (1797) is remembered for its depiction of Dr. Pangloss: pedantic, pompous, and greedy.
               Perhaps Colman’s masterpiece, though, is The Iron Chest (1796), his dramatization of William Godwin’s radically political novel Things as They Are; or, The Adventures of Caleb Williams.
            

            
         

         
         	COMMON SENSE

         
         	
            One of the most famous and stirring documents from the revolutionary period of the
               Romantic movement is Thomas Paine’s Common Sense: Addressed to the Inhabitants of America. The 48-page pamphlet was published in 1776 by Robert Bell of Philadelphia. It sold
               at least 120,000 copies in the first 3 months, 500,000 by the end of the year, and
               went to 25 editions in the first year alone. All royalties went to the army of General
               George Washington.
            

            
            After a short introduction declaring that “the cause of America is in great measure
               the cause of all mankind,” Paine treats the origin and design of government in general
               and of monarchy and hereditary succession. Then in the third part, “Thoughts on the
               Present State of Affairs in America,” Paine opens by claiming that in what follows
               he will “offer nothing more than simple facts, plain arguments, and common sense.”
               Actually, however, Paine works hard in Common Sense to appeal to his readers’ emotions and to rouse them to action.
            

            
            He proposes to examine “on the principles of nature and common sense” what the recalcitrant
               colonists should expect if they remain dependent on England and what to trust to if
               separated from the mother country. On the matter of economics, Paine says that contrary
               to some opinions the colonies would thrive better if separate. At present, England
               is draining all of America’s resources for their economic worth. There is, however,
               a great market for America in the rest of Europe. Also, as long as they are part of
               the British Empire, they will be dragged into England’s wars. They then will be unable
               to benefit from the whole of the European market.
            

            
            Paine also disputes the “mother country” image of Great Britain. Since most Americans
               are really not from England, America cannot be said to have Britain as its mother
               country. Instead, Europe as a whole is the mother country. Further, any reconciliation
               would ruin America. The colonies cannot exist under a tyrant such as King George III.
               Paine objects to those who claim civil wars will ensue from independence. He says
               such wars are just as likely before as after independence. Reconciliation, then, is
               impossible.
            

            
            This is the common sense part of the pamphlet. Paine then begins to appeal to emotions
               and prejudices. God is on the side of the rebels: “Everything that is right or reasonable
               pleads for separation. The blood of the slain, the weeping voice of nature cries,
               the time is past. Even the distance at which the Almighty hath placed England and America is a strong
               and natural proof that the authority of the one over the other was never the design
               of heaven.” He claims it is “repugnant to reason” and “to the universal order of things”
               to allow the two countries to remain together.
            

            
            See also THE AGE OF REASON; THE AMERICAN CRISIS.
            

            
         

         
         	THE COMPLAINT, OR NIGHT THOUGHTS ON LIFE, DEATH, AND IMMORTALITY

         
         	
            See NIGHT THOUGHTS.
            

            
         

         
         	CONCERNING GERMANY

         
         	
            Madame Germane de Staël published her most famous work in 1814. London publisher John Murray quickly supplied a translation with this title. Staël is credited with bringing German
               literature to France. Her basic argument here is that while we talk of Romantic literature
               as being a recent development, all German literature is essentially Romantic. Other
               literatures originate in Greek myths. German literature originates in post-Christian
               myths of chivalry: “The word romantic has been lately introduced in Germany to designate a kind of poetry which is derived
               from the songs of the Troubadours; that which owes its birth to the union of chivalry
               and Christianity” (Hugo, 1957: 66).
            

            
            See also ROMANTIC SELF-CONSCIOUSNESS: WHAT THE ROMANTICS SAID ABOUT ROMANTICISM.
            

            
         

         
         	CONCLUSION: CHAPTER 18 OF WALDEN

         
         	
            In the last chapter of his greatest book, Walden, Henry David Thoreau restates his earlier belief in the failure of most people to live their lives fully
               awake and aware of the true essentials of living. He again pleads for establishing
               life upon eternal Transcendental truths such as “If a man does not keep pace with
               his companions, perhaps it is because he hears a different drummer.” He recapitulates
               his pronouncements upon the uselessness of many lives and his plea for self-trust,
               and he concludes Walden with a parable of an insect emerging from a decades-old table, its egg hatched by
               the warmth of food or drink continually set upon the table. The newly hatched insect
               underlines the theme of the eternal renewal of life. So to his readers Thoreau concludes
               with as brash a promise as the beginning epitaph to the book: “Only that day dawns
               to which we are awake. There is more day to dawn. The sun is but a morning star.”
            

            
         

         
         	CONFESSIONS

         
         	
            With his Confessions, the full title of which is The Confessions of J. J. Rousseau, published in 1780, Jean-Jacques Rousseau transformed the genre of autobiography and, with very little exaggeration, transformed
               the Enlightenment view of the individual only as a part of the greater community to
               the Romantic view that privileges the individual self as the source of truth through
               feelings and passion rather than through verifiable observation. Previous autobiographies
               and especially 18th-century autobiographies such as that of Benjamin Franklin centered
               upon the actions of the great man and his rise to prominence along with bits of advice
               for imitating his success. Rousseau, taking up the tradition established and forgotten
               of Saint Augustine’s Confessions, shifts the emphasis entirely away from achievements to personal, intimate details
               of the author’s life. While Rousseau does write from the perspective of the great
               man looking back, he looks back not so much at his great accomplishments in life,
               most of which had been achieved by 1780, but upon the earlier parts of his life before
               he became the great man.
            

            
            Rousseau opens his Confessions with a statement of purpose counter to, essentially, any previous book: “I have begun
               on a work which is without precedent, whose accomplishment will have no imitator.
               I propose to set before my fellow-mortals a man in all the truth of nature; and this
               man shall be myself.” How can he write about anybody else? After all, “I am not made
               like any one I have been acquainted with, perhaps like no one in existence.” He continues
               his brash claims and challenges anyone, including the Almighty to say anything against
               him.
            

            
            
               I will present myself, whenever the last trumpet shall sound, before the Sovereign
                  Judge with this book in my hand, and loudly proclaim, “Thus have I acted; these were
                  my thoughts; such was I . . . Such as I was, I have declared myself; sometimes vile
                  and despicable, at others, virtuous, generous, and sublime; even as Thou hast read
                  my inmost soul: Power Eternal! assemble round Thy throne an innumerable throng of
                  my fellow-mortals, let them listen to my confessions, let them blush at my depravity,
                  let them tremble at my sufferings; let each in his turn expose with equal sincerity
                  the failings, the wanderings of his heart, and if he dare, aver, I was better than
                  that man.”
               

               
            

            Continuing his announcement of the purpose of Confessions, Rousseau declares that this shall be a history of his feelings, a history of himself
               as a man of feeling: “We suffer before we think; it is the common lot of humanity”
               (or as in other translations: “I felt before I thought”). Also, “A natural sympathy
               of soul confined those sentiments of predilection which habit at first produced; born
               with minds susceptible of the most exquisite sensibility and tenderness, it was only
               necessary to encounter similar dispositions; that moment fortunately presented itself,
               and each surrendered a willing heart.”
            

            
            In the early books pertaining to his childhood, Rousseau describes his early development
               into sexual awareness. Because his mother had died at his birth, young Rousseau was
               constantly in the hands of different women charged with his well-being. One of the first, Mademoiselle Lambercier, slightly
               over 30 and to the young boy quite attractive, used to punish him physically. But
               smitten with her sexual attractiveness, the barely pubescent boy discovered only pleasure
               in her beatings of him. One day Mademoiselle Lambercier discovered he had been playing
               with some of her hair combs and had broken one. Faced with his deed, the boy staunchly
               denies the crime despite the obvious evidence. Mlle. Lambercier has no choice but
               to relinquish her role as his protector. This episode with the combs ends his childhood
               innocence. Later, in another household, he is caught stealing a ribbon and blames
               the theft unjustly upon a young servant named Marion. Knowing that the girl must have
               been turned out of service with no reference, and thus no future, Rousseau is tormented
               by the memory the rest of his life.
            

            
            He tells of his adolescent mental tortures over whether to embrace fully Roman Catholicism,
               early sexual abuse at the hands of adults, both male and female, as well as a fully
               consensual sexual relationships with Madame Basile, Mademoiselle de Breil, and other
               beautiful, older women. While working through his Catholic crisis he meets another
               female guardian, Madame de Warens. He calls her “Mama,” and he becomes her “little
               one.” For Rousseau she is the one truly virtuous woman of his life. Heavily addicted
               to the popular drugs of the day, she makes her own at home. But she becomes his soul-mate.
               From the beginning he develops a deep sexual crush and infatuation with her very being.
               At one point he tricks her into taking food out of her mouth which he quickly scrapes
               off the plate and eats with delight.
            

            
            Later in Confessions Rousseau relates how his adolescent infatuation with “Mama” her returned affection
               becomes the adult sexual relationship that consumes most of his early adulthood. Nevertheless,
               marriage is always out of the question. Instead he becomes attracted to Thérèse De
               Vasseur, a simple and unpretentious girl. With her he has five children, but at each
               birth he takes the infants from Therese and leaves them at a Foundling Hospital. After
               25 years, they finally marry. Rousseau never loves Therese because she is not his
               equal socially or mentally. Their relationship was for companionship and sex, as he
               admits.
            

            
            Book 1, then, details Rousseau’s coming of age and his relationships with the people
               who came in and out of his life and who had a lasting effect for good or ill on his
               inner life of feelings. Book 2, often considered more general and less interesting,
               takes Rousseau into the world of ideas and ultimate fame. He describes his career
               in music and his early attempts at writing operas and attempting to get them performed
               and tells the tales of the publications of his works, especially Julie, The Social Contract, and Émile.
            

            
         

         
         	CONJECTURES ON ORIGINAL COMPOSITION

         
         	
            Edward Young’s revolutionary treatise on rhetoric was published in London in 1759. It was written,
               Young says in his preface, as a “recreation for old age.” The full title is Conjectures on Original Composition in a Letter to the Author of Sir Charles Grandison. Thus Young dedicates the volume to the novelist Samuel Richardson.
            

            
            Conjectures on Original Composition served as a common rhetoric textbook in English and American universities, Upper
               Form schools, and high schools well into the 20th century. Young’s rhetorical theory
               is a significant departure from earlier 17th- and 18th-century rhetorical practice,
               most obviously in his concept of rhetorical originality. He severely criticizes John
               Dryden, Alexander Pope, and Jonathan Swift for their failure of imagination, emotion,
               and originality. Then he anticipates the later Lectures on Rhetoric and Belles Lettres by Hugh Blair in 1783. Young extolls originality based upon the age-old controversy
               between the ancients and the moderns. He views originality first in the advances of
               modern science as it uncovers new subject matter and develops new fields of inquiry, and second
               as it originates from the sensitive individual soul “who may be variously described
               as spontaneous, self-reliant, natural, or original. New matter is drawn from without;
               a new spirit or inspiration is drawn from within” (Bredvold 1973: 456). Thus Edward
               Young develops a thoroughly romantic concept of original composition.
            

            
            In Conjectures on Original Composition Edward Young privileges the imagination above all else. He requires freedom for what
               later would be called “Romantic genius” and the dismantling of conservative doctrines
               of imitation and obedience to rules. We should seek from the ancients their original
               force, their original spark of vital force, but we must never become slaves to the
               past and let the past restrict our own innate power of imagination to create original
               writing.
            

            
            The influence of Edward Young’s Conjectures on Original Composition on developing a Romantic theory is probably incalculable. In many ways, Young’s textbook
               proved far more important to Romanticism than his popular poem Night Thoughts.

            
         

         
         	CONVERSATION POEMS

         
         	
            Samuel Taylor Coleridge is usually the English Romantic poet associated with the idea of conversation poems,
               These poems are relatively short compared to topical poems of the 18th century. They
               are less discursive, yet they retain that sense of wandering, conversational quality.
               They affect a pose of inner conversation by a clearly defined speaker, usually the
               poet. All are in blank verse and exhibit this conversational quality. Among Coleridge’s
               conversation poems are “The Eolian Harp,” “Frost at Midnight,” “This Lime-Tree Bower My Prison,” and “Dejection: An Ode.” William Wordsworth’s “Tintern Abbey” is usually placed among the Romantic conversation poems. Other characteristics of
               conversation poems include the following: the poet usually addresses inwardly an intimate
               friend or member of his family; each poem represents a curving pattern of emotion
               and circular progression of thought and mood. There is almost always a central image
               in each such as a bird, frost, or an Eolian harp.
            

            
         

         
         	CONVERSATIONS WITH GOETHE

         
         	
            Over a period from 1829 to 1830 J. P. Eckermann interviewed Johann Wolfgang von Goethe at the time that Goethe was the dominant figure in the literary world and thus the
               Romantic movement. The ideas set forth help us understand much of what Goethe thought
               of the Romantic movement late in life. For Goethe, the classic movement is healthy,
               the Romantic sickly. Much of what is being written as Romantic literature in his time,
               Goethe sees as “pathological,” “a superfluity of sap.” Goethe considers himself aligned
               with the classicists as opposed to the Romantics. Yet he relates how the Schlegels
               and Schiller consider him Romantic:
            

            
            
               The idea of the distinction between classical and romantic poetry. . . came originally
                  from Schiller and myself. I laid down the maxim of objective treatment in poetry,
                  and would allow no other; but Schiller, who worked quite in the subjective way, deemed
                  his own fashion the right one, and to defend himself against me, wrote the treatise
                  upon Naïve and Sentimental Poetry. He proved to me that I myself, against my will, was romantic, and that my Iphigenia, through the predominance of sentiment, was by no means so classical and so much
                  in the antique spirit as some people supposed. The Schlegels took up this idea, and
                  carried it further, so that it has now been diffused over the whole world; and everyone
                  talks about classicism and romanticism—of which nobody thought fifty years ago” (Hugo,
                  Howard 53).
               

               
            

            Passages such as this have been used to claim Goethe was not a Romantic, despite the
               ambiguity here of his assessment of Friedrich Schiller’s claims.
            

            
            See also EICHENDORFF, JOSEPH VON (1788–1857); ROMANTIC SELF-CONSCIOUSNESS: WHAT THE ROMANTICS SAID ABOUT ROMANTICISM.
            

            
         

         
         	COOPER, JAMES FENIMORE (1789–1851)

         
         	
            James Fenimore Cooper was one of the United States’ first popular literary figures.
               Born at the beginning of the new nation, the New Yorker celebrated Yankee industriousness
               and Yankee self-reliance in his popular novels of Americans on the frontier and Americans
               on the open seas. His most famous novels were the Leatherstocking Tales, stories of the advance of the frontier farther and farther west, but he actually
               made his reputation earlier with such sea-adventure novels as The Spy (1821) and The Pilot (1824). His Last of the Mohicans (1826) solidified his reputation. By the end of the 19th century, it was a novel
               every schoolchild had read. It simply became part of early American culture.
            

            
            See also THE AMERICAN DEMOCRAT.
            

            
         

         
         	THE CORSAIR

         
         	
            Published in 1814, The Corsair was the most popular in his lifetime of all Lord Byron’s works. Some 10,000 copies sold the first day in November 1813, and 25,000 sold
               in one month as it quickly ran through seven editions. It was Byron’s first use of
               heroic couplet since English Bards and Scotch Reviewers. Some of the reasons for its popularity were the fine descriptive passages such as
               at the opening of canto 3, the swift narrative based on personal observation, and,
               of course, the hero Conrad himself. Most readers identify him with Byron.
            

            
            The Corsair is one of Byron’s Tales, Chiefly Oriental. It tells the story of the dashing pirate Conrad, whose ocean domain is in and about
               the isles of Greece, and his series of breathtaking adventures. But Conrad disappears
               mysteriously and is assumed dead. It is a story of impassioned adventure and the lust
               for freedom.
            

            
            Conrad represents an archetype of masculinity. The poem stresses his once youthful
               idealism and consequent hardening of character. He is either softly sentimental or
               is “unmoved” at the screams of women in the harem who lead to his downfall. Of the two major female characters, Medora
               and Gulnare, Medora is the idealized Eastern woman. She is simple humanity, which
               Conrad tries to kill in himself. Gulnare is a more complex character than any other
               of Byron’s women. Conrad finds his manhood sapped by his owing his freedom to Gulnare.
            

            
         

         
         	COVENT GARDEN THEATRE

         
         	
            See COLMAN, GEORGE, THE ELDER (1732–1794); THE DEUCE IS IN HIM; MAN AND WIFE; OR, THE SHAKESPEARE JUBILEE; THE MANAGER IN DISTRESS; THE MAN OF BUSINESS; NEW BROOMS; AN OCCASIONAL PRELUDE; THE OXONIAN IN TOWN; THE PORTRAIT; SHE STOOPS TO CONQUER; OR THE MISTAKES OF A NIGHT; THE SPLEEN; OR, ISLINGTON SPA.
            

            
         

         
         	COWLEY, HANNAH (1743–1809)

         
         	
            Hannah Cowley, one of the most significant 18th-century British playwrights, excelled
               in farce, the comedy of manners, and tragedy. She is a key figure in the transition of the
               London stage from the Neoclassic to the Romantic period. Cowley was born Hannah Parkhouse
               in Tiverton, Devonshire, England on March 14, 1743. Her father, Philip Parkhouse,
               was a bookseller and student of the classics. Thus his literary interests and extensive
               family library allowed him to provide his daughter with an independent education rare
               for women of the time. In 1772 she married Thomas Cowley, several years younger—a newspaper
               writer and clerk in the Stamp Office. The newly wed couple moved to London where Cowley
               lived until her retirement from the London stage.
            

            
            Hannah and Thomas Cowley seemingly lived happily and produced three, possibly four,
               children. However they evidently suffered financially as Thomas’s annual salary of
               £50 from the Stamp Office and another £50 from hack writing barely sufficed. Three
               years into the marriage, then, Hannah Cowley determined to supplement the family income.
               One tedious evening at the theater, claims the preface to her posthumous 1813 Works, Cowley audaciously boasted to her husband that even she could write a better play
               than the one they had just watched. Encouraged by Thomas, a theater critic, she did
               just that, producing three weeks later The Runaway.
            

            
            Hannah Cowley’s theatrical career spanned a long period from 1776 to 1801 and encompassed
               15 plays. But her reputation from the 19th century to the present has been based primarily
               on five plays: The Runaway (1776), Albina (1776), Who’s the Dupe? (1779), The Belle’s Stratagem (1780), and A Bold Stroke for a Husband (1783). These plays represent the broad range of Cowley’s art and include first-rate
               farce, comedies of manners, and tragedy.
            

            
            Despite her success in 1776, a new manager, Richard Brinsley Sheridan, had less enthusiasm
               for women playwrights and refused to re-stage The Runaway in 1777. He further delayed staging her second play, Albina, a tragedy. Cowley’s third play, while delayed again by Sheridan until she could
               not profit from it, ultimately became one of her most popular, being performed 126
               times between 1779 and 1800. After the success of The Belle’s Stratagem in 1780, Hannah Cowley experienced a series of failures, one play actually being
               hissed off the stage in performance. But by 1783 she was regaining her reputation
               as one of the top comic playwrights of the day with the production of A Bold Stroke for a Husband.
            

            
            While Cowley often professed disinterest toward the actual theater, she was closely
               connected with theater business and theater affairs throughout her long career. Among
               other things, she carried on a lengthy rivalry with fellow playwright Hannah More, accusing More of plagiarism on at least two occasions. While her work at one time
               was dismissed along with much of the rest of 18th-century drama as being sentimental,
               postmodern reaction provides a reevaluation of one of the most significant, one of
               the most popular playwrights of the 18th century. As with all art, of course, we respond
               to Cowley’s plays not in ways she or her audience intended, and we look for what she
               could not intend. While she would never be considered a revolutionary feminist, she
               created strong women characters forced to work within an unjust status quo in order
               to survive. Her dramatic art, then, lives for us, and it is not merely a series of
               artifacts from a bygone era. Hannah Cowley died in Tiverton, Devonshire, England on
               March 11, 1809.
            

            
            See also DELLA CRUSCAN SCHOOL OF POETRY.
            

            
         

         
         	CRABBE, GEORGE (1754–1832)

         
         	
            George Crabbe was a poet who, like William Hayley, developed his talents in the Enlightenment and never quite accepted the premises
               of Romanticism. He is best known to day for his poem “The Village.” Because of Crabbe’s
               conservative literary practices, Lord Byron was attracted to his work. Crabbe, “in his collection of poetic tales, The Borough (1810), which includes the well-known ‘Peter Grimes,’ depicted with realistic detail
               and insightful characterization the lives of people in a country town” (Levine 2010:
               1023). His stories often revealed a grim sense of humor, and Byron rated him highly
               as a poet, calling him in English Bards and Scotch Reviewers “nature’s sternest painter, yet the best.”
            

            
         

         
         	CRÈVECOEUR, J. HECTOR ST. JOHN DE (1735–1813)

         
         	
            In the years leading up to the American Revolution, Crèvecoeur was making observations
               about what qualities distinguished the Americans of the British colonies from their
               counterparts back home and in Europe. He published his observations in the form of
               letters from an American farmer to his English cousins. Letters from an American Farmer was published in 1782 and soon became a bestseller in England and France.
            

            
            Crèvecoeur had been born in France, near Caen, to a distinguished family and educated
               in strict Jesuit fashion. Rejecting the strict doctrines of his education, he accepted
               the fashionable doctrines of deism. He came to the American colonies as an engineer
               for General Louis Joseph de Montcalm in Canada during the French and Indian War, part
               of the Seven Years’ War. By 1759 he was living in New York. His travels with the French
               army throughout the northern reaches of the French-American colonies and his subsequent
               travels throughout the entire extent of the British colonies gave Crèvecoeur an uncommon
               knowledge of the entire breadth of the North American eastern colonies and their people.
            

            
            During the American Revolution Crèvecoeur positioned himself as a moderate and as
               a result drew ire from both sides. When he attempted to sail from the colonies to
               France, the American side refused him passage because of his British sympathies, but
               the British, who held New York harbor, arrested him as an American spy. Eventually
               Crèvecoeur did return to France where he remained until 1783 when, the Revolution
               concluded and through the influence of Benjamin Franklin, he returned to the United
               States as French consul. After 1790 he returned to France to live out his years.
            

            
            Besides Letters from an American Farmer, a collection of letters omitted from that book because of the tensions of war was
               collected and first published in 1925. Sketches of Eighteenth-Century America consists of 12 letters that deal specifically with matters incident upon the Revolution
               itself.
            

            
            Crèvecoeur’s writing about the new nation formed from revolution helped establish
               a new attitude based not on staid Enlightenment ideals of order, decorum, and empirical
               reason but on democratic ideals of true human equality and fraternity. He saw the
               revolutionary world clearly and he reported honestly, not blushing over systemic inequities
               but boldly condemning the Southern practice of slavery, for example. He was not blind
               to conflicts with Native Americans—his wife and children had been killed in an Indian
               raid on his farm early in his days in New York—but he could point out injustices toward
               the country’s first peoples. And all was written in a charming yet precise and plain
               style of prose easily accessible to all readers. J. Hector St. John de Crèvecoeur
               died peacefully at his daughter’s home near Paris in 1813.
            

            
         

         
         	THE CRISIS

         
         	
            See THE AMERICAN CRISIS; PAINE, THOMAS (1737–1809).
            

            
         

         
         	CROMWELL, PREFACE
         

         
         	
            Victor Hugo, as a young poet and member of the royalist and religious school of poetry La Muse française, used the preface to his closet drama Cromwell, published in 1827, as a means for developing the idea of a connection between Romanticism
               and Christianity. Hugo establishes that from Christianity Romanticism had learned
               about what he calls the double nature of man, the evil side and the good, the angel
               and the beast. Classical philosophy had no such insight. Only Christianity could open
               the mind to the possibility of a synthesis of these opposites which indeed has led
               Romantic literature to explore both the sublime and the grotesque. The great writers,
               Shakespeare especially, have always been able to synthesize the double nature of humanity.
               “Poetry,” Hugo says, “set out to do what nature does, to blend in with nature’s creations,
               while at the same time not mixing them all together” (Hugo, Howard 64). Romanticism
               has accomplished such a synthesis.
            

            
         

         
         	THE CURSE OF KEHAMA

         
         	
            Robert Southey published this epic in 1810. Ladurlad, the father of the beautiful Kailyal, kills
               Arvalan, the son of Kehema, for attempting to dishonor his daughter. Upon Ladurlad,
               Kehema pronounces a curse; but this curse eventually turns into a blessing. Kehema
               himself drinks the “amreeta,” or draught of immortality, only to find that he has
               drunk immortal death and punishment.
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         	DALLAS, ROBERT CHARLES (1754–1824)

         
         	
            A writer and a distant relation of Lord Byron, Dallas essentially became Byron’s literary agent. It was Dallas who negotiated for
               the publication of the first two cantos of Childe Harold’s Pilgrimage with John Murray. This was to be the beginning of Byron’s long relationship with
               Murray. Earlier, Dallas had arranged the publication of English Bards and Scotch Reviewers with James Cawthorne.
            

            
         

         
         	THE DARK PERIOD OF THE 18TH CENTURY DRAMA

         
         	
            One of the difficulties of considering late 18th-century English Romantic drama has
               been a long tradition of literary historians simply ignoring most of the drama of
               the century as being sentimental and thus inferior drama. It is easy enough to find
               literary historians who deprecate this entire dramatic period. One has only randomly
               to pull down the literary histories from the shelves. Thus we find Felix Schelling
               in 1914, speaking of the introduction of Oliver Goldsmith’s She Stoops to Conquer to the stage, saying, “Scattered were now the host of genteel comedy and the breath
               of fresh air was let into the playhouse” (303). Again, he says, Goldsmith’s “comedy
               was like a tonic to the stage, and the stage needed many another draught.” Schelling
               simply reiterates the cliché that the age lacked any worthwhile drama at all. F. W.
               Bateson in 1929, for example, assumes the fact to be so: “No doubt, it was just chance,
               the accident that between [George] Farquhar and Goldsmith no man or woman of specifically
               dramatic genius happened to be born into the English-speaking world” (145).
            

            
            Why read the plays at all, then? And if we further read what Louis Kronenberger says
               in 1952, we might cease our study of the period altogether. According to Kronenberger,
               “Although the interval between Farquhar and Goldsmith is not quite without interest
               in the theater, it is never comedy that makes it interesting.” Indeed, we are left “seeking an enjoyable comedy
               during all sixty years that separate The Beaux’ Stratagem from The Good Natur’d Man” (185). As late as 1975 Robertson Davies passes off the period by saying, “The reader
               whose idea of the drama of the past does not range beyond the classic repertoire of
               the present will find little to detain him between 1750 and 1880” (Booth et al. 147).
               Even after Allardyce Nicoll’s three-volume study of the period, says Davies, “his
               sympathetic approach has not fully persuaded a majority of readers that there is much
               beyond Sheridan and Goldsmith to command their respect in this 130 years” (147). Such
               views derive ultimately from Goldsmith’s famous “An Essay on the Theater; or, A Comparison between Laughing and Sentimental Comedy” (1773).
            

            
            Twenty-first century literary historians, however, see the dark period of 18th-century
               drama not as a time of inferior post-Restoration plays but as a vibrant period of
               theater and drama that clearly prepares the way for fully Romantic drama by the last
               decades of the century. There is no gap in which 18th-century drama was “dark.” When
               Oliver Goldsmith, Richard Brinsley Sheridan, and George Colman the Elder began writing successful plays in the latter half of the century, they were not reviving
               the comedic tradition of William Congreve or Farquhar. They were developing a new
               Romantic comic drama. The supposedly dark period that dominated sentimental drama
               was a period devoted to a sensibility similar to that of the novel and of poetry.
            

            
            See also THE SCHOOL FOR SCANDAL.
            

            
         

         
         	DAVID GARRICK’S EUROPEAN TOUR, 1763–1765

         
         	
            David Garrick was the most prominent actor of his day and the powerful comanager of London’s Drury Lane Theatre, and his tour of Europe in 1763–1765 proved to be one of the most significant celebrity
               events of the century as Garrick attended the salons of the great and famous, receiving
               adulation throughout his journey. His status as its premier representative established
               the reputation of English theater throughout Europe.
            

            
            Garrick was at the height of his career in 1763, but the 1762–1763 theater season
               had been particularly difficult. Together the Drury Lane and Covent Garden theaters attempted to end a longstanding and unprofitable practice of reducing ticket
               prices by half after the third act. An organized audience riot at Drury Lane forced
               Garrick into a personal stage appearance to acquiesce to the mob’s demand. Thus Garrick
               and his wife Eva Marie, from whom he had never been apart for more than 24 hours,
               set out for Paris and the continent for a long-deserved rest from professional duties.
            

            
            Garrick’s timing was fortuitous as his reputation had preceded him, and all things
               English were in style. His first night in Paris he was given the freedom of the theater
               of the Comédie Française where he made numerous acquaintances among the Paris theater
               establishment. Again, in the next two years when returning to Paris, he was welcomed
               further by eminent writers and thinkers. In particular Garrick enjoyed the regular
               hospitality of the celebrated salon of Baron Paul Henry d’Holbach, a philosopher,
               which, along with other social functions allowed him the pleasure of developing lifelong
               acquaintances with such figures as Jean François Marmontel, Denis Diderot, Jean Le
               Rond d’Alembert, and Baron Friedrich-Melchior Grimm, all prominent writers and critics.
            

            
            The Garricks spent only three weeks initially in Paris before proceeding to Italy,
               passing through Lyons, over Mount Cenis to Turin, Milan, Genoa, Florence, Rome, and
               ultimately Naples where they spent Christmas. The journey truly was a triumphal tour
               as notables throughout Europe vied to spend time with the great actor. At one point,
               when Garrick was passing near Ferney, Voltaire sent Garrick an invitation which Garrick
               however smugly rejected due to Voltaire’s well-known disdain for Shakespeare. This
               rejection was taken as quite an insult. Throughout his tour Garrick also was searching
               out-of-the-way sources for rare books to add to his extensive collection and also,
               evidently, to sell for a profit upon his return to England.
            

            
            Along the way Garrick made the most of his acting reputation on his visits. In Naples,
               accompanied by Lord and Lady Spencer and Lady Oxford he was asked to test an Italian
               acting company by developing a scenario for a plot which they were to undertake and
               perform within 24 hours. In Parma while dining with the Duke of York and the Prince
               of Parma, Garrick performed his famous dagger scene from Macbeth, for which the Prince gave him a snuff box which Garrick added to his collection
               of many snuff boxes given out as gifts on his tour.
            

            
            Upon another occasion at the private residence of Mademoiselle Clairon, a leading
               French female actor, Garrick performed the dagger scene along with the ghost scene
               from Hamlet and the mad scene from King Lear. Mademoiselle Clairon, enraptured, threw her arms around his neck and kissed him,
               and then, embarrassed, turned to Mrs. Garrick and apologized.
            

            
            Once when riding in the countryside with another French actor, Préville, the Frenchman
               began pretending to be drunk. Garrick praised him on the performance but also showed
               him some of problems with the routine by himself demonstrating drunkenness. In doing
               so he fell from his horse and lay unmoving. The performance was so convincing that
               the veteran French actor truly thought Garrick was dead and turned to seek help. Garrick
               then sat up and laughed.
            

            
            Misfortune extended the length of the tour considerably. After especially difficult
               travel to Naples, in which a coach had broken down during severe weather, Eva Marie
               caught cold and developed rheumatism in one of her hips. She was forced to keep to
               her bed for many days, though amusingly she did attend a masquerade during Carnival
               in which she dressed as a lame old woman dragging her leg. Near the end of the tour
               Garrick himself grew severely ill with what might have been some form of typhoid fever.
            

            
            Meanwhile back in London, fears that the Drury Lane Theatre might suffer from Garrick’s
               absence proved unwarranted. Garrick had left the theater in the hands of his partner
               William Lacy, who maintained operational matters, and with George Colman the Elder, who maintained creative interests. Colman was to prove himself a major figure in
               London theater as he later managed Covent Garden and the Haymarket theaters successfully
               while composing some of the best comic drama of the period. The major acting roles
               were taken over by Garrick’s young protégé William Powell, who developed a significant
               following due to Garrick’s absence.
            

            
            While Garrick began the lengthy preparations to return to London, he began to develop
               concerns about his reception back home. Throughout the tour, while he had moderately
               kept up with Drury Lane matters, he really had missed the actors and audiences very
               little. Concerned that his detractors might undermine his homecoming, Garrick attempted
               to circumvent criticism by having Colman distribute a poem broadside titled “The Sick
               Monkey,” which was meant to be humorously self-deprecating. The effort proved unnecessary
               as Garrick was welcomed back to London, renewed in health and spirit, by devoted audiences
               with enthusiasm. While the European Tour caused him briefly to consider retirement,
               David Garrick continued an incredibly successful career on the London stage until
               finally retiring in 1776. He died in 1779.
            

            
            David Garrick’s European Tour was perhaps the best-known celebrity tour of the 18th
               century. As a result of this tour by the distinguished actor, English theater, and
               indirectly English culture gained a new respect that had been missing for decades
               throughout Europe. Further, Garrick’s absence from the English stage allowed new talent
               to develop out from under the shadow of the great actor. Soon after his return he
               assisted George Colman the Elder in writing The Clandestine Marriage, a play that still holds the stage and the play that essentially initiated Colman’s
               distinguished literary career. William Powell’s reputation as one of the century’s
               great actors was to increase even upon his mentor’s return. And Garrick’s reputation
               itself obviously increased. Among other things, he was elected into Samuel Johnson’s
               Literary Club, thus validating his intellectual character. Without question, as a
               result of his European Tour David Garrick came to be considered one of the great figures
               of the 18th century and brought worldwide respect and acclaim to the English stage.
            

            
         

         
         	DAVIES, SCROPE BERDMORE (1783–1852)

         
         	
            Scrope Davies was a friend of Lord Byron through John Cam Hobhouse and was part of Byron’s circle of male friends in London.
               He was “a fashionable man about town who enjoyed gambling for large sums. Byron liked
               his sophistication and considered him ‘one of the cleverest men I ever knew in Conversation’”
               (Levine 2010: 1024).
            

            
         

         
         	“DAYS”

         
         	
            Ralph Waldo Emerson published this poem in 1857 in the first issue of the Atlantic (now Atlantic Monthly). The poem is often treated as a companion poem to “Brahma,” which looks at life from the point of view of God. “Days” looks at life from the
               point of view of humanity. The poem develops the idea that the opportunity for us
               to make anything we want of ourselves is always available to us. We have solely ourselves
               to blame if we settle for minimal accomplishments. The Daughters of Time march in,
               bringing gifts for all after their kind. They offer “bread, kingdoms, stars and sky
               that holds them all.” But the speaker in his “pleached garden, watched the pomp, /
               Forgot my morning wishes, hastily / Took a few herbs and apples, and the Day.”
            

            
         

         
         	DEAD SOULS

         
         	
            Published in 1842, Nikolai Gogol’s greatest novel was a departure from his earlier Romanticism to the new Realism
               that would dominate the rest of the 19th century. The novel is noteworthy for a series
               of brilliant caricatures. It was never finished as Gogol destroyed most of the second
               part under the influence of a growing morbid religiosity that led to his death.
            

            
         

         
         	“THE DEATH OF LINCOLN”

         
         	
            American poet William Cullen Bryant’s short elegy upon the death by assassination of Abraham Lincoln in April of 1865
               was written for the ceremony in New York City in honor of Lincoln’s funeral train
               on its journey back to Springfield, Illinois, the home and burial place of the president.
               The poem pays special tribute to Lincoln as an emancipator and martyr.
            

            
            
               Thy task is done; the bond are free:

               
               We bear thee to an honored grave,

               
               Whose proudest monument shall be

               
               The broken fetters of the slave.

               
            

         

         
         	“THE DEATH OF THE FLOWERS”

         
         	
            William Cullen Bryant wrote this poem in 1825 shortly after he moved to New York to begin his lifelong
               career as a newspaper editor. The occasion was the death of his sister. Written appropriately
               in a hexameter meter, the poem’s slow and sad rhythm suggests the natural beauty of
               autumn as a fitting backdrop for her return to the natural cycle of earth’s soil.
               For Albert F. McLean, “The imagery of the flowers, the mood of early winter, and the
               rhythms set in motion by the descriptive verses give to [the] concluding stanza .
               . . a restrained tension which is a marvelous achievement. The effect is that of the
               slow rising to conscious articulation of buried, inexpressible grief and of the vast
               sense of relief which comes from the poet’s ability to objectify experience” (1964:
               50).
            

            
         

         
         	DEATH OF WALLENSTEIN

         
         	
            Samuel Taylor Coleridge translated this play as well as The Piccolomini; or, The First Part of Wallenstein, a Drama in Five Acts from Friedrich Schiller’s drama Wallenstein. Longman published the two plays in London in 1800 in two volumes. Upon his arrival
               back in London on November 27, 1799, from his notable trip to Germany to learn the
               German language as well as German metaphysics and philosophy at Göttingen, Coleridge
               confined himself to his chambers on Buckingham Street for six weeks of intensive writing
               and produced his two translations using his newly acquired skills in the German language.
               Longman was able to sell very few copies and was too impatient to allow taste to catch
               up with unsold remainders. Eventually the first editions were rendered into waste
               paper. But 16 years afterward when Christabel was published to acclaim, public taste finally caught up to Wallenstein, but now few copies were to be found and those few sold for a premium.
            

            
         

         
         	THE DECLARATION OF INDEPENDENCE

         
         	
            The document upon which the United States of America based its revolutionary break
               with Great Britain, ratified on July 4, 1776. Thomas Jefferson authored the document,
               which has no legal status today, after being specifically asked by John Adams and
               Benjamin Franklin because other members of the Continental Congress had been impressed
               by his style. Originally Jefferson included a section attacking legal trafficking
               in human slaves but was forced to omit it before the document could be ratified.
            

            
            The Declaration of Independence makes the radical argument based on Jean-Jacques Rousseau’s The Social Contract and upon John Locke’s similar teachings that because all people are created equal
               and because they form governments to protect their mutual rights, they are entitled
               to cast off any government that disavows their equality and their rights. And they
               are entitled to replace any such government with a better one. The 13 states of the
               United States of America thus cast off the king of England. After listing charges
               against the king, at that time King George III, the signees of the document, representatives
               of a free people, declare the 13 states no longer to be colonies of England and declare
               them to be free and independent. Jefferson concludes, “And for the support of this
               Declaration, with a firm reliance on the protection of divine Providence, we mutually
               pledge to each other our Lives, our Fortunes and our sacred Honor.” The document was
               signed by 56 rebels, thus inaugurating the first of the major political revolutions
               that serve as a background to the worldwide Romantic movement.
            

            
         

         
         	THE DEERSLAYER; OR, THE FIRST WARPATH (1841)
         

         
         	
            James Fenimore Cooper’s novel is the first of the Leatherstocking Tales in the sequence, but it was the last tale composed. It tells of Natty Bumppo, known
               in his youth as Deerslayer, in the time of the French and Indian War during the conflict
               between the Iroquois and the white settlers in the Lake Otsego region of New York.
            

            
         

         
         	A DEFENCE OF POETRY

         
         	
            Percy Bysshe Shelley wrote his manifesto of Romantic poetry in response to a similar description of poetry
               by Thomas Love Peacock, “The Four Ages of Poetry” in 1821. Mary Shelley published the essay posthumously in Essays, Letters from Abroad, Translations and Fragments in 1840. Here Shelley states that his purpose is to consider the usefulness of poetry
               as an imaginative force for transmitting new knowledge, pleasure, and power, as well
               as to consider the stimulation of the mind toward the awareness of beauty and truth.
               Shelley took from Plato’s dialogues Ion and Phaedrus the ancient idea that poets are possessed by a divine madness that inspires them
               as prophets of eternal beauty and truth. He considers such questions as What is poetry?
               What is a poet? What does he or she do? What are the effects of poetry? What is the
               power of poetry? He also discusses how he feels about the poets of his own time.
            

            
            Shelley develops his argument first upon the assumption that the imagination is synthesis;
               the reason, analysis. Poetry is the expression of the imagination, then, while criticism
               is the expression of reason. Poetry works like an Aeolian harp whose strings make
               music only as random breezes sweep across them—hence, the imagination.
            

            
            He then makes various observations that amount to strictures for poetry. Every author
               in primitive times was a poet. The poet observes the future in the present, and poets
               are both legislators and prophets. Poetry always gives pleasure, but the ethical aim
               of poetry is enlargement of the mind. Poets should not put contemporary morality into
               their poems because poetry has no moral aim.
            

            
            Drama is good in good society, but it is bad in bad society. Shelley includes Restoration
               drama in his list of bad drama from a bad society. Poetry here cannot be used for
               flattery of the crowds—bad poetry from a bad society. That is because poetry deals
               with the highest internal thoughts. It is infinite. Its usefulness comes from the
               pleasure it gives because pleasure is useful. Ultimately, poetry is divine. It turns
               everything to beauty. The poet, then, is divine. He or she creates new knowledge,
               power, and pleasure.
            

            
            Thus, for Percy Bysshe Shelley, “poetry is the record of the best and happiest moments
               of the happiest and best minds.” It “is as it were the interpenetration of a diviner
               nature through our own.” Furthermore, “poetry thus makes immortal all that is best
               and most beautiful in the world.” He ends his essay with a triumphant boast and declaration:
               “Poets are the unacknowledged legislators of the World.”
            

            
            See also “THE POETIC PRINCIPLE”.
            

            
         

         
         	“DEJECTION: AN ODE”

         
         	
            Samuel Taylor Coleridge wrote this conversation poem on the night of April 4, 1802, after hearing William Wordsworth read his new poem Ode: Intimations of Immortality. The Sara in the poem is Sara Hutchinson, sister to Mary Hutchinson. The poem is
               Coleridge’s despairing farewell to health, happiness, and poetic creativity.
            

            
         

         
         	DELLA CRUSCAN SCHOOL OF POETRY

         
         	
            While the Della Cruscans were never really a formal school of poetry with a manifesto
               and the like, they were a significant force in the shifting taste of poetic style
               in late 18th-century England. Their primary leader was Robert Merry, an outspoken
               advocate of the French Revolution whose poem “The Laurel of Liberty,” published in
               1790 and widely distributed, promoted the cause of the French Revolution in a time
               when such advocacy was dangerous in a country fearful that revolution might erupt
               within as well. Hannah Cowley and Mary Robinson were also heavily involved. Cowley carried on a correspondence in the papers with
               Merry, who signed his name Della Crusca. And Merry also introduced Robinson into the
               William Godwin circle. The style of poetry advocated by the Della Cruscans was a highly sensuous
               and erotic poetry with smooth, mellifluous sounds lulling the reader into an intense
               state of sensation.
            

            
         

         
         	“THE DEMON”

         
         	
            See BYRON, LORD (1788–1824); HEAVEN AND EARTH, A MYSTERY; LERMONTOV, MIKHAIL YURYEVICH (1814–1841).
            

            
         

         
         	DE QUINCEY, THOMAS (1785–1859)

         
         	
            Thomas De Quincey is best known as one of the three premier writers of familiar essays
               and light prose during the Romantic period. His Confessions of an English Opium Eater is his most familiar work today. He was born near Manchester, the son of a wealthy
               merchant who died when Thomas was a boy. De Quincey was able to live handsomely upon
               his father’s inheritance during his early years. By age 13 he had mastered Greek and
               showed equal preciosity in other subjects as well. But his contempt for his childhood
               education was such that only with great difficulty could he prepare himself mentally
               for Oxford. While at the university in his second year Thomas became addicted to opium,
               an addiction he was never able to overcome.
            

            
            Shortly after college—he withdrew before he could take his examinations—De Quincey
               moved to the Lake District and lived near the Wordsworths at Grasmere for 10 years
               in the close company of William and Dorothy Wordsworth and Samuel Taylor Coleridge. With his marriage he developed a large family and spent his time with family matters,
               his Lake District companions, and in studying Elizabethan and German literature with
               Coleridge. His opium addiction for much of this period was out of control, and he
               wrote nothing significant until 1821 when he published Confessions of an English Opium Eater. The book was sensational and thus a bestseller quickly. Thereafter De Quincey wrote
               familiar essays, mostly for Backwoods Magazine. Among his most famous essays and short books are The English Mail Coach; a sequel to Confessions, Suspiria de Profundis; “Literature of Knowledge and Literature of Power”; and “On Knocking at the Gate
               of Macbeth.”
            

            
            De Quincey moved to Edinburgh in 1830 where he increasingly became an eccentric recluse
               while sending his essays off to various periodicals. He died on December 8, 1859.
            

            
            See also THE LAKE POETS.
            

            
         

         
         	“A DESCENT INTO THE MAELSTROM”

         
         	
            Edgar Allan Poe’s story, published in 1841, presents a Romantic image of nature not remotely benevolent but seemingly malevolent. An old man tells of an event which
               took place three years before, involving six hours of deadly terror. It caused his
               hair to turn white in a single day. On the Norwegian coast below a great cliff lay
               the ocean, and between the shore and a distant island the current of the water suddenly
               acquired a monstrous velocity developing into a whirlpool a mile in diameter. The
               old man and his brother had been fishing in the area when they were caught in this
               phenomenon. His brother became a raving maniac through sheer fright and sank with
               the boat. The old man, however, lashed himself to a barrel since small-cylindrical
               objects were less likely to be destroyed. The enormous whirlpool ran the old man around
               the unimaginably rapid and deep sheer walls of raging water sucking everything within
               its circle to its destruction. The old man escaped, finally being picked up by another
               fishing boat.
            

            
            The view of Romantic nature Poe presents here comes closer to that of Mary Shelley’s deathly snow chasms in the Alps in Frankenstein than to the nature of William Wordsworth or James Fenimore Cooper.
            

            
         

         
         	DESCHAMPS, ÉMILE (1791–1851)

         
         	
            Deschamps was a French critic who founded The French Muse, which was an early Romantic periodical with contributors such as Victor Hugo; Alfred, Comte de Vigny; and Charles Nodier.
            

            
         

         
         	DESPRÈS, JEAN-BAPTISTE DENIS (1752–1832)

         
         	
            The French playwright was the translator of Matthew G. Lewis’s The Monk and Ann Radcliffe’s The Mysteries of Udolpho. He brought the English Gothic craze to France.
            

            
         

         
         	THE DEUCE IS IN HIM

         
         	
            The plot of George Colman the Elder’s short farce, first produced at Covent Garden in London on November 4, 1763, like that of The Musical Lady, is based on deception by an exposer, but there is also an attempt at deception by
               a tester. As the play opens, Florival, a Frenchwoman disguised as a man, asks Emily’s
               protection. She has secretly married an English soldier before he was forced to leave
               the country. Meanwhile news comes that Emily’s brother, Major Belford, and her beloved,
               Colonel Tamper, have returned from the wars in Havana. Emily, ecstatic, declares to
               her anti-sentimental friend, Bell, that she would love Tamper no matter what might
               have happened to him. Unfortunately she is not really prepared for what happens. Belford
               enters with Tamper, who has lost a leg and an eye in the war. Emily shrieks and faints.
               The sight repulses her. After leaving, Tamper and Belford reveal in conversation that
               it is all a trick. Tamper merely wanted to test Emily to see if she would love him
               at all costs. Belford warns Tamper of the cruelty of his joke, but the colonel insists
               that he must know if Emily really loves him. Meanwhile Prattle, an apothecary, accidentally
               has seen Tamper whole and reveals the trick to Emily and Bell, whereupon they resolve
               to have revenge. Emily has Florival, still disguised, pretend to be her lover in front
               of Tamper. The colonel, incensed that Emily would turn away from him, drops his disguise,
               only to be laughed at by all. He sees his folly and repents as Emily comes to his
               arms. Naturally, Belford turns out to be Florival’s clandestine husband.
            

            
            Like The Musical Lady, the truly comic scenes are the ones in which the deceptions are actively perpetrated.
               Before Tamper enters disguised as a wounded veteran, Emily unconsciously sets the
               audience up for the trick by expressing how inviolable her love is. Before she has
               any reason for alarm, she is already “ready to sink with fear.” Terrified, she fears
               an accident has befallen Colonel Tamper. Still, she says to Bell, “If he had not a
               friend on earth, or a shilling in the world; if he was as miserable as the utmost
               malice of ill fortune could make him; I would prefer Colonel Tamper to the first duke
               in the kingdom.”
            

            
            Such sentiments, Bell says, are easy to express when there is little danger of their
               being tested. Indeed, Emily’s first reaction to Tamper’s wounds is to be “ready to
               faint.” Belford comes before Tamper to prepare the ladies, but Emily is fraught with
               distraction at the news. Confused, she cannot get straight what the wounds are. She
               knows her duty, however, but she has difficulty retaining her feelings: “So as he
               has but his life, I am happy. And I ought now to be attached to him, not only from tenderness, but compassion” (italics mine).
               She ought to be attached to him, she says, not that she is still so attached. Of course, Emily does not know what to think at this point. Her
               feelings, however, are quite incompatible with her previous feelings for Tamper. Belford
               tries to play down Tamper’s disfigurement, but all Emily can think of is “he whose
               person was so charming! And then his eyes! that were so brilliant! so full of sensibility.”
               Despite her previous sentiments, Tamper’s “face and figure” mean a great deal to Emily.
               Her love for him is tested to the breaking point. Intellectually she still loves him,
               but it is hard: “Poor Colonel! . . . Let me endeavour. . . to convince him, that he is as dear to me as ever!” And she gasps, “Oh, yes!
               cost me what it will, I must shew him that the preservation of his life is an entire consolation to me.” Colman’s italics in this speech point out the difference in Emily’s feelings
               now. A good comic actress could make Emily appear quite ridiculous at this point.
               All her professions of love at any cost are now proven quite ridiculous. And so, when
               Tamper appears in person, Emily bravely tries to seem unaffected, yet she eventually
               succumbs to her emotions and retires weeping, despite Tamper’s attempt to make the
               wounds seem trivial.
            

            
            For the comedy to succeed, these scenes must be played for laughs. Tamper’s deception
               is not revealed until after Emily and Bell retire. If there are no laughs up to this
               point, if all is taken seriously, then the audience can only react to Tamper’s joke
               in disgust. But the scenes can easily be played for laughs because the exaggerated
               sentimental feelings expressed by Emily quickly prove groundless.
            

            
            Colonel Tamper’s plot to test Emily’s love through his deception fails, however, when
               Prattle reveals the truth to the ladies. Upon hearing of Tamper’s cruel joke, the
               ladies perpetrate a plot of their own in order to expose his misguided, self-gratifying
               sentimentalism. As Tamper had played his joke upon Emily’s worst fears, so the ladies
               play their joke on his worst fears. As far as the colonel can tell when he enters
               Emily’s dressing room, she has thrown him aside completely for another man, the disguised
               Florival, a man who has always been welcome in her chambers—Tamper is only reluctantly
               let in by the servants. The whole scene is quite comic as Tamper is revealed to be
               an utter fool. He feels that Emily should not allow anything to prevent their being
               together, but she appears in her dressing room to be more interested in another man.
               Quite shocked, Tamper expresses disbelief at “this strange and sudden alteration in
               [her] behavior.” She wittily replies, “Alteration? none at all, Sir; the change is
               on your side, not mine.” Such behavior is too much. Tamper accuses Emily of dissimulation,
               which, of course, is what he has been guilty of, and finally he drops his disguise.
               Naturally he expects something quite different from what he receives—laughter. All
               laugh, and Tamper, once he learns who Florival really is, sees his folly and reforms.
            

            
         

         
         	“THE DEVIL AND TOM WALKER”

         
         	
            Washington Irving included this tale in Tales of a Traveller in 1824. Based on the Faust legend but set in New England, the story tells of the Devil exacting his bargain
               from a wily Yankee.
            

            
         

         
         	THE DIAL

         
         	
            The unofficial journal of the Transcendental Club edited by Margaret Fuller and Ralph Waldo Emerson from 1840 to 1844 in Concord, Massachusetts. For support the journal depended solely
               upon subscribers, who tended to be the contributors themselves.
            

            
         

         
         	DIEDRICH KNICKERBOCKER

         
         	
            See “THE GOLDEN REIGN OF WOUTER VAN TWILLER, BY DIEDRICH KNICKERBOCKER”; IRVING, WASHINGTON (1783–1859); “RIP VAN WINKLE”; THE SKETCH BOOK OF GEOFFREY CRAYON, GENT.
            

            
         

         
         	A DISCOURSE ON INEQUALITY

         
         	
            Jean-Jacques Rousseau’s novel is one of the most revolutionary works of fiction to have come out of 18th-century
               France, not to mention Europe in the early Romantic period. As with other Rousseau
               novels, such as Émile; or, On Education, the novel is, as the title indicates, more discourse than novel. Specifically here
               Rousseau, in a preview of his later Social Contract, shows how the growth of civilization corrupts humanity’s natural happiness and freedom
               by creating artificial inequalities of wealth, power, and social privilege. He argues
               that “natural man” is equal to his fellows because he can be independent of them,
               but as societies become more sophisticated, more “civilized,” the strongest and most
               intelligent members of the community gain an unnatural advantage over the weaker,
               and the constitutions set up to repair these imbalances through peace and justice
               in fact only perpetuate them. In one sense A Discourse on Inequality is perhaps the most influential of Rousseau’s works, and it had a major philosophical
               influence upon the Romantic movement. It is a classic denunciation of the social conditions
               of Rousseau’s time.
            

            
         

         
         	“A DISSERTATION UPON A ROAST PIG; OR A CHAPTER ON EARS”

         
         	
            See ESSAYS OF ELIA; LAMB, CHARLES (1775–1834).
            

            
         

         
         	THE DIVINITY SCHOOL ADDRESS

         
         	
            Ralph Waldo Emerson delivered this address to a group of six graduating students at Harvard Divinity
               College on July 15, 1838. The speech shocked even the liberal Unitarian faculty members
               by exhorting the new ministers to cease their unexamined repetition of earlier church
               teachings and to seek in nature and in themselves, not church tradition or in scriptures,
               for the spiritual integrity that would make them “newborn bards of the Holy Ghost.”
               Other ideas Emerson treats include the nature of evil and the power of intuition.
               Evil, says Emerson is strictly negative, the absence of good: it “flees before virtue
               as darkness does before light.” He tells his audience that their faith should be a
               living, immediate, intuitive perception of the divine soul within all—the Over-Soul as he would later term it. Thus by privileging the trustworthiness of personal intuition,
               Emerson both asserts the divinity of individuals and denies any authority of the church.
               “It is the office of a true teacher,” he claims, “to show us that God is, not was;
               that He speaketh, not spake.”
            

            
            The controversy over The Divinity School Address among the faculty spilled over to the press, which built it into a scandal. Emerson
               was subsequently blacklisted at Harvard for many years thereafter. Today the philosophy
               building at Harvard is named Emerson Hall.
            

            
         

         
         	DON JUAN

         
         	
            Lord Byron’s longest poem was begun in September 1818 and was left incomplete at the poet’s
               death. He published cantos 1–2 in 1819, 3–5 in 1821, 6–14 in 1823, and 15–16 in 1824.
               Thirteen stanzas of a canto 27 were first published in in 1903. The poem is written
               in ottava rima.
            

            
            Byron starts with a dedication to Robert Southey. The narrator begins by telling of the very young Don Juan’s background in education
               and his love affair with Donna Julia. Juan is shipped off after the affair. The ship,
               however, is wrecked and Juan, after an ongoing ordeal of open-boat survival and cannibalism,
               is cast ashore on an island in the Cyclades. There he is rescued by Haidée the daughter
               of the pirate Lambro. Their love affair flourishes until Haidée’s father returns home
               unexpectedly and seizes the intrepid youth, who tries vainly to defend himself. Lambro
               sells him into slavery in Constantinople. Poor Haidée is left to die of a broken heart.
               After that Juan and Johnson, an English soldier of fortune, are bought by a black
               eunuch and smuggled into the Sultan’s harem. There Juan is arrayed as a girl and is
               brought into the presence of Gulbeyaz the harem queen, whose advances he spurns. Later
               Juan spends the night pleasantly with Dudù and the other harem maidens only to be
               sentenced next morning to death by being sewn inside a sack and drowned. However,
               Don Juan and Johnson escape from the harem and join the Russian army at the bloody
               siege of Ismail, where Juan distinguishes himself for bravery and rescues the little
               Turkish orphan Leila. For his distinguished service Juan is dispatched to the court
               of Empress Catherine, “the greatest of all sovereigns and whores,” where he earns
               her royal favor, sickens under her insatiable royal demands, and is sent on a secret
               mission to England. The last cantos chronicle Juan’s experience in a Norman abbey
               house-party, and a complex story gradually unfolds involving Juan with three sharply
               contrasted women: the sophisticated Lady Adeline, the amoral Duchess of Fitz-Fulke,
               and the pure and gemlike Aurora Roby. Just when the story is about to develop into
               an entanglement for Juan, the poem breaks off.
            

            
            Throughout there are clear autobiographical elements. For example, Donna Inez in canto
               1 is obviously Byron’s mother, and her early treatment of Byron as a child parallels
               Donna Inez’s treatment of young Don Juan. Byron’s hero is not the classic hero of
               legend. Unlike the classic Don Juan from such representations as Wolfgang Amadeus
               Mozart’s Don Giavonni, Byron’s hero is utterly passive. He is no heartless seducer but instead he is taken
               advantage of time after time by older women. He is not a libertine at all, in fact,
               and he is no diabolic monster. Don Juan is just an ordinary boy.
            

            
            By the time in his life that Byron began publishing Don Juan, he was an established celebrity author living in self-exile. But everything he sent
               back to his publisher John Murray in England and that was published was a literary
               event. Certainly the controversial nature of his subject matter caused problems between
               Byron and his publisher. But the publication of Don Juan was a major event of the early 19th century. The reputation of the poem has always
               been high, but modernist critics especially esteemed the poem as Byron’s best because
               it met better than any of his other poems the modernist expectations for great literature.
               Modernists prized the tightly wrought but highly flexible ottava rima verse and the
               wit, humor, satire, paradox, and irony found throughout the poem—all in contrast to
               Childe Harold’s Pilgrimage, which was so loosely constructed and seemingly hastily written that it could be
               of only historic interest. Postmodern readers, though, no longer hold the same criteria
               and, while not diminishing Don Juan, hold up Childe Harold’s Pilgrimage as at least its equal in greatness.
            

            
         

         
         	“DREAM-CHILDREN: A REVERIE”

         
         	
            Charles Lamb’s essay was prompted by the death of Lamb’s brother John on October 26, 1821. It
               was first published in London Magazine for January 1822 and later in Elia. In Lamb’s typical mastery of style, the essay is a tender combination of wistful
               melancholy and reminiscence. Although in later years the two brothers had not been
               close, “Dream-Children” tells of their childhood together, although not in an autobiographical
               way but in a manner of “reverie,” as the title says, over what might have been. With
               John’s death, Lamb’s only family was his sister Mary, who was often away during her bouts of mental illness. Lamb therefore indulges in
               reverie as solace for his intense loneliness. Yet the reader never feels the writer
               is asking for sympathy except when he asks for sympathy for the human condition.
            

            
         

         
         	DRURY LANE THEATRE

         
         	
            See COLERIDGE, SAMUEL TAYLOR (1772–1834); COLMAN, GEORGE, THE ELDER (1732–1794); COLMAN, GEORGE, THE YOUNGER (1762–1836); INCHBALD, ELIZABETH (1753–1821); THE JEALOUS WIFE; MORE, HANNAH (1745–1833); THE MUSICAL LADY; PERCY; POLLY HONEYCOMBE; REMORSE; THE REVENGE; THE SCHOOL FOR SCANDAL; SUCH THINGS ARE; YOUNG, EDWARD (1683–1765).
            

            
         

         
         	DUFF, MARY

         
         	
            Lord Byron’s first love affair was a passionate attachment to Mary Duff, a distant cousin he
               met at dancing-school when he was eight years old. Numerous early works by Byron refer
               directly and indirectly to Mary Duff.
            

            
         

         
         	DUMAS, ALEXANDRE, THE ELDER (1803–1870)

         
         	
            The prolific French playwright and novelist is best known for the popular romance
               The Three Musketeers, published in 1844.
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         	“EACH AND ALL”

         
         	
            The American poet Ralph Waldo Emerson wrote this poem in 1839 and published it in 1846 in Poems. In an 1834 journal entry, Emerson wrote of his disappointment in bringing home some
               sea shells from the seashore only to discover that when the shells were removed from
               their natural context, much of their original beauty and charm had disappeared: “Thence
               I learned that Composition was more important than beauty of individual forms to Effect.
               On the shore they lay wet and social, by the sea and under the sky.” From this experience
               Emerson invented one of the central images of the middle section of the poem that
               expresses a common Emersonian belief in the unity in variety.
            

            
            “Each and All,” written in iambic tetrameter couplets, consists of three sections.
               Lines 1–12 describe the relationship of “each to each” in a life which reflects variety
               without apparent underlying unity; lines 13–36 give three examples—the bird in its
               cage, the shell brought home from the shore, and the maid made a wife—and describe
               the relationship of “each to each” (things that are beautiful viewed within their
               original natural context); and lines 37–51, with the submerged metaphor of the cathedral,
               describe Emerson’s mature vision of wholly organic beauty. The vision of the poet
               thus comes full circle: from the world viewed exclusively from the point of view of
               the fallible poet to the world viewed from the point of view of God.
            

            
         

         
         	ECONOMY: CHAPTER 1 OF WALDEN

         
         	
            Although the opening to Henry David Thoreau’s first chapter, as well as the writing throughout Walden, suggests the spontaneity of reporting that Thoreau claims, Walden actually went through at least seven revisions before publication, and the bulk of
               the work which Thoreau may have written during his stay at the pond was in the journal
               he had been keeping regularly since his Harvard days. Thus Walden is not merely a verbatim report of two years in the woods, it is the creative expression
               of such an experience reflected upon between 1845 and 1857.
            

            
            In Economy Thoreau gives the details about how he constructed his cabin, but as always, he does
               so much more. He gives his rationale for writing in the first person: “I should not
               talk so much about myself if there were anybody else whom I knew as well.”
            

            
            He establishes that what he is really doing with Walden is showing an alternative to the common “lives of quiet desperation” that most people
               feel is their only choice in life.
            

            
            
               I see young men, my townsmen, whose misfortune it is to have inherited farms, houses,
                  barns, cattle, and farming tools; for these are more easily acquired than got rid
                  of. Better if they had been born in the open pasture and suckled by a wolf, that they
                  might have seen with clearer eyes what field they were called to labor in. Who made
                  them serfs of the soil? Why should they eat their sixty acres, when man is condemned
                  to eat only his peck of dirt? Why should they begin digging their graves as soon as
                  they are born?
               

               
            

            Young people beginning their lives should look to themselves for truth and not to
               the advice or supposed wisdom of experience in their elders. In a common attitude
               of the Romantic movement, Thoreau says,
            

            
            
               Practically, the old have no very important advice to give the young, their own experience
                  has been so partial, and their lives have been such miserable failures, for private
                  reasons, as they must believe; and it may be that they have some faith left which
                  belies that experience, and they are only less young than they were. I have lived
                  some thirty years on this planet, and I have yet to hear the first syllable of valuable
                  or even earnest advice from my seniors.
               

               
            

         

         
         	EDGEWORTH, MARIA (1768–1849)

         
         	
            See THE ABSENTEE; JOHNSON, JOSEPH (1738–1809).
            

            
         

         
         	EICHENDORFF, JOSEPH VON (1788–1857)

         
         	
            A German novelist, poet, and critic best remembered for his 1842 novel From the Life of a Good-for-Nothing, he set forth a negative view of Romanticism in Halle and Heidelberg. Looking back in 1857 at the movement that had dominated his professional life, Eichendorff
               reflected, “Romanticism was not merely a literary phenomenon. It undertook much more
               to expect an inner regeneration of the whole of existence, as Novalis had proclaimed. What was later called the Romantic School was indeed only a detached
               branch of an already sick tree” (Hugo, Howard 1957: 52). Such Romantic self-consciousness shows similarities to some of the statements of Johann Wolfgang von Goethe.
            

            
            See also CONVERSATIONS WITH GOETHE; FRAGMENTS.
            

            
         

         
         	“ELDORADO”

         
         	
            Edgar Allan Poe’s poem expresses the never-ending quest for happiness or the ultimate ideal. Eldorado
               is a fabled lost city of gold, that fable given credence by Sir Walter Raleigh’s exaggerated
               account of his own search for such a city in the New World. Surely not a coincidence,
               the poem was composed during the great gold rush to California—1849.
            

            
         

         
         	ELIA

         
         	
            Charles Lamb’s complex pseudonym and persona through over 50 familiar essays in Essays of Elia.
            

            
            See also “DREAM-CHILDREN: A REVERIE”.
            

            
         

         
         	EMERSON, RALPH WALDO (1803–1882)

         
         	
            With Ralph Waldo Emerson the European Romantic movement officially came to the United
               States and the literature of the United States achieved worldwide recognition for
               the first time. William Cullen Bryant had been deeply influenced by William Wordsworth and the Lake Poets, and Washington Irving was perhaps the first American writer with an international reputation, but Bryant’s
               influence from Romanticism was personal and not essential to the movement and Irving’s
               reputation was far eclipsed by that of Emerson, who today is justly celebrated as
               a central figure in the literary history of the United States. Few subsequent writers
               have not been deeply influenced by Emerson. But Emerson’s influence extended far beyond
               the literary field. Emerson was a man of his time who changed the culture of his age
               and thus the culture of subsequent generations.
            

            
            Ralph Waldo Emerson (he was usually called Waldo by his acquaintances) was born in
               Boston on May 25, 1803. He was the third son of the pastor of Boston’s First Church.
               His father, William Emerson, was actively involved in the life of the Boston community
               and later became chaplain of the Massachusetts State Senate. William Emerson died
               when Waldo was only 8 years old. At age 14 he entered Harvard College and graduated
               in 1821.
            

            
            After graduation, young Emerson underwent a season of spiritual questioning and searching.
               This period led him to begin questioning seemingly unexamined traditional doctrines
               of institutional Christianity. In his journal he meditated on the questions “Who is
               he that shall control me? Why may not I act and speak and write and think with entire
               freedom? What am I to the Universe, or, the Universe, what is it to me? Who hath forged
               the chains of wrong and right, of opinion and custom? And must I wear them?” (Porte
               1982: 38).
            

            
            In 1826 Emerson entered Harvard Divinity School where, despite the fairly liberal
               Christianity for its time that was taught there, Emerson found himself restrained
               intellectually. He could no longer be shackled by any narrow view of the church or
               scripture. As a man of his time in the context of Romanticism, he now believed that
               one might receive truth directly from nature through human intuition.
            

            
            Despite his questionings, however, he had to find his vocation, and Christian ministry
               was his training. He married Ellen Tucker in 1829 and became pastor the same year of the Second Church in Boston. Tucker died
               in 1831 of consumption, and in 1832 Emerson, in lengthy, deep mourning, resigned from
               his pastorate because he could no longer in sound conscience administer or teach the
               efficacy of the Christian communion service, or the Lord’s Supper.
            

            
            In order to support his family he began lecturing, first on natural history. Throughout
               the rest of his life, Emerson’s primary means of support came from his lectures. At
               the peak of his career he would travel the entire extent of the United States as it
               was mapped out at the time, becoming one of the most famous people in the country
               save the president. Decades after his death in 1881 people would tell of seeing Emerson
               lecture in their youth. It was a major life experience to hear Ralph Waldo Emerson
               lecture in person.
            

            
            In 1833 Emerson traveled abroad for his health. He visited Italy, France, England,
               and Scotland. For the first time he visited the monuments of the past. More importantly,
               he visited major figures of the Romantic movement. He made lifelong acquaintances
               with William Wordsworth, Samuel Taylor Coleridge, Thomas Carlyle, and Walter Savage Landor. Through Coleridge he became acquainted with German Transcendentalism and higher
               criticism of the Bible by such thinkers as Friedrich Schleiermacher. Back in the United States, Emerson became a literary agent for Carlyle and helped
               him develop his literary reputation.
            

            
            In 1834 Emerson left Boston and moved to Concord, Massachusetts, where he would live
               the rest of his life. He married Lydia Jackson in 1835 and the next year his son Waldo was born. Emerson’s son would die prematurely
               at the age of 5 in 1842, and his death would permanently affect his father.
            

            
            From this point Emerson’s career as a writer can be said to begin. He self-published
               Nature in 1836, and the next year he delivered the Phi Beta Kappa address, or The American Scholar, at Harvard University. In The American Scholar, Emerson laid out a plan for a newly independent tradition of scholarship, and intellectual
               inquiry for America. In The Divinity School Address, delivered in 1837, he proposed a new way for a democratic people to look at their
               religion. In The Poet, Emerson developed a manifesto for a new poetry that would be distinctly democratic
               and American. All three essays asserted new ways for Americans to declare their intellectual
               independence from the past and from the worn-out, as Emerson would say, cultural fashions
               of England and Europe.
            

            
            The books flowed steadily from Emerson’s pen thereafter. Essays: First Series came out in 1841 containing such essays as Self-Reliance, The Over-Soul, and Circles. This was by far Emerson’s best-selling volume in his lifetime. During these years
               as well the Transcendental movement developed in earnest.
            

            
            In the same year that he first published Nature, 1836, Emerson helped establish the Transcendental Club in Concord, and throughout his writings he establishes the essentials of Transcendental
               thought.
            

            
            Two of Emerson’s greatest lifelong friendships developed during these years. First
               was his friendship with Margaret Fuller of the Transcendental Club. Together they founded the Dial, and she served as editor for the first two years, handing the responsibilities over
               to Emerson for 1842 to 1844 when she was forced to find better-paying employment.
               They remained lifelong friends.
            

            
            The second major friendship that Emerson formed in these years was with Henry David Thoreau. The two met when Thoreau was only 17 when Emerson moved to Concord from Boston.
               Their close acquaintance developed with Thoreau’s membership in the Transcendental
               Club and his contributions to the Dial. On two separate extended occasions Thoreau resided with the Emersons, at times as
               a paid handyman. Some early rumors held that Thoreau may have had more than a brotherly
               affection for Lydia Emerson and her sister (Canby 1939: 18–32), which may have led
               to tension in his relationship with Thoreau in Thoreau’s final years.
            

            
            Essays: Second Series came out in 1844 containing Nature, collected in a volume for the first time. In 1847 he published Poems, containing most of his best-known poems such as “Each and All,” “The Problem,” “Hamatreya,” “The Rhodora,” “The Snow-Storm,” “Merlin,” and “Bacchus.” He published Representative Men in 1850, his development of his Great Men theory of history. May Day and Other Poems came out in 1867 containing such poems as “Brahma,” and “Days.” Ralph Waldo Emerson died in Concord on April 27, 1882.
            

            
            See also BROOK FARM; “GOETHE; OR THE WRITER”; MAN THINKING; “MONTAIGNE; OR, THE SKEPTIC”; “NAPOLEON; OR, THE MAN OF THE WORLD”; “PLATO; OR THE PHILOSOPHER”; “SHAKESPEARE; OR, THE POET”; “SWEDENBORG; OR THE MYSTIC”; “USES OF GREAT MEN”.
            

            
         

         
         	THE EMIGRANTS

         
         	
            Published in 1793, Charlotte Smith’s long poem is her most revolutionary work. Dedicated to William Cowper, it explores
               her growing disillusionment with the French Revolution. Here “she produces a substantial
               and symbolic representation of historical and social themes, in an ostensibly topographical
               meditation and reminiscence” (Hogwood 1993). The poem begins with reference to the
               counterrevolutionary movement that was in progress while she wrote. “The opening emphasis
               on the ‘awful hour / Of vast concussion’ means something more than a weather report;
               she is writing about the war, and not about the sensitive appreciation of nature.
               Looking over the channel toward France, the poem envisions a glorious sunrise, and
               the sunrise is of course an icon of revolutionary hope, here as it is . . . in William Blake’s well-known print, Albion Rose” (Hogwood 1993).
            

            
         

         
         	ÉMILE; OR, ON EDUCATION

         
         	
            Jean-Jacques Rousseau’s didactic novel first appeared in 1762. As with much that Rousseau wrote, it is
               not overstating the case to claim that with Émile the paradigm through which we consider the nature of childhood and early childhood
               education was fundamentally changed. Émile is about, among other things, the correct way to educate a young child. Rousseau
               early on attests, “Let us lay it down as an incontestable maxim that the first movements
               of nature are always right. There is no original perversity in the human heart.” The
               ideal place, thus, to educate a child is in solitude, in the country, away from any
               kind of corrupting educational institution. There in isolation, the father takes young
               Émile and gives him complete freedom of movement. No pains are taken whatever to assist
               the child when he hurts himself, so long as sufficient care has been taken beforehand
               to ensure necessary barriers are in place so that no real harm can occur. If the child
               falls and hurts himself, so be it. Pain and crying serve useful functions in education.
               All traditional methods of education are dispensed with. Émile must be allowed to
               discover knowledge on his own. He must develop as nature has intended with no external
               institutional intervention. “Keep the child dependent only on things,” Rousseau affirms.
            

            
            In a question-and-answer section, Rousseau explains his theory for a practical education,
               responding to such matters as whether we should teach children to respect authority.
               Should we teach children to respect their elders? Rousseau answers, Under no circumstances
               because no authority exists beyond the self. Should the child be taught moral precepts?
               “It is no part of a child’s business to know right from wrong,” Rousseau says. Should
               there be a rigidly enforced, closely timed method of education with measured outcomes?
               Not at all because this “is not to gain time but to lose it.” Leave the child alone
               to learn on his own. “Exercise his body, his limbs, his senses, his strength, but
               keep his mind idle as long as you can.”
            

            
            The first four books of Émile, then, carry out Rousseau’s scheme of education through Émile’s childhood and adolescence.
               Beginning in the fifth book Rousseau begins addressing the education of Sophie, Émile’s
               future wife. Rousseau’s education for Sophie, while still somewhat progressive by
               18th-century standards, drew the unremitting ire of Mary Wollstonecraft, who in A Vindication of the Rights of Woman devoted extended passages to refuting Rousseau’s views of women’s education. Wollstonecraft’s treatise along with her lengthy notes provides a detailed
               criticism of Rousseau’s scheme for educating Sophie.
            

            
         

         
         	EMMA

         
         	
            Jane Austen published Emma in 1816. The plot of this novel of manners develops around Emma Woodhouse, an oldest
               daughter remaining at home with her father, a widower. To amuse herself, Emma makes
               friends with Harriet Smith, a younger girl of uncertain family and no fortune. Her
               goal is to make something of Harriet, to transform her into marriageable property.
               Unfortunately, Emma manages to make all the wrong decisions for Harriet. A local farmer,
               Robert Martin, begins to pay his respects to Harriet, and Harriet begins to reciprocate
               his affections, but Emma persuades her that she would be marrying far beneath herself
               to accept a farmer’s hand. Emma, however, is wrong. She attempts other matches with
               perfectly eligible and young men but completely fails to read the true directions
               of the young men’s affections. She also fails to be aware of Mr. Knightly’s feelings
               for her until it is almost too late.
            

            
            These are the basic elements of Austen’s Emma. But as with all of Austen’s novels, there are two traditions of interpretation.
               There are those readers who read the novel as paternalistic and sexist, as simply
               a reflection of a culture no longer acceptable. Others see Austen’s treatment of Harriet
               and Emma’s own lot as Romantic in the sense, especially, that it portrays turn-of-the-century
               culture ironically and ultimately critically. Emma, Harriet, and their suitors are
               comic characters above all else. In her detached way, Austen portrays unsympathetically
               a society and its customs as no longer relevant in the rapidly changing world of the
               new Romantic era.
            

            
         

         
         	ENDYMION: A POETIC ROMANCE

         
         	
            John Keats’s second volume of poetry was published in April 1818 by Taylor & Hessey. It was
               because of the exceptionally bad reviews of this book that the myth of who killed
               John Keats developed.
            

            
            John Keats began this early major poem, inscribed to Thomas Chatterton, at Carisbrooke, the Isle of Wight, in April and finished it on November 28, 1817,
               at the Burford Bridge Hotel in Mickleham, Surrey. The fortunes of this long poem have
               varied through the years. Initial reviews of Endymion were so harsh and coincidentally timed to appear near the time of Keats’s last illness
               and death that Percy Bysshe Shelley perpetuated in his elegy to Keats, Adonais, an Elegy on the Death of John Keats, the myth that the critics killed John Keats. Victorian readers usually considered
               the poem one of the great poems of the Romantic era. The 20th century neglected it
               or considered it juvenilia. Recent generations, however, have revived interest in
               Endymion as one of Keats’s masterpieces. The poem was published in four books in 1819.
            

            
            The poem tells in elaborate and sensuously lush imagery the tale of Endymion, the
               “brain-sick shepherd-prince” of Mount Latmos. Cynthia, the moon goddess, falls in
               love with him, and after luring him through “cloudy phantasms,” she bears him away
               to eternal life with her. The poem first reveals the female protagonist, the moon
               goddess (called at different times, Diana, Cynthia, Phoebe, and Moon) through Endymion’s
               narration. Endymion’s sister Peona sees his gloom and persuades him to tell of the
               source of his depression. So he tells his dream. The appearance of the maiden Endymion
               he encountered in his dream was erotic: she had, he says, “locks bright enough to
               make me mad; / And they were simply gordian’d up and braided, / Leaving, in naked
               comeliness, unshaded, / Her pearl round ears, white neck, and orbed brow; / The which
               were blended in, I know not how, / With such a paradise of lips and eyes, / Blush-tinted
               cheeks, half smiles, and faintest sighs.”
            

            
            We soon learn she is Diana. Endymion is sexually aroused: “Ah! I see her hovering
               feet, / More bluely veined, more soft, more whitely sweet / Than those of sea-born
               Venus.” The scarf she wore was intended to cause sexual association: it was blown
               into “a fluttering pavilion” by the wind and “’Tis blue, and over-spangled with a
               million / Of little eyes, as though thou wert to shed, / Over the darkest, lushest
               blue-bell bed, / Handfuls of daisies.” Her expression was seductive, “like a very
               maid, / Came blushing, waning, willing, and afraid.” Endymion was utterly incapable
               of resisting her allure: “Ah! ’twas too much; / Methought I fainted at the charmed
               touch.” After successfully seducing Endymion, the moon goddess starts a new series
               of tests and adventure for Endymion through which he not only finds his love but also
               achieves male maturity.
            

            
            Endymion journeys down into the deeper regions of earth in search of his love. He
               passes through a region of ruins—lifeless, mere reminders of humanity’s achievement—in
               which he encounters a shrine to the moon goddess. The statue is cold and lifeless,
               and Endymion despairs, knowing that no passionate striving of spirit will bring Diana
               to him. The only way is to yield quietly to the influences by which he feels himself
               to be surrounded. Suddenly he finds that she is with him. Now their relationship moves
               a big step forward. Their intercourse deepens and is prolonged. They seem to be able
               to get rid of their fears and doubts of each other: “Long time in silence did their
               anxious fears / Question that thus it was; long time they lay / Fondling and kissing
               every doubt away.” At last they can communicate their love to each other in words:
               “Long time ere soft caressing sobs began / To mellow into words, and then there ran
               / Two bubbling springs of talk from their sweet lips.”
            

            
            The moon goddess promises to elevate Endymion and make him immortal and vows that
               Endymion will be blessed through steadfast devotion to his quest for love. She confesses
               her love to him, “I love thee, youth, more than I can conceive.” She admits, “Yet
               must I be a coward!” Now she longs to “let me melt into thee.” She almost becomes
               a real woman in a loving relationship, instead of a goddess “as vague as solitary
               dove, / Nor knew that nests were built.”
            

            
            Later Endymion meets an Indian maiden for whom he feels a new and irresistible attraction
               and makes love to her. Without knowing that the Indian maiden is the moon goddess
               in disguise, Endymion feels perplexed and troubled beyond endurance. Thus he goes
               through another series of trials. He is torn between the attraction that he feels
               for the Indian maiden and his devotion to his heavenly love. Then when he finally
               is willing to dwell in the real world of love, the Indian maiden tells him that she
               is forbidden to accept his love. Although she declares that his kiss is far above
               “All fancy, pride, and fickle maidenhood, / All earthly pleasure, all imagin’d good,”
               she cannot disobey the order. She finds excuses in the mystery and the inevitability
               of sorrow in human life. The real reason is Diana’s cowardice, selfishness, and obsession
               with power. She is afraid of punishment because of her violation of heaven’s decree:
               “Indeed I am—thwarted, affrighted, chidden, / By things I trembled at, and gorgon
               wrath.” Her fear is greater than her love, and she is not willing to give up her immortality
               and die: “We might commit / Ourselves at once to vengeance; we might die; / We might
               embrace and die.”
            

            
            When Endymion’s love endangers her status and power, she chooses to “bid a long adieu.”
               She has never thought about how much misery and suffering her seduction has caused
               in Endymion’s life. Dismayed and despondent, Endymion claims that he will live a hermit’s
               life. Yet he pleads to see the Indian maiden once more that night behind the moon
               goddess Diana’s temple. He despairs of hope and utters his desire that “I would have
               command, / If it were heaven’s will, on our sad fate.” All of a sudden the Indian
               maiden is transformed into his divine love, the moon goddess Phoebe. Phoebe lifts
               “her lucid bow” and claims that it was her “foolish fear” that hindered her at first
               and “then decrees of fate.” Now she feels “’twas fit” that Endymion should “be spiritualized.”
               Together they “shall range these forests.” Phoebe is able to step out of her selfishness
               and obsession with power to elevate Endymion into a status equal to hers, that of
               an immortal god.
            

            
            See also “ON SITTING DOWN TO READ KING LEAR ONCE AGAIN”.
            

            
         

         
         	“ENGLAND IN 1819”

         
         	
            Percy Bysshe Shelley’s overtly revolutionary poem aimed at a specific occasion and was not published until
               Mary Shelley’s edition of The Poetical Works of Percy Bysshe Shelley in 1839. Thus no audience contemporary to the events of 1819–1820 read the poem.
               The poem opens in a bitter tone with one of Percy Shelley’s most famous lines: “An
               old, mad, blind, despised, and dying King,” referring to King George III, who ascended
               the English throne in 1760 but was declared insane in 1811. He would die the year
               after this poem was written. The first 12 lines of the sonnet angrily denounce current
               English conditions: a mad George III, a debauched regent, a bleak future, beaten-down
               subjects, an army propping up a tyranny, and a corrupt church and legislature. In
               the concluding couplet, Shelley prophesies a new and righteous era, a “glorious Phantom”
               that surely will arise from this present.
            

            
            The poem then examines the potential for a coming social and political transformation
               in Great Britain. Everything Percy Shelley mentions in the poem seems to represent
               the end of hope, belief, and possibility. Yet there is hope: hope in a coming revolution.
            

            
            See also “A SONG: ‘MEN OF ENGLAND’”.
            

            
         

         
         	ENGLISH BARDS AND SCOTCH REVIEWERS

         
         	
            In 1807 Lord Byron published this his first major work at age 21 in retaliation for the scathing attacks
               the critics gave his earlier work Hours of Idleness. The poem is an emotional response to that unfair attack on his work and his character
               by an anonymous reviewer of the Edinburgh Review for February 1808, later identified as Henry P. Brougham. This poem demonstrates Byron’s early sympathy for the 18th-century tradition.
            

            
            The structure of the work is typically neoclassic. It is written in heroic couplets
               after the tradition of Pope. Byron states his purpose in the first few lines: “Fools
               are my theme, let satire be my song.” He decided to use satire against his critics
               even though this was not in the style of the times. This use of the 18th-century tradition
               of satire was not limited to the critics. Byron intended to attack the trivial poets
               and writers of the day in the manner of the old Scriblerus Club: “The cry is up, and
               the scribblers are my game.”
            

            
            To further emphasize his 18th-century sympathies, Byron, several times, expresses
               his admiration of the 18th-century poets. In his day, Byron says, “Ignoble themes
               obtain’d mistaken praise,” but at one time true poetry reigned. But no more, for “These
               are the bards to whom the muse must bow; / While Milton, Dryden, Pope alike forgot,
               / Resign their hallow’d bays to Walter Scott.” While Byron attacks Scot here, in later years he was to admire the author of Marmion and even would apologize for this performance in a letter dated July 6, 1812. Elsewhere
               in the poem Byron attacks the poets Thomas Moore and Thomas Love Peacock. Both would become close associates later on.
            

            
            Byron defends the 18th-century traditions whereas the Romantics condemned them. He
               gives the example of poet laureate Henry James Pye, and says that he was mistaken
               to imitate Pye: “Better to err with Pope, than shine with Pye.”
            

            
            The primary objective of the poem, however, is to attack the poets and principles
               of the Romantic revolution. The satire of the “scribblers” often is more of an attack
               on their character than anything; however, Byron does inject many of his ideas concerning
               the contemporary literary scene into the work. Two Romantic principles that Byron
               disapproved of were the principle of vision and that of common themes about common
               people. His poem, he says, will be written on “no common theme, / No eastern vision,
               no distempered dream,” with a reference here to Samuel Taylor Coleridge’s “Kubla Kahn,” published in 1798.
            

            
            Elsewhere Byron repeats his opposition to the “common” themes of Romanticism: “What
               varied wonders tempt us as they pass! / The cow-pox, tractors, galvanism, and gas,
               / In turn appears, to make the vulgar stare.”
            

            
            Another Romantic idea that Byron often disparaged was that of the unity of nature.
               In “To a Young Ass,” Coleridge compared himself to an ass because he believed that man and beast are
               one. Byron, however, ridicules Coleridge for his sentiments: “He brays, the laureate
               of the long ear’d kind.”
            

            
            Byron also mocks the trends in poetic styles and fads of the day: the blank verse
               of William Wordsworth and the “immeasurable measures” of William Cowper, Coleridge, Robert Southey, and others. The Gothic horror tales are an especial subject for Byron’s satiric
               pen. Commenting on Matthew “Monk” Lewis’s novel The Monk, Byron says, “Even Satan’s self with thee might dread to dwell, / And in thy skull
               discern a deeper hell.”
            

            
            Perhaps most memorable about the poem are those passages where Byron devotes a large
               number of sections to individual poets and writers. Among those he singles out for
               special mention are the prominent poets of the day, Sir Walter Scott, Robert Southey,
               and William Wordsworth. In a particularly cruel attack, referring to Wordsworth’s
               “The Idiot Boy,” Byron says that “all who view the ‘idiot in his glory’ / Conceive the bard the
               hero of the story.” Byron, then, at the writing of this poem, certainly had a great
               admiration for the 18th-century tradition. He had little sympathy for the Romantic
               revolt. As late as 1817, well into the Romantic era, Byron said in a letter to his
               publisher, “We are upon a wrong revolutionary poetical system, or systems, not worth
               a damn in itself . . . I am the more confirmed in this by having lately gone over
               some of our classics, particularly Pope.” This attitude prevails in English Bards and Scotch Reviewers. Of all the British Romantics, Byron was to remain closest to the traditions of Dryden
               and Pope. Yet throughout the 19th century, most readers and critics were to consider
               Lord Byron the exemplar of the Romantic poet.
            

            
            See also CRABBE, GEORGE (1754–1832).
            

            
         

         
         	“ENGLISH WRITERS IN AMERICA”

         
         	
            In this sketch from The Sketch Book, Washington Irving rebukes the writing and the writers of England who unfairly abuse his country because
               of prejudice and jealousy. They would not do it, he says, of more distant, unknown
               places such as Egypt or India. Only the worst kind of English travelers visit America.
               It is no wonder, then, that their estimates are biased. They judge only the surface
               of things. Perhaps they are disappointed at not acquiring sudden wealth. Americans
               can ignore such criticism since the falsehoods will fall away by themselves. Americans
               are not inimical to England. Of course Americans have ties. But, Irving tells his
               countrymen and women, they should not be in “mental vassalage” to England. It is ridiculous,
               therefore, to resort to recrimination. American writers will not be prejudiced and
               will praise England’s good points.
            

            
         

         
         	THE ENQUIRER: REFLECTIONS ON EDUCATION, MANNERS AND LITERATURE

         
         	
            William Godwin published this book in London with the full title The Enquirer: Reflections on Education, Manners and Literature, in a Series of Essays in 1797, at about the time of his wedding to Mary Wollstonecraft. “Chiefly important for its progressive views on education, The Enquirer differs from Political Justice in its stylistic strategies and form. Adopting the informality of the essayist (with
               something of Joseph Addison in his tone), Godwin writes on a variety of topics: personal
               in part 1 (for example, ‘Awakening the Mind,’ ‘An Early Taste for Reading’); and public
               in part 2 (for example, ‘Riches and Poverty,’ ‘Trades and Professions’). There is
               a shift, too, from Political Justice’s faith in the power of reason to a recognition that education of a nonauthoritarian
               kind is needed if the world is to be improved” (Duckworth 1985).
            

            
            See also AN ENQUIRY CONCERNING POLITICAL JUSTICE.
            

            
         

         
         	AN ENQUIRY CONCERNING POLITICAL JUSTICE

         
         	
            William Godwin began writing his most influential work in 1791 and finished it in 1793. The original
               title was An Enquiry Concerning Political Justice, and Its Influence on General Virtue and Happiness, changed in a revised version in 1796 to An Enquiry Concerning Political Justice, and Its Influence on Morals and Happiness. It was revised again in 1798. The popularity of the book among young intellectual
               radicals in the tense decade of the 1790s, both in England and on the Continent, made
               Godwin’s reputation. His book was a great statement of faith in the French Revolution.
            

            
            William Godwin had been trained as a Dissenting clergyman and spent five years in
               a country parish. His faith was shaken when he read Baron d’Holbach’s System of Nature, which promoted a purely naturalistic view of the world. He had also studied Claude
               Adrien Helvétius’s De l’esprit [On Mind]. He shared Helvétius’s and d’Holbach’s view of the universe as a vast chain
               of cause and effect, a Newtonian mechanistic world. Godwin could not, however, go
               as far as d’Holbach and declare himself purely a materialist.
            

            
            The key argument of An Enquiry Concerning Political Justice and, in fact, the core of Godwin’s life’s work was the perfectibility of the human
               species. While Godwin would have considered himself a rationalist in keeping with
               Enlightenment thinking, coming at the end of the century his philosophy instead looks
               forward if not establishes the political philosophy of Romanticism. An Enquiry Concerning Political Justice, for example, posits the Romantic view of science that it will conquer evil just as it will conquer nature.
            

            
            Godwin seeks a justice higher than any government and a reason higher than any positive
               law. Most laws should be abolished for “reason is a thousand times more explicit and
               intelligible than law; and when we are accustomed to consult her, the certainty of
               her decisions would be such as men practised in our present courts are totally unable
               to conceive.” Moreover, Godwin adheres to Helvetian pleasure-pain psychology: “The
               points in which human beings resemble are infinitely more considerable than those
               in which they differ.”
            

            
            As far as the various forms of government, monarch is “essentially corrupt.” It is
               founded upon imposture. Aristocracy is “in direct opposition to all sound morality,
               and all generous independence of character.” Both aristocracy and monarchy rest upon
               the invalid assumptions that are in any way acceptable and of natural inequality.
               Even mixed forms of government are based upon imposture.
            

            
            As for democracy, it is the only acceptable form of government, but even here Godwin
               is scarcely enthusiastic. Representative arrangements involve unwarranted abnegations
               of individual judgment: “The voice of the people is not, as has sometimes been ridiculously
               asserted, ‘the voice of truth and God’ . . . Universal consent cannot convert wrong
               into right.” Godwin simply despised any sort of group cooperation. Thus his stance
               on private property is ambiguous, as he nowhere condemns the idea.
            

            
            The problem, then, is Godwin’s apparent anarchy, which was perhaps what his original
               critics found most objectionable in his beliefs. Godwin makes a distinction between
               anarchism and anarchy, however. Anarchy means every person is free to do as he or
               she likes. Such a belief Godwin despised. Anarchism, by contrast, means society functioning
               without government. But anarchism cannot be achieved as a result of every person going
               his or her own way. It requires the voluntary self-regulation of each individual for
               the public good. Thus Godwin calls for a spirit of “universal benevolence,” which
               can only be attained by appropriate education. It is the aspiration toward this universal
               benevolence, with each person being a brother or sister to the other, that leads Godwin
               to advocate the elimination of the family and the abolishment of the formal institution
               of marriage.
            

            
         

         
         	“THE EOLIAN HARP”

         
         	
            A conversation poem by Samuel Taylor Coleridge, the poem is set outdoors in an idyllic scene. Coleridge observes his new wife, Sara Fricker, and addresses her while establishing a relationship between the poem’s setting and
               the speaker’s initial state of mind. The central image of the eolian harp, a sound
               box with strings that play random notes as the breeze rushes in and out, serves appropriately
               to represent the state of Coleridge’s heart both emotionally as he contemplates his
               future as a husband with a new wife and as poetic inspiration penetrating a sensitive
               soul and flowing outward as poetic imagination. In the first 43 lines, Coleridge redraws
               the specific scene in which he arrived at the philosophical musings of lines 44–48
               and his rejection of such philosophizing in the last 15 lines of the poem, being careful
               to retrace his mental steps.
            

            
         

         
         	EPIPSYCHIDION

         
         	
            The full title of this long poem by Percy Bysshe Shelley is Epipsychidion; Verses addressed to the noble and unfortunate Lady Emilia V____, now imprisoned in the Convent of ____. It was written at Pisa in 1821, probably early in the year, and published anonymously
               in 1821 for “the esoteric few” who were likely to appreciate it. The meaning of the
               title is “A poem of the soul”—Psyche. The unfortunate lady of the title was Lady Emilia
               Viviani who was shut up by her father, an Italian count, in the convent of St. Anne,
               Pisa, where the Shelleys had visited and befriended her.
            

            
            Shelley opens with an invocation of Emilia in which she ascends higher and higher
               in a series of gradations of passionate love with a clear distinction between true
               love of the soul and the bondage of matrimonial love. Then Shelley recounts his own
               life as a poet in search for the ideal of love, including an allusion to his marriage
               to Harriet Westbrook Shelley and deliverance through an encounter with a “moon-like shape” that is Mary Shelley. Yet to come is a vision of an even truer love, more ideal and of finer light, more
               ethereal and unattainable, which is Emilia. From here he knows he will live under
               the alternating spells of the moon (Mary) and the sun (Emilia). He voyages with Emilia
               to an Ionian isle, described at length in luxurious imagery. Appended to the poem
               are 13 lines in which Shelley sends his poem out to the very few who could possibly
               appreciate it. Among the few are Mary (“Marina”), Jane Williams (“Vanna”), and perhaps
               Edward Williams (“Primus”).
            

            
            See also JANE POEMS; “WITH A GUITAR, TO JANE”.
            

            
         

         
         	“EPISTLE TO WILLIAM WILBERFORCE, ESQ”

         
         	
            Anna Barbauld’s revolutionary fervor shows through clearly in this poem written upon the occasion
               in 1771 of the English Parliament’s defeat of William Wilberforce’s motion to abolish
               slavery in the empire. Written in loose iambic pentameter couplets, the poem opens
               with the speaker’s resigned plea “Cease, Wilberforce, to urge thy generous aim!” The
               poem ends by repeating the plea for Wilberforce to cease attempting the impossible
               and accept the grateful acknowledgement that he did all he could do. Slavery was declared
               illegal in the West Indies but was not abolished throughout the British Empire until
               1833, twenty-six years after Wilberforce’s failed motion.
            

            
            The poem’s full title is “Epistle to William Wilberforce, Esq., on the Rejection of
               the Bill for Abolishing the Slave Trade.” Two of the most notable passages in early
               Romantic revolutionary poetry are first an extended image of England too timid, too
               uncaring to abolish slavery, a pale-faced beauty in a house of privilege, recumbent
               on her divan, surrounded by “menials” waiting on her. Although sighing and indolent,
               she is not so indolent that she cannot pull out her ladylike whip to scourge and torture
               the servants who sustain her. The other image Barbauld develops is that of the commercial
               slave trade compared to a plague of leprosy brought back to England from its eastern
               colonies, the leprosy of moral corruption infecting each limb and sickening the heart
               of the seat of empire.
            

            
         

         
         	THE ESDAILE NOTEBOOK

         
         	
            When Percy Bysshe Shelley’s publisher in 1813 declined to publish the poems included in what is now known as
               The Esdaile Notebook, Percy gave the bound notebook to his wife Harriet Westbrook Shelley for safekeeping. Harriet kept the notebook after her husband eloped with Mary Godwin Shelley in 1814, and then after her suicide in 1816 the poem remained in her family’s hands
               until Edward Dowden began publishing a few of the poems in 1886. Thereafter the notebook
               and its 58 poems remained mostly a curiosity piece for Percy Shelley scholars.
            

            
            Despite its neglect by 20th-century critics, the notebook has attracted much speculation
               and unsettled interpretation by postmodern readers. The notebook contains such poems
               as “To the Emperors of Russia and Austria,” “Sonnet: To a Balloon, Laden with Knowledge,”
               “Zeinab and Kathema,” and “The Retrospect.” The latter poem, written in 1812, reflects
               on the period when Shelley was first attracted to Harriet Westbrook. Its 168 lines
               of iambic tetrameter adapt an attitude of reflection in line with William Wordsworth’s Lines Composed a Few Miles above Tintern Abbey.
            

            
         

         
         	AN ESSAY CONCERNING HUMAN UNDERSTANDING

         
         	
            See LOCKE, JOHN (1632–1704).
            

            
         

         
         	“AN ESSAY ON THE THEATER; OR, A COMPARISON BETWEEN LAUGHING AND SENTIMENTAL COMEDY”

         
         	“AN ESSAY ON THE THEATER”

         
         	
            Oliver Goldsmith wrote this essay in 1773 and inaugurated the common idea of there
               being a dark period of 18th-century drama that ended as he and playwrights such as Richard Brinsley Sheridan, and George Colman the Elder began to revive English drama. According to those whose primary exposure to the period
               is through Goldsmith, Colman, and Sheridan, sentimental comedy ruled the theaters
               throughout the midcentury, and it was not until Goldsmith, Colman, and Sheridan rebelled
               that true comedy again came, albeit temporarily, to the stage. Goldsmith in his essay
               warns against the prevailing trends of sentimentalism. The comic muse stands little
               chance of survival: “Humor at present seems to be departing from the stage, and it
               will soon happen, that our comic Players will have nothing left for it but a fine
               Coat and a Song.” Moreover, “it is not easy to recover an art when lost; and it would
               be but a just punishment that when, by our being too fastidious, we have banished
               Humour from the Stage, we should ourselves be deprived of the art of Laughing.” Thus
               Goldsmith, for all these years, has encouraged the notion that the 18th-century stage
               fell victim to the sentimental muse. Twenty-first-century scholars of Romanticism
               generally disagree with that view.
            

            
            See also THE SCHOOL FOR SCANDAL; SENTIMENTAL COMEDY VERSUS LAUGHING COMEDY; SHE STOOPS TO CONQUER; OR THE MISTAKES OF A NIGHT.
            

            
         

         
         	ESSAYS: FIRST SERIES AND ESSAYS: SECOND SERIES

         
         	
            See EMERSON, RALPH WALDO (1803–1882).
            

            
         

         
         	ESSAYS, LETTERS FROM ABROAD, TRANSLATIONS AND FRAGMENTS

         
         	
            Mary Shelley’s edition of her husband’s papers, heavily edited, was published in 1840.
            

            
            See also A DEFENCE OF POETRY.
            

            
         

         
         	ESSAYS OF ELIA

         
         	
            Most of Charles Lamb’s most popular familiar essays appear in Essays of Elia. The first series of the essays originally appeared in London Magazine from 1820 to 1823. These essays were published in book form and titled Elia in 1823. The second series, which also ran in London Magazine (from 1824 to 1825), was collected and published in 1833 under the current title.
               The character of Elia inevitably is Lamb’s artistic projection of himself and his
               own beloved personality. The pseudonym was probably taken from an Italian colleague
               who worked at South Sea House alongside Charles and his brother John. The first essay,
               “Dream-Children: a Reverie,” fittingly is about John. Other essays written in Lamb’s smooth-flowing, familiar
               style are “A Dissertation upon a Roast Pig; or, A Chapter on Ears,” an essay made
               for good-natured laughter; the ticklishly satirical “Mrs. Battle’s Opinions on Whist”;
               and the quiet, domestic essays “Mackery End” and “Old China.” Lamb’s Romanticism,
               as presented in these essays, unlike Wordsworth’s, is that of reverie, in the overlaying
               of memory with hazy glamor, nostalgia, and sentiment. Thus they have a charm that
               has made them appealing to all generations.
            

            
         

         
         	“ET NOX FACTA EST”

         
         	
            This often-anthologized poem by Victor Hugo is the first section of his epic The End of Satan. It is one of the finest examples of the Romantics’ fascination with the fall of
               Satan when he was cast out of heaven by God. Satan is the archetypal Romantic rebel
               who even in defeat refuses to relent and bow to whatever authority rules by sheer
               power. In this poem, Hugo describes the rapid but prolonged fall from heaven. Satan,
               formerly the archangel Lucifer, falls for four thousand years and tries to catch himself
               on a rock. God tells him to fall so that all light will be blotted out from around
               him. The rebel claims that God is lying. His words take the form of evil upon the
               earth. He cries out “death” and it takes the form of Cain who committed the first
               murder. He says “You lie,” and those words become Judas who betrayed Jesus. He spits
               “toward the thunder,” and his spitting becomes the thief Barabbas who is released
               in place of Jesus before his crucifixion.
            

            
            After stopping for a thousand years, Satan begins once again to fall. Although the
               lights of the suns are far off, they are still shining for him. A breath causes him
               to fall again. The farther he falls the less likely there should be an object he can
               grasp. As he falls there are fewer suns. Everything is passing away and he is falling
               into further darkness. As he falls further he is able to stop himself and place his
               feet upon a summit. It is at this point that he begins to become a monster: he sprouts
               wings. The angel in him is dying. He begins to realize what has happened, and he feels
               regret at what has become of him. He has lost all the warmth and beauty of his previous
               position and has turned himself into a cold, hideous being with no light to live by.
               Furiously he claims that he does not care and accepts his fate. He takes the “black
               sky” for himself leaving the blue behind. The abyss and the darkness continue to overwhelm
               him. He speaks again, saying “Hell!” which becomes the corrupt city of Sodom. The
               only light that remains is the sun, which has come to have no more light than a star.
               The archangel is lost and Satan is all that is left. He hurls himself toward what
               is left of the star. He calls out to the star not to leave him; he refers to it as
               his brother. The star continues to fade until it is only a spark. Satan sinks farther
               and farther rather than getting closer to the light. He tries to revive the light
               as if it were an ember but it is all in vain. His breath becomes a hurricane. He begs
               the light to remain and continues to try to reach it. He flies for ten thousand years
               trying to reach the light. Finally he reaches a cliff and stops, but the sun is dying.
            

            
            “Et nox facta est” is Latin for “And there was night.” Satan falls into blackness
               as he has been for “some four thousand years.” He falls very far from God and he has
               lost all chance of ascending to his former place. Even as he tries to reach for a
               rock and stops, Hugo writes, “Someone from on high, cried out to him: ‘Fall! The suns
               will go out around you, accursed!’”
            

            
         

         
         	EUROPE: A PROPHECY

         
         	
            In his books of 1794 and 1795—Europe; The First Book of Urizen; The Book of Los; The Song of Los; and The Book of Ahania—William Blake constructs the major outlines of his universal mythology. Of course, Blake interweaves
               the components of this mature mythology with the historical events of the day. Europe, for example, addresses the reaction to the beheading of King Louis XVI in 1793 and
               the subsequent political and military reaction as England soon declared war on France.
               England’s pursuit of war against France and the government’s heavy-handed measures
               to extinguish revolutionary spirit is the subject of Europe.
            

            
         

         
         	THE EVE OF ST. AGNES

         
         	
            John Keats began writing this tale of medieval romance in late January 1819 and finished it
               by February 1820. He published it the same year in his third volume: Lamia, Isabella, The Eve of St. Agnes, and Other Poems. Much of the poem’s reputation rests with the luxuriousness of its sensuous language.
               Such particular moments in the poem include stanza 26 in which Keats provides a description
               of Madeline disrobing. We see Madeline free her hair of wreathed pearls, unclasp her
               jewels one by one and send her attire creeping to her knees. We feel the warmth of
               her jewels, smell the fragrance of her bodice, and hear her attire rustle. Similar
               descriptions occur throughout the poem: the cold winter air, the sumptuous feast prepared,
               and the tension as the two lovers escape.
            

            
         

         
         	THE EXCURSION

         
         	
            William Wordsworth published this long poem in 1814 under the full title The Excursion: Being a portion of The Recluse, a poem. He attached a preface to the 1814 edition, and in 1843 he published a much more
               expansive introduction to the poem. This poem and The Prelude are Wordsworth’s most substantial works and the ones upon which he assumed his reputation
               would be based. These poems were intended to become two parts of a much larger poem
               titled The Recluse, but Wordsworth abandoned the much larger project and indeed he did not publish The Prelude in his lifetime.
            

            
            The poem is structured about nine books titled “The Wanderer,” “The Solitary,” “Despondency,”
               “Despondency Corrected,” “The Pastor,” “The Churchyard among the Mountains,” “The
               Churchyard among the Mountains, Continued,” “The Parsonage,” “Discourse of the Wanderer,
               &c.” The main characters are the Wanderer, the Solitary, the Pastor, the Poet, and
               Margaret. Little narrative action occurs. Both the Solitary and the Wanderer have
               books devoted to their backgrounds. Together they have long discussions on religious
               truths and the virtues of humanity. The Pastor enters in book 5 and tells the stories
               of many of the townspeople buried in the cemetery. At the end all travel with the
               Pastor to his home to visit his family, after which all part ways.
            

            
            Wordsworth’s contemporaries criticized the poem harshly. Samuel Taylor Coleridge considered The Excursion to be a failure because the subject matter was not suitable for poetic form. Not
               only that, but he felt the lengthy, ideological discussion between the main characters
               would better suit a philosophical treatise. Nevertheless, books 1 and 2 together comprise
               what could arguably be one of the greatest poetical works of all time. Books 3 through
               9, however, are unnecessary and a detraction.
            

            
            William Hazlitt also considered the poem to be a failure, although for somewhat different reasons.
               The poem simply was unable to attain dramatic status. Wordsworth’s voice was lost
               among the various dialogues, and all of the characters were essentially the same person,
               only espousing different views. Both Coleridge and Hazlitt believed that the idea
               of a dominant voice speaking through multiple characters was a flaw on Wordsworth’s
               part.
            

            
            Then there is Frances Jeffrey’s famous review in the Edinburgh Review for March 1814. “This will never do,” Jeffrey begins. The Excursion, he says, “is longer, weaker, and tamer, than any of Mr. Wordsworth’s other productions;
               with less boldness of originality, and less even of that extreme simplicity and lowliness
               of tone which wavered so prettily, in the Lyrical Ballads, between silliness and pathos. We have imitations of Cowper, and even of Milton here,
               engrafted on the natural drawl of the Lakers—and all diluted into harmony by that
               profuse and irrepressible wordiness which deluges all the blank verse of this school
               of poetry, and lubricates and weakens the whole structure of their style.”
            

            
            See also THE LAKE POETS.
            

            
         

         
         	“EXPOSTULATION AND REPLY”

         
         	
            William Wordsworth and Samuel Taylor Coleridge published this poem by Wordsworth in Lyrical Ballads in 1798 as a companion poem to “The Tables Turned.” Coleridge and the Wordsworths,
               Dorothy and William, differed significantly in many ways in intellectual and artistic
               temperaments. Both Wordsworths were far more reflective from their outdoor ramblings
               than Coleridge; whereas he felt compelled to spend his time with his books for artistic
               and intellectual inspiration. The difference came to be reflected in two poems by
               William Wordsworth “Expostulation and Reply” and “The Tables Turned” in which the
               two differing temperaments were displayed. Moreover, William Wordsworth during this
               time with the help of Coleridge and Dorothy had to work through a period of intellectual
               despair evidently brought on by his disillusionment with France during the revolution.
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         	THE FALL OF HYPERION

         
         	
            John Keats finished this poem in December 1819. Lord Houghton published it posthumously in 1856.
               See also HYPERION: A FRAGMENT.
            

            
         

         
         	FANCY AND IMAGINATION

         
         	
            These two terms are used frequently in early 19th-century critical discussions of
               literature. William Wordsworth set out to differentiate the two psychological conditions in his Preface to Poems, 1815. Samuel Taylor Coleridge in Biographia Literaria likewise treats the same concept. Basically for Wordsworth, Imagination functions
               to modify and to create whereas Fancy functions to associate. The difference between
               the two is the difference between a simile and a metaphor in which a simile would
               be like Fancy. It is like something; it associates. A metaphor is from the imagination.
               Something is something else, not merely like something else. Thus Imagination creates
               a new entity.
            

            
            See also PROBLEMS IN THE STUDY OF WORDSWORTH.
            

            
         

         
         	FARCE

         
         	
            The great tradition of English farce began during the Romantic era in the 18th and
               early 19th centuries. The theater scene at the two licensed theaters in London, Covent Garden and Drury Lane, thrived with a wide range of entertainments but nearly every night’s performance
               included short afterpieces such as burlettas, pantomimes, burlesques, and farces. The “serious” side of farce is now being recognized
               by the theorists of comedy perhaps more than ever.
            

            
            When we come to classifying the minor genres of comedy in the Romantic period, we
               encounter all kinds of difficulty and numerous puzzling inconsistencies. Often, for
               instance, farces of this period are distinguished from comedies on the basis of length.
               Usually any dramatic afterpiece can be considered a farce, yet again there is no consistency.
               Nor is there consistency in labeling as farce comedies of low life or comedies based
               on improbability or extravagance. In fact, plays sometimes called farces during production
               are called comedies at publication.
            

            
            Early critics are a little more consistent than the playwrights themselves. Following
               John Dryden’s famous deprecation of farce in his preface to An Evening’s Love; or, The Mock-Astrologer (1671), most of the 18th century’s critics consider farce inferior to comedy. For
               most of them, a chief distinction between the two is that comedy is concerned with
               real life while farce is concerned with improbable actions. Moreover, Bishop Hurd
               sees farce as distinguished from comedy in that its intention is merely to provoke
               laughter. Like Richard Steele, Hurd does not see laughter as being central to comedy.
               Samuel Foote, in the Romantic era proper, insists, however, that laughter is not merely
               a feature of farce, and he finds farcical elements to be key features of any comedy.
               Still, he does agree with Hurd that comedy is concerned with true character whereas
               farce is not.
            

            
            For Arthur Murphy, the end of farce is the laughter rather than the moral teaching
               of true comedy, but he does not exclude moral teaching from farce. For him, ridicule
               remains the basis of laughter in farce, but because exaggerated types are more laughable
               than real types, there is no necessity to maintain verisimilitude of character. Thus
               Murphy sees caricature as sufficient for farce and, if necessary, situations presented
               merely for the sake of laughter can take precedence over character. George Colman the Elder’s ideas about farce and comedy generally agree with those of his contemporaries,
               especially with Murphy’s. For him, verisimilitude of character is crucial to true
               comedy, while a play based merely upon incidents and situations is farce. He sees
               a moral purpose for comedy as do Murphy and Hurd, but he does not condemn those farces
               that are purely for entertainment.
            

            
            The definition of farce found in Samuel Johnson’s Dictionary of the English Language sums up many of the contemporary attitudes about it: Farce is “a dramatick representation
               written without regularity and stuffed with wild and ludicrous conceits.” Yet when
               Johnson refers to She Stoops to Conquer, a play condemned by Horace Walpole as “the lowest of all farces,” he says, “I know
               of no comedy for many years that has so much exhilarated an audience, that has answered
               so much the great end of comedy—making an audience merry.”
            

            
            As a view of life, farce is associated with Romanticism because at its base level
               it appeals primarily to unrestrained emotion. The grotesque, the warped, the comically
               perverted—these are the aspects of life upon which the farceur concentrates, and these
               concerns naturally attracted playwrights and audiences of the pre-revolutionary and
               revolutionary periods. Farce mocks human weaknesses unsparingly. Fate traps its victims,
               but for the Romantics the traps are usually harmless as opposed to much later popular
               French farces by such playwrights as Georges Feydeau. If we take farce to be “the
               purest and most absolute form of comedy” as Maurice Charney does (1978: vi), we will
               take comedy as a “display for all kinds of madness, irrationality, and eccentricity,
               none of which is in any way threatening or dire.” Farce historically derives from
               the traditions of Roman comedy, especially from Plautus, and from the Italian commedia
               dell'arte.
            

            
            The farces of George Colman the Elder, David Garrick, Arthur Murphy, and Samuel Foote are not merely “comedy with the meaning left out,”
               as numerous textbook lists of literary terms have labeled it. Romantic farces treat
               serious themes in lighthearted ways for serious purposes. Although not nearly so complex
               as most of the major comedies of the time, the best of these little pieces display
               complexity in miniature. Among the most notable English farces of the period are David
               Garrick’s Miss in Her Teens, and Bon Ton; or High Life Above the Stairs; Elizabeth Inchbald’s The Wedding Day; George Colman the Elder’s The Deuce Is in Him; George Colman the Younger’s Blue Devils; Hannah Cowley’s Who’s the Dupe?; and James Townley’s High Life Below the Stairs.
            

            
            See also THE GENIUS OF NONSENSE; HARLEQUIN TEAGUE; OR, THE GIANT’S CAUSEWAY; THE MUSICAL LADY; THE OXONIAN IN TOWN; POLLY HONEYCOMBE; THE SPLEEN; OR, ISLINGTON SPA.
            

            
         

         
         	FAUST: PART 1

         
         	
            Johann Wolfgang von Goethe composed his greatest work and one of the overarching masterpieces of Romanticism
               in two parts. The first he published in 1808 and the second 24 years later. While
               Faust: Part 1 can be read independently, Faust: Part 2 complements and completes the Faust story. Faust is a monumental poetic drama structured as a sequence of scenes in various settings.
               The character Faust turns out to be the quintessential Romantic hero, grasping like
               Prometheus for the forbidden knowledge. He stands for ultimate genius whose imaginative
               powers far transcend the ordinary mortal’s powers. His research assistant, Wagner,
               is every bit as intent on his studies into the far reaches of undiscovered knowledge
               as his master. Yet Wagner will never attain the heights of genius intrinsic to the
               character and soul of only the few.
            

            
            Faust: Part 1 begins with a dedicatory poem and a prelude as if in a theater. The action begins
               with a Book of Job–like prologue set in heaven, where the Devil, or Mephistopheles,
               challenges God that he, the Devil, can lead astray God’s favorite, the scholar, Dr.
               Faust, a man committed with all his soul to the study of obscure, erudite knowledge.
               The play then opens within Faust’s study, Faust’s mind and soul in turmoil as he pursues
               knowledge at all costs, attempting yet failing to possess all knowledge of nature
               and the universe even if through magic. He summons spirits, especially the spirit
               of the world. His famulus, Wagner, interrupts Faust. Wagner’s chatter sets Faust’s
               teeth on edge. Depressed in his soul, Faust even contemplates suicide, but is held
               back by the sounds of the beginning Easter celebrations.
            

            
            He joins Wagner for an Easter walk in the countryside, among the celebrating people.
               A poodle follows him back to his study. There the poodle suddenly changes into Mephistopheles,
               who offers Faust a contract for his soul: Mephistopheles will do Faust’s bidding on
               earth, and Faust will do the same for him in hell. But Faust adds an important side
               clause: He agrees to the contract only if Mephistopheles can get him to be satisfied
               and to want a moment to last forever. Faust signs in blood, and Mephistopheles first
               takes him to Auerbach’s tavern in Leipzig, where the devil plays tricks on some drunken
               revelers.
            

            
            Having then been transformed into a young man by a witch, Faust encounters Margarete,
               also called Gretchen. She excites his carnal desires intensely. Through a scheme involving
               jewelry and Gretchen’s neighbor Martha, Mephistopheles brings Faust and Gretchen together.
               Bliss seemingly ensues, but then, after a period of separation, Faust seduces Gretchen,
               who accidentally kills her mother with a sleeping potion Faust has given her. To make
               matters worse, Faust has gotten Gretchen pregnant. And then her soul’s torment is
               further increased when Faust and Mephistopheles kill her enraged brother in a sword
               fight.
            

            
            Mephistopheles seeks to distract Faust by taking him to Walpurgisnight, but Faust
               insists on rescuing Gretchen from the death sentence she has been given after going
               insane and drowning her newborn baby. In an intense scene in the dungeon, Faust desperately,
               vainly seeks to convince Gretchen to follow him to freedom. At the end of the drama,
               as Faust and Mephistopheles flee the dungeon, a voice from heaven announces Gretchen’s
               salvation.
            

            
            See also ALL FOR LOVE; OR, A SINNER WELL SAVED; MANFRED, A DRAMATIC POEM.
            

            
         

         
         	FAUST: PART 2

         
         	
            Johann Wolfgang von Goethe composed part 2 of his greatest work 24 years after Faust: Part 1, in 1832. While part 1 can be read independently of the other, part 2 complements
               and completes the Faust story.
            

            
            In Faust: Part 2, Faust falls in love with Helen of Troy and asks Mephistopheles to conjure up the
               famous heroine. Faust marries Helen and has a son with her, whom he names Euphorion.
               When Euphorion is seven years of age, he tries flying from the top of a ledge but
               falls to the ground and dies. With the death of Euphorion, Helen of Troy returns to
               the underworld, and Faust is left to continue his quest for satisfaction.
            

            
            In the hope of doing something of value for humanity, Faust tries to reclaim land
               from the ocean to transform it into a public housing project. By the end of Faust: Part 2, Faust is 100 years old and blind. He hears digging outside and thinks that Mephistopheles
               is working on the housing project. Overjoyed at the thought that finally something
               will be done for humankind, Faust makes his way outside to let Mephistopheles know
               that this moment is the one for which he has been waiting. He dies reflecting that
               he has never found a moment so beautiful, so pleasant, that he wanted it to linger.
               The digging sound that Faust heard was Mephistopheles digging his grave. The final
               scene has the soul of Faust being carried to Heaven, saved because the moment that
               he had found most beautiful was a moment that he thought would benefit all of humanity.
            

            
            Goethe based the character of Euphorion in Faust: Part 2, on Lord Byron. “Byron greatly valued Goethe’s praise of his work and dedicated Marino Faliero (1820), Sardanapalus (1821), and Werner (1822) to him” (Levine 2010: 1025).
            

            
         

         
         	“THE FEET ARE ON THE STAIR”

         
         	
            Rosalía de Castro collected this poem in Beside the River Sar in 1884. Here Castro shows concern for the evanescent individual, a common concern
               among the Romantics. In essence, spring is about to arrive with new seeds, plants,
               new people in love, and the belief that youth is immortal. Yet the passage of man
               in this world is very quick and fades away. In the first stanza spring is described
               with seeds beginning to stir and it is like the young falling in love without knowing
               that death awaits them in the quick passing just as a bud becomes a rose which becomes
               a dead blossom. The celebration of springtime as feet upon the stair in the opening
               lines is oddly expressed in a quasi-scientific reference to “atoms,” treated here
               as if they were unique beings. Yet although beginning with a traditional evocation
               of spring’s beauty, “The Feet Are on the Stair” ends surprisingly with the harsh certainty
               that “Summer masters Spring” and heat dries up new life.
            

            
         

         
         	THE FEMALE READER; MISCELLANEOUS PIECES IN PROSE AND VERSE; SELECTED FROM THE BEST
               WRITERS AND DISPOSED UNDER PROPER HEADS; FOR THE IMPROVEMENT OF YOUNG WOMEN

         
         	
            Mary Wollstonecraft edited this popular anthology in 1789, the year the French Revolution broke out.
               The collection of “material on religion and history, excerpts encouraging the virtues
               (especially modesty), dialogues to improve speech, and antislavery passages” (Montgomery,
               Fiona 2001) was designed for the improvement of young readers. Wollstonecraft’s friend
               Joseph Johnson published the work.
            

            
         

         
         	FICHTE, JOHANN GOTTLIEB (1762–1814)

         
         	
            A German Romantic idealist philosopher, younger contemporary of Johann Gottfried Herder in Jena, and promoter of German Romanticism among a small group of intellectuals
               that eventually became known as the Jena Circle. Fichte was appointed to the chair of philosophy at Jena in 1794. His thinking was
               strongly influenced by Immanuel Kant under whom he studied. Especially important to
               Fichte was his promotion of German nationalism.
            

            
            See also MAGICAL IDEALISM.
            

            
         

         
         	THE FIRST BOOK OF URIZEN

         
         	
            See BLAKE, WILLIAM (1757–1827); EUROPE: A PROPHECY.
            

            
         

         
         	FLEETWOOD; OR, THE NEW MAN OF FEELING

         
         	
            William Godwin published this novel in 1805. The narrator of this tale is also the man of feeling
               of the title. His story is the recognition, one after the other, of his character
               flaws. He describes himself as intensely sensitive, unselfdisciplined, and prone to
               ennui, reverie, and daydreaming. As the novel progresses he develops a loathing for
               these traits and considers them weaknesses of character in both his former self and
               others. The series of episodes he experiences throughout the novel include tormenting
               a first-year student at Oxford to the point of his suicide; marrying an unfortunate
               because he pities her; being duped by an enemy into believing her unfaithful; and
               eventually discovering the truth.
            

            
            See also THE MAN OF FEELING.
            

            
         

         
         	“THE FLOOD OF YEARS”

         
         	
            The American poet William Cullen Bryant wrote this poem when he was 81, long after the Romantic era had passed. The poem
               expresses the idea common to Bryant’s poetry of a faith in personal immortality. The
               poem begins by stating that a mighty hand pours forth the flood of years. On the edge
               alone is life. Here the present foams, and here are they who toil, revel, fight, sorrow,
               or pray. They are seen for a moment and then are swept away by the tide. Thus we see
               the sculptor sculpt and the painter paint. The waters tear the child from the mother’s
               arms and separate lovers from each other. Cities, palaces, and fortresses are shattered;
               populous realms are washed away.
            

            
            One then looks back and sees “the silent ocean of the past.” It is strewn with the
               “broken altars of forgotten gods” and the tombs of kings. There are faint glimmerings
               of lost jewels, withering bridal wreaths, and vows of love and friendship. Here is
               a history of human sorrow and broken hearts.
            

            
            Looking on where the flood must pass, one sees a belt of darkness. Beyond it, the
               years gather up all the sweet lives, and all in them that was noble and good bear
               them on. There wounded hearts are healed and sorrows are forgotten. There will be
               “A present in whose reign no grief shall gnaw / The heart, and never shall a tender
               tie / Be broken.”
            

            
         

         
         	FORDYCE, JOHN (1720–1796)

         
         	
            See SERMONS TO YOUNG WOMEN.
            

            
         

         
         	“A FOREST HYMN”

         
         	
            This blank verse poem presents the American poet William Cullen Bryant’s feelings about nature as the work of God. As with many Bryant poems, the influence
               of William Wordsworth is obvious. An issue is whether Bryant speaks of the Judeo-Christian God or whether
               he speaks of God figuratively as a pantheistic world force as does Wordsworth but
               more locally James Fenimore Cooper. Most readers consider “A Forest Hymn” to be Bryant’s best poem and one of the finest
               examples of Romanticism in nature among early American poetry.
            

            
            The poem begins by stating, “The groves were God’s first temples.” Here humanity first
               offered thanks to God, for nature bowed his spirit. Now too we should worship in the
               forest rather than in human-made temples.
            

            
            The Father made the trees and his spirit is there. No prince ever wore his crown so
               loftily as the oak, and the flowers nestled at its root are a token of the Almighty’s
               love. The poet continues, saying his heart is filled with awe at the lesson he sees—that
               “all grow old and die,” but youth ever presses on, so that none of Earth’s charms
               passes away. Thus life mocks death.
            

            
            The poet’s feeble virtue is reassured in these groves. When God speaks through the
               tempest, pride is forgotten. The poet asks that the love and peace of these solitudes
               teach all “to conform the order of their lives.”
            

            
         

         
         	“THE FOUNTAIN”

         
         	
            American poet William Cullen Bryant’s poem, published in 1839, develops the theme of permanence in the midst of constant
               change. The fountain continues to flow even though its surroundings change. The poem
               bears an obvious relation to Percy Bysshe Shelley’s “Mutability.”
            

            
         

         
         	FOUQUE, FRIEDRICH, FREIHERR DE LA MOTTE (1777–1843)

         
         	
            Fouque was a well-known German author in his day, a member of a French émigré family,
               and a Prussian officer in the war against Napoleon.
            

            
         

         
         	THE FOUR AGES OF POETRY

         
         	
            Thomas Love Peacock published his partly serious, partly sendup essay on the nature of poetry in Ollier’s Literary Miscellany in 1820. This literary magazine was published by Charles Ollier who was also Percy Bysshe Shelley’s publisher. Although Shelley and Peacock had been friends, Shelley read the essay
               as a serious statement of Peacock’s poetics and in a spell of anger responded with
               A Defence of Poetry to be published in a subsequent issue of Ollier’s. Unfortunately, Ollier’s folded after only one issue and Shelley moved on to other
               projects. His response to Peacock was not published in his lifetime.
            

            
            Peacock claims here that poetry passes through a never-ending cycle of four ages:
               (1) an Iron Age in which poetry is crude and simple and consists of oral retellings
               by wandering bards of folk ballads and romances; (2) a Gold Age in which inspired
               genius creates epics and tragedies; (3) a Silver Age in which finely polished poetry
               appears such as that of the early 18th century; and (4) a Bronze Age at the end of
               all else in which poetry has exhausted all its forms and becomes social and satirical.
               Peacock also encourages all intelligent men not to waste their time with poetry but
               to try the useful arts instead; for example, science, economics, political theory—anything that will actually improve the world. Poetry
               does not keep pace with progressive society because poetry is cyclical while rational
               knowledge is linear. Peacock, of course, is a writer of satires, and here he cannot
               suppress his satirical wit.
            

            
         

         
         	FOURFOLD VISION

         
         	
            One of the most important elements of Romanticism, and perhaps the most important
               aspect of William Blake’s later work, is the concept of vision. This key to Blake’s own concept of vision
               was supplied by Blake himself in a poem contained in a letter to Thomas Butts in 1802:
               “Now I a fourfold vision see, / And a fourfold vision is given to me; / ’Tis fourfold
               in my supreme delight / And threefold in soft Beulah’s night / And twofold Always.
               May God us keep / From Single vision & Newton’s sleep!” (Keynes 1966: 35).
            

            
            Mark Shorer’s analysis of Blake’s vision in light of this and other works by Blake
               is exceptionally valuable (1946: 5–6). Blake sees three different forms of true vision;
               and then there is “Single vision.” Single vision is the perception derived from the
               five senses. This Blake abhorred—it is “Newton’s sleep.” Twofold vision is seeing
               through the eye. It is the artist’s perceptive interpretation of a material object
               through his imagination. Threefold vision can be related roughly to hallucination.
               It is a dream-like visual experience that is projected into space and observed by
               the artist as if it possessed an objective reality. Fourfold vision is divine inspiration.
               It is hallucinogenic in its representation, but the difference between it and threefold
               vision is that the former is divine revelation.
            

            
            Fourfold vision was certainly the most important aspect of vision to Blake. These
               divine visions were not something Blake developed, for as is well known, he saw a
               vision of God’s face in a window at the age of four, and also in childhood he saw
               a tree full of angels. These early visions were fourfold in nature to Blake because
               he would certainly have believed them to be divine inspiration even in his youth.
               These visions left a vivid impression on Blake’s mind, and even though they are evident
               to a degree in his earliest work, Poetical Sketches, they certainly become the basis for his mature vision in his prophecies.
            

            
         

         
         	THE FRAGMENTED WORDSWORTH

         
         	
            Unlike that of many other Romantic poets such as John Keats and Percy Bysshe Shelley, William Wordsworth’s adulthood and poetic career spanned nearly 60 years. Unlike the others, as a result,
               his intellectual and artistic development inevitably evolved and changed throughout
               his long life. Wordsworth himself seemed to recognize such changes from the earliest
               days as he reveals in Lines Composed a Few Miles above Tintern Abbey from 1798 and “Ode: Intimations of Immortality” from 1802. His contemporaries noted the changes, usually with disenchantment. The
               Victorian poet Robert Browning in “The Lost Leader” wrote in 1842 of the feeling of
               betrayal his generation had felt in their youth when the previously radical poet who
               once celebrated the French Revolution and opposed their country’s war with France
               accepted the poet laureateship and thus became in their minds a spokesman for the
               conservative political regime then in power. Thus a common interpretation of William
               Wordsworth’s career is that it shows two distinct and opposite phases: the early Wordsworth,
               in which most of his great works were written, and a later Wordsworth, in which his
               poetic powers had faded and, though he wrote much, only a few noteworthy poems were
               composed. A common term used is “the Fragmented Wordsworth.”
            

            
            In this common interpretation, the early Wordsworth was revolutionary in politics,
               poetry, and religion. But the later Wordsworth generally was conservative in these
               areas. The early Wordsworth was disinterested in place, setting, historical contexts,
               and much more; whereas the later Wordsworth was much interested in historical settings
               and place.
            

            
            Early in his career, Wordsworth inclined toward dramatic techniques and folklore;
               in his later years Wordsworth often employed traditional forms of poetry and used
               traditional lore for the subject matter of his poems. The early, radical poet often
               seemed pantheistic and animistic, but he changed in later years to become theistic
               and more orthodox. The poet of Lyrical Ballads preferred his subject matter to be the rough and commonplace. In later years, generally
               after 1807, he seemed to prefer higher levels of society as subjects for his poetry.
               These are the commonly held views of William Wordsworth’s long career and his individual
               character. As did the young Robert Browning, many of Wordsworth’s contemporaries considered
               these changes to indicate a betrayal of radicalism, revolution, and ultimately Romanticism
               itself.
            

            
            Some of the commonly accepted reasons for such changes in Wordsworth are general physical
               decay brought upon all by age; his alienation from Samuel Taylor Coleridge; the psychological effects of his French love affair and child; his loss of solitude
               as family matters developed and as his fame required more of his attention; his sense
               of having exhausted his possible poetic themes; and the psychological effects of his
               relation with Dorothy, along with the various personal calamities in Wordsworth’s life. Family deaths and
               mourning impelled him, as is common with advancing age, to orthodox religiosity.
            

            
            Some of the characteristic poems of the early Wordsworth are “An Evening Walk,” “The Idiot Boy,” “The Thorn,” “Simon Lee,” “Resolution and Independence,” “Expostulation and Reply,” “The Tables Turned,” “Lines Written in Early Spring,” and Lines Composed a Few Miles above Tintern Abbey.
            

            
            Some of the characteristic poems of the later Wordsworth are Ecclesiastical Sonnets, “Ode to Duty,” “Peele Castle,” “Laodamia,” “The White Doe of Rylstone,” Sonnets and Odes, Ode: Intimations of Immortality, and “Character of the Happy Warrior.”
            

            
            The idea of the Fragmented Wordsworth has dominated Wordsworth studies since the poet’s
               death. However, there is also an interpretation, often referred to as the One Wordsworth, that rejects the significance of whatever changes one might encounter in a study
               of William Wordsworth.
            

            
         

         
         	FRAGMENTS

         
         	
            Beginning in 1798, Novalis began publishing what he called Fragments in The Athenaeum. Some of the most important primary documents for understanding Romantic self-consciousness are statements from these fragments. For Novalis,
            

            
            
               The world must be made romantic. Then once more we shall describe its original meaning.
                  To make something romantic is nothing else but a qualitative potentialization. In
                  such an operation, the lower self becomes identified with the higher self. We ourselves
                  are this series of qualitative potentials. Insofar as I render a higher meaning to
                  what is ordinary, a mysterious appearance to what is customary, an infinite look to
                  the finite, I am romanticizing . . . Nothing is more romantic than what we customarily
                  call the world and fate” (Hugo, Howard 1957: 51).
               

               
            

         

         
         	FRANKENSTEIN; OR, THE MODERN PROMETHEUS

         
         	
            In one of the most famous stories of how authors have composed novels, Mary Shelley wrote what often today is considered the greatest novel of the Romantic movement
               in the summer of 1816 near Lake Geneva when she and her husband Percy Bysshe Shelley, Lord Byron, and John William Polidori were forced indoors for a period of some days due to bad weather. To counter boredom,
               it was suggested the writers all compose a frightful story. Mary Shelley decided to
               try her hand at writing as well, and, as it turned out, her first novel, Frankenstein, was the most significant result of the writing contest. She continued writing throughout
               the rest of the year and published the novel in 1818.
            

            
            This epistolary novel is framed by a series of letters from Captain Robert Walton
               to his sister. Walton is obsessed with sailing to the North Pole. He succeeds in acquiring
               a ship and crew and sets out. Ultimately the ship becomes frozen in ice with no hope
               of further movement until the ice breaks. The crew grows mutinous. While in this state
               of affairs, the crew rescues Victor Frankenstein, who has been pursuing his monstrous
               creation across the ice. Frankenstein tells his story. Walton, having idle time, writes
               the story in a letter destined for his sister should anybody ever come across the
               bodies of himself and his crew. The novel proper then begins with the famous tale
               of young Victor Frankenstein attending the University of Ingolstadt and becoming obsessed
               in his quest for the knowledge of reanimating life within a lifeless creature. He
               creates his unnamed creature eventually, but in his horror at what he has done abandons
               the creature to its own resources. The creature nevertheless after a long period in
               which it learns the skills of language and manners pursues its maker and wreaks havoc
               upon the Frankenstein family and their associates. Among the depredations of the monster
               are killings of Victor’s younger brother and his best friend Clerval. The creature
               promises as well that he will revisit Victor on his wedding night. At the end of the
               novel we return to Robert Walton on his ship in the polar regions.
            

            
            This complex novel treats numerous major issues and themes relevant to its own time
               and to all time. Among other things, Frankenstein is a novel of science, and it plays to Shelley’s readers’ interests in Romantic science. Victor’s outdated
               science, typified by his deep learning in the writings of Albertus Magnus, must be
               replaced with up-to-date scientific theory by his professors at Ingolstadt. One question
               is why Victor persists in accepting outdated theory, but there is also the question
               of how Victor discovers the source of life. Shelley’s language leading up to the moment
               of creation is telling. The laboratory and the actual process of infusing life all
               reinforce a creation myth. Victor becomes so obsessed with the process of discovering
               new truth at all costs that he neglects to his regret the consequences.
            

            
            The frame of the novel reinforces this theme of the quest for scientific knowledge
               at all costs, a theme indicated by the novel’s subtitle The Modern Prometheus. The arctic explorer Walton is determined to reach the Pole no matter what the cost
               to himself, his men, or his sister back home to whom all the letters that make up
               the novel are addressed. In his encounter with Victor he finds his soul mate and he
               also discovers much about himself.
            

            
            The novel pits the creature against its creator. Victor discovers the spark of life
               and infuses it into this creature made with his own hands from scattered body parts
               stolen from graveyards. But then Victor spurns his creation and lets him loose upon
               the world, forcing him to survive on his own resources. Victor becomes, in effect,
               the creature’s god, but he never looks upon his creation and says, “This is good.”
               The creature, now spurned by its god, is spurned by society. Yet though society sees
               him as a monster, the creature longs to be part of society, to be loved. His one request
               of Victor, that he create a mate for him, is refused.
            

            
            Then there is the matter of Victor and his own relation to family and society. His
               creature is an outcast from society—a monster. Yet we the readers know better. Victor
               should be a respected member of his community and beloved within his family. Yet in
               the end it is Victor who brings destruction upon his community and his own family,
               especially his own beloved Elizabeth. Victor becomes the monster.
            

            
            Such have been the conventional readings of Frankenstein. But beginning in the last
               decades of the 20th century, modernist critics have been paying attention to the uniqueness
               of Mary Shelley herself as the creator of Frankenstein. If we begin with the basic assumption that a female writer will write a different
               book than a male writer will write, and that a female reader will read a different
               book than a male reader will read even if both are reading a book with the same ISBN,
               then we will begin looking at completely different elements in Frankenstein for meaning.
               For Ellen Moers, in “Female Gothic: The Monster’s Mother,” “Frankenstein is a birth myth, and one that was lodged in the novelist’s imagination. I am convinced,
               by the fact that she was herself a mother” (1974: 317). Others have noted the parallel
               between the act of creation in the novel by Victor and that of a mother giving birth,
               especially in the bloody, messy way of Mary’s first delivery of baby Clara completely
               by herself with hardly even the most basic of physical resources at hand. In her 1833
               introduction to Frankenstein, Mary describes a nightmare she had that gave her inspiration for this most horrifying
               of birth novels. Here we see the first novel or any other form of literature in the
               Western tradition that anguishes over pregnancy from a female perspective.
            

            
         

         
         	“FREEDOM OF SPEECH”

         
         	
            In 1836 William Cullen Bryant, American poet and newspaper editor, published an editorial titled “Freedom of Speech.”
               Here Bryant responded to attempts by the U.S. Congress to restrict constitutional
               guarantees of freedom of speech as they related to the Abolitionist movement. Also,
               a resolution had been passed in Cincinnati, Ohio, to oppose abolitionists by violence
               if necessary. Bryant agrees that the abolitionists have a right to their opinions,
               but when they advocate violence, then he must speak out. Why not pass laws gagging
               all unpopular views? he asks. This the people will not tolerate because they favor
               freedom of speech at all costs.
            

            
         

         
         	THE FRENCH REVOLUTION, A HISTORY

         
         	
            Thomas Carlyle published this substantial and sympathetic history of the revolution in 1837. He
               begins with the death in 1774 of Louis XV and ends with Napoleon overcoming the insurrection of Royalists on October 5, 1795—the 13 Vendemaire Revolt.
               Of course, Carlyle covers the major events of the revolution: the fall of the Bastille,
               the flight of Louis XVI and his ultimate execution, the Constituent and Legislative
               assemblies, the Reign of Terror, and the fall of Robespierre. Carlyle’s approach to
               history is decidedly Romantic and based upon his Great Man Theory as he outlined in Heroes and Hero Worship. The heroes are developed as portraits: the Marquises de Mirabeau and Lafayette,
               Georges Jacques Danton, Maximillen Robespierre, and others. The panorama of history
               unfolds as a natural narrative with a protagonist, the revolutionaries, and an antagonist,
               the forces of monarchial privilege oppressing the poor throughout history. Battle
               scenes and major events receive the touch of a master writer in the late Romantic
               tradition. When Carlyle finished the manuscript of volume 1 of The French Revolution, he entrusted it to John Stuart Mill, but by accident the manuscript was destroyed.
               Carlyle thus was forced to rewrite the entire draft.
            

            
         

         
         	THE FRENCH REVOLUTION: A POEM IN SEVEN BOOKS

         
         	
            Revolution was in the air all about London in 1791 when publisher Joseph Johnson set the type for William Blake’s revolutionary poem. The Bastille had fallen in France and the royal family was
               now deposed. In London, Blake’s close friend Thomas Paine narrowly escaped prison for his Rights of Man through Blake’s assistance after the Proclamation against Divers Wicked Sedition
               Writings had been passed in 1790.
            

            
            The French Revolution was never published, however. Johnson simply felt it too dangerous in that tense
               period to put before the public such a radical, visionary poem. Only one copy remains
               of the poem, therefore. Blake’s title page describes the work as A Poem in Seven Books, and an advertisement on the following page states that “the remaining Books of this
               Poem are finished, and will be published in their Order.” Nevertheless, no other books
               “appear to have been printed and the Ms of all other books is not known to have survived”
               (Keynes 1966: 887).
            

            
            According to Northrop Frye in his Fearful Symmetry, a standard work on Blake for many years,
            

            
            
               when the fall of the Bastille aroused a wave of enthusiasm in England, Blake turned
                  at once to write an epic of the French Revolution, in which he treated this event
                  sub specie aeternitatis as the beginning and the end of the long nightmare of cruelty and injustice which
                  is human history. The “starry harvest” of six thousand years, Blake’s conventional
                  figure for the interval between creation and apocalypse, is about to be reaped: men
                  are about to unite into a single man, who is God, and who will dwell in a new heaven
                  and a new earth. The fall of the French monarchy, like the fall of empires in the
                  . . . Bible, is significant only as a sign for an approaching Messianic kingdom of
                  liberty (1947: 202).
               

               
            

            The poem deals with events leading up to the French Revolution beginning with the
               Council of State held on June 19–21, 1789, and ending with the removal of the troops
               from Paris on July 15. Blake treats the history of the events freely and unveils a
               few noble characters to symbolize his hopes for peaceful revolution, but in reality
               he knew none. At the beginning of the poem, the sick king, symbolizing the decadence
               of monarchy, calls his aide Jacques Necker to help him to his council. There he listens
               to the war mongering of the Duke of Burgundy who
            

            
            
               . . . rose from the Monarch’s right hand, red as wines

               
               From his mountains, an odor of war, like a ripe vineyard, rose from his garments,

               
               And the chamber became as a clouded sky;

               
               o’er the council he stretch’d his red limbs,

               
               Cloth’d in flames of crimson, as a ripe vineyard stretches over sheaves of corn,

               
               The fierce Duke hung over the council;

               
               around him crowd, weeping in his burning robe,

               
               A bright cloud of infant souls; his words fall like purple autumn on the sheaves.

               
            

            
            The king then listens to the Archbishop of Paris, who fears the church will fall if
               the state is overthrown. The Abbé Sieyès, representative of the people, arrives and is given audience, although noblemen like
               Burgundy resent having to deal with commoners. But because Sieyès is accompanied by
               the ghost of Henry IV, the good king of legend, they agree to listen. Sieyès asks
               the king to withdraw his troops from Paris, but the king is adamant:
            

            
            
               Go command yonder tower, saying, Bastille depart, and take thy shadowy course.

               
               Overstep the dark river, thou terrible tower,

               
               and get thee up into the country ten miles.

               
               And thou black southern prison, move along the dusky road to Versailles; there

               
               Frown on the gardens, and if it obey and depart, then the King will disband

               
               This war-breathing army.

               
            

            
            Sieyès returns to the people with the king’s answer. In Blake’s history, “Fayette”
               (the Marquis de Lafayette) withdraws the army when the assembly votes for peace. But
               the king’s “frozen blood” still flows and there is promise of troubles to come as
               the poem ends (Erdman 1954: 164–74).
            

            
         

         
         	FRICKER, EDITH (1774–1837)

         
         	
            The wife of Robert Southey and the sister of Sara Fricker, wife of Samuel Taylor Coleridge. She married Southey on November 14, 1795, at St. Mary Redcliffe, Bristol, Gloucestershire,
               England. For most of her married life she lived with her husband at Greta Hall, Keswick, Cumberland. Fricker was part of the original Pantisocracy project and a
               member of the circle of poets, writers, and intellectuals known as the Lake Poets of the 1790s. She died after a battle with severe mental illness at Greta Hall on
               November 16, 1837, at age 63.
            

            
         

         
         	FRICKER, SARA (1770–1845)

         
         	
            The wife of Samuel Taylor Coleridge and sister-in-law of Robert Southey. As Southey and Coleridge were planning their utopian scheme for Pantisocracy, problems
               arose as Southey was engaged to Edith Fricker, who was to accompany him to Pantisocracy; to these idealists planning the move,
               save Coleridge himself, it seemed only convenient that Coleridge should marry Edith’s
               sister Sara. At first Coleridge resisted, and he left Cambridge for London in December
               1794 to consider the proposition. But by October 1795, under sustained pressure from
               Southey, Coleridge accepted the idea of marriage to the other Fricker sister. He married
               Sarah Fricker (or Sara as he insisted on spelling her name hereafter) on October 4,
               1795, at St. Mary Redcliffe Church, Bristol. They retreated for their honeymoon to
               a sequestered cottage nearby surrounded by picturesque scenery and close by the sea.
            

            
            However, as was to be the case throughout their marriage, Samuel absented himself
               from Sara for weeks and months at a time with little communication in the meantime.
               Eleven months after their 1795 marriage, Sara, alone and with no attendants, delivered
               herself of her first son, Hartley. Such were the hardships of the marriage.
            

            
            The month after the Coleridge wedding, Robert Southey and Edith Fricker were married,
               but by this time, it was becoming clear that Pantisocracy was not to be. Soon after
               this realization, Southey departed for Lisbon. The Coleridges were living at Clevedon,
               near the Bristol Channel. It was here that Coleridge composed “The Eolian Harp,” with a Sara in the poem for whom he could still hold some affection.
            

            
            By 1799 it was becoming obvious that the Coleridges’ marriage was essentially over.
               In late spring of that year Samuel Taylor Coleridge left with Dorothy and William Wordsworth for a tour of Germany. He made no provision for Sara or the children. They remained
               back home in Stowey or spent time with Sara’s sister Edith and Robert Southey at their
               home, Greta Hall. When he returned from the trip, Coleridge did not return immediately
               to the Lake District to be with his family. The death of their second son Berkeley
               in February 1799 increased the tension between Samuel and Sara. Their final separation
               came in 1800, although in the last three years of Samuel’s life the two reconciled
               and Sara visited her husband, then living in the Dr. James Gilman household. Samuel died in 1833, at age 61, and Sara, who was two years older, lived
               until 1845.
            

            
            From their marriage came three other children besides Berkeley. All were to have distinguished
               careers in Victorian England: Hartley Coleridge (1796–1849), a poet and scholar in
               his own right; Sara Coleridge (1802–1852), who would become a noted essayist and translator;
               and Derwent Coleridge (1800–1883), a writer and scholar.
            

            
            See also “FROST AT MIDNIGHT”.
            

            
         

         
         	THE FRIEND

         
         	
            This weekly publication edited and managed by Samuel Taylor Coleridge appeared in 27 issues from 1809 to 1810. Coleridge in Biographia Literaria recalls that one of his main objects had been “to establish the philosophical distinction
               between Reason and the Understanding.” Out of the initial 100 subscribers, Coleridge
               says, “ninety threw up the publication before the fourth number without any notice.”
               Robert Southey provided much practical advice in maintaining the publication, but it was too late.
               The entire run was revised and republished as a single collection in 1818, and Thomas De Quincey considered that revised edition “altogether and absolutely a new work.”
            

            
         

         
         	“THE FRINGED GENTIAN”

         
         	
            American poet William Cullen Bryant’s poem, first published in 1832, written in quatrains of iambic pentameter with a
               rhyme scheme of aabb, tells us to look to nature for examples, for the pattern of our life. For example,
               the gentian is a water flower. At the end of life it can look to God.
            

            
         

         
         	“FROM THE SEASHORE”

         
         	
            This widely anthologized poem by Russian poet Anna Petrovna Bunina was published in 1806 and probably is her most typical poem. In the first stanza
               the narrator, presumably Bunina, describes a peaceful seascape while developing a
               vision of a harmonious cosmos. The sea and sky seem one continuous entity. By the
               second stanza the warmth is gone, leaving no hope. The last glow was hours ago. The
               birds are hidden in the trees. A change occurs, however, in the next stanza. Bunina
               describes a room. This scene is also peaceful. She describes the children “nestled”
               in their places like the birds at the seashore. Lina, a harpist, plays a perfect melody
               as seemingly harmonious as life itself. In the fifth stanza Bunina describes the calmness
               of a fireplace hearth: “The hearth gives light.” Images of curling smoke, though,
               change the mood. The warm, comforting hearth now scorches her soul. Poison pulsates
               through her veins. Now she no longer sees the sea as peaceful and in harmony with
               the cosmos. Instead the sea has become her grave: “Sea, start to churn! / Be a grave
               for me! / Golden harp, / Strike like thunder! / Fire, flow, / Warm this poor woman!”
            

            
            See also NATURE.
            

            
         

         
         	“FROST AT MIDNIGHT”

         
         	
            Like other conversation poems, Samuel Taylor Coleridge’s “Frost at Midnight” appears to have an autobiographical basis. The speaker, Coleridge,
               sits alone in his cottage at midnight save for his infant son, Hartley, who slumbers
               peacefully by his side. The frost, the solitude, and his son’s quiet presence all
               contribute to the poet’s disturbed frame of mind. And the poem itself shows the workings
               of that mind in solitude.
            

            
            Coleridge begins his meditation by observing the activities of nature outside his
               cottage. Providing immediate stimulus for thought, the frost is performing “its secret
               ministry.” By forcing the poet indoors, by confining him in a state of solitude, the
               frost ministers to him. It is a slow, calm, self-perpetuated frost, impelling the
               poet to inward thoughts. And indeed, the movement of the first lines emphasizes this
               slow, inward movement as the poet, after hearing the hoots of the owls outside, begins
               to reflect upon his lonely situation. It is a time for thought, for “abstruser musings,”
               yet he cannot help but note the peaceful slumber of his son, which contrasts sharply
               with his own state of mind. All is calm; yet the very calmness is disturbing, It vexes
               the mind. Shifting his thoughts back to the cottage, the poet notices the “low-burnt
               fire,” and especially he notes a “film,” or piece of soot, fluttering on the grate.
               With this fluttering film he identifies his own fluttering mind. The fluttering of
               the film, like the disturbed fluttering of the mind in solitude, reduces thought to
               the trivial, making “a toy of Thought.”
            

            
            Trivial thought impels Coleridge to think back to his schooldays, to think back to
               a time when he once before watched such a fluttering film, called a “stranger.” Then
               in turn, this earlier moment causes him to meditate on the days of his earliest childhood;
               but now he comes back to the memory of his schooldays. Thus a flashback within a flashback
               occurs. The medium for these thoughts is the fluttering film on the grate, for it
               bonds together both past and present. It brings forth trivial incidents from the past,
               spots of time, perhaps, and helps the mind relate them to the present.
            

            
            Back in the present, Coleridge notices once again his son sleeping in his cradle,
               his breathing filling up “the interspersed vacancies / And momentary pauses of the
               thought.” As the poet had previously identified himself with the fire, now he identifies
               himself with his son. Unlike himself, his son shall have a greater opportunity of
               knowing nature first hand. Coleridge, after all, was raised in the city and “pent
               ’mid cloisters dim, / And saw nought lovely but the skies and stars.” Hartley, however,
               will be raised in the country where he will “wander like a breeze / By lakes and sandy
               shores,” by mountain crags.
            

            
            As Coleridge was taught in the city, so his son, with a much greater opportunity,
               shall be taught, shall be instructed in the poetic spirit, perhaps, by the “Great
               Universal Teacher,” who shall mold his spirit into a questioning spirit like his father’s.
               The identification with the child, thus, is explicit. As Coleridge in his youth dreamed
               of the future, so now he dreams of his son’s future. Together they are joined by a
               common bond of hope.
            

            
            The hope for Hartley is that all the seasons will minister to him. Thus Coleridge
               once again thinks of the world outside the cottage; this time, however, he thinks
               of it through all the seasons. Hartley, too, he notes especially, will experience
               “the secret ministry of frost,” and with this thought the poet returns his thoughts
               to those at the beginning of the poem. For Coleridge, then, the secret ministry of
               frost was to force him to meditate in solitude. Evidently, amid the “numberless going-on
               of life,” thought was difficult. Hopefully, for Hartley, the ministry of frost shall
               be the same as the ministry of all seasons of the year. Hopefully, Hartley’s sympathetic
               spirit will be ministered to under all conditions.
            

            
         

         
         	FUGITIVE PIECES

         
         	
            Lord Byron’s first book of poems was printed anonymously in 1806 by S. and J. Ridge of Newark
               at the author’s expense. It contained 38 poems, including “A Fragment,” “The Cornelian,”
               “On Leaving Newstead Abbey,” and most of the poems written about Mary Chaworth. The poems, of course, are the earliest juvenilia of Byron, written between the ages
               15 and 19. The most predominant theme is love—usually unrequited. The author, however,
               soon suppressed the small book, and only one copy evidently remains in existence.
               All the poems were later included in Poems on Various Occasions, which in turn became the basis for Hours of Idleness.

            
         

         
         	FULLER, MARGARET, OSSOLI (1810–1850)

         
         	
            Almost by consensus, Margaret Fuller Ossoli was considered one of the best educated
               and most intelligent women of her times by her generation. She was a member of the Transcendental Club and editor of the influential Dial magazine, preceding Ralph Waldo Emerson with whom she had a lifelong friendship. She only lived to be 40 years old, but in
               her career she was the first female overseas correspondent for the New York Tribune, and a major literary and social critic of her day whose name was known by all. In
               her lifetime she published three major books: Summer on the Lakes (1843), in which she produced some of the best nature writing of the Romantic era
               in the United States; Woman in the Nineteenth Century (1845), a work in which she expands greatly her much-anthologized essay from the
               Dial in 1843, “The Great Lawsuit”; and Papers on Literature and Art in two volumes in which she collected most of her over 300 review essays on literature
               of the day as well as her columns on social justice.
            

            
            Her father Timothy Fuller was politically progressive. He advocated abolition of slavery
               and female education. He served in the Massachusetts State Senate, the U.S. House
               of Representatives, and the Massachusetts House of Representatives (1825–1828, 1831–1833).
               When Fuller was born on May 23, 1810, he was practicing law in Cambridge, Massachusetts.
               She was the oldest of the seven children who survived infancy.
            

            
            Her father began a stiff educational regimen that lasted from just after her infancy
               until she was a young woman. By the age of three she knew the alphabet and she quickly
               began to read. She started studying Latin grammar at age five, which she learned in
               a few weeks. Later she studied Greek, French, Italian, and German. Her unusual education
               for the time “gave her the ability and confidence to hold her own in dealings with
               the brightest men of her age” (Purchase 2001).
            

            
            Fuller numbered among her close friends and acquaintances Emerson, Henry David Thoreau, Nathaniel Hawthorne, Thomas Carlyle, Giuseppe Mazzini (the Italian revolutionary), and George Sand. Hawthorne modeled
               Hester Prynne of The Scarlet Letter on her as a tribute. Thoreau was very close to her and desperately tried to salvage
               one of her manuscripts from the ruins of the shipwreck in which she died. Edgar Allan Poe as a critic praised her work and probably modeled Ligeia upon her. Emerson’s relationship with her was especially significant. He certainly
               was a father figure to her, perhaps in a much too patronizing role. His advice for
               her always would have reined in some of her, as he thought, excesses. But he nevertheless
               saw her honestly as the culmination of his ideal American scholar and self-reliant
               person.
            

            
            Margaret Fuller spent her last years in Italy where she met Giavonni Angelo Ossoli
               with whom she plotted for the Italian Revolution. She became pregnant, and there was
               a scandal. She and her husband and child died in a shipwreck upon their return journey
               to the United States on July 19, 1850. The question of her final name persisted after
               her death. She claimed to have married Ossoli, but some of her acquaintances questioned
               her claim. Hence, 19th-century editors rarely granted her the Ossoli name.
            

            
            See also STERLING, JOHN (1806–1844).
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         	GAEL

         
         	
            In the early 19th century, the term referred to a Scotland highlander, also called
               a Celt. Today the term is confined primarily to the Gaelic Irish.
            

            
         

         
         	GALT, JOHN (1779–1839)

         
         	
            A friend of Lord Byron and collaborator with him on the poet’s first biography, The Life of Lord Byron, published in 1830. Galt met Byron and John Cam Hobhouse while he was traveling on the Continent during the period in which Byron was writing
               Childe Harold’s Pilgrimage, canto 1. Later he became friends with Thomas Carlyle. He moved to Canada in 1824, where he made a name for himself. A prolific writer
               in multiple genres, Galt is primarily known today for his novels of Scottish country
               life such as The Annals of the Parish (1821) and The Provost (1822).
            

            
         

         
         	GALVANI, LUIGI (1737–1798)

         
         	
            Luigi Galvani was the discoverer of electricity as it is produced by chemical activity.
               His experiments at the turn of the 19th century gave electricity both a scientific
               and occult appeal. The Italian physiologist’s fascination with animals enabled him
               to discover how electric current caused severed frogs’ legs to kick as though they
               were alive. Legend has it that his wife was the one who first noticed the convulsive
               movement in some frogs’ legs when they were brought into contact with two different
               metals. “Animal electricity” was thereby discovered through a process of “disembodiment,”
               and it was postulated that the mind need not be present in order for the parts of
               the body to function: electric current could now fulfill this role. The words “galvanic”
               and “galvanism” derive from Galvani’s name.
            

            
            See also FRANKENSTEIN; OR, THE MODERN PROMETHEUS.
            

            
         

         
         	GARNETT, RICHARD (1835–1906)

         
         	
            A prolific writer of biographies of 19th-century figures, his works include Relics of Shelley (1862) and lives of Thomas Carlyle (1877), William Blake (1895), Ralph Waldo Emerson (1888), and Samuel Taylor Coleridge (1904). Garnett was a lifelong antiquarian and librarian, a keeper of books in the
               British Museum, and a prolific writer over a wide range of subjects beyond his copious
               output relating to English literature.
            

            
            See also SHELLEY, PERCY BYSSHE (1792–1822).
            

            
         

         
         	GARRICK CLUB

         
         	
            Founded in London in 1831 in honor of the great 18th-century actor David Garrick, the club’s purpose was to provide a place and opportunity for the mingling of actors
               with the intellectuals of the day, thus raising the reputation of the acting profession.
               Samuel Rogers and Count d’Orsay were original members.
            

            
         

         
         	GARRICK, DAVID (1717–1779)

         
         	
            By consensus of his contemporaries, David Garrick was the greatest actor of his time.
               Although his life and career were entirely situated in the middle of the 18th century
               and the heart of the English Enlightenment, through his promotion of new interpretations
               of Shakespeare and through his role as manager of Drury Lane Theatre, Garrick made a major contribution to the development of a specifically Romantic
               consciousness in English theater.
            

            
             David Garrick was born on February 20, 1717, at the Angel Inn, Hereford. At the age
               of 10 he attended Hunter’s grammar school at Lichfield. His first acting role was
               in 1727 as Serjeant Kite in George Farquhar’s comedy The Recruiting Officer. In 1735 he became a pupil of Samuel Johnson, with whom, on March 2, 1736, he moved
               to London where he variously studied for law and worked with his brother Peter Garrick
               as a wine merchant. In 1741 Garrick resolved to devote himself completely to theater
               and made his first appearance at Ipswich under the name of Lyddal in the part of Aboan
               in the tragedy of Oroonoko. He soon became a great favorite in that town, playing both tragedy and comedy, and
               showing his agility as a harlequin. That fall, on October 19, 1741, at Goodman’s Fields
               Theater in London, Garrick made his first appearance as Richard III, the role which
               would become his signature role. At 26 Garrick found himself famous as he played the
               London theaters. His first performance at Drury Lane, the theater forever associated
               with David Garrick, was on May 26, 1742, in the roles of Bayes, King Lear, and Richard.
               He continued acting at Drury Lane, and occasionally at Covent Garden. In 1747 he assumed management duties himself of Drury Lane. He married Eva Marie
               Violette, a dancer in his company, on June 22, 1749.
            

            
            His career now was at its peak. Then he and Eva Marie withdrew from the stage for
               two years to embark upon a grand tour of Europe. David Garrick’s European Tour, 1763–1765 proved to be one of the most significant celebrity events of the century as Garrick
               attended the salons of the great and famous, receiving adulation throughout his journey.
            

            
            The second part of his career began upon his return from Europe with his collaboration
               with George Colman the Elder on the popular comedy The Clandestine Marriage in 1766. Colman and Garrick would remain friends as well as professional rivals for
               many years as Colman managed Covent Garden, the only other legitimate theater in London.
            

            
            In September 1769 Garrick put together the Shakespeare Jubilee at Stratford-upon-Avon,
               and produced a pageant on the subject at Drury Lane the following October. Shakespeareans
               today generally attribute to Garrick the revival of Shakespeare’s waning popularity
               in the 18th century. This was the beginning of a significant upsurge in interest in
               Shakespeare on stage, in newly edited editions of his works, and an explosion of critical
               studies. The newfound interest in Shakespeare favored those elements of the Bard’s
               works that were less classical and much more in what would later be called the Romantic
               fashion. Garrick himself would adapt numerous Shakespeare plays for the stage. His
               promotion of the young actress Mary Robinson in the role of Perdita from his adaptation of The Winter’s Tale would be one of the high points in his career as theater manager.
            

            
            On June 10, 1776, having managed Drury Lane for 29 years, Garrick took his leave of
               the stage in the character of Don Felix in Susannah Centlivre’s The Wonder, the performances being for the benefit of a fund for decayed actors. In 1777 Garrick
               was honored by the command of King George III and Queen Charlotte to read a play at
               Buckingham House. He read his own farce Lethe.

            
            At Christmas 1778 he developed a severe fit, from which he only recovered sufficiently
               to enable him to return from the country to town. David Garrick, the actor and playwright
               who brought Romanticism to the London Theater, died on January 20, 1779, at the age
               of 62. He was buried with great pomp in Westminster Abbey on February 1.
            

            
            Eva Marie Garrick survived her husband by 43 years until her death on October 16,
               1822, at the age of 98. She was buried on October 25 in the same grave with her husband,
               near a famous cenotaph of Shakespeare.
            

            
         

         
         	GASTON DE BLONDEVILLE

         
         	
            See RADCLIFFE, ANN (1764–1823).
            

            
         

         
         	GAUTIER, THÉOPHILE (1811–1872)

         
         	
            A French poet, novelist, critic, and literary historian, Gautier was an admirer of
               Victor Hugo and played a prominent role in the Romantic movement in the 1830s. Although he was
               early on associated with the Romantic school, he later became one of the leading writers
               in the Parnassian movement, for which his preface to Mademoiselle de Maupin, published in 1835, became the manifesto. The preface also shows his close association
               with the art-for-art’s-sake movement. His History of Romanticism appeared in 1874.
            

            
         

         
         	GEBIR

         
         	
            Walter Savage Landor published this epic poem in 1798. It tells the story of an Iberian prince named Gebir
               who invades Egypt. The expedition, though, stalls when he falls in love with the young
               Egyptian queen Charoba. They plan an elaborate wedding feast, but through the treachery
               Charoba’s nurse, Dalica, Gebir is killed while enjoying the feast. Subsequently the
               city is destroyed. In a parallel plot, Gebir’s brother, Tamar, is a shepherd obsessed
               with winning the love of a sea-nymph. Ultimately he is transported far beyond the
               realm of mortality and mortal cares. The poem is heavily infused with Latin.
            

            
         

         
         	THE GENIUS OF NONSENSE

         
         	
            George Colman the Elder first brought out his late play at the Haymarket Theatre outside London on September 2, 1780. This farce is a biting satire of a contemporary quack, Doctor Graham and his Temple of Health.
               In the temple the doctor claims to effect “electrical cures.” Further, the temple
               contains such “wonderful mechanical contrivances as a sofa on glass legs (for sanitation)
               and a ‘Celestial Bed,’ designed to cure sterility.” Doctor Graham took great offense
               at the projected satire and even threatened to sue Colman for libel. The playwright,
               however, proceeded undaunted with the performance, his victim being in the audience.
               The play brought down the house—all except the offended doctor, who sat in one of
               the boxes in order to get evidence which he could not get because no one would let
               him have a handbill or program of the performance.
            

            
         

         
         	GEOFFREY CRAYON

         
         	
            See “THE AUTHOR’S ACCOUNT OF HIMSELF”; IRVING, WASHINGTON (1783–1859); THE SKETCH BOOK OF GEOFFREY CRAYON, GENT; TALES OF A TRAVELLER: STRANGE STORIES BY A NERVOUS GENTLEMAN; “TO THE READER”.
            

            
         

         
         	THE GIAOUR

         
         	
            The first of Lord Byron’s Tales, Chiefly Oriental was written in the autumn 1812. In the story the Giaour (a Christian in a Muslim
               country) sets out to avenge the death of the innocent Leila, who was executed for
               adultery by being sewn in a sack and tossed into the sea.
            

            
            Even though it was written for money, and unlike the satires written before 1812,
               this work was used by Byron as an excuse for experimenting in verse forms and genre.
               He wrote The Giaour in iambic tetrameter couplets to give a feeling of speed, and it was structured in
               such a way that the tale is told in fragments with a varied point of view—a technique
               that is almost modern. As such it resembles similar shifting perspectives in Emily
               Brontë’s Wuthering Heights and Charles Maturin’s Melmoth the Wanderer. There is no central unity, though, because none of these concentrate on the character,
               the Giaour—himself. The lack of indication in the change of speakers also makes it
               a difficult poem as does the prevalence of digressions. The basis for the tale is
               a famous incident Byron encountered in his travels in which he rescued a young girl
               from an execution similar to the one in the poem. Most critical attention centers
               upon the character of the Giaour himself. In him is the nucleus of Byron’s development
               of the Byronic hero—still one-dimensional.
            

            
         

         
         	GIFFORD, WILLIAM (1756–1826)

         
         	
            A writer of conventional verse satires suitable to the taste of 18th-century audiences
               before the Romantic movement, Gifford was Lord Byron’s editor.
            

            
            
               [He] worked closely with Byron’s publisher John Murray, both as editor of the Quarterly Review and of Byron’s poems. Gifford had the greatest appreciation for Byron’s works, and
                  it was he who first recommended to Murray that he publish Childe Harold’s Pilgrimage, cantos 1 and 2. Byron relied upon Gifford’s good judgment as editor in matters ranging from content
                  to punctuation. The areas of mutual respect the two men shared for one another is
                  the more remarkable considering Gifford’s literary traditionalism and political conservatism,
                  which sometimes influenced his editorial decisions and advice. (Levine 2010: 1024)
               

               
            

            However, there was a nasty side to William Gifford as a critic. William Hazlitt, in his chapter “Mr. Gifford” from The Spirit of the Age, relates Gifford’s treatment of the poet Mary Robinson, then in her later years and suffering from age-related infirmities.
            

            
            
               Mr. Gifford, as a satirist, is violent and abrupt. He takes obvious or physical defects,
                  and dwells upon them with much labour and harshness of invective, but with very little
                  wit or spirit. He expresses a great deal of anger and contempt, but you cannot tell
                  very well why—except that he seems to be sore and out of humour. His satire is mere
                  peevishness and spleen, or something worse—personal antipathy and rancor. We are in
                  quite as much pain for the writer, as for the object of his resentment. His address
                  to Peter Pindar is laughable from its outrageousness. He denounces him as a wretch
                  hateful to God and man, for some of the most harmless and amusing trifles that ever
                  were written—and the very good-humour and pleasantry of which, we suspect, constituted
                  their offence in the eyes of this Drawcansir.—His attacks on Mrs. Robinson were unmanly,
                  and even those on Mr. Merry and the Della-Cruscan School were much more ferocious
                  than the occasion warranted. A little affectation and quaintness of style did not
                  merit such severity of castigation.
               

               
            

         

         
         	GILMAN, DR. JAMES

         
         	
            In 1817, after an intercession by some friends, Samuel Taylor Coleridge came to stay for a month at the house of James Gilman, a young physician, and his
               wife at Highgate. The plan was that the physician would cure Coleridge of his addiction
               to opium and restore him to health. Instead of a month Coleridge remained a houseguest
               and patient in intensive therapy for the last 18 years of his life, never cured of
               his addiction, although moderating it considerably. In 1838 Gilman published his account
               of this period in The Life of Samuel Taylor Coleridge.
            

            
            See also SAGE OF HIGHGATE.
            

            
         

         
         	GLENARVON

         
         	
            Lady Caroline Lamb published her novel anonymously on May 9, 1816. The novel is Lamb’s attempt to alter
               the public perception of the wildly popular Lord Byron after her famous sexual affair in which Byron, outside the mores of social tact,
               repudiated her continued advances as she stalked him, disguised as a page boy in one
               instance, about the streets of Regency London in the 1812 social season. Lamb, who
               was the wife of the future British prime minister William Lamb, 2nd Viscount Melbourne,
               sought bitter revenge through her barely disguised fictional representation of the
               affair in Glenarvon.
            

            
            In order to give some semblance of fiction, Lamb sets the novel in Ireland during
               the revolution of the 1790s. Beyond that, all significant characters correspond to
               prominent figures in her upper-class social circle during the period of her affair.
            

            
            Lady Calantha is married to Henry, Earl of Avondale in an arrangement of political
               convenience and she is the mother of his young children. Glenarvon is the rebel leader
               of the Irish uprising. The story is that of the almost immediate, uncontrollable passion
               Calantha feels for the dark-haired, Glenarvon, their torrid sexual affair known to
               all her acquaintances, his precipitate repudiation of her, and the final consequences
               of shame yet unrepentant defiance by Calantha, resulting in her wasting away to death.
               Meanwhile Glenarvon discovers a new love who dedicates herself to the ruin of Calantha’s
               life and reputation. Calantha, of course, is Lamb; Glenarvon is Byron; and his new
               wife is Annabella Milbanke.
            

            
            Glenarvon, as with so many other Romantic novels by female writers of the Romantic era, was
               soon forgotten after media and society lost interest in the Byron-Lamb affair and
               had moved on to other concerns. For much of the 19th century and virtually all of
               the 20th century, the novel was out of print. Only with newfound interest in lost
               female writers has the novel found new readers. What postmodern readers find in Caroline
               Lamb’s novel is a story of a woman who loses her soul and her life through uncontrollable
               and misdirected passion for a man whose own uncontrollable sense of masculinity is
               devoted to the destruction of any woman who might serve as a threat.
            

            
            In the scene in which Glenarvon and Calantha have sex for the first time, Calantha
               is described as afraid and perturbed, “fearing lest he should penetrate her secret.”
               Yet she exclaims, “I will leave all for you:—I love but you: be you my master.” She
               depends on Glenarvon for the very desire to live. Upon reading the poisonous letter
               Glenarvon writes her (which is an exact copy of a letter Byron wrote to Lamb), her
               life unravels utterly: “All was lost for her; and with Glenarvon, every desire in
               life, every aspiring energy vanished.” When Glenarvon deserts her, she collapses as
               if the very blood within her has gone with him. She is “irritated even unto madness,
               and grieved almost unto death.”
            

            
            Lamb’s depiction of Glenarvon, intended to destroy Lord Byron, merely establishes
               a character that could come right out of one of Byron’s own romances. Glenarvon is
               as accurate a Byronic hero as anything Byron could accomplish. He is an Irish rebel who has the ability, due
               to his overpowering, ego-driven personality, to immediately transform his actions
               and his affairs into something vastly different from those of the Englishmen within
               the story. The mere mention of his name brings hysteria to women who have not even met him; they swoon; they long merely to “see him once.” When he
               enters an unfamiliar room, he enters in an “unexpected manner” that immediately wins
               the crowd, though his coming is foretold with both “praise and censure.” But Glenarvon
               repeatedly dehumanizes Calantha by claiming, “Thou art mine, wedded to me, sold to
               me: and no after-time can undo for thee, what I have done.” He is “that spirit of
               evil whom she beheld; and her soul trembled within her.”
            

            
         

         
         	GODWIN, MARY JANE CLAIRMONT (1766–1841)

         
         	
            Mary Jane Clairmont was the second wife of William Godwin, and the mother of Claire Clairmont and William Godwin Jr. She was the stepmother of Mary Wollstonecraft Godwin Shelley and Fanny Imlay. In her own right she was a prominent author and publisher of children’s literature
               and a significant figure in the later English Romantic movement. Mary Jane Clairmont
               married Godwin five years after the death of his first wife, Mary Wollstonecraft. She was a widow with two children and no particular fortune. Some of Godwin’s friends
               found her so disagreeable that they discontinued visiting the Godwin household. Nevertheless
               William Wordsworth continued a close friendship and the notorious exiled former U.S. vice president
               Aaron Burr grew close to the Godwins and considered Mary Jane “a sensible, amiable
               woman” (Ellis, Amanda 1968: 43).
            

            
            When Mary Jane first came into the marriage, William still had possession of Mary
               Wollstonecraft’s apartment with all its furnishings, portraits, accessories, and especially
               notes and papers. She cleared out and disposed of most of the belongings but took
               into possession Wollstonecraft’s notes and papers. She then persuaded Godwin to enter
               jointly into a publishing business, later to become M. J. Godwin and Company. When her stepdaughter, Mary, eloped with Percy Bysshe Shelley on July 28, 1814, accompanied by her daughter Claire, Mary Jane followed them to
               the Continent, attempting to persuade them all to return home. Mary Jane Clairmont
               Godwin wrote or translated nearly 30 children’s books.
            

            
         

         
         	GODWIN, MARY WOLLSTONECRAFT

         
         	
            See SHELLEY, MARY (1797–1851).
            

            
         

         
         	GODWIN, WILLIAM (1756–1836)

         
         	
            William Godwin was born on March 3, 1756, in Wisbech, Cambridgeshire, to John Godwin,
               a Dissenting minister, and Anna Hull Godwin. He was the seventh child of 13 siblings.
            

            
            His parents recognized his precociousness early on and dedicated themselves to giving
               Godwin the best childhood education possible within their means, primarily at Mr.
               Akers’s school in the early years and then at Hoxton, where the intellectually curious
               child maintained a regimen of reading 16 hours a day. Thereafter he entered the Dissenting
               ministry and made various attempts at starting a school for exceptionally bright young
               boys. His pupils were too few, however, for him to make a living,
            

            
            At age 27 he began his writing career. First he was a staff writer for the historical
               journal the English Review and then he worked as a writer for the Whig magazine the Political Herald where he found his true calling as a political writer. His reputation soon brought
               him into contact with radical publisher Joseph Johnson and his circle of likeminded intellectuals, most with reputations of their own already
               developing. In 1791 Godwin first met the radical feminist and revolutionary Mary Wollstonecraft at Johnson’s, when Thomas Paine, author of Rights of Man, was also present. In recalling the occasion, Godwin admits to being more eager to
               make Paine’s acquaintance than hers. He was irked when her excessive talkativeness
               dominated the occasion, silencing Paine. It was his and Mary’s next meeting five years
               later in 1796 that became their real moment of mutual interest in each other.
            

            
            His writing for the Political Herald began to acquire the notice of young radical intellectuals and prepared the way for
               his major work in 1793, An Enquiry Concerning Political Justice. The work turned out to be a popular seller among a readership of young men and women who began calling themselves Godwinites or Godwinians. Verses began appearing in
               popular magazines lauding Godwin as the Great Master. Godwin soon found himself famous.
               Just walking down the streets of London, he was “gazed at in wonder,” and when he
               traveled to Western England in 1794 it seemed there was “not a person in hardly any
               town or village, who had any acquaintance with modern publications, who had not heard
               of the An Enquiry Concerning Political Justice, or who was not acquainted in great or small degree with the contents of that work
               . . . I was nowhere a stranger” (qtd. in Ellis, Amanda 1968: 32–33).
            

            
            Meanwhile, young Godwin’s celebrity and intriguing personality brought him numerous
               female admirers. Amelia Alderson, the “Belle of Norwich,” who shared the affections
               of the prince regent, sought out the philosopher. The actress and playwright Elizabeth Inchbald and Godwin developed a relationship and he served as her personal editor and critic
               of her tragedies as she produced them. And another of the prince regent’s favorites,
               the actress and later writer Mary Robinson, shared intimacies with Godwin. Perhaps as a prelude to his intellectual as well
               as amorous attraction to Mary Wollstonecraft, Godwin carried on a relationship with
               the philosopher and feminist Mary Hays as well. Hays even proposed to Godwin, but
               he declined. Instead, he proposed to Amelia Alderson and was rejected.
            

            
            In 1794 Godwin published his most famous novel. While Caleb Williams in essence is a rendition of Godwin’s political ideas in narrative form, its reception
               would prove that Godwin could write in genres beyond the philosophical treatise.
            

            
            Godwin began seeing Mary Wollstonecraft, now famous for her Vindication of the Rights of Men, a rebuttal to Edmund Burke’s conservative opposition to the French Revolution and
               A Vindication of the Rights of Woman. She was 37 and he was 40 in 1796. The two had written separately against the formal
               institution of marriage, yet they married on March 29, 1797, in Old St. Pancras Church,
               London. “Godwin must have expected the satirical gibes that followed; but in fact
               their married life was no contradiction of his dislike of cohabitation. Though they
               shared his house at 29 The Polygon, Somers Town, he took rooms 20 houses away so that
               they could work separately. Often he took his meals in the other rooms, and occasionally
               he slept there” (Duckworth 1985). During this time he published in 1797 The Enquirer: Reflections on Education, Manners and Literature, quite a different book from An Enquiry Concerning Political Justice.

            
            Because of their mutual views opposing marriage Godwin and Wollstonecraft faced modest
               criticism and ridicule. Thomas Holcroft, a playwright, wrote to Godwin that they were
               “the most extraordinary married pair in existence” (Duckworth 1985). Yet Elizabeth
               Inchbald refused thereafter their friendship. However, one of the most famous marriages
               of the Romantic era did not last long. On September 10, 1797, Wollstonecraft died
               of puerperal fever following the birth of her daughter, Mary Godwin, three days earlier. Godwin was distraught and confessed to Holcroft that he never
               hoped for happiness more.
            

            
            Godwin had now only himself to raise two children, the infant Mary, and her stepsister
               Fanny Imlay, Mary’s other daughter. Thus he turned back to writing as his only recourse for an
               income.
            

            
            First, as a tribute to his deceased wife, he published with Joseph Johnson his recollections
               of their marriage: Memoirs of the Author of A Vindication of the Rights of Woman in 1798 to only modest notice. However, the next
               year he republished the book in the United States as Memoirs of Mary Wollstonecraft Godwin, Author of “A Vindication of the Rights of Woman.” This version of his memoirs quickly gained attention in both the United States and
               in England. However the attention was not what Godwin planned. He had set out to portray
               Mary as a strong, independent, and virtuous woman beset with many difficulties throughout
               her life. But he also related fully and without censure Wollstonecraft’s sexual relationships
               and especially her long affair with Gilbert Imlay and the unplanned, out-of-wedlock birth of Fanny. The book shocked readers and in
               fact did lasting damage to the reputation of Mary Wollstonecraft. Throughout the 19th
               century, as a result of Godwin’s shocking revelations, her works were neglected.
            

            
            As the British war with France intensified early in the 19th century, William Godwin
               effectively faded from the public consciousness except for a few remaining radicals.
               He continued to write and he published regularly, but now he was writing desperately
               for money. He tried his hand at theater unsuccessfully with Antonio: A Tragedy in Five Acts in 1800. In 1803 he published Life of Chaucer. Desperate to find an income, he wrote histories and textbooks under the pseudonyms
               of Edward Baldwin and Theophilus Marcliffe. Still the philosopher, he published rebukes of Thomas Malthus’s population theories,
               including Of Population: An Enquiry Concerning the Power of Increase in the Numbers of Mankind,
                  Being an Answer to Mr. Malthus’s Essay on That Subject (1820).
            

            
            More importantly, Godwin continued to write fiction with several notable novels that
               show less philosophy than Caleb Williams and thus for many less substance: St. Leon: A Tale of the Sixteenth Century (1799); Fleetwood; or, The New Man of Feeling (1805); Faulkener: A Tragedy (1807); Mandeville: A Tale of the Seventeenth Century in England (1817); and Cloudesley: A Tale (1830), his last published work.
            

            
            Besides Godwin’s urgent need for an income to support his family, he decided that
               he also desperately needed to find a wife to help him in the raising of Fanny and
               Mary. In 1801 he married Mary Jane Clairmont, a respected author of children’s books and widow with two children of her own. She
               had become his next-door neighbor, and upon meeting him the first time she had exclaimed,
               “Is it possible that I behold the immortal Godwin?” Together they had a son, William,
               in 1803. They opened a bookstore to sell both books and toys and to help especially
               to sell her children’s book. Godwin himself was to write children’s books under the
               pseudonym Edward Baldwin.
            

            
            One of Mary Jane Godwin’s children was Claire Clairmont, who was to become a prominent member of the Bryon-Shelley Circle. In fact much of William Godwin’s later life is deeply connected with Percy Bysshe Shelley and all that he was to become associated with.
            

            
            Godwin first met Percy Bysshe Shelley, along with his wife Harriet, in October 1812. The poet had just turned 20 and had written ahead for an introduction.
               Shelley’s ideas were deeply influenced by Godwin’s. More than that, Shelley began
               to notice his 15-year-old daughter, Mary. On July 28, 1814, still married to Harriet,
               Percy eloped with Mary to France with Godwin’s stepdaughter, Claire, accompanying
               them. Despite his many famous writings opposing marriage and advocating open sexual
               relationships, Mary’s father was furious and desperate over the plight of his daughter
               and stepdaughter. All his fears became reality as both girls quickly became pregnant.
               Although Godwin eventually reconciled with Mary and Percy Shelley, Mary’s elopement
               became the second major crisis in his life, after the death of Mary’s mother, from
               which he would never recover.
            

            
            William Godwin continued writing long after the famous elopement but to increasing
               neglect by the reading public. “Godwin’s last years were saddened by the death of
               his son William Jr. of cholera in 1832; in 1835 he had William’s novel Transfusion published, appending to it a memoir. In April 1833 Lord Grey conferred on Godwin
               the post of Yeoman Usher of the Exchequer. The sinecure provided £200 a year and residence
               in New Palace Yard. No one was disposed to quarrel with the appointment, even though
               it was made in the year following the First Reform Bill. William Godwin died at the
               age of 80 on April 7, 1836, and was buried beside Mary Wollstonecraft in St. Pancras’s
               churchyard. His wife died five years later. “When St. Pancras’s churchyard was destroyed
               to make way for a railway in 1851, the bodies of Godwin and Wollstonecraft were removed
               to Bournemouth, where they rest alongside their daughter Mary” (Duckworth 1985).
            

            
            See also DELLA CRUSCAN SCHOOL OF POETRY.
            

            
         

         
         	GODWIN, WILLIAM, JR. (1803–1832)

         
         	
            William Godwin’s son was born in his second marriage with Mary Jane Clairmont. Harriet Westbrook, after a visit with her husband Percy Bysshe Shelley to William Godwin, remarked upon the young Godwin. He is, she said, “a little boy
               of nine years old. He is extremely clever, and no doubt will follow the same enlightened
               path that Godwin has, before him” (qtd. in Ellis, Amanda 1968: 44). The former U.S.
               vice president Aaron Burr, at about the same time, told a story of how young William,
               emulating his father, “would also lecture; and one of his sisters (Mary, I think),
               writes a lecture which he reads from the pulpit which they have erected for him. He
               went through it with great gravity and decorum. The subject was, ‘The influence of
               governments on the character of a people.’ After the lecture, we had tea, and the
               girls danced and sang for an hour, and at nine [I] came home” (qtd. in Ellis, Amanda
               1968: 45). Godwin Jr. in adulthood was to become a prominent journalist. His one novel,
               Transfusion, was published posthumously by his father in 1835. William Godwin Jr. died on September
               8, 1832.
            

            
            See also IMLAY, FANNY (1794–1816); SHELLEY, MARY (1797–1851).
            

            
         

         
         	GOETHE, JOHANN WOLFGANG VON (1749–1832)

         
         	
            Germany’s greatest poet and writer and perhaps the greatest force of creative imagination
               on the Continent during the Romantic era. Goethe was born on August 28, 1749, near
               Frankfurt into a family of well-to-do civic servants. His father provided Goethe with
               his education at home with a series of tutors. In the 1770s Goethe, studying law at
               Strasbourg, met Johann Gottfried Herder, with whom Goethe would develop a lasting personal and intellectual friendship. Herder
               introduced the young man into a group of radical artists, intellectuals, and writers
               who were challenging German Enlightenment thinking. Herder helped develop the artist
               within Goethe so that Strasbourg was the turning point of Goethe’s young artistic
               development. Strasbourg, with Herder’s influence, was to become the center for the
               Sturm und Drang movement.
            

            
            In 1772 Goethe moved to Wetzlar to refine his legal studies. While there he met Charlotte
               Buff, a young woman betrothed to Johann Christian Kestner. Goethe, like Jean-Jacques Rousseau, was a man of feeling. His passions guided his behavior, and they guided him into
               an infatuation for Charlotte Buff despite her engagement. She treated their relationship
               as a platonic friendship only. Kestner even became friends with young Goethe. Ultimately
               Goethe saw the light and wrote letters of farewell to Charlotte. Coinciding with this
               time in his life, Goethe also learned that one of his friends had committed suicide.
               All of these materials became the essence of Goethe’s first novel, The Sorrows of Young Werther, whose popularity spread around the Western world and established Goethe’s fame and
               reputation.
            

            
            Shortly after, Goethe moved to Weimar where he would live the rest of his life. There
               in 1808 he composed his greatest work, Faust: Part 1, and became close friends with Friedrich Schiller. During the last 30 years of his life in Weimar, Goethe became a towering figure
               in the Romantic movement, though he always was torn between Romanticism and classicism.
               The aspiring writers of the day felt obligated to make the pilgrimage to Weimar at
               least once to visit the great man. On March 22, 1832, less than two months after making
               his final revisions of Faust: Part 2, Johann Wolfgang von Goethe died of an apparent heart attack.
            

            
            See also ALL FOR LOVE; OR, A SINNER WELL SAVED; BETTINA; CONVERSATIONS WITH GOETHE; “GOETHE; OR THE WRITER”; GOËTZ VON BERLICHINGEN; OF GERMAN CHARACTER AND ART; SARDANAPALUS; WILHELM MEISTER’S APPRENTICESHIP.
            

            
         

         
         	“GOETHE; OR THE WRITER”

         
         	
            Ralph Waldo Emerson includes this chapter in his 1850 volume Representative Men following “Napoleon; Man of the World.” Action was uppermost in Emerson’s mind when he wrote his essay on the emperor.
               For the essay on Johann Wolfgang von Goethe, the opposite is true. According to Emerson, no more instructive name occurs than
               that of Goethe to represent the powers and duties of the scholar or writer. Goethe
               was the whole man, the philosopher of multiplicity who fused together the fragments
               of his age. He truly attained the level of Man Thinking, Emerson’s ideal from his 1837 address The American Scholar. Even though Goethe lived in a small town in a small German state, for instance,
               there was no trace of provincialism in his genius. Goethe thought for himself, not
               merely existing on other men’s thoughts. He felt a sure confidence in his ability
               to report nature to the world. As the self-trusting American Scholar would be the
               world’s eye and the world’s heart, so Goethe was the soul of his century. He was a
               man to explore anything. Said Emerson, “The Greeks said that Alexander went as far
               as Chaos; Goethe went, only the other day, as far; and one step farther he hazarded
               and brought himself safe back.” But as a man of action, Goethe fails for Emerson:
               “The measure of action is the sentiment from which it proceeds.” Unfortunately, Goethe’s
               actions did not proceed from any moral sentiment, any love of the Universal Soul.
               He was devoted to culture, not to the Highest Unity.
            

            
            See also “MONTAIGNE; OR, THE SKEPTIC”; “PLATO; OR THE PHILOSOPHER”; “SHAKESPEARE; OR, THE POET”; “SWEDENBORG; OR THE MYSTIC”; “USES OF GREAT MEN”.
            

            
         

         
         	GOËTZ VON BERLICHINGEN

         
         	
            Sir Walter Scott titled this play by Johann Wolfgang von Goethe, made public in 1773, Goëtz of Berlichingen of the Iron Hand in his English translation. The play demonstrates the influence that the Sturm und Drang movement of the 1770s had on Goethe. The play develops the story of a late 15th-
               and early 16th-century knight, the title character. A soldier of fortune, Goëtz typifies
               the Sturm und Drang hero in that he acknowledges no restraints upon his will. He is
               vigorous and bold in his lawlessness, and he rebels against the oppression of the
               decadent aristocracy of the time. Freedom is the theme. The play came out the year
               before Johann Wolfgang von Goethe’s The Sorrows of Young Werther. With the exception of Friedrich Schiller’s The Robbers, Goëtz and The Sorrows of Young Werther proved to be the highest achievements of the Sturm und Drang movement.
            

            
         

         
         	GOGOL, NIKOLAI VASILEVICH (1809–1852)

         
         	
            Nikolai Gogol, a Russian novelist and storywriter, bridges the late Romantic era and
               the period of 19th-century Realism. He was born in the Ukraine, and he used his homeland,
               its folklore, and language as material in his first major work, Evenings on a Farm Near Dikanka, published in 1831–1832. Two collections of stories followed: Mirgorod and Arabesques in 1835. His most famous tales are “The Nose,” in 1835 and “The Overcoat,” in 1842.
               Gogol’s most famous play, The Inspector General, was produced in 1836. Gogol’s writing was a mixture of humor, fantasy, and the horrific,
               which owed something to E. T. A. Hoffman and in turn influenced Fyodor Dostoevsky.
               Similar to Leo Tolstoy, Gogol experienced a major shift in his life and his personality
               during his last years as he came under the influence of the growing morbid religiosity
               that would lead to his death in 1852.
            

            
         

         
         	“THE GOLDEN REIGN OF WOUTER VAN TWILLER, BY DIEDRICH KNICKERBOCKER”

         
         	“THE GOLDEN REIGN OF WOUTER VAN TWILLER”

         
         	
            Published on December 6, 1809, by Washington Irving, book 3 of A History of New York is a parody of a serious New York history by Samuel Mitchill published in 1807, Picture of New York.
            

            
            Here is recorded, according to Knickerbocker, the narrator, “the golden reign” of
               the renowned Wouter Van Twiller, who never made up his mind on any doubtful point,
               never said a foolish thing, and was never known to laugh. He was exactly 5 feet 6
               inches in height, and 6 feet 5 inches in circumference. Nature set his enormous head
               on his shoulders without attempting to supply a neck. He daily took four meals, one
               hour to each; he smoked and doubted eight hours and slept the remaining twelve. By
               saying nothing on dubious matters, he acquired the reputation for wisdom.
            

            
            Van Twiller’s arduous duties were partly shared by the aldermen, a group of burgesses
               selected by weight, for the whoreson skinny fellow was a breeder of brawls and discontent;
               whereas the round beer keg of a man would settle down and let affairs take care of
               themselves. Wouter and his aldermen guzzled, smoked, and snored—and the colony thrived.
            

            
            In the Dutch colony of New York during the reign of Wouter Van Twiller, the ladies
               “waddled” under dozens of petticoats while the men wore extra-baggy clothes. The city
               was so tranquil that no watchmen were needed, “every soul throughout the town being
               sound asleep before nine o’clock.” It was an age of innocence, “when the moon shone
               with a pure and resplendent whiteness, instead of the melancholy yellow light which
               is the consequence of her sickening at the abominations she witnesses in this degenerate
               city,” Knickerbocker says, contrasting then with his present time.
            

            
            Of perhaps more importance than the narrative itself is the structure of this work
               and especially its style. Irving, of course, uses a persona. The work purports to
               be a history of New York written some years prior by Deidrich Knickerbocker. In this use of a persona Irving is giving himself more freedom to comment on both
               times than otherwise would be allowed.
            

            
            Irving uses extreme overstatement and understatement to ridicule his subject. For
               instance, in the introduction to the book he says, “With faltering hand do I withdraw
               the curtain of oblivion, that veils the modest merit of our venerable ancestors, and
               as their figures rise to my mental vision, humble myself before their almighty shades.”
               Again, to emphasize his own humility he says, “With pious reverence do I gaze on the
               countenances of the renowned burghers who have preceded one in the steady march of
               existence.”
            

            
            Irving uses classical references, denigrates his own time, compliments those whom
               he is most ridiculing, and applies many other devices, all of which add to the levity
               of the text.
            

            
         

         
         	THE GOOD NATUR’D MAN

         
         	
            Oliver Goldsmith wrote his sentimental comedy in 1768. It tells the story of Sir William Honeywood who, by having his good-natured,
               or sentimental, nephew thrown in jail for debt, succeeds in curing the young Honeywood
               of his credulity and easy disposition. The subplot concerns a love affair involving
               Valentine, the son of Croaker, who loves Olivia, and Miss Richland, who loves young
               Honeywood.
            

            
         

         
         	“GOODY BLAKE AND HARRY GILL”

         
         	
            See LYRICAL BALLADS.
            

            
         

         
         	“GRANDMOTHER”

         
         	
            This poem by Gérard de Nerval has for its speaker a child whose grandmother died three years before. When she was
               buried, everyone, parents and friends, cried over her. The sorrow was real and bitter.
               But the child-speaker wandered through the house feeling surprise, instead of sadness.
               He was told he should not walk by her coffin for he would want to cry. But three years
               have gone by, he reflects, and this memory has been replaced by others. Good and evil
               emotions have replaced the sorrow of her loss. He thinks of her often and now he can
               cry. His strength has not grown in these three years. Her name is not one he can forget,
               and her memory sinks more deeply into him.
            

            
         

         
         	GRAY, THOMAS (1716–1771)

         
         	
            Thomas Gray’s place in the literary canon has always been insecure. Famous in his
               own life for “Elegy Written in a Country Churchyard,” one of the most popular poems
               of the 18th century, he was used as an example of bad poetry by William Wordsworth in his Preface to the Lyrical Ballads, and Matthew Arnold lamented Gray’s failure of potential. In his early career, the
               traditional view has it, Gray wrote like a conventional neoclassicist, and in his
               late career he wrote like a timid Romanticist. Nevertheless, Thomas Gray and his poetry
               have never be neglected.
            

            
            Born in Cornhill on December 26, 1716, Thomas Gray was the only child of 12 to survive
               to adulthood in his family. While his father neglected him, his mother doted upon
               him. She paid for his education at Eton by keeping a shop. At Eton he became best
               friends with Horace Walpole and Richard West. West’s untimely death at the age of 26 resulted in Gray’s “Sonnet
               on the Death of Richard West.”
            

            
            Later at Cambridge, Gray developed into a competent scholar of the classics. After
               Walpole and Gray finished their studies at Cambridge, they began a grand tour of France,
               Italy, and the Alpine regions in 1741. Their travels influenced both writers with
               a sense of the Romantic sublimity of nature. At Reggio the two young travellers quarreled,
               and Gray returned to London alone. Their quarrel lasted for three years.
            

            
            Back in London he lived a quiet life with his mother and his sister at Stoke Poges.
               Throughout his life Gray was devoted to his mother. Besides his mother and his sister,
               the only woman to whom he ever developed a friendship was beautiful, witty, and sophisticated
               Henrietta, whom he met in 1750. But she was the wife of the Sardinian minister, the
               Compte de Viry.
            

            
            After 1742 Gray lived the rest of his life at Cambridge, devoted to his studies in
               a wide range of interests—music, natural philosophy, history, and literature. While
               he wrote his greatest poems at Cambridge, poetry was always just one of his many pursuits.
               He was neither a professional poet like Alexander Pope nor a dedicated poet as William
               Wordsworth and Percy Bysshe Shelley saw themselves.
            

            
            Gray declined the office of poet laureate in 1757 but late in life accepted an honorary
               position as professor of modern history and languages at Cambridge in 1768. The position
               required no duties as a lecturer. According to Wallace Jackson, “the most significant
               personal event of his last years was a brief, intense friendship with a young Swiss
               student, Karl Victor von Bonstetten. The friendship was apparently complicated by
               physical desire on Gray’s part, though no sexual relation is believed to have occurred
               between them” (1991).
            

            
            His descriptions in his letters of efforts to improve his health through a tour of
               the Lake District in England in 1769 have in recent years attracted attention for
               their natural descriptions foreshadowing the journal descriptions of Dorothy Wordsworth in the next generation of the same countryside.
            

            
            Returning from his tour of the Lake District, Gray spent time at the seashore in the
               south for his health. He returned afterward to Cambridge in a complete state of mental
               and physical exhaustion and never recovered his health. Then in 1771 Gray became ill
               while dining at Pembroke College. The illness was complicated by Gray’s long-running
               battle with gout, and Thomas Gray died a painful death on July 30, 1771. He is buried
               beside his mother at Stoke Poges.
            

            
            Thomas Gray’s poetic output was slim, and all his work was published sporadically.
               He did not complete structured, book-length collections of his poetry. His early verse
               such as “Ode on the Spring,” “Hymn to Adversity,” “Hymn to Ignorance,” and “Ode on
               a Distant Prospect of Eton College” are modeled on the verse forms and subject matter
               of their times. The later generation of Romantics, though often severely critical,
               regarded his late work as superior; for example, his “Pindaric Odes,” “The Progress
               of Poetry,” “The Bard,” “The Fatal Sisters,” and “The Descent of Odin.” Today Gray’s
               Letters and Journals, first published in 1775 and edited definitively in 1971 by Herbert W. Starr, are
               likely to attract as much attention as his poetry.
            

            
            None of Gray’s poems eclipse the reputation of “Elegy Written in a Country Churchyard.”
               Upon its publication in 1751, Thomas Gray’s contemporary fame was established.
            

            
            While Thomas Gray was a poet of his time, his best work shows also a reawakened interest
               in nature, in common humanity, and in medievalism. Readers since the early 19th century
               have seen obvious elements of Romanticism in both the style and spirit of Gray’s work.
               For the Victorian Edmund Gosse, editor of Gray’s complete works, “Thomas Gray was
               the most scholarly and well-balanced of the early romantic poets. He was the most
               important poet in English literature between Pope and Wordsworth.”
            

            
         

         
         	THE GREAT LAWSUIT: MAN VERSUS MEN, WOMAN VERSUS WOMEN

         
         	THE GREAT LAWSUIT

         
         	
            Margaret Fuller published this, one of the most influential Romantic-era feminist treatises in the
               United States. As her title implies, she is attempting here to penetrate to the essence
               of man and woman, not merely men and women. So the lengthy essay, sometimes with understated irony and humor, draws out fully
               the arguments made of male domination in the public and private spheres and then rebuts
               those arguments, often in a mock dialogue form. She further provides a catalog-like
               list with details of the great women throughout history from the classical era to
               the present.
            

            
            In particular she singles out George Sand and Mary Wollstonecraft as exemplars of ideal womanhood. Sand, who dressed like a man, smoked cigars, and
               insisted upon being addressed as mon frère, wrote politically progressive novels and took to herself numerous male lovers, still
               had not at this point in history—the two women were contemporaries—achieved her fully
               deserved recognition. Wollstonecraft had help that Sand never had. Wollstonecraft
               had a male champion, her husband and respected political radical William Godwin, to vouch for her. As a result, Fuller makes the point that the oppressed need champions
               from the ranks of the oppressor in order ultimately to overcome.
            

            
            The Great Lawsuit, then, provides Margaret Fuller’s most sustained critique of the masculine assumptions
               of her generation of, specifically, intellectuals. At the end of the essay, Fuller
               provides severe comments on the state of marriage in her day: “A profound thinker
               has said ‘no married woman can represent the female world, for she belongs to her
               husband. The idea of woman must be represented by a virgin.’” But that is the whole
               problem, Fuller replies. “That is the very fault of marriage . . . that the woman
               does belong to the man, instead of forming a whole with him.” Then to end it all,
               she wraps her argument in Transcendental truth: “It is a vulgar error that love, a
               love to woman is her whole existence; she is also born for Truth and Love in their
               universal energy.”
            

            
         

         
         	GREAT MAN THEORY

         
         	
            See EMERSON, RALPH WALDO (1803–1882); REPRESENTATIVE MEN; “USES OF GREAT MEN”.
            

            
         

         
         	GREAT ODES

         
         	
            This is a term reserved exclusively for those odes of John Keats which were published in Lamia, Isabella, The Eve of St. Agnes, and Other Poems in 1820. The Great Odes are “Ode to Psyche,” Ode to Indolence,” Ode to a Nightingale,” “Ode on a Grecian Urn,” and “Ode on Melancholy.”
            

            
         

         
         	“GREEN RIVER”

         
         	
            American poet William Cullen Bryant’s poem, published in his first volume, Poems, of 1820, in iambic tetrameter couplets, treats the healing powers of nature: “in
               thy lonely and lovely stream / An image of that calm life appears, / That won my heart
               in my greener years.”
            

            
         

         
         	GRETA HALL

         
         	
            The lifelong home of Robert and Edith Fricker Southey, located in Keswick, Cumberland, England. Both Robert and Edith died at Greta Hall.
               It was also the residence of Edith’s sister Sara Fricker Coleridge during her long period of estrangement from her husband Samuel Taylor Coleridge.
            

            
         

         
         	GRISWOLD, RUFUS (1815–1857)

         
         	
            The reputation of Edgar Allan Poe that has come down in popular culture owes more to Rufus Griswold, editor and writer,
               than any other person. Poe died on October 7, 1849, in Baltimore, Maryland. On October
               9 an obituary appeared in the New York Tribune that famously began,
            

            
            
               Edgar Allan Poe is dead. He died in Baltimore the day before yesterday. This announcement
                  will startle many, but few will be grieved by it. The poet was well known personally
                  or by reputation, in all this country. He had readers in England and in several states
                  of Continental Europe. But he had few or no friends. The regrets for his death will
                  be suggested principally by the consideration that in him literary art lost one of
                  its most brilliant, but erratic stars.
               

               
            

            Little did Poe suspect in his lifetime that he had an enemy who at his death would
               proceed to do anything in his power for many years afterward to destroy his reputation.
               Griswold quickly swindled Poe’s mother-in-law, Maria Clemm, of her legitimate claim to the copyright of Poe’s papers and works. Griswold’s “Memoir
               of the Author,” attached to his edition of the posthumous works of Poe, declared Poe
               a drunkard, a drug addict, a liar, and assorted other unsavory characters. Griswold
               had a popular audience, and most readers accepted his version of Poe’s life despite
               the many friends of Poe who defended Poe vigorously.
            

            
         

         
         	GUICCIOLI, COUNTESS TERESA (1798–1873)

         
         	
            Lord Byron’s last mistress, wife of an Italian count nearly 40 years her senior. Guiccioli and
               Byron met in Venice in 1809, the year she married, and they became lovers with her
               husband’s consent in 1810. The affair lasted the rest of Byron’s last few years. Guiccioli
               lived many years after Byron’s death. Among her subsequent lovers was the poet Alphonse de Lamartine. Teresa Guiccioli wrote Life of Lord Byron in Italy, published in Italian in 1879.
            

            
         

         
         	GUY MANNERING

         
         	
            Sir Walter Scott’s novel of manners was published in 1815. The story is set in the time of King George
               III and tells the story of Dick Hatteraick, a smuggler captain and kidnapper, who
               strangles the corrupt lawyer Glossin in prison; Meg Merrilies, a gypsy, recognizes
               Harry Bertram as the rightful heir of the Laird of Ellangowan. He eventually marries
               Julia Mannering, the daughter of Colonel Guy Mannering, under whom Harry had served
               in India as under the name of Brown.
            

            
         

         
         	“GWIN OF NORWAY”

         
         	
            See BLAKE, WILLIAM (1757–1827); POETICAL SKETCHES.
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         	“THE HALF OF LIFE”

         
         	
            Composed in 1803–1804 when Friedrich Hölderlin was 33 years old, “The Half of Life” is often compared to the opening of Dante’s
               Inferno for its midlife retrospective. In one sense, it might be a midlife-crisis poem.
            

            
            In the first stanza the writer describes a vast serene lakeside scene. Roses and pear
               trees line the meadow, and “gracious swans / . . . drunk with kisses” dip their heads
               into the “holy water.” All living things have connections with one another. The poet
               raises the question of where these things will be when winter comes. He then paints
               an opposing picture of that gorgeous scene in the first stanza. Hölderlin at the end
               describes a darker, colder, more depressing view of nature where “Walls stand / Speechless and cold, in the wind.” The poem concludes, “The
               weathervanes clatter.”
            

            
         

         
         	“HAMATREYA”

         
         	
            Ralph Waldo Emerson wrote this poem in 1845 and published it in Poems in 1846. The poem begins by chanting a list of Concord names marching to a military-like
               beat and treading mindlessly through their superficial lives of labor, commerce, and
               land ownership. “Earth laughs in flowers,” he says, “to see her boastful boys.” Who
               are these men, proud of their life’s labors? the poet asks. The answer comes through
               the “Earth-Song” that upends the pride of property and status.
            

            
         

         
         	HARDENBERG, FRIEDRICH VON

         
         	
            See NOVALIS (1772–1801).
            

            
         

         
         	HARLEQUIN TEAGUE; OR, THE GIANT’S CAUSEWAY

         
         	
            George Colman the Elder first produced this farce on August 17, 1782, at the Haymarket Theatre outside London. Like The Genius of Nonsense, it included elements of contemporary satire, this time concerning a Dr. Katterfelto,
               a quack philosopher of the time. The satirical element is not the dominant one of
               this farce, which essentially is a speaking pantomime, but it does exist, and evidently
               Colman, in these two late Haymarket plays, was much more interested in personal satire
               than before. Both of these plays were written after Colman came under the direct influence
               of Samuel Foote, the “English Aristophanes.”
            

            
         

         
         	“HART-LEAP WELL”

         
         	
            A poem by William Wordsworth. In his “Lectures on the English Poets” William Hazlitt quotes “Hart-Leap Well” in
               its entirety so that “the reader may know what it is that admirers of this author
               find to be delighted with in his poetry.” The poem tells a story of humanity’s struggle
               for superiority over nature. For 13 hours Sir Walter chases a hart, expending horses and dogs in the process,
               until he finally triumphs in the kill. This tale lends itself more easily to romantic
               coloring than to realistic treatment for the sophisticated poet-speaker, cognizant
               of the ending, knows that Sir Walter cannot really control nature. Thus the knight
               rides down from the moor “with the slow motion of a summer’s cloud”; he “like a falcon
               flies and is “restless as the veering wind.” The arbor itself is purely romantic “with
               trailing plants and trees . . . intertwined.” This coloring of romance lends a dream-like
               quality to part 1 of the poem. Indeed, the story becomes the “forgotten dream” of
               the old shepherd, as much as the poet-speaker can safely hint at the meaning of the
               tale by his early identification of Sir Walter with his horse: “The horse and horseman
               are a happy pair” and the horse is the “dumb partner in this glorious feat,” reminding
               one of a similar identification of the Idiot Boy with his horse.
            

            
            Already “man” and nature are identified together. But here there is a perverted relationship
               between man and beast, between humanity and nature. Sir Walter is greedy for control
               over nature in his pursuit of the hart. To accomplish his conquest he uses another
               creature of nature—a horse whose eyes sparkle with joy in the chase. Sir Walter, thus,
               abuses nature by employing one brute in the destruction of a fellow innocent. It is,
               then, as an enemy of nature that Sir Walter kills the hart. The poem significantly
               does not describe the actual killing, does not dwell on spectacle. As Wordsworth states
               in the Preface of 1800, “the human mind is capable of being excited without the application
               of gross and violent stimulants.”
            

            
            But then Sir Walter violates nature again by building a monument to his deed. The
               spot is rustic and secluded, so secluded that the shepherd recounting the tale can
               speculate upon the hart’s birth there, a fit place for being close to nature. But
               Sir Walter does not build the monument to appreciate nature. He builds his monument
               in order to make merriment with his paramour. The spot becomes a place of revelry,
               which Sir Walter assumes will last forever. But as with Ozymandias’s boast, Sir Walter’s is an empty one. Once he dies, the arbor falls into ruins.
               Thus his victory over nature is only temporary.
            

            
            Part 2 of “Hart-Leap Well,” essentially equal in length to part 1, is devoted to the
               poet’s attempt to make sense of Sir Walter’s failure and hence humanity’s failure
               in its relationship with nature. By giving equal space to the tale and to the discussion
               of its meaning, Wordsworth subordinates the action to the feeling, a key concept in
               his theory of the new Romantic poetry detailed in his Preface. William Hazlitt concludes
               his discussion of the poem by saying, “Those who do not feel the beauty and the force
               of [the poem], may save themselves of inquiring further.”
            

            
         

         
         	HARTLEY, DAVID (1705–1757)

         
         	
            The English philosopher most closely associated with the doctrine of associationism. Most pertinent to the study of Romanticism is Hartley’s 1749 Observations of Man, His Frame, His Duty, and His Expectations. David Hartley argued that early sense-experience determines adult behavior as opposed
               to John Locke’s proposal in his Essay Concerning Human Understanding in which Locke posits his tabula rasa theory.
            

            
         

         
         	THE HAUNTED BEACH

         
         	
            Mary Robinson’s most famous poem derived its contemporary popularity no doubt from its Gothic dreariness,
               which provides a blood-curdling backdrop for the poem’s crime scenes. The poem is
               based upon the murder at some unspecified time in the past of a sailor, and a speaker’s
               description of the haunted landscape hints at the fisherman’s guilt and his continued
               haunting by dead sailors. The sailor was murdered “with ten wide gashes on his head.”
               As a result of the murder, the fisherman in his tormenting self-guilt feels that he
               and the beach have been placed under a curse. Samuel Taylor Coleridge considered “The Haunted Beach” Robinson’s greatest poem and praised it for its successful
               metrical complexity.
            

            
            See also LYRICAL TALES.
            

            
         

         
         	HAWTHORNE, NATHANIEL (1804–1864)

         
         	
            The myth of Nathaniel Hawthorne brought down from the 19th century portrays a shy
               recluse, brooding in solitude upon the gloomier aspects of Puritan New England, a
               Hawthorne whose writings are in essence a spiritual biography. Much of the myth simplifies
               the life and achievement of a major intellect whose “distinctive trait is invention,
               creation, imagination, [and] originality,” according to Edgar Allan Poe. Like all such myths, much of it is true. Hawthorne’s genius was such that it needed
               solitude and not so much community for nourishment. Like many of his characters, his
               contemplation meant he had a brooding kind of existence.
            

            
            Hawthorne was absorbed by the enigmas of evil and of moral responsibility interwoven
               with humanity’s destiny in nature and in eternity. Although he created genuine characters and situations in his work,
               his reputation depends primarily upon his dynamic criticism of life. Hawthorne’s discovery
               of the Puritan past of his family, about the persecution of Quakers and witches, started
               him on an intellectual journey that led him to a lifelong investigation of the problems
               of moral and social responsibility. His fiction condemns repeatedly the forces of
               intolerance and hypocrisy that hide common sin and the greed that refuses to share
               joy. He fears beyond all else in his novels and stories withdrawal from the human
               community and the arrogant perfectionism that cannot bide its mortal time. Whatever
               divorces a pride-ridden intellect from the common heart of humanity deserves its own
               damnation. The remedy of such evils for Hawthorne is Romantic in essence. It is in
               nature and in the sweetness of a world freed not from sin, but from a corrosive sense of
               guilt. Nathaniel Hawthorne was to be the essential Romantic moralist of the Romantic
               movement in the United States.
            

            
            Born in Salem, Massachusetts, on July 4, 1804, he spent his childhood in Maine after
               the death of his father, a sea captain. He received his education at Bowdoin College.
               There he made a lifelong friend of Franklin Pierce, future president of the United
               States. After college he returned to the family home in Salem and spent the next eleven
               years seemingly as a recluse as far as townspeople were concerned. In reality he was
               devoting himself to intense study of the antiquarian lore of Puritan New England and
               attempting to establish a career in writing.
            

            
            In 1836 Hawthorne became editor of the American Magazine of Useful and Entertaining Knowledge. The next year he published his first collection of stories, Twice-Told Tales. With Edgar Allan Poe’s favorable review, Hawthorne’s reputation as an important
               American writer began. His circle of literary acquaintances widened to include members
               of the Transcendental Club such as Ralph Waldo Emerson and Margaret Fuller. In 1841 he invested heavily in the Brook Farm experiment. Both Brook Farm and Margaret Fuller would be reflected in his novel The Blithdale Romance, published in 1853. After his initial involvement in Brook Farm, Hawthorne in 1842
               married a member of the Transcendental Club, Sophia Peabody.
            

            
            In 1850 he wrote The Scarlet Letter and with Sophia moved to Lennox, Massachusetts, where he became close to Herman Melville
               and where he began The House of the Seven Gables. In 1853 his friend President Pierce appointed Hawthorne U.S. consul to Liverpool,
               England, where he served until 1858. After that the Hawthornes lived two years in
               Rome. These years gave Hawthorne subject matter for fiction placed outside the United
               States and distant from his puritan New England settings. The Marble Faun (1860) came out of his Italian residence as did numerous stories such as “Rappaccini’s
               Daughter.”
            

            
            After Rome the Hawthornes returned to Massachusetts in 1860. In 1864 Hawthorne and
               then ex-president Pierce began a driving tour about New England. According to John
               L. Idol Jr.,
            

            
            
               Pierce and Hawthorne began their journey on 12 May, heading toward New Hampshire.
                  When they reached Concord, Hawthorne was too feeble to continue, and the old friends
                  rested for a few days before moving on to Plymouth and taking lodging at the Pemigewasset
                  House on 18 May. Too exhausted to take his meal with other guests in the dining room,
                  Hawthorne had tea and toast in his room, which adjoined Pierce’s. Pierce checked on
                  Hawthorne around two o’clock that night, finding Hawthorne sleeping on his side. On
                  his second check about two hours later, Pierce touched the forehead of his old friend
                  and found it cold.
               

               
            

            Nathaniel Hawthorne died on May 19, 1864. He is buried in Sleepy Hollow Cemetery in
               Concord, Massachusetts. Sophia Peabody Hawthorne died in 1871 in London, England.
            

            
         

         
         	HAYDON, BENJAMIN (1786–1846)

         
         	
            Haydon was an English historical painter and a friend of John Keats and William Wordsworth. He most notably was one of the first to give the Elgin marbles their just acclaim.
            

            
            See also CHILDE HAROLD’S PILGRIMAGE, CANTO 2; “ODE ON A GRECIAN URN”; “ON SEEING THE ELGIN MARBLES”.
            

            
         

         
         	HAYLEY, WILLIAM (1745–1820)

         
         	
            William Hayley, born on October 29, 1745, was a very minor poet of the Romantic era.
               He was never a Romantic poet himself but he was a well-known figure in his time. According
               to John Holmes (1990), “Hayley’s verse is typical of late-eighteenth-century sentimental
               poetry, mostly in absolutely regular heroic couplets.” Hayley also wrote sentimental
               drama equal to his poetry for lack of distinction. His most popular work was Triumphs of Temper written in 1781, which admonishes women to control their tempers in order to be good wives. “Public taste turned away from
               Hayley’s style of verse in his own lifetime, and he had little or no influence on
               subsequent English poetry” (Holmes 1990).
            

            
            Unfortunately, William Hayley is best known for his ill-conceived attempt to transform
               William Blake from a visionary artist whose work could only appeal to the few into a conventional
               artist whose work could actually earn money. Moderate success as an engraver led Blake
               to accept his friend Hayley’s offer of patronage in 1800. That year the Blakes moved
               to Felpham, outside of London, to be close to their patron.
            

            
            Hayley saw his role as patron actually to train Blake rather than to provide him with
               financial support and let his poetic genius develop. Blake, however, chafed under
               any attempt to restrict his personal freedom much less his artistic freedom. His stormy
               relationship with his patron directly affected the writing of the epics Milton and Jerusalem. The relationship did not work out, and the Blakes eventually moved back to London.
               Although a moderately successful poet, Hayley saw himself as more of an encourager
               of other artists and poets than a significant poet himself. He also was a patron of
               Charlotte Smith.
            

            
            If anything good came out of Blake’s time with Hayley, it was that Blake solidified
               his belief that as a poet, as a visionary genius and prophet, he would not write for
               the many but for the few. Patrons, critics, and other arbiters of taste would not
               dictate his art. He saw himself in a role such as the prophet Ezekiel’s, whom the
               Lord made strong to warn the Israelites of their wickedness.
            

            
            “William Hayley is perhaps destined to remain known more as the object of the satirical
               scorn of his betters than for his own voluminous and popular poetic output” (Holmes
               1990). Besides Blake, “Byron in lines 309–318 of his English Bards and Scotch Reviewers (1809), and Southey in a Quarterly Review essay (March 1825), all satirize Hayley’s verse. Hayley never pretended to genius.
               When he was asked to be poet laureate after the death of Thomas Wharton in 1790, he
               declined the honor.” Moreover, “Hayley is more important as a friend of poets than
               as a poet himself.” Robert Southey’s conclusion in his review of Hayley’s Memoirs, echoed by modern critics, is perhaps the best summary of Hayley’s place in Romantic
               literature: “Everything about that man is good except his poetry” (Holmes 1990). Hayley
               died on November 12, 1820.
            

            
            See also CRABBE, GEORGE (1754–1832).
            

            
         

         
         	HAYMARKET THEATRE

         
         	
            See COLMAN, GEORGE, THE ELDER (1732–1794); THE GENIUS OF NONSENSE; HARLEQUIN TEAGUE; OR, THE GIANT’S CAUSEWAY; THE ITALIAN;   OR, THE CONFESSIONAL OF THE BLACK PENITENTS; THE MANAGER IN DISTRESS; THE SEPARATE MAINTENANCE; THE SUICIDE; UT PICTORIA POESIS; OR, THE ENRAGED MUSICIAN.
            

            
         

         
         	HAZLITT, WILLIAM (1778–1830)

         
         	
            Born in Maidstone, Kent, on April 10, 1778, Hazlitt was the son of a Unitarian minister.
               In 1784 his family moved to the United States and his father worked as a traveling
               minister up and down the East Coast. Young Hazlitt was back in England with his family
               by 1787. Although his father intended his son to follow him in the ministry, William
               began studying in 1802 for a career in painting and philosophy. For a while he painted
               portraits for his living, and among his subjects were William Wordsworth, Samuel Taylor Coleridge, and Charles Lamb.
            

            
            While he never succeeded in philosophy or painting, the two pursuits did lead to his
               becoming one of the premier thinkers of his age, a superb prose stylist, a literary
               critic, and above all else, a writer who was able to capture the essence of his times
               in The Spirit of the Age. Hazlitt began his career in writing with Essay on Principles of Human Action in 1807, his one attempt at pure metaphysical philosophy. The piece attracted little
               attention. Thereafter he began publishing essays in Leigh Hunt’s Examiner. These he later collected as The Round Table in 1817. The Characters of Shakespeare’s Plays in 1818 finally brought him critical respect and achievement. Another collection
               of essays, Table Talk, followed in 1821.
            

            
            These years, 1807 to 1821, were the years of Hazlitt’s greatest personal successes.
               He was a popular lecturer, especially upon Elizabethan playwrights, and he became
               a part of a London literary circle that included Coleridge, Lamb, Leigh Hunt, and
               Thomas De Quincey. “All his life Hazlitt was extremely liberal, not to say radical, in his political
               tendencies,” according to Patricia Skarda. “He lacked faith in Wordsworth and Southey,
               whom he regarded as turncoats, and he was constantly in hot water because of his relations
               with Hunt and the ‘extremists’ of the age. His liberalism usually meant unfavorable
               criticism of his work from the reviewers, particularly from those on the Quarterly Review” (Skarda 1991).
            

            
            In the same tradition as Charles Lamb, Hazlitt developed the familiar essay into a
               form of high art. But more than Lamb, Hazlitt also provided some of the best Romantic
               criticism of his day. Among some of his most popular essays are “Hamlet,” “Mr. Kean’s
               Macbeth,” “My First Acquaintance with Poets,” “On Familiar Style,” “On Genius and
               Common Sense,” “On Going a Journey,” “On Gusto,” “On Modern Comedy,” and “On Poetry
               in General.”
            

            
            Hazlitt’s private life was in perpetual turmoil. He married Sarah Stoddart on May
               1, 1808, but while the marriage lasted 14 years, Stoddart suffered greatly throughout.
               The last blow came in 1823 when William developed a passionate affair with a servant
               named Sarah Walker. The affair was indiscrete and it broke up the marriage. Unrepentant,
               Hazlitt later wrote about the sordid situation in Liber Amoris, an account that brought him little sympathy. About this time, after a visit with
               her father, William Godwin, and herself, Mary Shelley wrote sympathetically of Hazlitt and his distraught mental and physical condition.
               This, after Hazlitt had reviewed her own Posthumous Poems of Percy Bysshe Shelley with less enthusiasm than she expected.
            

            
            As a result of the public’s censure, Hazlitt felt impelled to move to the Continent
               where, in April 1824, with few preliminaries, he married Isabella Bridgewater. Their
               honeymoon essentially lasted out the year as they traveled through France, Switzerland,
               and Italy. Bridgewater left Hazlitt at the end of the year.
            

            
            Returning to England in 1825, Hazlitt found his reputation severely diminished because
               of his marital indiscretions. But he still had some of his best works ahead of him.
               In April of that year he published what today is considered his greatest work, The Spirit of the Age, followed in May by The Plain Speaker, and in 1828 and 1830, The Life of Napoleon.
            

            
            William Hazlitt died on September 18, 1830, with his son William beside him, who was
               to hear him say, “Well, I’ve had a happy life.” However, such were his last years
               that the only friends who attended his funeral in St. Anne’s Churchyard in Soho were
               Charles Lamb and Coventry Patmore.
            

            
            See also BIG SIX; “ON THE LIVING POETS”.
            

            
         

         
         	THE HEART OF MIDLOTHIAN

         
         	
            Sir Walter Scott’s historical novel was published in 1818. In the novel, Jeanie Deans succeeds in
               procuring a pardon for her half-sister Effie Deans who has been sentenced to death
               on a charge of child-murder and is imprisoned in the old jail of Edinburgh, the Tollbooth,
               also known as the “heart of Midlothian.” Effie elopes with George Staunton, who had
               seduced her. Jeanie, now married to the Presbyterian minister Reuben Butler, discovers
               that the child had been carried off by Meg Wildfire, daughter of Margaret Murdockson.
            

            
         

         
         	HEAVEN AND EARTH, A MYSTERY
         

         
         	
            Lord Byron first published this drama, his second “mystery,” following Cain, A Mystery, in the first issue of The Liberal in 1822. The play is based upon those mysterious passages in Genesis that tell of
               the marriage of angels from Heaven with the Daughters of Men and thence the creation
               of an intermediate race. The main characters are Samiasa, a Seraph, and Aholibamah,
               the granddaughter of Cain. As Cain condemns God, so also does Heaven and Earth accuse God of creating only to destroy.
            

            
         

         
         	HEBREW MELODIES

         
         	
            Lord Byron’s second volume of lyric poetry published in his lifetime after the first volume,
               Hours of Idleness, contains poems written between 1814 and 1816. The opening poem is “She Walks in Beauty.” Two themes emerge from the poems, according to conventional interpretation: the
               deep pathos of the loss of Eden and a battle cry of Jewish nationalism. The poems
               were all set to music and, considering Byron’s reputation for being far less than
               conventionally religious, they show his uncomfortable relationship with God.
            

            
         

         
         	HEGEL, GEORG WILHELM FRIEDRICH (1770–1831)

         
         	
            The German philosopher whose ideas about the dialectical workings of the historical
               process dominated 19th century thought included in his studies metaphysics, history,
               law, logic, and aesthetics. His dialectical theory was highly influential in Karl
               Marx’s development of the idea of dialectical materialism.
            

            
            See also HÖLDERLIN, FRIEDRICH (1770–1843); THE INTRODUCTION TO THE PHILOSOPHY OF ART.
            

            
         

         
         	HEINE, HEINRICH (1797–1856)

         
         	
            One of Germany’s most beloved poets, Heinrich Heine was born on December 13, 1797,
               to Jewish parents in Düsseldorf. Although he later was baptized as a Christian, his
               Jewish heritage proved a difficulty in the anti-Semitic environment of 19th-century
               Germany. He began his career in Munich, but by 1830 he had moved to Paris where he
               would live the rest of his life. In Paris he entered intellectual and artistic circles
               that allowed him to become closely acquainted with such artists as Honoré Balzac,
               Hector Berlioz, Frédéric Chopin, Alexander Dumas, Victor Hugo, Franz Liszt, Gerard de Nerval, George Sand, and Karl Marx. In 1848 he contracted spinal tuberculosis and spent
               the rest of his life bedridden, living on his “mattress-grave” as he referred to it.
            

            
            Today Heine is remembered primarily for his lyric poetry such as “A Pine Is Standing Lonely,” “A Young Man Loves a Maiden,” “Ah, Death Is Like the Long Cool Night,” and his politically revolutionary poetry such as “The Silesian Weavers.” Characteristically, Heine’s lyrics use simple diction and metrical patterns often
               taken from traditional ballads. They do not announce grand, important themes, relying
               instead on the power of suggestion and imagination. And quite often Heine reiterates
               the characteristic Romantic desire for the unattainable Other. Thus the early Heinrich
               Heine was a significant poet among the German Romantics.
            

            
            But in later years Heine changed with the times: “His Romantic School, published in 1836, was the first sustained attempt to find common ground among various
               German writers under the rubric of Romanticism. . . . [He] he called himself a ‘defrocked
               Romantic,’ and indeed his earlier Romantic vein yielded increasingly to realistic
               or satirical work—not unlike that of Byron, whom he had translated. (One acquaintance
               had called him the German Byron)” (Ferber 2005: 140). Heinrich Heine died on February
               17, 1856, in Paris, and was buried in the Montmartre Cemetery.
            

            
         

         
         	HENRY VON OFTERDINGEN

         
         	
            Novalis’s novel, unfinished, was published posthumously in 1802 and is highly representative
               of the German Romantic movement. An extraordinary merger of novel, fairy tale, and
               poetry, the novel is set in the medieval period and tells of Young Henry, a young
               poet who is in quest of the elusive Blue Flower with its lovely face of the still
               unknown yet beautiful Mathilda. The narrative of the journey is interspersed with
               stories and songs. The hero’s blue flower became a symbol of German Romanticism.
            

            
            See also MAGICAL IDEALISM.
            

            
         

         
         	HERDER, JOHANN GOTTFRIED (1744–1803)

         
         	
            This influential and prolific thinker gave inspiration to German Romantics, especially
               Johann Wolfgang von Goethe. Enlightenment rationalism had little appeal for Herder, who was a Protestant clergyman
               of unorthodox views. His thinking, seen only at an elementary level, combined Christian
               philosophy with Enlightenment variations of humanism along with the new ideas of Jean-Jacques Rousseau. Thus developed his inspired conception of a German national identity with the addition
               of new dimensions to German literary and philosophical thought.
            

            
            Part of the argument he developed for maintaining a Germanic superiority as a historic
               imperative was based upon his reading of Ossian, a fabricated early Gaelic poet invented
               in the 1770s by James Macpherson and claimed to be authentic.
            

            
            
               And just as Macpherson in pretending that the Ossian poems were genuine was prompted
                  by the desire to assert the cultural superiority of the Celts to their English conquerors,
                  so Herder in promoting Ossian, had a similar motive: to demonstrate the superiority
                  of the primitive, the earthy, the spontaneous and folkloric in art over the products
                  of sophisticated French taste. Ossian had the added advantage from Herder’s point
                  of view of being “northern,” which meant that he could be captured together with the
                  newly translated sagas from Iceland and Scandinavia in Herder’s wide net of the Germanic.
                  (Cranston 1994: 26–27)
               

               
            

            Ossian, the Celt, in fact, was the subject of Herder’s essay written for Of German Character and Art, a 1773 collection of essays associated with the Sturm und Drang movement. In the early 1770s while he was studying law at Strasbourg, Goethe came
               under the direct influence of Herder.
            

            
            See also FICHTE, JOHANN GOTTLIEB (1762–1814).
            

            
         

         
         	“HER FACE IS NOT THE FACE OF VENUS”

         
         	
            This lyric by the Russian poet Mikhail Yuryevich Lermontov mocks those poetic conventions that exaggerate the features of beautiful lovers.
               He starts off this poem by saying all the things the woman he loves is not. Then slowly
               he transitions to everything that she is, realizing that every little detail and characteristic
               about her makes her lively, lovely, and unique. The woman here, the poet says, is
               not beautiful, nothing to marvel at. She has never seen another person bow before
               her. She is far less desirable than others; therefore no one will ever attend to her
               every whim. However, the way she moves and speaks and laughs is graceful and exciting.
               Just as sunshine warms a body on a cold day, her voice warms the soul. The poet cannot
               help but love her.
            

            
         

         
         	HERNANI

         
         	
            See HUGO, VICTOR (1802–1885); NERVAL, GÉRARD DE (1808–1855).
            

            
         

         
         	HINTS FROM HORACE

         
         	
            Lord Byron wrote this poem in March 1811 in a Capuchin convent in Athens and originally intended
               to publish it anonymously as he did his other works prior to the publication of Childe Harold’s Pilgrimage. Byron had a circle of friends who would have been embarrassed if such a poem appeared
               publicly. Hints from Horace is a free adaptation of Horace’s Art of Poetry and written in heroic couplets. The poet’s intent is to transfer Horace’s dicta into
               modern English literature. Byron does not limit his satire to literature, but he includes
               social and political satire, although he dwells mostly on literary figures. In theory
               the poem has no higher purpose than ridicule. In his satire Byron condemns the new
               Romantic poets and he condemns Sir Walter Scott especially for writing for money. In later years Byron would change his mind both
               about Scott as a poet and about writing for money. Hints from Horace was Byron’s favorite poem prior to the publication of Childe Harold’s Pilgrimage. He assumed this poem would make him a modest reputation. Fortunately, his friends
               and John Murray the publisher thought otherwise.
            

            
         

         
         	AN HISTORICAL AND MORAL VIEW OF THE ORIGINS AND PROGRESS OF THE FRENCH REVOLUTION;
               AND THE EFFECT IT HAS PRODUCED IN EUROPE

         
         	AN HISTORICAL AND MORAL VIEW

         
         	
            Mary Wollstonecraft’s An Historical and Moral View, published in late 1794 by Joseph Johnson, was intended to be the first volume of a series, but the series was never finished.
               It begins with a discussion of the American Revolution and its influence on later
               historical developments, in particular the French Revolution. Thus it covers only
               the early months of the French Revolution. It covers the debates and actions of the
               National Assembly, the work of Jacques Necker toward a failed compromise, the actions
               of Comte de Mirabeau and the Marquis de Lafayette, the storming of the Bastille on
               July 14, and the people’s march to Versailles on October 5—essentially the early and
               less controversial phase of the revolution through 1789—but clearly both her readers’
               as well as Wollstonecraft’s personal knowledge of later events serves as a subtext.
               Wollstonecraft herself was living through the bloodier events of the revolution while
               being pregnant by her inconstant lover, Gilbert Imlay, a disreputable American man of business who was profiting from the chaotic historical
               moment.
            

            
            In An Historical and Moral View, Wollstonecraft shows that the barbarities of the revolution resulted not from any
               weakness in radical political philosophy, but from the fact that the French were battling
               a centuries-old despotic, feudal system. The resulting degradation of character was
               not to be overcome. But because the seeming failure of the revolution was a result
               of the degradation of the historically determined French character and not from a
               weakness of universal human nature, there was still hope that revolutionary principles
               would prevail eventually. In fact, in the long view of French and European history,
               the revolution would have to succeed since history would not turn back and instead
               would progress toward liberty for all.
            

            
            Wollstonecraft also attacks capitalist economic systems. Revolutionary principles
               would not succeed, she believed, until commerce no longer degraded worker as well
               as master.
            

            
            Published in 1794, the book had a favorable reception, and a second edition came out
               in 1795.
            

            
         

         
         	A HISTORY OF NEW YORK

         
         	
            See “THE GOLDEN REIGN OF WOUTER VAN TWILLER, BY DIEDRICH KNICKERBOCKER”; IRVING, WASHINGTON (1783–1859).
            

            
         

         
         	HISTORY OF ROMANTICISM

         
         	
            Théophile Gautier in his old age toward the end of the 19th century wrote of the excitement in the
               air during the early days of the French Romantic movement. The Romantics knew that
               theirs was a new movement, a new way of looking imaginatively at life. In his chapter
               “First Encounter” he reminisces,
            

            
            
               It must be difficult for the present generation to imagine the state of excitement
                  of all minds at that time. A movement analogous to that of the Renaissance was taking
                  place. A sap of new life was running hotly; everything was germinating, budding, blooming
                  at one and the same time; intoxicating scents filled the air, which itself went to
                  the head; men were drunk with lyricism and art. It seemed as though the great lost
                  secret had been found again; and it was, for Poetry had been lost and now was found
                  (Hugo, Howard 1957: 70).
               

               
            

            See also ROMANTIC SELF-CONSCIOUSNESS: WHAT THE ROMANTICS SAID ABOUT ROMANTICISM.
            

            
         

         
         	HOBHOUSE, JOHN CAM (1786–1869)

         
         	
            A lifelong friend of Lord Byron after they met at Cambridge in 1807, Hobhouse traveled with Byron on his first pilgrimage
               and published his own Journey through Albania in 1813. He joined the Byron-Shelley Circle later in Italy, where he wrote the historical notes to Childe Harold’s Pilgrimage, canto 4. Hobhouse was with Byron and Mary and Percy Shelley at the Villa Diodati in the famous summer of 1816 (Levine 2010: 1025).
            

            
            See also GALT, JOHN (1779–1839); MATTHEWS, CHARLES SKINNER (?–1811); STENDAHL (1783–1842).
            

            
         

         
         	HOGG, THOMAS JEFFERSON (1792–1862)

         
         	
            Hogg was a close friend of Percy Bysshe Shelley and for many years lived with him or close by and traveled constantly with the young
               poet. At Oxford, Hogg was expelled along with Shelley for distributing their tract
               The Necessity of Atheism. The two had a falling out for several years after Hogg and Harriet Westbrook had a sexual moment upon Westbrook’s return to England from Scotland where she and
               Percy had just gotten married. Later, in 1815, Hogg evidently had a short sexual affair
               with Mary Shelley. Then, in 1823 Thomas Hogg fell in love with Jane Williams, the widow of Edward Williams
               who drowned with Percy Shelley when their ship was caught in a sudden storm. They
               eventually married and settled into a London social circle that included Thomas Love Peacock and Mary Shelley.
            

            
            Percy Shelley’s will left Hogg £2,000, and Mary Shelley insisted that he should be
               the one to write Percy’s biography. The first two volumes of a proposed four volumes
               of The Life of Percy Bysshe Shelley appeared in 1858. However, for fear of Shelley gaining a false reputation from Hogg’s
               works, Shelley’s legal representatives retracted vital documents from Hogg’s possession,
               thus preventing him from composing the subsequent two volumes.
            

            
            Despite the colorful events of his youth and early middle age with the Shelleys, Thomas
               Hogg devoted most of his life to a distinguished career as a member of the Bar. He
               died on August 27, 1862.
            

            
            See also JANE POEMS.
            

            
         

         
         	HÖLDERLIN, FRIEDRICH (1770–1843)

         
         	
            A central figure of the German Classical-Romantic period, the German poet Hölderlin
               is important because of his ability to combine classical and Romantic sensibilities.
            

            
            While he is best known for his lyric poetry, Hölderlin also figures importantly as
               a Romantic for his work in the fields of the novel, drama, and poetic theory, and
               for the important influence he exerted on the development of the philosophy of German
               Idealism. “Hölderlin’s verse represents both the culmination of the German classical
               tradition, with its thematic and formal indebtedness to the literature of antiquity,
               and the highest expression of the German Romantic glorification of the poet, combining
               veneration of nature with the development of a national poetic ideal” (Ryan 1989).
            

            
            Born Johann Christian Friedrich Hölderlin Lauffen, near Nürtingen, in Swabia on March
               20, 1770, Hölderlin was from early in life close friends with Friedrich Schelling.
               At seminary in Tübingen he also befriended Georg Wilhelm Friedrich Hegel. All three friends were enthusiastic in their support for the French Revolution.
            

            
            Hölderlin for a while was a member of the Jena Circle and especially came under the influence of Friedrich Schiller and came to share Schiller’s idealization of ancient Greek civilization. His novel
               Hyperion, which he worked on from 1797 to 1799, reflects Hölderlin’s attitudes toward the
               progress of the French Revolution.
            

            
            Hölderlin’s poetry generally reveals a spiritual dimension even when its ostensible
               concerns appear relatively trivial as in “The Half of Life,” where he contemplates a summer scene and blesses the water where swans dip their
               heads as “holy.” Usually his poetry prompts powerful personal feelings on what it
               means for human beings to live in time. “Most of Hölderlin’s poems, many of them fragmentary,
               are reverential and prophetic—usually of a god, sometimes Dionysus, sometimes Christ,
               sometimes a less distinct figure, who will come to Germany from the East” (Ferber
               2005: 73).
            

            
            Friedrich Hölderlin wrote a considerable body of poetry, nearly all before the age
               of 36 when he became incurably schizophrenic. He died peacefully in his sleep on June
               7, 1843, at the age of 73.
            

            
         

         
         	“HOLY WILLIE’S PRAYER”

         
         	
            Robert Burns felt little loyalty to organized religion of any kind, but in particular he detested
               the strict Calvinism of the contemporary Scottish Presbyterian Church and its teaching
               on predestination of the elect. Burns especially despised the hypocrisy that was an
               outgrowth of this doctrine. This poem exemplifies Burns’s attitude. The poem is a
               dramatic monologue written in his familiar standard Habbie stanza form. Holy Willie starts out praying to God. He acknowledges that he deserves to go
               to hell and he even points out to God his many sins. Yet because he is one of the
               elect he thanks God and then points out the many sins of his fellow church people
               who obviously are not God’s elect.
            

            
         

         
         	HOURS OF IDLENESS

         
         	
            Lord Byron’s first major collection of lyric poems was published under his name in 1817. It
               contains all the poems from Fugitive Pieces and Poems on Various Occasions. By editorial consensus the title Hours of Idleness has become the title assigned to the grouping of all of Byron’s early lyrics. Besides
               Hebrew Melodies, then, most of the lyric poetry of Byron can be considered part of Hours of Idleness. As would be expected from a volume of early lyrical poetry, what most scholars have
               agreed upon in the past is that this early poetry is interesting mainly for the light
               it sheds upon Byron’s early life. But a recent reevaluation of Byron as a lyric poet
               has brought Hours of Idleness into the Byron canon as an important part of his total work for its literary qualities
               as well.
            

            
            The volume opens with a preface. Here we see a young man speaking almost informally
               to his audience, or, at least, although with the best intention of formality, revealing
               much more about his own personality than about any theories of composition. He is
               very paradoxical in his hopes and expectations. Byron is writing to an audience of
               his peers in intellect, taste, and sophistication. It is classically educated, clever,
               and cynically youthful. If Byron does not write necessarily to please this world of
               his, he at least hopes not to be mocked. He may not share its tastes in all matters,
               but he accepts its judgment.
            

            
            Hours of Idleness bears some of the typical characteristics of a first serious collection. It contains
               imitations of Thomas Moore, Robert Burns, Alexander Pope, James Macpherson (Ossian), and Sir Walter Scott (Marmion). Nevertheless, from the beginning we see the passion that would infuse Byron’s later
               poetry.
            

            
         

         
         	THE HOUSE OF THE SEVEN GABLES

         
         	
            See HAWTHORNE, NATHANIEL (1804–1864).
            

            
         

         
         	HUDSON RIVER SCHOOL

         
         	
            This close association of American artists and writers is known for a certain Romantic
               perspective on nature inspired by the newly founded United States and its steady, westward expansion. The
               painters characteristically produced enormous canvasses with wide panoramic scenes
               of extraordinarily high mountains contrasted by deep, shaded valleys, and billowy
               clouds with fabulous rays of sunshine spotlighting a scenario usually deep within
               the darkened valley. The poet William Cullen Bryant, who along with James Fenimore Cooper had been describing such scenes in the newly emerging American literature, was one
               of painter Thomas Cole’s early patrons when Cole left the Pennsylvania Academy in
               Philadelphia and established himself in New York. Asher Durand bought one of Cole’s
               earliest panoramas of the Hudson River Valley and developed a bond with the painter
               and the poet. These friendships initiated an informal creative association from which
               some of the greatest early-American painting and literature developed, an association
               known collectively as the Hudson River School. The painters Albert Bierstadt and Thomas
               Moran were part of the group as well besides Cole, Bryant, Durand, and Cooper.
            

            
         

         
         	HUGO CÉNACLE

         
         	
            See HUGO, VICTOR (1802–1885); NERVAL, GÉRARD DE (1808–1855).
            

            
         

         
         	HUGO, VICTOR (1802–1885)

         
         	
            Victor Hugo’s father was a general under Napoleon, but Hugo’s ancestral family was deeply divided between royalist and revolutionary
               sympathies. Young Hugo as a military child had traveled widely by the time he was
               10. By then he had also written two plays. He never stopped writing after that. Much
               of the poetry written in his youth proved its quality.
            

            
             By the 1820s Hugo was becoming the leader of the French Romantic movement. Hugo’s
               play Hernani (1830) caused a storm of controversy for its departures from strict norms of versification,
               and it became a rallying point of the young Romantic movement. He and his wife Adèle
               at one point led a literary circle that included Alfred de Musset, Alfred Comte de Vigny, Charles-Augustin Sainte-Beauve, the elder Alexander Dumas, Hector Berlioz, and Eugène Delacroix. Despite his marriage (an unemotional one),
               Hugo for 50 years was dedicated to an actress, Juliette Drouet.
            

            
            Hugo was always engaged in the politics of his age, and his career rose and fell in
               accordance with his sympathies. In 1851 he was exiled to the island of Guernsey for
               opposing Louis Napoleon’s coup in 1851. There he remained for 20 years, and it was
               there that he wrote the novels by which he is most remembered today, including The Hunchback of Notre Dame and Les Misérables. When Victor Hugo died at 83 in 1885, the crowd at his state funeral numbered over
               a million.
            

            
             Victor Hugo was a titan of 19th-century French literature in nearly every genre:
               the novel, poetry, drama, and prose; and he was one of the great figures of the French
               and worldwide Romantic movement. Not only was the range of his writing noteworthy
               but so also was his consistent embodiment of the principles of Romanticism. The Romantic
               spirit of the age pervades Hugo’s writing in his effort to reimagine and resee the
               everyday; in his attention to the phenomena of the natural world; in his glorification
               of the imagination and indeed of consciousness; in his indignation over social injustice;
               and in his interest in the illumination provided by detail.
            

            
            See also “ET NOX FACTA EST”; HUGO CÉNACLE; NODIER, CHARLES (1780–1844); ROMANTIC SELF-CONSCIOUSNESS: WHAT THE ROMANTICS SAID ABOUT ROMANTICISM.
            

            
         

         
         	THE HUNCHBACK OF NOTRE DAME

         
         	
            Victor Hugo published this, one of the most famous of all French novels, in 1831. The novel races
               through its story at a breathtaking pace similar to a Sir Walter Scott story, telling
               the tale of Quasimodo, the hunchback, and his impassioned relationships and conflicts
               with Esmeralda the gypsy and Frollo the tormented priest, all set against the backdrop
               of the mighty Notre Dame cathedral in Paris.
            

            
         

         
         	HUNT, LEIGH (1784–1859)

         
         	
            James Henry Leigh Hunt was born on October 19, 1784, near London, the youngest son
               of a clergyman. He entered Christ’s Hospital on November 24, 1791. Among his classmates were Samuel Taylor Coleridge and Charles Lamb. After his education Hunt entered the world of letters and the chief literary circles
               of London as he became a drama critic for several periodicals including The News, and The Times while working at the War Office. His first major work was “Critical Essays on the
               Performers of the London Theatres” in 1808. That led the way to his becoming editor
               that same year of The Examiner, a weekly, a post he would hold until 1821.
            

            
            He married Marianne Kent in 1809 and the following year took on the editorship of
               the quarterly Reflector as well. By this point in his career Leigh Hunt was a power within London literary
               circles. The Story of Rimini came out in 1816. Thus he attracted close associates within the literary community,
               such as John Keats, as well as enemies. Blackwoods Magazine would label Hunt the leader of the “Cockney School,” a group of uneducated, unsophisticated
               scribblers.
            

            
            After moving to Italy with his family in 1822, Hunt became a part of the Byron-Shelley Circle and edited The Examiner with Byron. After Byron’s death Hunt published Lord Byron and Some of His Contemporaries in 1828. Leigh Hunt lived a long life, well into the Victorian period, and continued
               to edit numerous periodicals and write novels and poems. He died on August 28, 1859.
            

            
            See also “ABOU BEN ADHEM”.
            

            
         

         
         	“HYMN TO INTELLECTUAL BEAUTY”

         
         	
            Percy Bysshe Shelley wrote this poem in Switzerland in the famous summer of 1816. Leigh Hunt first published it in The Examiner in January 1817. Shelley subsequently published the poem in Rosalind and Helen in 1819. “Hymn to Intellectual Beauty” is an ode that represents the physical beauty
               of the natural world as a veil which half conceals and half reveals the spiritual
               or intellectual beauty beneath. It is a platonic and Transcendental poem closer to
               the mood of William Wordsworth than Shelley generally is.
            

            
            “Intellectual” in this poem means spiritual, beyond the senses—nonmaterial. As a hymn
               the poem is an affirmation of Shelley’s ideals. Beauty, for example, is not in the
               object, an early Wordsworth teaching, or in the beholder, a later Coleridge belief,
               but in the Platonic idea of beauty, the spiritual essence that momentarily touches
               the physical world and inspires it to aesthetic perfection. The problem for Shelley
               is that humanity is not permitted the eternal presence of this pure beauty. Instead,
               humanity suffers from the oppressive binaries of love and hate, despondency and hope.
               In physical reality we apprehend beauty always in momentary flashes unrelated to the
               essence of the object.
            

            
            The last stanza shows that this essential Spirit of Beauty will provide the dedicated
               poet, the dedicated soul, with reverential awe for the imagination and universal love
               for all human kind. Shelley develops these ideas in his poem through a series of abstract
               images appropriate to their subject matter.
            

            
            Shelley conceived the idea of the poem during an excursion with Byron on Lake Geneva,
               during the summer of 1816, when his mind was full of Jean-Jacques Rousseau. The Spirit of Beauty, the “unseen Power” whose visits to humanity are inconstant
               and intermittent, closely resembles the ideal love represented by Asia in Prometheus Unbound. Other poems related to “Hymn to Intellectual Beauty” include Alastor and Epipsychidion. Stanzas 5 and 6 connect readily with stanzas 3–5 of the “Dedication” of Laon and Cyntha as they refer to a specific intellectual awakening Shelley experienced as a boy at
               Eton. The same event is alluded to in Julian and Maddalo.
            

            
         

         
         	HYMNS TO THE NIGHT

         
         	
            Novalis’s most important poetic contribution to the German Romantic movement, Hymns to the Night was first published in Athaneaum in 1800. Novalis in these intensely personal poems, which are not just hymns to night
               but hymns to death, shows his yearning for the infinite, as in “Yearning for Death”
               where “A mystic shudder, sweet, unbounded, / Now courses through our marrow,” and
               in the far distance we hear “An echo of our sorrows.” In these poems Novalis yearns
               for a sleep that is an eternal dream. The highest possible ecstasy will be felt in
               night or death when he is once again be with his betrothed, Sophie, who died at age
               17, before they could marry. Hymns to the Night develops in five parts, the first four of which are expressions of Novalis’s grief
               over the death of Sophie, while the fifth part is an impersonal longing for self-transcendence
               similar to William Blake’s “Annihilation of the Selfhood” and an engagement with the cosmos itself. “By the
               end, ‘Night’ itself is transformed into a radiant eternal day” (Ferber 2005: 93).
            

            
         

         
         	HYPERION

         
         	
            Friedrich Hölderlin’s novel (1797–1798) is a Bildungsroman telling the story of a young Greek man passionate
               to go off and fight the Turks and return his homeland of Greece to its former glory.
               By the end of the tale, though, disillusioned, he becomes a hermit. Generally the
               novel is interpreted as a reflection of Hölderlin’s views on the French Revolution.
               According to a recent publisher,
            

            
            
               Cast in the form of letters from its eighteenth-century protagonist to a German friend,
                  this book charts the course of a desperate search for fulfillment in action, in love,
                  and in final contemplation; its story is one of human disillusion and human rebirth.
                  In it the reader will encounter one of the most vivid of all literary landscapes—a
                  landscape the author never saw but to which he dedicated all the resources of his
                  art—the landscape of Greece, bathed in blazing sunlight, infused with remembered glory.
                  Written in a prose whose remarkable rhythmic power deeply influenced Nietzsche, Hyperion
                  represents a triumph of the poetic imagination and a projection of a vision of the
                  human condition that has caused the figure of Hölderlin to loom ever larger in the
                  contemporary literary consciousness.
               

               
            

            See also “HYPERION’S SONG OF FATE”.
            

            
         

         
         	HYPERION: A FRAGMENT

         
         	
            John Keats wrote his second major poem between September 1818 and April 1819 and published it
               in his third volume, Lamia, Isabella, The Eve of St. Agnes, and Other Poems, in 1820. Keats wrote two versions of this poem, the other being The Fall of Hyperion, yet never completed either. In Hyperion: A Fragment, Keats presents Saturn mourning for his fallen realm and contending with the Titans
               how he may reclaim it. They look for Hyperion, the sun god, who refuses to help. Then
               the young Apollo enters. Keats began with ambitions for a Miltonic epic. The fragment
               shows what he might have accomplished had his life not been cut short. In The Fall of Hyperion the poet-speaker dreams he passes through a garden toward a shrine. Yet none are
               allowed to approach. Then the fate of Hyperion, the last of the Titans, now dethroned
               by Apollo, is revealed to him by Moneta, mournful goddess of the “wither’s race” of
               Saturn. Here the fragment ends.
            

            
         

         
         	“HYPERION’S SONG OF FATE”

         
         	
            In Friedrich Hölderlin’s novel, Hyperion writes this poem after receiving a letter from the dying Diotima, contemplating the
               eternal question of the vast gulf between mortality and immortality. For Hyperion,
               at this moment, we walk in bliss. We are very happy and living life large. The gods
               (“celestials”) rejoice with happiness. But we are merely human so we must return to
               earth. We cannot remain in bliss. Because we are human we must stumble and fail and
               live life from one moment to the next, not knowing what is going to happen.
            

            
            Essentially, we are destined to walk the earth with uncertainty. We are destined to
               fail, and while we may glimpse moments of real happiness, they will not last long.
               The poet thus reflects on the celestials who walk “up there in the light / on floors
               like velvet” to the accompaniment of soft winds and a heavenly harper who “touches
               holy / Strings with her fingers.” There in the poet’s imagination of luxury the gods
               enjoy their “fateless” existence and flowers never die. But the third and last stanza
               turns to the tragedy of humanity’s lot; blindness contrasts with the calm gaze of
               eternal beings. The very shape of the poem, each stanza indented so that it looks
               like a downward precipice, expresses its meaning.
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         	“I CANNOT FORGET WITH WHAT FERVID DEVOTION”

         
         	
            William Cullen Bryant, the original Romantic among American poets, in this early poem laments the ways
               life in the city displaces the spiritual solace found in nature during long walks
               in the woods. He concludes by asking the dark power of nature, “Oh, leave not, forlorn
               and forever forsaken, / Your pupil and victim, to life and its tears! / But sometimes
               return, and in mercy awaken / The glories ye showed to his earlier years.”
            

            
         

         
         	“THE IDIOT BOY”

         
         	
            See LYRICAL BALLADS.
            

            
         

         
         	“I DO NOT LOVE YOU”

         
         	
            This lyric poem by the Russian poet Mikhail Yuryevich Lermontov is written with the poet as speaker. The poet tells his erstwhile beloved that he
               has come to the realization that he has “shed the weight of longing and remorse” for
               the end of their relationship. He no longer has any desire for her love left. He no
               longer even thinks about her. Just as he cannot forget her even though she has lost
               her hold on him, an abandoned temple is still a temple. And a helpless idol is still
               a god. The poem is untitled so the first line is usually used by editors as the title.
            

            
         

         
         	“I KNOW A STRANGE, GIGANTIC HYMN”

         
         	
            In this the first poem of Gustavo Adolfo Bécquer’s Rimas, the speaker states that there is a song that he knows. It is a song that he wishes
               to sing to his lover. This hymn is long but refreshing to the ears of those who listen
               to it. The speaker wishes to capture this hymn the best way he can. However, he can
               speak only an impoverished language, and he realizes that it is futile to try and
               write this hymn of love. He does come to realize that this song is inside him but
               love is shown by holding her hands in his. This, the first poem in Bécquer’s posthumously
               published Rimas, introduces the poet’s themes and “these pages,” the volume itself, which (like so
               much Romantic poetry) are devoted to an impossible task. The challenge is to capture
               the ineffable. In this brief and elegant set of quatrains, Bécquer announces his preoccupations
               that will fill his Rimas.
            

            
         

         
         	ILLUMINATED ENGRAVINGS

         
         	
            William Blake’s parents, recognizing some element of precociousness in their child, began sending
               him at age 10 first to a drawing school, and then at age 14 they apprenticed him as
               an engraver. Because he was not the most docile apprentice, young Blake undertook
               his apprenticeship under a succession of master engravers. All of Blake’s works after
               Poetical Sketches are what he called “illuminated writings.” They are all hand engraved. First, he
               would produce his poetic text and visual design on a copper plate with a liquid resistant
               to acid, called a “ground.” Next he would dip the copper plate into an acid so that
               the poem and illustration remained in relief. Then he would use the plate to print
               on paper. Finally, the paper copy would be finished by hand coloring, often by his
               wife, Catherine Boucher. Generally, to read a Blake poem for its fullest effect, the reader should take into
               account both the text and the engraved and colored illustration around the text. Blake’s
               illustrations are not illustrations in the conventional sense. The meaning of a Blake
               poem weaves within and without the text and the illustration combined.
            

            
            See also AMERICA: A PROPHECY; THE BOOK OF THEL; THE FRENCH REVOLUTION: A POEM IN SEVEN BOOKS; THE MARRIAGE OF HEAVEN AND HELL; THE SONGS OF INNOCENCE AND OF EXPERIENCE; TIRIEL; VISIONS OF THE DAUGHTERS OF ALBION.
            

            
         

         
         	IMAGINARY CONVERSATIONS

         
         	
            See LANDOR, WALTER SAVAGE (1775–1864).
            

            
         

         
         	IMLAY, FANNY (1794–1816)

         
         	
            See CLAIRMONT, CLAIRE (1798–1879); GODWIN, MARY JANE CLAIRMONT (1766–1841); GODWIN, WILLIAM (1756–1836); IMLAY, GILBERT (1754–1828); JOHNSON, JOSEPH (1738–1809); M. J. GODWIN AND COMPANY; SHELLEY, MARY (1797–1851); WOLLSTONECRAFT, MARY (1757–1797).
            

            
         

         
         	IMLAY, GILBERT (1754–1828)

         
         	
            Mary Wollstonecraft’s American lover while Wollstonecraft was in Paris during the French Revolution,
               Gilbert Imlay was the father of her daughter Fanny Imlay and an abusive partner. The two met in Paris in February shortly after the guillotining
               of King Louis XVI on January 21, 1793. Imlay had served as an officer in the revolutionary
               army and was the author of A Topographical Description of the Western Territory of North America, published in 1792, and The Emigrants, a novel published in 1794. In Paris Imlay hoped to make his fortune profiting from
               the turmoil of the times. Evidently the initial stages of the affair were torrid,
               according to William Godwin’s Posthumous Works of the Author of A Vindication of the Rights of Woman. To avoid scandal, Wollstonecraft in June 1793 moved out of Paris proper to nearby
               Neuilly and carried on the relationship in secret. Later in the summer Imlay traveled
               to Le Havre for an extended business engagement.
            

            
            Back in Neuilly, Wollstonecraft discovered she was pregnant. She registered herself
               with the American embassy as Imlay’s wife and joined him in Le Havre in February 1794.
               She gave birth to her first child, Fanny Imlay, on May 14. Imlay left again in August
               for an extended stay in Paris and eventually London. When Wollstonecraft attempted
               reconciliation in London in April 1795, Imlay refused. Shortly thereafter he prevented
               the completion of Wollstonecraft’s first suicide attempt and as a gesture of reconciliation
               convinced her to travel to Sweden, Norway, and Denmark as his business representative.
               Partly as a gesture of retribution, Wollstonecraft wrote a series of letters to Imlay,
               which she published as Letters Written during a Short Residence in Sweden, Norway, and Denmark. The letters indirectly attacked masculine loutishness of the type she accused Imlay
               of.
            

            
            When Wollstonecraft returned to London with her daughter, Fanny, in October 1795,
               she found Imlay living with a young actress. Again Wollstonecraft attempted suicide,
               this time by jumping off a bridge into the River Thames as a result of her despair.
               At last, in April 1796, the relationship came to an end. Their daughter, Fanny Imlay,
               committed suicide in 1816.
            

            
         

         
         	IMMERMANN, KARL (1796–1840)

         
         	
            Writing his Memoirs at the end of his life, the noted German theater manager and writer speculated on
               why Romanticism could not last:
            

            
            
               The Romantic school had its greatest influence on poetic souls and on small coteries
                  . . . But popular this school could never be. It was not based on the actual present,
                  but rather generated out of a longing for something non-existent . . . This “enlightened”
                  century verbalized pure chivalry, Catholicism, the world of the fairy tale, mysticism
                  . . . so successfully that it never was able to gaze on the true mirror-image of these
                  ways of life (Hugo, Howard 1957: 57).
               

               
            

            See also ROMANTIC SELF-CONSCIOUSNESS: WHAT THE ROMANTICS SAID ABOUT ROMANTICISM.
            

            
         

         
         	INCHBALD, ELIZABETH (1753–1821)

         
         	
            Born Elizabeth Simpson, Inchbald was a novelist, a dramatist, and an actress. Her
               two novels were A Simple Story, published in 1791 and Nature and Art, published in 1791. Her most successful comedy was I’ll Tell You What, produced in 1785. She edited The British Theatre, a collection of old plays (1806–1809). While Inchbald performed on stage for many
               years, she could only play secondary roles, often comic roles, because of a slight
               speech defect. Nevertheless, she was to become one of the most influential women of
               letters of the Romantic movement, especially as related to theater.
            

            
            The essence of her professional life after acting was, according to her earliest biographer,
               Samuel Littlewood, the beginning of her real success: “She rarely left London, and
               never for long. She was eminently businesslike in her dealings with managers, and
               got remarkably good money, as things went then, for her plays—as much as £900 in all
               for one, Such Things Are. But she continued to combine prudence and generosity in a way that has nowhere its
               exact parallel” (Littlewood 1921: 71). Even with her substantial earnings, Inchbald
               prided herself on her frugality and sought to live on £200 per year.
            

            
         

         
         	INDIA

         
         	
            Novalis and other German Romantics considered India the birthplace of poetry. In “Christianity or Europe: A Fragment,” Novalis claims that Romantic poetry “stands like an ornate India in contrast to
               the cold, dead pointed arches of an academic reason.” Moreover he says, extending
               his metaphor, “So that India might be warm and magnificent in the center of our planet,
               a cold, frozen sea, desolate cliffs and fog, rather than the starry sky and a long
               night, had to make both poles inhospitable” (Breckman 2008: 57). Sakontala, a German translation by George Foster of ancient Indian plays, had come out in 1791
               with a preface by Johann Gottfried Herder.
            

            
         

         
         	“THE INFINITE”

         
         	
            The Italian poet Giacomo Leopardi in this poem explores the relation between the mind and the natural world. The speaker
               of the poem has a “lonely hill” where he goes to think. While he is there, an impression
               of eternity or the infinite is forced strongly upon him. He loses his train of thought
               in the scope of all that is infinite. This poem explores the Romantic agony in longing
               for the infinite or the eternal. On a lonely hill, one can gaze into “the endless
               spaces far beyond.” Those spaces are considered endless, and they have witnessed seasons
               past and present. Thus the speaker loses himself in his imagination in the presence
               of the concept of infinity. This feeling overwhelms him, and he lets himself be immersed
               in the infinite he experiences immediately.
            

            
         

         
         	INKLE AND YARICO

         
         	
            George Colman the Younger’s comedy, first performed in 1787, tending toward the cynically Romantic, is built
               around the story of a young man of business from London named Inkle who as the play
               opens has just been shipwrecked in Barbados and is saved by a beautiful, indigenous
               American maiden named Yarico. She pledges loyalty and shows love to Inkle who, alas,
               is betrothed to the wealthy Narcissa, the governor’s daughter. Inkle must choose between
               Yarico and Narcissa.
            

            
         

         
         	“INSCRIPTION FOR THE ENTRANCE TO A WOOD”

         
         	
            American poet William Cullen Bryant’s very early poem, from 1815, shows his early command of blank verse and features
               a lush, sensuous description of nature. Typically Romantic, the young poet finds his comfort and security in nature. Nature
               is the nurturer of humanity and not a foe with which we struggle for survival.
            

            
         

         
         	INTRIGUE AND LOVE

         
         	
            Johann Friedrich Schiller produced this play in 1784 in which he attacked contemporary society by showing the
               forces of a despotic state interfering tragically with the love of an aristocratic
               young man and young girl from a station below him.
            

            
         

         
         	“INTRODUCTION” TO A VINDICATION OF THE RIGHTS OF WOMAN

         
         	
            In her introduction, Mary Wollstonecraft sets out her argument for the book. Because women are socialized to rely only upon their beauty, conduct, and manners, they soon become
               unpalatable beings for others to notice since their beauty, their most important feature,
               diminishes with age. Women’s education, created by men, causes this affectation, considered
               by many to be natural. In the conduct books written by men for the proper cultivation
               of feminine character and social graces, women are treated as subordinate beings.
               In the book that follows, Wollstonecraft says, she does not address all women, only
               middle-class women because the middle-class theoretically has not been corrupted by
               the extremes of poverty or wealth. Moreover, she refuses to treat women like children
               and appeals to women’s “reason” to acquire strength in their intellect through education.
               She refuses to write her prose as if it were entertainment and expects women to read
               the treatise without expecting to be entertained. Then she specifies clearly what
               kinds of rhetorical strategies she will use. She will not use a “sickly delicacy that
               turns away from simple unadorned truth.”
            

            
         

         
         	INTRODUCTION TO FRANKENSTEIN

         
         	
            In 1833, years after the original publication of Frankenstein, Mary Shelley undertook a considerable revision of the novel. For its new publication, she appended
               an introduction to give her side of the story as to how she composed her famous novel
               in the summer of 1816. She was, after all, “the daughter of two persons of distinguished celebrity,” so
               she felt often compelled to respond to questions such as “How I, then a young girl,
               came to think of and to dilate upon so very hideous an idea.” She then sets about
               describing the famous contest wherein each of the men that stormy summer at Lake Geneva
               were to write some sort of frightful story. Mary, though taking care of her infant
               son William all along, undertook to write a story as well. Lord Byron and her husband, Percy Bysshe Shelley, grew bored and produced ineffectually. Only Mary with her novel Frankenstein and John William Polidori with The Vampyre produced anything substantial. Polidori also wrote a recollection of the summer of
               1816, and his memories differ somewhat from Mary’s. In her 1833 introduction, Mary
               Shelley attempts to reconstruct her mental processes in beginning her composition,
               and she states that the first line she actually composed appears in chapter 4 of the
               novel: “It was a dreary night in November.”
            

            
         

         
         	THE INTRODUCTION TO THE PHILOSOPHY OF ART

         
         	
            Georg Wilhelm Friedrich Hegel published this major work that reveals much of his attitude toward Romanticism in
               1835. Hegel could be the great critic of Romanticism on the one hand; yet in The Philosophy of Art he shows the strengths of Romanticism. “The Romantic form of art,” he says, “annihilates
               the unity of the spiritual idea with its sensuous form; it returns, although on a
               higher plane, to the difference and opposition between idea and form—a difference
               which symbolic art left unresolved.” Instead, he claims, the classical forms of art
               reached the highest stages of perfection prior to the Romantic movement. But “Romantic
               art dissolves the ideal of classical art.” Nevertheless, “Romantic art has acquired
               a content far richer than that of classical art and its mode of expression.” So “the
               essence of Romantic art lies in the artistic object’s being free, concrete, and the
               spiritual idea in its very essence” (Hugo, Howard 1957: 55–56).
            

            
         

         
         	“INTRODUCTORY ADDRESS TO PARENTS”

         
         	
            Among the translations Mary Wollstonecraft produced for her publisher Joseph Johnson was Christian Gotthilf Salzmann’s Elements of Morality, for the Use of Children; With an Introductory Address to Parents. Translated from
                  the German of the Rev. C. G. Salzmann (1791). William Blake provided the illustrations. Wollstonecraft’s “Introductory Address to Parents” contains
               themes developed in much greater detail in her major works. Richard Polwhele, in a
               note to The Unsex’d Females, attempts to ridicule Wollstonecraft when she says, “In order to lay the axe at the
               root of corruption, it would be proper to familiarize the sexes to an unreserved discussion
               of those topics, which are generally avoided in conversation from a principle of false
               delicacy; and that it would be right to speak of the organs of generation as freely
               as we mention our eyes or our hands.” Polwhele responds, “To such language our botanizing
               girls are doubtless familiarized: and, they are in a fair way of becoming worthy disciples
               of Miss W. If they do not take heed of their ways, they will soon exchange the blush
               of modesty for the bronze of impudence” (Lynch, Deidre Shauna 2009: 289).
            

            
         

         
         	“AN INVENTORY OF THE FURNITURE IN DR. PRIESTLEY’S STUDY”

         
         	
            Composed around 1771 but not published until after her death, Anna Barbauld’s witty poem in irregular tetrameter couplets sets out to itemize the furnishings
               in the distinguished scientist Joseph Priestley’s study and laboratory. The poem is notable for its bizarre imagery associated with
               the bottles, jars, vials, thermometers, and books. The doctor’s shelves are lined
               with jumbles of books of all types, mostly unbound—described as new-born infants emerging
               from mothers’ wombs, some deformed, some more lively than others, but “all, like controversial
               writing, / Were born with teeth, and sprung up fighting.”
            

            
         

         
         	IRVING, WASHINGTON (1783–1859)

         
         	
            Romanticism in the United States seemed to begin with Washington Irving. He was the
               first American writer of imaginative literature to develop an international reputation
               and thus to lend respectability to the literary culture of the new nation. An essayist,
               humorist, historian, travel writer, fiction writer, and biographer, Irving had an
               artistic range as a prose stylist that was extensive.
            

            
            He was the first major writer produced by the newly independent nation, and his birth
               proved to be symbolic and legendary. He was born on April 3, 1783, five days after
               peace was declared with Great Britain ending the American Revolution and establishing
               the new nation of the United States of America. Legend has it that George Washington
               himself laid his hand upon the newborn baby and gave it his blessing; therefore the
               origin of his first name.
            

            
            Washington Irving was born into a wealthy New York merchant family. As was the custom,
               he studied law. But he found his passion early writing for two newspapers edited by
               his brother Peter and soon devoted himself to a career in letters. From 1802 to 1803
               young Irving wrote a series of satires on New York society for Peter Irving under
               the name “Jonathan Oldstyle, Gent,” thus launching his long career. After a grand
               tour through Europe for two years, Irving returned to New York and became associated
               with a loosely configured literary circle called The Nine Worthies of Cockloft Hall. After his fiancée Mathilda Hoffman died unexpectedly in 1809, a loss by which he
               always was affected deeply, Irving devoted himself to writing his History of New York published as well in 1809. With this work Irving’s reputation as a humorist and satirist
               was established at home.
            

            
            In 1815 Irving moved to England, where he spent the next 17 years. Sir Walter Scott and the publisher John Murray encouraged him to dedicate himself completely to his writing. The immediate result
               was The Sketch Book (1819–1820), published by Murray. Now Irving’s reputation was international. During
               these years Irving also lived and traveled widely in Germany and France. In Spain
               Irving began his other career as a diplomat for the United States in the American
               Legation. The result of his time in Spain was a series of major historical and biographical
               works that in his day probably raised Washington Irving’s prestige more than any of
               his New York writings. He published The Life of Columbus in 1828, The Companions of Columbus in 1831, The Conquest of Granada in 1829, and The Conquest of Spain in 1835. Irving’s last fictional work was The Alhambra, a series of tales published in 1832.
            

            
            When Irving returned to New York in 1832, he lived out the rest of his life an esteemed
               writer and an influential figure in American culture, letters, and politics. He also
               began looking to the new American frontier and writing about the American West. After
               a lengthy set of travels in the Far West, Irving published A Tour of the Prairies in 1835. In 1834 he published an account of the western fur trade. In 1837 he wrote
               The Adventures of Captain Bonneville about a Rocky Mountain scout. All these influenced the major American enterprise
               of romanticizing the American West, which continues to the present.
            

            
            In 1842 Irving returned to Spain for three years as U.S. minister to Spain. His last
               tenure as a public official was for three years after which he at last returned to
               his country home near Tarrytown and retired from public life. His last years were
               devoted to writing what he intended to be his legacy work, a five-volume biography,
               Life of Washington. In fact this was the definitive Washington biography into the early 20th century.
            

            
            With the completion of the fifth volume, Washington Irving laid down his pen. It was
               mid-September 1859, two and a half months before his death on November 28, 1859, and
               just a few months prior to the beginning of the Civil War.
            

            
            Washington Irving brought the English and European Romantic movement to America. He
               explored German folk legends as sources for material in The Sketch Book. He recreated the romance of the long ago in his Spanish writings. And, arguably,
               he was the first major writer to see the romantic possibilities in tales of the American
               West. Like that of Scott, Irving’s writing shows the Romantic infatuation with literary
               antiquity. His writing is imbued with the sensibility the European Romantics promoted.
            

            
         

         
         	ISABELLA; OR, THE POT OF BASIL

         
         	
            John Keats wrote this long narrative poem from February to April, 1818, and published it in
               Lamia, Isabella, The Eve of St. Agnes, and Other Poems. It is written in ottava rima and it embroiders romantically a tale from Boccaccio.
               Keats changes the scene from Messina to Florence, however. Isabella secretly loves
               Lorenzo, a lowly clerk in her greedy brothers’ employ. Fearful of the blot on their
               family name should their sister marry Lorenzo, her brothers lure him into the forest
               where they kill and bury him. But Lorenzo’s ghost visits Isabella in a dream and reveals
               the treachery and his burial place. Isabella exhumes the head of her dead lover, places
               it in a pot of basil, and waters it with her tears until her brothers discover it.
               Isabella pines away after they dispose of the pot of basil.
            

            
         

         
         	“ISRAFEL”

         
         	
            Edgar Allan Poe published “Israfel” in Poems (1831). Of all the angels in heaven, Israfel sings most sweetly. Even the moon pauses
               to listen to him. It is said his lyre is responsible for his beautiful music and that
               his “fire / Is owing to that lyre / By which he sits and sings.” The heaven of Israfel
               is perfect, says the poet, but he should not condemn poor earth for in reality Heaven
               is only a Platonic ideal and a pattern for earth. This earth is little compared to
               the “above.”
            

            
         

         
         	THE ITALIAN;   OR, THE CONFESSIONAL OF THE BLACK PENITENTS

         
         	
            Published in 1797, Ann  Radcliffe’s novel was one of her most popular. John Boaden adapted the novel for the theater
               as The Italian Monk and produced it at the Haymarket Theatre in London on August 15, 1797. It is Radcliffe’s darkest work, taking place in the
               contemporary period, so it contains no anachronisms. Gone also are the interspersed
               lines of poetry. The supernatural is less prominent, and the landscape descriptions
               are given with brevity. As with Montoni in Mysteries of Udolpho, Radcliffe provides a memorable villain, the nearly superhuman, manipulative, and
               vengeful Schedoni.
            

            
         

         
         	“IT IS A BEAUTEOUS EVENING CALM AND FREE”

         
         	
            William Wordsworth published this sonnet in 1805. For the Romantics, and perhaps especially for Wordsworth,
               childhood is a special, blessed stage in a human’s development, a period when we are
               close to the mystical source of all existence. But the simple innocence of childhood
               is, in Wordsworth’s view, all too often lost in the confusion and materialism of the
               adult world. Much of Wordsworth’s best poetry celebrates the innocence of childhood
               and suggests that all of us, even the most jaded, can still regain that vision. The
               octave of this sonnet describes the world at a moment when the divinity of things
               is most powerful and thus accessible to us: “The gentleness of heaven broods o’er
               the Sea; / Listen! the mighty Being is awake.” The sestet then makes clear that the
               divinity within ourselves is independent of the rational and conscious processes of
               thought. It exists in us and in the natural world, whether we know it or not.
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         	JACKSON, LYDIA (1802–1892)

         
         	
            Ralph Waldo Emerson’s second wife.
            

            
         

         
         	JANE POEMS

         
         	
            Percy Bysshe Shelley wrote a series of poems in 1822 at the end of his life dedicated to or about Jane
               Williams, wife of Edward Williams, with whom he was flirting at the time of his death
               the same year. Edward William was his best friend at the time and was drowned with
               Shelley on the fateful voyage of the Don Juan. Mary Shelley published the poems posthumously in 1839 as The Pine Forest of the Cascine near Pisa. This original pairing consisted of “To Jane: The Invitation” and “To Jane: The Recollection.”
               These two poems recollected an outing earlier in the year in the pine forest of the
               Cascine near Pisa undertaken by Jane, Mary Shelley, and Percy. Other poems in the
               grouping include “With a Guitar, to Jane,” which was written to accompany the gift of a guitar, an instrument at which Jane
               was proficient, and “To Jane: ‘The Keen Stars Were Twinkling,’” describing her music.
               Other poems in the grouping include “The Magnetic Lady to Her Patient” and “Lines
               Written in the Bay of Lerici.” Evidently the relation with Jane as with Emilia Viviani
               in Epipsychidion never progressed beyond close friendship or platonic love.
            

            
         

         
         	THE JEALOUS WIFE

         
         	
            George Colman the Elder first produced his most successful full-length comedy on February 12, 1761, at Drury Lane Theatre in London with David Garrick in the role of Oakly. The play’s stage success was phenomenal in the late 18th and
               early 19th centuries. It had 19 performances in 1761, its premiere season, and it
               remained standard in the repertory until 1892. Several successful revivals occurred
               in the 20th century.
            

            
            While Colman takes much of his plot from Henry Fielding’s novel Tom Jones, books 13–14, the play is no mere dramatization of the novel. In fact, beyond the
               basic outline of the characters, a similar situation, and a few similar incidents
               (all in the Harriot-Charles plot), The Jealous Wife bears little relation to Fielding’s popular novel. William Hazlitt praised the play for its good humor as a typical play of the era.
               For Hazlitt the humor arose from characterization, “from the skillful development
               of the characters, and the absurdities they commit in their own persons, rather than
               from the smart reflections which are made upon them by others.”
            

            
            Colman’s play, then, by emphasizing the coincidental, the accidental, the self-conscious,
               the histrionic, and the ironic nature of life, produces not just comic laughter but
               a resulting comic perspective on life, basically the Romantic affirmation of the homogeneity
               of the human community. Colman bases the plot on accidents and coincidences rather
               than, as is usual in comedy from the Restoration period, on intrigue. No mastermind
               controls the plot through some scheme set in motion at the beginning of the play;
               instead, one accident, one misunderstanding, one coincidence after another leads the
               play to its conclusion. Only the clear-sightedness of certain characters can control
               the chaos of this comic world.
            

            
            Like any good comedy of the Romantic period, The Jealous Wife starts immediately with a boisterous, action-filled comic scene, an “outrageous situation.”
               Mrs. Oakly has just received a letter relating to Harriot’s elopement. Of course,
               Mr. Oakly must be involved. Immediately we know we are in the comic realm: an irrational
               termagant is demanding the impossible from her husband. But since the comic effect
               of an opening scene cannot sustain the comedy, no matter how outrageous, Colman makes
               sure that every denial of Oakly’s guilt, every innocent expression by him, only confirms
               Mrs. Oakly’s suspicions all the more. But Colman ends his play by purging all madness
               from the chaotic world he has created. Mrs. Oakly’s madness is cured because, in the
               fashion of good sentimental comedy, she will no longer preoccupy herself with the fixed ideas of her husband’s supposed
               intrigues with which she began the play.
            

            
            No doubt the major cause of the play’s contemporary success was the fact that The Jealous Wife is true English comedy, and the theme that is most important in the play is the
               truly comic one: love overcomes all obstacles. The play’s ultimate comic appeal lies
               in the fact that two sets of likable lovers must overcome all sorts of amusing barriers
               to their happiness, and finally true love wins over everything. But more importantly
               in the larger perspective of Romanticism, the success of The Jealous Wife owes much to its intellectual value, as Colman expresses many Romantic concerns in
               his attack on social rank, on jealousy, and on those who see a distinction between
               nature and society.
            

            
         

         
         	JEFFREY, FRANCIS (1773–1850)

         
         	
            A longtime reviewer for the Edinburgh Review, he was one of the most influential of the Romantic critics. Born on October 23,
               1773, in Edinburgh, Scotland, and educated at Glasgow College, Jeffrey never attempted
               to disguise his liberal Whig political principles in his judgment of prose and poetry
               from the entire span of the 19th-century Romantic movement. His influence came from
               his position as the editor-in-chief of the Edinburgh Review, which he founded along with Henry Brougham and Sidney Smith in 1802. Among the writers of the Romantic period whose works Jeffrey
               reviewed for good or ill were Lord Byron, John Keats, Sir Walter Scott, Madame Germane de Staël, Samuel Taylor Coleridge, Williams Wordsworth, and Johann Wolfgang von Goethe. Jeffrey left the Edinburgh Review in 1820 to develop his subsequent career in law, accepting first a position as dean
               of faculty for the School of Law at the University of Edinburgh. Later positions included
               time in the Scottish Parliament, Lord Advocate in 1830, and Lord of Session in 1834
               until his death in 1850.
            

            
            William Hazlitt in the chapter “Mr. Jeffrey” in his The Spirit of the Age probably states the contemporary opinion of Francis Jeffrey as sympathetically as
               anyone could when he says, “He is certainly a person in advance of the age, and yet
               perfectly fitted both from knowledge and habits of mind to put a curb upon its rash
               and headlong spirit. He is thoroughly acquainted with the progress and pretensions
               of modern literature and philosophy; and to this he adds the natural acuteness and
               discrimination of the logician with the habitual caution and coolness of his profession.”
               For some of Jeffrey’s victims, Hazlitt’s praise might actually state Jeffrey’s problem.
               Jeffrey saw deeply into the Romantic revolution and was able to observe it and penetrate
               it more objectively than perhaps anyone else of his generation except, surely, William
               Hazlitt himself.
            

            
         

         
         	JENA CIRCLE

         
         	
            This group of German poets and thinkers within the sphere of the University of Jena
               is usually given credit for popularizing the term that has ever since described the
               movement that overtook the Western world in the late 18th and early 19th centuries,
               the term “Romantic.” These young Germans came under the influence of Johann Gottlieb Fichte, professor of philosophy at the university. They published The Athenaeum, a literary journal that achieved dominance among Romantics throughout Europe and
               England. Besides Fichte, the group included Friedrich and August Wilhelm Schlegel, Novalis, Johann Ludwig Tieck, Friedrich Schelling, and Friedrich Schleiermacher. Johann Wolfgang von Goethe was also associated with the group.
            

            
            See also WILHELM MEISTER’S APPRENTICESHIP.
            

            
         

         
         	“JEREMY BENTHAM”

         
         	
            In this chapter from The Spirit of the Age, William Hazlitt judges the great spokesman for utilitarianism harshly. Yet despite the fact that
               utilitarianism is antithetical to Romanticism, Hazlitt sees Bentham as integral to
               any assessment of the historic Romantic era. In a point of irony, Hazlitt notes that
               at the end of the garden at Bentham’s house is a stone in the wall “Inscribed to the
               Prince of Poets” that marks the house where the great English poet John Milton once
               lived. Bentham lives on the very spot where Milton lived, yet for Bentham, as he says
               elsewhere, poetry has no more value than a game of pushpins. Hazlitt then appraises
               Bentham’s accomplishments:
            

            
            
               Mr. Bentham, perhaps, over-rates the importance of his own theories. He has been heard
                  to say (without any appearance of pride or affectation) that “he should like to live
                  the remaining years of his life, a year at a time at the end of the next six or eight
                  centuries, to see the effect which his writings would by that time have had upon the
                  world.” Alas! his name will hardly live so long! Nor do we think, in point of fact,
                  that Mr. Bentham has given any new or decided impulse to the human mind. He cannot
                  be looked upon in the light of a discoverer in legislation or morals. He has not struck
                  out any great leading principle or parent-truth, from which a number of others might
                  be deduced; nor has he enriched the common and established stock of intelligence with
                  original observations, like pearls thrown into wine.
               

               
            

            In fact,

            
            
               Mr. Bentham’s forte is arrangement; and the form of truth, though not its essence, varies with time and
                  circumstance. He has methodized, collated, and condensed all the materials prepared
                  to his hand, on the subjects of which he treats, in a masterly and scientific manner;
                  but we should find a difficulty in adducing from his different works (however elaborate
                  or closely reasoned) any new element of thought, or even a new fact or illustration.
                  His writings are, therefore, chiefly valuable as books of reference, as bringing down the account of intellectual inquiry to the present period, and
                  disposing the results in a compendious, connected, and tangible shape; but books of
                  reference are chiefly serviceable for facilitating the acquisition of knowledge, and
                  are constantly liable to be superseded and to grow out of fashion with its progress,
                  as the scaffolding is thrown down as soon as the building is completed.
               

               
            

         

         
         	JOHNSON, JOSEPH (1738–1809)

         
         	
            An influential publisher in Saint Paul’s Churchyard, London, who was a member of a
               group of radical intellectuals that included Thomas Paine, Henry Fuseli, Thomas Holcroft, William Blake, William Godwin, Joseph Priestley, and Mary Wollstonecraft. It was through the generous offices of Johnson that Wollstonecraft was able to turn
               to writing originally for income but later also to make her radical commentary on
               the state political and human affairs.
            

            
            Johnson published Wollstonecraft’s first work, Thoughts on the Education of Daughters; with Reflections on Female Conduct, in the More Important Duties of Life in 1787, helping to establish one of the great intellectual careers of the late 18th
               century not merely by publishing her work but by intellectual encouragement. When
               she first moved to London at age 28, he moved her into a home at 49 George Street,
               Blackfriars, and gave her employment as a reader in his business. A year later he
               published her novel Mary: A Fiction. He also provided her work as a translator and assigned work for his journal, the
               Analytical Review.

            
            Wollstonecraft’s association with Johnson developed into more than merely a professional
               association. During her Paris years Wollstonecraft maintained a correspondence with
               Johnson, some of which has survived. The Johnson house itself served as a gathering
               place of radical intellectuals. Through Johnson, Wollstonecraft met William Godwin,
               later her husband.
            

            
            Godwin became acquainted with Johnson personally as well through the gatherings at
               the Johnson house. The early ideas for his An Enquiry Concerning Political Justice, and Its Influence on General Virtue and Happiness, published in 1793, evidently developed from Johnson’s social and political gatherings.
               After his wife’s death, Godwin published with Joseph Johnson his Memoirs of the Author of A Vindication of the Rights of Woman.
            

            
            William Blake also became part of the Joseph Johnson circle where he met other radical
               thinkers in a mutual exchange of ideas. Johnson agreed to publish The French Revolution in seven books in 1791. However, with good cause, Johnson out of fear never published
               the complete poem. Blake only engraved and published the first book of The French Revolution. Johnson set in type the second book, but it never was published, and although the
               title page claims all seven books had been completed, the remaining five books are
               lost. Johnson also published Blake’s engravings of William Cowper’s works in 1803.
            

            
            Johnson did publish Thomas Paine’s Rights of Man: Being an Answer to Mr. Burke’s Attack on the French Revolution the same year, 1791, however. Unfortunately, Johnson’s fears were realized when he
               was arrested and tried in 1798 as a result of Paine’s work leading to the passage
               of the Sedition Act. He was sentenced to six months confinement. Thereafter Johnson
               published only noncontroversial work.
            

            
            Among other Romantics that Johnson published were Maria Edgeworth, Anna Barbauld (all of her volumes of poetry), William Wordsworth, and Samuel Taylor Coleridge—their early work.
            

            
            Joseph Johnson died on December 20, 1809, in London. As a memorial to his deceased
               friend Mary Wollstonecraft, Johnson left a £200 annuity to her daughter Fanny Imlay.
            

            
            See also “LETTER ON THE PRESENT CHARACTER OF THE FRENCH NATION”.
            

            
         

         
         	JOURNALS OF DOROTHY WORDSWORTH

         
         	
            The journals of Dorothy Wordsworth for all practical purposes played no role in the critical assessment of William Wordsworth, Samuel Taylor Coleridge, the Lake Poets, or English Romanticism until 1897 when William Knight first published early transcripts.
               The story of Dorothy Wordsworth’s journals since that time has been the story of the
               critical reputations of nearly all the female Romantics from the 19th century through
               most of the 20th century, women such as Mary Wollstonecraft, Mary Shelley, Mary Robinson, and Charlotte Smith. First there was near total neglect. Then upon undeniable awareness there would inevitably
               be dismissal of any merit. Eventually, late in the 20th century, there would be a
               reassessment and then a discovery that these women possessed genius equal and in some
               cases superior to their male counterpart Romantics.
            

            
            Wordsworth’s journals are actually two journals: the Alfoxden Journal, which she kept during 1798, the monumental year in which she was working with her
               brother and with Coleridge on Lyrical Ballads, and the Grasmere Journals, which she kept from 1800 to 1802, years in which her brother was developing and
               articulating fully his revolutionary new theories of poetry.
            

            
            In the Alfoxden Journal Wordsworth records with minute and imaginative detail her observations while on her
               near daily walks in the country with her brother. For example on March 10 she notes,
               “Coleridge, Wm., and I walked in the evening to the top of the hill. We all passed
               the morning in sauntering about the park and gardens, the children playing about,
               the old man at the top of the hill gathering furze; interesting groups of human creatures,
               the frisking and dancing in the sun, the elder quietly drinking in the life and soul
               of the sun and air.”
            

            
            In the Grasmere Journals Wordsworth again shows her powers of observation and imaginative description. Clearly
               her ability to see nature matches the ability of her brother and of Coleridge. Early critics of the journals,
               though, would always qualify the distinction between Wordsworth’s artistic and literary
               powers by admitting her skills at journal writing but would depreciate her work by
               noting that she never really could develop her ideas into poetry such as that which
               the men produced. Today we would consider her choice of genres as valid as the men’s
               choice of genres. In Grasmere we see Wordsworth in direct collaboration with her brother.
               Often the two would return from a walk and William would recollect the emotions he
               felt in the tranquility of his study. Then later he would give his draft to Dorothy
               to edit. Her editing, as with that of all good editors, improved the poems as often
               as not.
            

            
            On Thursday, April 15, 1802, Wordsworth writes of one particular walk with her brother:
               “When we were in the woods, beyond Gowbarrow Park we saw a few daffodils close to
               the water-side. We fancied that the sea had floated the seeds ashore, and that the
               little colony had so sprung up. But as we went along there were yet more and more.”
               She then observed that the multitude of daffodils “tossed and reeled and danced. And
               seemed as if they verily laughed with the wind.” Two years later William would write
               one of his most famous poems, “I Wandered Lonely as a Cloud,” the first lines of which
               begin
            

            
            
               I wandered lonely as a cloud

               
               That floats on high o’er vales and hills,

               
               When all at once I saw a crowd,

               
               A host, of golden daffodils;

               
               Beside the lake, beneath the trees,

               
               Fluttering and dancing in the breeze.

               
            

            In this instance, which occurs often in the journals of Dorothy Wordsworth, we see
               clearly William retrieved a memory from his sister’s journals and at a much later
               time reimagined the scene and developed Dorothy’s original observation into the finished
               poem.
            

            
            What we see in the journals of Dorothy Wordsworth is the intellect of a woman equivalent
               to that of her more famous brother in a process of mutual collaboration—there is no
               serious thought that William plagiarized his sister—and creating some of the great
               poetry of the English Romantic tradition. All of which naturally brings up issues
               such as whether there is such a thing as a feminine sensibility as opposed to a male
               sensibility. Clearly there are distinct differences between the observations and preoccupations
               that derive from the social role Wordsworth played and those that reflect the quality
               of her intellect and imagination.
            

            
            Beyond what Wordsworth’s journals show us of the collaborative, creative genius of
               her and her brother, as well as Coleridge at times, her journals reveal much about
               her own inner life and her own sensibilities. Throughout her journals Wordsworth reflects
               upon many concerns and many observations from nature that never relate to the work
               of her male companions. Poignant passages reveal her feelings, such as one passage
               she wrote on the morning of William’s and Mary Hutchinson’s wedding, or the entries
               she wrote in France when she and William returned for the first time after he had
               left after the revolution to visit Annette Vallon. In her journals Dorothy Wordsworth
               has created one of the great literary works of the English Romantic movement.
            

            
         

         
         	JOURNALS OF RALPH WALDO EMERSON

         
         	
            From the age of 17 until he was 72, Ralph Waldo Emerson maintained assiduously a set of journals that he worked with almost on a daily basis.
               Here he records for 52 years in language often as racy as in the journals of Henry David Thoreau vital facts, hearsay, and observations from nature in the manner of Dorothy Wordsworth’s journals (unknown to him, of course). He makes sharp assessments of his contemporaries.
               He gives details of his walks with William Ellery Channing, Nathaniel Hawthorne, and Thoreau, and accounts of his conversations with Margaret Fuller and Bronson Alcott. Emerson himself called his journals his “Savings Bank” because
               it was here that he developed his ideas for his essays, lectures, and poems. Drafts
               of many of his poems—in prose—first appear here. His journals are so extensive that,
               as he admitted, virtually any thought he expressed in his published works is contained
               first in them (Perry 1995: v–vi).
            

            
         

         
         	A JOURNEY MADE IN THE SUMMER OF 1794 THROUGH HOLLAND AND THE WESTERN FRONTIER OF GERMANY

         
         	A JOURNEY MADE IN THE SUMMER OF 1794

         
         	
            See RADCLIFFE, ANN (1764–1823).
            

            
         

         
         	“JULIAN AND MADDALO”

         
         	
            Percy Bysshe Shelley’s poem was first published by Mary Shelley in Posthumous Poems in 1824. Julian and Maddalo ride along the Venetian sands at sunset and return after
               dark by gondola. While on the water they hear the clanging of a bell of a madhouse
               on an island, upon which Maddalo starts a conversation about the essential futility
               of the nature of life. Julian responds by vigorously arguing the opposite, that the
               human spirit is free and creative, that there is an essential optimism in the nature
               of life.
            

            
            Maddalo points to the madhouse in the distance and challenges Julian to visit it and
               determine which man’s philosophy is correct. For Maddalo, all humankind’s lot is no
               different from that of the madmen. Eventually darkness forces the two men to return
               to their gondola and make their way home. The next morning Julian visits Maddalo in
               his apartments and has his turn in rebutting Maddalo’s gloomy pessimism. His evidence
               is the innately sweet nature of Maddalo’s young daughter, with whom Julian has been
               playing while awaiting Maddalo. After chiding Julian’s lack of Christian faith, no
               doubt ironically, Maddalo takes his friend to visit a man called “the Maniac” who
               has been deserted by his beloved. Julian departs from Venice but returns years later.
               Maddalo’s young daughter now is an adult and she relates the fate of the Maniac. His
               beloved had returned to him and provided another moment of joy and cheer in his life
               only to forsake him once more and send him back into his pathological despair.
            

            
            “Julian and Maddalo” is Shelley’s most direct poetic treatment of his relationship
               with Lord Byron. Very transparently, Julian represents Percy Shelley and Maddalo represents Byron.
               The poem is written in iambic pentameter couplets with much enjambment akin to Robert
               Browning’s later conversational couplets. The speech of the characters in Julian and
               Maddalo partakes of the Wordsworthian ideal of being the language really spoken by
               men, except here the speech is that spoken by educated men. Concerning his style in
               this poem, Shelley wrote to Leigh Hunt on August 15¸ 1819, “I have employed a certain
               familiar style of language to express the actual way in which people talk with each
               other whom education and a certain refinement of sentiment have placed above the use
               of vulgar idioms” (Reiman and Freistat 2002: 119).
            

            
            The first 90 lines present some of the most magnificent poetic description in English
               of the Venetian sunset and subsequent dusk. The soliloquy of tormented, lovelorn despair
               by the Maniac no doubt shows the anguished passion Percy was feeling during his estrangement
               in 1819 from Mary Shelley, and it was this powerful display of passion in the poem
               that no doubt attracted Shelley’s worshipful readers in the years shortly after his
               death. “Julian and Maddalo” contains some of Percy Shelley’s most magnificent poetry,
               yet much of it remains tantalizingly cryptic.
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         	KEATS, JOHN (1795–1821)

         
         	
            John Keats was the Romantic poet who best represents the poet of utter sensuous beauty,
               the poet of the pure sublime. His Endymion is now accepted as a major canonical poem in English literature; his sonnets are
               among the best since Shakespeare; and the Great Odes by a near undisputed consensus places him as a poet on a level near that of Shakespeare,
               Milton, and Spenser. Yet Keats’s productive period as a poet lasted barely three years.
               Keats is an otherworldly poet among the Romantics. His was the ability to take the
               mundane from the physical world and transform it into the dreamy, ethereal essence
               of fairyland. He avoids urban settings, but he brings concrete imagery from the physical
               world to bear on the immaterial worlds of The Eve of St. Agnes, “Ode to a Nightingale,” and “To Autumn.” Keats was a poet foremost of sensual perfection through the intensity of his sensory
               perceptions, the luxuriance of his pure poetic imagination, the essence of poetic
               genius, the warmth of his affections, and the intensity of his passion.
            

            
            John Keats was born the son of a livery-stable worker on October 31, 1795, at Finsbury
               Pavement, Moorfields, London. He had three siblings, all of whom were close throughout
               their lives. Tom and Fanny died before John. His brother George moved to the United
               States. His mother proved an unstable parent. After the death of Keats’s father when
               the child was nine years old, his mother remarried and abandoned the family for three
               years, returning just before she died of consumption, or tuberculosis, the disease
               that was to kill Keats. Thus his grandmother raised the children.
            

            
            At the age of eight Keats began attending school at Enfield. The headmaster was John
               Clarke, who took especial interest in the bright student. But it was with the schoolmaster’s
               son, Charles Cowden Clarke, that Keats developed a lifelong, deeply loyal friendship.
               Clarke introduced the young boy to poetry and later to poets themselves. It was Clarke
               with whom Keats one night in October 1816 read for the first time Homer in George
               Chapman’s Elizabethan translation. Keats’s heart and imagination soared higher than
               ever before in his experience and he went home after midnight and wrote “On First Looking into Chapman’s Homer,” in some ways, perhaps, his best-known poem.
            

            
            For five years Keats prepared himself for medical practice at the insistence of his
               guardian uncle. While he progressed through his apprenticeship and classes at the
               Royal College of Surgeons, followed by his internship at Guy’s Hospital, Keats never
               showed enthusiasm. His genius called him to the sublimity of poetry, not the mundanity
               of medicine. In all his poetic works he never mentions in any significant way the
               study or practice of medicine. Only a rare mention or two find their way into his
               collected letters.
            

            
            Keats’s early influences were his reading of Spenser and the Greek classics in translation.
               He knew no Greek but he developed an intense if limited vision of the Greek ideals,
               in particular as they relate to a longing for the perfectibility of beauty, in the
               cultivation of his sensual imagination, a spontaneous enchantment “of all sensuous
               objects of enjoyment” as the first true scholar of his work, F. M. Owen, claimed in
               her 1880 study. From William Wordsworth’s poetry, which simply was the air all intellectuals breathed in Keats’s maturing
               years, the young poet learned to respond deeply with all his imagination and physical
               senses to impulses of nature.
            

            
            But John Keats was also a man of his times in that he was a revolutionary, though
               not politically as with his later friends Percy Bysshe Shelley, Mary Shelley, and Lord Byron. He subsumed the contemporary spirit of change and newness with restlessness and
               ambition. By 1816 he was intimate with radicals in London such as William Godwin, William Hazlitt, and Leigh Hunt, as well as the Shelleys.
            

            
            In 1817, already in failing health, Keats traveled to the Isle of Wight and there
               began the composition of Endymion, his first major poem and perhaps his greatest long poem. He contributed to The Champion that winter as a drama critic and developed a close friendship with Charles Armitage
               Brown, who later was to write his biography. It was during this year that he met and
               visited with William Wordsworth.
            

            
            Endymion was published in April 1818, but by this time Keats was already beginning to feel
               the oncoming consumption which would eventually kill him. Several of his travels to
               mild climates within country were intended to serve as treatment. The infamous Blackwood’s Edinburgh Magazine review of Endymion came out on September 1, 1818. The attacks were vicious and lumped Keats with Leigh
               Hunt as part of “the Cockney School.” Other critical attacks followed, and this was
               the basis for speculation that persists today of exactly what effect the reviews had
               upon Keats’s sensitive soul and ultimately his frail health. Percy Bysshe Shelley
               would reportedly ask, “Who killed John Keats?” The only answer he would brook was
               “The critics killed John Keats.” Shelley’s elegy Adonais blames the critics directly. But others have from the beginning defended Keats from
               being so sensitive to criticism that he could not physically survive. Obviously the
               fact that the consumption already had a grip upon his constitution mitigates against
               such accusations as does plenty of evidence that Keats was strong of character and
               not easily abused.
            

            
            Fanny Brawne came into Keats’s life in the fall of 1818. She was 18 at the time and Keats was
               23. By December they were engaged. Evidently it was a passionate romance, and generally
               the opinion today is that Brawne was much more appreciative of his genius than early
               detractors of her gave her credit for being.
            

            
            The great year of John Keats’s imaginative life was to be 1819, the year his genius
               matured and flourished. It was to be the year all his great odes were to be composed
               as well as the poems published in 1820 as Lamia, Isabella, The Eve of St. Agnes, and Other Poems. While reviews were lackluster, they did not condemn the poet as had been the case
               with Endymion. More importantly, however, was the review of Frances Jeffrey for Blackwood’s Edinburgh Magazine in which he revised the magazine’s estimate of Endymion and praised Keats’s poetry as “a second spring in our poetry.”
            

            
            By the end of the year the decline in Keats’s health was rapidly accelerating. After
               February he never wrote another poem. His temper darkened, and he began his short
               life as a recluse. Some of his bitterness began to be directed toward Fanny Brawne.
               As a desperate measure Keats accepted the Shelley’s invitation to travel to Italy
               and share their residence in Pisa. So in September 1820, accompanied by his friend
               Joseph Severn, Keats moved to Italy. But his health was such that the move either
               did not help at all or it hastened the end. His close association with the Shelleys
               and with the Byron-Shelley Circle was brief. On December 10 he suffered a major hemorrhage followed in January by another
               severe attack. John Keats died in Rome near midnight on February 23, 1821. He is buried
               in the Protestant Cemetery in Rome near the tomb of Caius Cestius close to Percy Bysshe
               Shelley’s burial place. Keats’s tombstone epitaph reads, “Here lies One / Whose Name
               was writ in Water.”
            

            
            See also BIG SIX; “LA BELLE DAME SANS MERCI”.
            

            
         

         
         	KELLY, HUGH (1739–1777)

         
         	
            Kelly was an Irishman who came to London in 1760 and became an influential editor
               of the fashion magazines Court Magazine and Ladies’ Museum. In later years he also edited the Public Ledger. But he is best remembered for three comedies he wrote for David Garrick: False Delicacy, produced in 1768 at Drury Lane; A Word for the Wise (1770); and The School for Wives (1773).
            

            
         

         
         	KENILWORTH

         
         	
            Sir Walter Scott’s historical novel was published in 1821. It is set in England during the reign of
               Queen Elizabeth I. It tells the story of Amy Robsart, the daughter of Sir Hugh Robsart
               of Devon, who has married the Earl of Leicester secretly because the revelation of
               their marriage would ruin Leicester’s political life. To hide the truth, Richard Varney,
               Leicester’s follower, and Tony Foster, Amy’s guardian, attempt to lure Amy to her
               death. But truth and virtue triumph. The most famous episode is the meeting of Queen
               Elizabeth, Amy, and Leicester in the garden of Kenilworth.
            

            
         

         
         	“KUBLA KHAN”

         
         	
            Samuel Taylor Coleridge published this poem first in 1816, but he had composed it years before and the poem
               was well known among the Lake Poets and even beyond: Mary Robinson wrote “To the Poet Coleridge,” which reads “Kubla Khan” closely 16 years before the
               poem was published.
            

            
            Coleridge’s famous note claims that in 1797 near Somerset he had taken opium and had
               fallen asleep as he was reading a passage from Purchas His Pilgrimage that told the story of Kubla Khan and the palace he had built. Coleridge composed
               200 to 300 lines of a poem in his sleep. When he awakened he immediately set about
               writing out his poem. But a knocking at the door interrupted him and he had to tend
               quickly to some business. When he returned to his desk, his subconscious forsook him
               and he could remember no more of his dream. The fragment published as “Kubla Khan;
               or, A Vision in a Dream” is all that remains of that inspired moment under the spell
               of opium. Some scholars have disputed Coleridge’s story and pointed to evidence of
               extensive revisions of the poem, not a mere transcription done in a spontaneous frenzy.
            

            
            The poem develops the theme of poetic creation. The first part relates to Kubla Khan
               as the poem describes the location of the pleasure dome, the whole area of the park,
               the origins of the sacred river, the geographical course of the river over its five-mile
               distance to a lifeless ocean, and a further description of the dome. The second part
               relates to the poet with “His flashing eyes, his floating hair,” the poet who derives
               his inspiration from the Abyssinian maid, a damsel with her dulcimer playing a song
               of Mount Abora. If the poet could only revive within himself her song then he would build, with
               imaginative power, his own pleasure dome in the air: “And all who heard should see
               them there, / And all should cry, Beware! Beware! / His flashing eyes, his floating
               hair! / Weave a circle round him thrice, / And close your eyes with holy dread / For
               he on honey-dew hath fed, / And drunk the milk of Paradise.”
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         	“LA BELLE DAME SANS MERCI”

         
         	
            John Keats wrote this poem in April 1819. Two versions exist and neither can claim absolute
               authority as the definitive version. The conventional view of the poem is that “Keats
               here shows at full his power to isolate materials from the actual world and put them,
               still holding the essence of human passion and aspiration, into a half-world of spiritual
               reality” (Thorpe 1935: 340).
            

            
            Keats revised the poem considerably, and two unique versions exist with near equal
               claim as independent texts. In one version, the knight’s dream indicates the symbolic
               function of the lady: she is death. And the knight loiters in a sterile state, a late-autumnal landscape, and wears
               a symbol of death (a lily on his brow) because he is dying. Another common interpretation
               of the poem is that of the aching sense of deprivation and descent to the commonplace
               after the joys of poetry, beauty, and romance.
            

            
            The poem begins by asking questions: What exactly does ail this knight? How has the woman injured him? What about the kings, princes, and
               warriors who appear to him—what exactly do they warn him about? From the answers to
               these questions come the power of the poem as a Romantic text. Such questions emphasize
               the fact that one element of the poem’s power is the presence of what is not said, the suggestion of a narrative behind the explicit narrative, which the reader
               must figure out.
            

            
            Descriptively, there is considerable stress on seasonal signs of cold and on the contrast
               with what has gone before (the withered sedge and silent birds call to mind their
               opposites). All reiterate the poem’s theme. Certainly the denuded form of external
               nature echoes the sense of psychic deprivation the knight feels, and it underlines the fact
               that his deprivations depend on his previously having—or thinking he had—what he now
               lacks.
            

            
            While “La Belle Dame Sans Merci” is a poem of disillusion, it probably should not
               be connected with Keats’s own love affair with Fanny Brawne, which at the time was going well enough. Instead, it expresses the common idea of
               the ashes to which are turned, so often, the worldly hopes we set their hearts on.
            

            
            The magic quality of the poem is partly achieved by the hushed shortening of the last
               line of each ballad stanza from four to two accents into a modified form of standard
               ballad measure: three lines of iambic tetrameter and one of iambic (with an occasional
               anapest) dimeter. Keats also uses archaic ballad diction. The conscious mix of archaic
               forms such as “wight” and “withereth” with standard literary diction is characteristic
               of the literary ballad.
            

            
         

         
         	THE LADY OF THE LAKE

         
         	
            Setting again becomes an important element in Sir Walter Scott’s third major poem, The Lady of the Lake, published in 1810. In 1830 Scott, commenting on the work, said, “This poem, the
               action of which lay among scenes so beautiful, and so deeply imprinted on my recollection,
               was a labour of love; and it was no less so to recall the manners and incidents introduced.”
               The Lady of the Lake, of all Scott’s poems, is the one most closely related to his first novel, Waverley, in its setting. The tale is wholly concerned with the Scottish Highlands and the
               clans of that country. The work caused a sensation primarily because of its scenic
               description. “The whole country rang with the praises of the poet—crowds set off to
               view the scenery of Loch Katrine, till then comparatively unknown . . . and every
               house in that neighborhood was crammed with a constant succession of visitors” (Lauber
               1966: 30).
            

            
            Of particular interest in relation to Waverley is Scott’s treatment of the battle scene in The Lady of the Lake. The action is fast; the description is vivid:
            

            
            
               They tug, they strain! down, down they go,

               
               The Gael above, Fitz-James below.

               
               The Chieftain’s gripe his throat compress’d,

               
               His knee was planted in his breast;

               
               His clotted locks he backward threw,

               
               Across his brow his hand he drew,

               
               From blood and mist to clear his sight,

               
               Then gleam’d aloft his dagger bright!

               
            

            In Waverley the battle scene is not so dramatic. While description in the poem is strong, the
               plot is weak. Still it is important that with this poem Sir Walter Scott introduces
               the theme of the contrast between the tribal life of the clans and lowland civil society.
               The final canto of The Lady of the Lake is superfluous, presenting the battle between the Highlanders and the Lowlanders
               which should have been the climax of the poem but that fails because all the major
               characters have disappeared from the scene. Superfluous chapters have also been noted
               in Waverley.
            

            
            Scott’s character portrayal in The Lady of the Lake is similar, also, to that of Waverley. John Lauber, considering Malcolm Graeme the hero of the narrative, notes his insignificance
               and absence from the greater part of the poem (1966: 30). Edgar Johnson believes,
               however, that the interest lies in two other characters: “Roderick Dhu and James V,
               predestined antagonists, give the poem two almost evenly matched and powerful opponents”
               (1970: 348). Scott would again try to balance his major characters in his first novel.
            

            
            See also WOMEN.
            

            
         

         
         	“THE LAKE”

         
         	
            Alphonse de Lamartine’s most famous lyric is based upon an affair he had with Julie Charles that was cut
               short by her death. “The Lake” is a poem about the speaker, Lamartine, returning a
               year later after meeting Julie. They promised to meet at the same place the following
               year, but when he comes back the next summer, he finds himself alone. In the first
               stanza he describes the motion of the waves and how they never stop; they are always
               moving to the shore. He wonders why the waves will never stop, even for a brief period
               of time, to let time sit still. In the second stanza he is talking about how a year
               has passed and she will not be able to see the waves again. He recounts that she was
               last here on the very rock he stands upon alone. He describes the “rumbling” of the
               waves, and the wind blowing the waves into the rock. In the fourth stanza he remembers
               the two of them going out on the lake last year with a boat at night. He visualizes
               the stars and the sound of the oars hitting the water. In the fifth stanza he talks
               about the echo from the shore when she spoke to him that night. She asked time to
               stop and let them savor their happiness. She knew that many people ask for time to
               pass and she urges time to go to them, but she begs time to stop for her and her love.
               She asks the night to slow down because for them the time they share is sacred and
               it passes away. In the tenth stanza he talks about how time is “jealous” because it
               did not allow them to have more time. He describes their love being “intoxicating”
               and “bliss,” but time still passed with the same speed.
            

            
            Then the poet questions the memory being gone forever, that the time they had together
               will never return again. In the twelfth stanza eternity is mentioned as “nothingness”
               or just open space. The poet asks Eternity what it does with the time it takes away,
               the time that will never give back the bliss that it stole from the pair. At last
               the speaker rages as he tells the rocks, the lake, the caves, and the forest to keep
               the memory of that night they shared because it is the only thing that time has not
               changed. He asks the moon, the fir tree, the zephyr, and the sound to all let the
               memory live in “peace” with them. Then he listens to the wind and the reeds, and he
               smells the breeze. These things are all familiar to him, and he asks that “everything
               that we hear and see and breathe” let the memory stay alive and keep their love alive.
            

            
            Two of the most famous poems in French literature use the image of a boat on the water
               but to very different effect: Lamartine’s “The Lake” and Arthur Rimbaud’s later “Drunken
               Boat.” Each poem notably defines the sensibility with which it is associated.
            

            
         

         
         	THE LAKE POETS

         
         	
            In 1795 newlyweds Samuel Taylor Coleridge and Sara Fricker Coleridge moved to a cottage provided them by Thomas Poole, a friend and supporter,
               at Stowey in the Lake District. This would become the period of the flourishing of
               what William Hazlitt would later call the Lake Poets. Here Coleridge would spend perhaps the most important
               period of his life as a thinker, poet, and Unitarian preacher. These were to be the
               years in which he and the Wordsworths, William Wordsworth and his sister, Dorothy Wordsworth, would develop one of the greatest literary relationships in English history. The
               Wordsworths lived only a few miles from Stowey, and since they were walkers, their
               visits were a nearly daily occurrence. Others of similar Romantic temperament, such
               as Thomas De Quincey, would become regular visitors as well, and the Southeys were always around. The Lake Poets would soon become the great minds of their generation.
            

            
            See also “ON THE LIVING POETS”.
            

            
         

         
         	LAMARTINE, ALPHONSE DE (1790–1869)

         
         	
            Lamartine at times has been considered the first significant French Romantic poet
               perhaps because of his own claim in the preface to Méditations poétiques to have been the first poet to have brought poetry down from Parnassus, “and instead
               of drawing sounds from the strings of the lyre, to draw them from the very fibres
               of the human heart” (qtd. Cranston 1994: 87).
            

            
            Lamartine was born of an aristocratic family on October 21, 1790. For much of his
               life he served as a diplomat and politician. After the French Revolution he briefly
               served as head of the provisional government. Yet as a poet, Lamartine saw himself
               as a prophet of Romanticism. His “poetry of the soul” as he called it penetrated the
               souls of a whole generation of readers with “their elegant evocations of lost love,
               deep religious feeling, praise of the high calling of poetry, and a ‘musicality’ enhanced
               by experimental metrical forms” (Ferber 2005: 172).
            

            
            Lamartine won almost overnight acclaim with his first volume of poetry Méditations poétiques in 1820. His other early poetical works include “Les Secondes Méditations” (1823);
               “Harmonies Poétiques et Religieuses” (1830); “Jocelyn” (1836); and “La Chute d’un
               Ange” (1838).
            

            
            Late in life Lamartine fell into debt, which forced him to write frantically and prolifically.
               Ultimately in 1860 he was forced to sell off most of his property and move to a small
               apartment with his wife, who died shortly thereafter. He continued to write, however.
               He published a play, Fior d’Aliza, in 1863. It was performed at the Opéra-Comique on February 5, 1866. Then Antoniella, a quickly written novel, appeared in 1867 to indifference from all. Lamartine reluctantly
               accepted a pension from Louis Napoleon on April 11, 1867. Alphonse de Lamartine died
               a bitter man on February 28, 1869. Although his family respected his wishes for a
               small funeral service as contrasted to the large state funeral proposed by Napoleon
               III, “large crowds of people reciting his verse came to bid farewell to Lamartine
               as his funeral cortege left the Paris train station for his home town of Mâcon” (Anselmo
               1999).
            

            
            Lamartine’s early poetry was largely inspired by a brief love affair between himself
               and a young married woman named Julie Charles. They met one summer at a health resort
               on Lake Bourget in the French Alps. After stolen moments together, they departed with
               plans to meet again in the same place a year later. Unfortunately, Julie died during
               the winter and they obviously never lived the relationship Lamartine had longed for.
               The basis for his much beloved poem “The Lake” was his return to Lake Bourget the year later to mourn her absence and his loss.
            

            
            See also GUICCIOLI, COUNTESS TERESA (1798–1873).
            

            
         

         
         	“THE LAMB”

         
         	
            One of William Blake’s most famous lyrics, “The Lamb” is part of The Songs of Innocence and of Experience. The speaker is a child who asks catechism-like questions of a little lamb: “Little
               Lamb, who made thee . . . I’ll tell thee who made thee.” The child then identifies
               the lamb directly with a child’s version of Jesus. The poem is usually read as a contrast
               poem to “The Tyger” from The Songs of Innocence and of Experience.
            

            
         

         
         	LAMB, LADY CAROLINE (1785–1828)

         
         	
            In Regency London, during the social season of 1812, Lady Caroline Lamb shocked but
               did not surprise proper aristocratic socialites of a certain moral rectitude with
               her flamboyant, outlandish pursuit of the most famous bachelor of the day, Lord Byron. She would dress as a footman and carry torches with Byron’s other footmen as his
               carriage made its nighttime rounds through the streets of fashionable London. If not
               a footman, she would dress as a pageboy. She expressed her obsession in her famous
               quote that Byron was “mad, bad, and dangerous to know.” Novels and movies aplenty
               have been made telling her tale of romance and despair.
            

            
            Lady Caroline Lamb was the daughter of the Earl of Bessborough and the wife of William
               Lamb, son of Lady Melbourne and prime minister of England under Queen Victoria. As a result of Byron’s jilting
               of her and the sexual scandal that ensued, Lamb wrote the novel Glenarvon, in which she tells her side of the story in a roman à clef with an Irish setting
               and thinly disguised characters.
            

            
            Lamb continued to write novels: Graham Hamilton in 1822, Ada Reis in 1823, and Penruddock in 1823. “Lady Caroline’s novels are sometimes described as hysterical and melodramatic,
               charges that they in some degree warrant, but in other respects do not. She had an
               uncanny ability to blend fact and fiction, and her satirical edge was sharp” (www.sjsu.edu/faculty/douglass/caro/works.html).
            

            
            See also WOMEN.
            

            
         

         
         	LAMB, CHARLES (1775–1834)

         
         	
            Born on February 10, 1775, in London, Charles Lamb is today known primarily for his
               Romantic prose. Following the tradition of Joseph Addison, Richard Steele, Samuel
               Johnson, and George Colman the Elder, Lamb developed the art of the familiar essay perhaps to its highest peak. His father
               was a lawyer in one of the leading law firms in the city. Lamb was educated at Christ’s Hospital, where at a young age he met Samuel Taylor Coleridge, a lifelong friend. His essay “Christ’s Hospital Five and Thirty Years Ago” recounts
               his early days with Coleridge and their life together at the school. A speech impediment,
               however, prevented Lamb from taking examinations for honors, and he did not earn a
               degree. With no fortune of his own, he set out to earn his living at age 14, first
               at South Sea House, and then three years later at India House, a career that lasted
               the next 40 years. In 1825 he was pensioned, and he described his experience whimsically
               yet touchingly in “The Superannuated Man.”
            

            
            Through Coleridge, Lamb became part of the Lake Poets circle and was a frequent visitor of the Wordsworths. Yet he was the quintessential
               Londoner, the city he lived in all his life. In his writings he describes the city
               as it was in the Romantic era as a charming city with its crowds, its busyness, and
               its quaintness. The bookshops and the taverns all make it into his essays and letters.
            

            
            In 1799 his sister Mary Lamb came to live with him for the rest of his life. Their close relationship as brother
               and sister resembles that of William Wordsworth and Dorothy Wordsworth. Mary was to be a creative force in her own right, but like Dorothy, she was subject
               to severe mental illness. Together, in 1807, Charles and Mary wrote the classic children’s
               book Tales from Shakespeare. In 1820 Charles and Mary adopted an 11-year-old Italian orphan, Emma Isola, who
               lived with them until Emma’s marriage in 1833 to Lamb’s publisher Edward Moxon. Charles
               himself never married, perhaps due to his early unreciprocated love for the famous
               actress Fanny Kelly, who turned down his proposal of marriage. Charles, like Mary,
               was subject to mental illness and at one point was forced to seek institutional treatment.
               Elia, his longtime persona, allowed him to distance himself from his family and personal
               problems. Behind the smiling, off-hand Elia we find a man of almost impossible courage,
               a man of his times who would never advertise his literary achievements or his personal
               triumphs, and would not ask the world to mold itself to his plan. Yet at all times
               Lamb lived with the pall of insanity hanging over him.
            

            
            Charles Lamb’s artistry is in his prose style, artful its very artlessness. It is
               a style rich with sentiment for the past yet accurately embodying the spirit of the
               age. In his familiar essays Lamb blends perfectly his acute facility for associating
               the unique with the common, and the profound with the trivial, all blended with restraint
               and jovial good humor, soaring on the wings of his infinite imagination. His subject
               matter could be the commonplace, or he could engage in lasting critical interpretations
               of literature and drama, as in “On the Artificial Comedy of the Last Century.”
            

            
            On December 22, 1834, Charles Lamb fell on his face in the street and although the
               injury at first was not considered serious, erysipelas developed quickly and severely.
               He died at Enfield on December 27 and was buried in Edmonton Churchyard. His friend
               from childhood Samuel Taylor Coleridge had died the preceding July.
            

            
            See also BIG SIX; BOYER, JAMES (1736–1814).
            

            
         

         
         	LAMB, MARY ANN (1764–1847)

         
         	
            Mary Lamb, the sister of Charles Lamb and coauthor with him of the timeless children’s classic Tales from Shakespeare, lived a long life of persistent mental illness. On September 21, 1796, in a bout
               of severe illness she stabbed and killed her mother. Shortly thereafter, Charles accepted
               lifelong responsibility for Mary, who lived with her brother the rest of his life.
               Besides their Shakespeare book, the Lambs also collaborated on Mrs. Leicester’s School 1809, a collection of 10 short stories from childhood as told by the children at a fictional
               Hertfordshire school. The book contains much autobiographical detail from both brother
               and sister. Mary Lamb outlived her brother by 12 years. She died on May 20, 1847,
               at age 82 and is buried with her brother in Edmonton Churchyard.
            

            
            See also WOMEN.
            

            
         

         
         	“LAMIA”

         
         	
            John Keats finished this long narrative poem around September 5, 1820, and published it in his
               last volume of poetry, Lamia, Isabella, The Eve of St. Agnes, and Other Poems in the same year. Lamia is a mythical, vampire-like sorceress who sucks children’s
               blood. Hermes changes the witch Lamia from a serpent into a beautiful maiden. Lycius,
               a young Corinthian, spellbound by Lamia’s beauty, takes her by stealth to his house.
               He prepares a bridal feast and invites all his friends. An uninvited guest, the wise
               Apollonius, sees through Lamia’s ruse and calls Lamia by name. Immediately, with a
               shriek, she vanishes and Lycius dies. Lamia, thus, serves as a Romantic fatal woman,
               or la belle dame sans merci.
            

            
         

         
         	LAMIA, ISABELLA, THE EVE OF ST. AGNES, AND OTHER POEMS

         
         	
            First published by Taylor & Hessey in 1820, John Keats’s last book, published in his lifetime, is probably the greatest volume of poetry
               by any English poet, with the single exception of Shakespeare’s sonnets. This volume
               contains virtually all the poetry upon which Keats’s reputation is based. Besides
               the title poems, the book contains the Great Odes and Hyperion.
            

            
         

         
         	LA MUSE FRANÇAISE

         
         	
            A group of young royalist and religious French Romantic poets consisting of, among
               others, Alphonse de Lamartine, Alfred Vigny, and Victor Hugo. Lamartine was the oldest and the most devout of the young poets. These poets advocated
               a need for religious institutions as well the establishment of a permanent monarchy
               and aristocracy, and “their poems were all on suitably elevated, sacred and sometimes
               even Biblical themes” (Cranston 1994: 86). The clearest statement of the group’s beliefs
               were articulated by Hugo, the youngest member, in the preface to his play Cromwell in which he explains the specific connection between Romanticism and Christianity.
            

            
         

         
         	LANDOR, WALTER SAVAGE (1775–1864)

         
         	
            Born on January 30, 1775, at Warwick, Walter Savage Landor was one of the wealthiest
               of the Romantics from birth through his inheritance of several large estates. Consequently
               he attended Rugby School and then later Trinity College, Oxford. His first substantial
               work was Gebir, the epic poem that he published in 1798. Much of his life he lived with his wife
               Julia Thuillier and family near Florence, Italy. Some of his most popular works during
               his lifetime were his series of Imaginary Conversations, starting in 1824, in which Landor would situate notable historical figures in their
               own time dramatically discussing moral, social, and literary questions relevant to
               early 19th-century England. Popular pieces typical of the Conversations are “Tiberius and Vipsania” and “Leofric and Godiva.” At the age of 60 Landor returned
               to London, where he lived well into the Victorian age and continuing to write literary
               criticism, more Imaginary Conversations, and poetry. He died on September 17, 1864, in Florence, Italy.
            

            
         

         
         	“A LANE IN THE LUXEMBOURG”

         
         	
            This poem by Gérard de Nerval tells of a girl passing by the narrator quickly as a bird would fly by. As she is
               walking down the lane, she is carrying a flower in her hand and singing an unknown
               song. “Perhaps she is the only one / Whose heart would answer mine,” the speaker thinks.
               If she would only look up and see the narrator as she is walking down the lane she
               might realize the possibly of love too. And they would never have a lonely night again.
               But that love is not going to happen because the narrator is too old; he is no longer
               young anymore. He quickly realizes that this girl with all her youth and light would
               never love a dull old man. So the speaker says goodbye to the thought of love and
               the young girl as her sweet-smelling perfume fades away, along with his good fortune.
            

            
         

         
         	LAOCOON: AN ESSAY ON THE LIMITS OF PAINTING AND POETRY

         
         	
            See LESSING, GOTTHOLD EPHRAIM (1729–1781).
            

            
         

         
         	LARA, A TALE

         
         	
            Lord Byron published this narrative poem anonymously in 1814. It is a sequel to The Corsair. Lara is the most complete Byronic hero to date. The plot is veiled in mystery and owes much to the Gothic romances of such
               writers as Ann Radcliffe. In the poem, the pirate Conrad reappears from The Corsair at a medieval castle probably set in Spain, where he lived out his childhood. He
               dies in the arms of the beautiful Gulnare, disguised as Kaled, a boy page, in a scene
               reminiscent of Lady Caroline Lamb’s stalking of Byron about London while dressed as a young footman. Lara has been
               called the least sympathetic of the Byronic heroes. He dwells excessively on the past
               and is alienated from nature. His only kind gesture in the poem comes as he is dying.
            

            
         

         
         	THE LAST MAN

         
         	
            Mary Shelley’s third published novel has developed a reputation nearly equal to that of her Frankenstein in recent years as science fiction and fantasy literature have gained respectability.
               The Last Man is an apocalyptic vision of the end of civilization, set in the 21st century, with
               an epic sweep recounting war, plague, love, and desolation. Shelley’s introduction
               has become a classic in its own right.
            

            
            The novel’s narrator is Lionel Verney, the son of Adrian, the son of the last king
               of England, who abdicated the throne in 2073 and assumed the title Earl of Windsor.
               Thus the king deliberately allowed England to become a republic. Lionel and his sister,
               Perdita, are near penniless orphans. In their poverty they wander into the Lake Country
               where they raise themselves. Numerous complications occur in romantic relationships
               among various couples in the novel, including hints of incest and desperate suicide.
               A plague from the east spreads over Europe and envelopes London. All social and political
               institutions are destroyed, all social distinctions are eliminated. The novel ends
               in an apocalyptic nightmare with only one last man left upon the earth.
            

            
            The Last Man is intensely personal in its genesis and composition. In her journal Mary Shelley
               claims that the last man is her alter ego, “the last relic of a beloved race, my companions
               extinct before me.”
            

            
            See also THE LAST MAN—MARY SHELLEY’S INTRODUCTION; SCIENCE, ROMANTIC SCIENCE.
            

            
         

         
         	THE LAST MAN—MARY SHELLEY’S INTRODUCTION
         

         
         	
            The narrative of The Last Man, according to Mary Shelley’s introduction, was found by Percy Bysshe Shelley and herself, though unidentified, written in a variety of languages on leaves and
               bark found in the Cumaean Sibyl’s cave at Baiae, near Naples in 1818. Shelley’s purpose
               in including this narrative as an introduction to her highly speculative novel, no
               doubt, was to authenticate the fantastic by opening with the verifiably normal (Walling
               1972). Mary and Percy Shelley visited Baiae in December 1818. Percy Shelley alludes
               to the Sibylline leaves in “Ode to the West Wind.”
            

            
         

         
         	THE LAST OF THE MOHICANS: A NARRATIVE OF 1757 (1826)
         

         
         	
            James Fenimore Cooper’s novel is the second of the Leatherstocking Tales in the sequence and the second composed. It follows Natty Bumppo’s adventures against
               the Huron Indians in the Lake Champlain region around 1757. Uncas, the only son of
               Chingachgook and Bumppo’s closest friend, is the last of the Mohicans, the last of
               his tribe.
            

            
         

         
         	LAWRENCE, WILLIAM (1783–1867)

         
         	
            Professor William Lawrence was a close friend of both Percy Bysshe Shelley and Mary Shelley and acted as a model for Mary Shelley’s character Professor Waldman in Frankenstein. Lawrence was an anatomist and an anthropologist.
            

            
         

         
         	THE LAY OF THE LAST MINSTREL

         
         	
            Nine years prior to Waverley, Sir Walter Scott published The Lay of the Last Minstrel, his first major narrative poem. In a short statement before the text of the poem
               Scott gave his purpose for the work: “As the description of scenery and manners was
               more the object of the author than a combined and regular narrative, the plan of the
               Ancient Metrical Romance was adopted, which allows greater latitude in this respect
               than would be consistent with the dignity of a regular Poem” (Scott 1967: 1). Scott’s
               interest in scenery, which was to last throughout his career, began with this poem.
               One incident in the poem illustrates the romantic mood Scott was so fond of. The visit
               to Melrose Abbey is not given for purposes of plot, but rather is given to appeal
               to the reader’s sense of the strange and wonderful as well as to a nostalgic pride
               of nationalism. Margaret is the heroine of the story, and her mother, in an attempt
               to thwart the marital desires of Lord Cranstoun toward her daughter, sends a friend
               to the abbey for a book of magic to aid her daughter in the enterprise. The book of
               magic is in the tomb of an old wizard. The scene attempts to touch the heart of the
               reader with a memorial to Scotland’s past for the abbey was in Scott’s day one of
               the finest old ruins in Scotland. Scott’s use of scenery to evoke a romantic mood
               is evident throughout his work.
            

            
            Setting is the major element of The Lay of the Last Minstrel. Its plot is minimal, being primarily a loose series of incidents concerning blood
               feuds, magic, and the triumph of love over various obstacles. The use of the supernatural
               is predominant in the work. Scott had little concern for character in the poem. The
               hero and heroine are little more than instruments for the plot, which in turn is an
               instrument for the setting. Scott’s heroes, though, were never to become much more
               than devices for a story. He did excel in portraying minor characters, and in The Lay of the Last Minstrel he succeeds in drawing the aging minstrel who is telling the story. The pathos of
               his situation—that is, being the last of his kind—is intensely developed by Scott.
            

            
         

         
         	THE LEATHERSTOCKING TALES

         
         	
            The original American Westerns, in one sense, were the tales of the northeastern frontier
               written by James Fenimore Cooper in the early 19th century. All of these tales featured the same hero, called different
               names in each novel, but variously known as Natty Bumppo, Leatherstocking, Pathfinder,
               Deerslayer, or Hawkeye. The series follows the life of Bumppo as a young trapper in
               The Deerslayer during the French and Indian War and ends with his death on the Great Plains in The Prairie.
            

            
            The original composition dates of each of the tales are The Pioneers: The Sources of the Susquehanna; A Descriptive Tale (1823); The Last of the Mohicans: A Narrative of 1757 (1826); The Prairie: A Tale (1827); The Pathfinder; or, The Inland Sea (1840); and The Deerslayer: The First War Path (1841).
            

            
            However, the storyline follows a chronological sequence: 1744—The Deerslayer: The First War Path; 1757—The Last of the Mohicans: A Narrative of 1757; 1759—The Pathfinder; or, The Inland Sea; 1793—The Pioneers: The Sources of the Susquehanna; A Descriptive Tale; and 1804—The Prairie: A Tale.

            
            These tales were some of the most widely read novels of the 19th century—they were
               even taught in schools—so much so that virtually any educated person in the United
               States at one time would have read at least one of these novels. They were novels
               of the coming of age of the United States, so national pride was involved in their
               popularity.
            

            
            If any novels represented the Romantic movement as it manifested itself in America,
               it was the Leatherstocking Tales. No doubt Fenimore Cooper had read Sir Walter Scott’s Waverley Novels. His protagonist partakes of both civilization and savagery. Natty
               Bumppo can consort with the officers and wealthy visitors from the East at the fort,
               yet his best friend is Chingachgook, a Mohican who, as with traditional ethnic male
               companions, is always at his side and saves him from one scrape after another. Bumppo
               is an expert marksman, an expert tracker, and one who is at home in solitude. He rarely
               develops romantic attachments but, as in The Pathfinder, is not immune to romance. Most of the novels contain plot elements that would become
               common in later popular Westerns: the chase and pursuit scene; the shootout or showdown
               at the end; and a struggle with savage tribes.
            

            
         

         
         	LECTURES ON POETRY

         
         	
            William Cullen Bryant was a dominant voice among early 19th-century American literary critics and theorists.
               Generally he called for a national poetry as opposed to an 18th-century, classical,
               second-hand, bookish imitation, a poetry that would appeal to feeling and imagination—typical
               Romantic qualities. And he adhered to Wordsworthian concepts of the imaginative power
               operating as a synthesizing force.
            

            
            Bryant’s Lectures on Poetry provides the details of his theory. In the fourth lecture especially, “On Originality and Imitation,” he asserts his faith in the Romantic concept of originality.
            

            
            See also WORDSWORTH, WILLIAM (1770–1850).
            

            
         

         
         	“THE LEGEND OF SLEEPY HOLLOW”

         
         	
            Along with “Rip Van Winkle,” “The Legend of Sleepy Hollow” is one of the two most famous stories from Washington Irving’s Sketch Book and one of the most famous of all short stories in the American tradition. As with
               “Rip Van Winkle,” Irving naturalized and placed in the Hudson Valley various elements
               found in German folktales. The story is purportedly from a manuscript “found among
               the papers of the late Diedrich Knickerbocker.” Irving places an epigraph appropriately from James Thomson’s The Castle of Indolence at the heading of the tale. The main character’s first name, Ichabod, means “without
               glory” in Hebrew. The story is famous for its chase and pursuit scene at the end,
               but the plot’s complexity moves beyond the famous chase.
            

            
            The setting is near Tarrytown-on-the-Hudson, New York, where there is one of the quietest
               places in the world, known as Sleepy Hollow. It is said to be bewitched by a headless
               horseman who rides out nightly in quest of his head. Once there was a schoolmaster
               named Ichabod Crane, a tall, narrow man who boarded a week at a time with each villager.
               He was also a singing master and a favorite of the ladies, with whom he sat of a winter
               evening exchanging gossip and ghost stories. When he would leave these friends and
               wend his way home through the woods, he would be beset by fears.
            

            
            Ichabod’s beloved was Katrina Van Tassel, daughter of a wealthy farmer, whose heir
               she was. But Crane had a rival—Brom Van Brunt, the village hero, known as Brom Bones,
               a fine horseman, a fighter, and a man of humor. Ordinarily Bones would have frightened
               off a rival, but Crane was perseverant, and all Brom Bones could do was play practical
               jokes.
            

            
            One day Ichabod Crane was invited to a party at the Van Tassels. That night he set
               out for the affair on a horse named Gunpowder. It was an opulent party and Crane did
               justice to every dainty, thereby gaining in good spirits. After the dancing everyone
               told ghost stories, especially about the headless horseman, which were a source of
               no comfort to Crane. On the way home while crossing a stream, Crane was in almost
               deadly terror when a huge shape appeared. It turned out to be a horseman who made
               it his business to ride along beside Crane. As they came to a hilltop, the horseman
               was thrown in relief against the sky, and Crane perceived he was headless. In fact,
               he carried his head on his saddle. Ichabod made Gunpowder gallop, but the horseman
               stayed right with him. Riding along the bridge which would take him to the church,
               Crane turned to see whether his pursuer was still there. At this moment the horseman
               threw his head at Ichabod, who fell into the dust.
            

            
            Ichabod Crane never appeared again. An investigation being made, his hat was found
               and near it a shattered pumpkin. News arrived later that Ichabod had become a lawyer
               and justice in New York City. Brom Bones, who married the fickle Katrina, seemed to
               know more of Ichabod’s disappearance than he would admit. Most people believed, however,
               that the headless horseman had carried off Ichabod Crane.
            

            
         

         
         	LEIGH, AUGUSTA (1783–1851)

         
         	
            Augusta Leigh developed unwanted notoriety as Lord Byron’s half-sister with whom he had a longtime sexual relationship that resulted in the
               birth of Elizabeth Medora Leigh, born on April 15, 1814, just months before Byron’s marriage to Annabella Milbanke on January 2, 1815.
            

            
            Augusta Leigh was Byron’s half-sister through his father’s marriage to Amelia d’Arcy,
               Lady Carmarthen. Augusta Byron and Lord Byron spent their childhoods apart, but when
               they met after he finished his studies at Harrow, they quickly became intimate as
               brother and sister, and they were equally each the confidante of the other through
               late adolescence. Leigh married her first cousin, Colonel George Leigh, in 1807. Then
               during the summer of 1813 she and Byron became sexually intimate. “Byron’s letters
               to Augusta, the poems ‘Stanzas to Augusta’ and ‘Epistle to Augusta,’ and the Alpine
               journal he kept for her in September 1816 are part of the record of his intense love
               of her and their friendship on which he depended throughout his life” (Levine 2010:
               1027). Despite the tensions during Byron’s marriage to Milbanke, Leigh and Milbanke
               became close during Byron’s last years on the Continent. Elizabeth Medora Leigh died
               on August 28, 1849, and Augusta Leigh died on October 12, 1851.
            

            
            See also THE BRIDE OF ABYDOS; BYRON, LORD (1788–1824); MANFRED, A DRAMATIC POEM; WOMEN.
            

            
         

         
         	LEIGH, ELIZABETH MEDORA (1814–1849)

         
         	
            See BYRON, LORD (1788–1824); LEIGH, AUGUSTA (1783–1851).
            

            
         

         
         	“LENORE”

         
         	
            Edgar Allan Poe published “Lenore” in 1831 in Poems as “A Paean.” It was first published as “Lenore” in The Pioneer (1843). Using an elegiac tone, Poe presents what must be his favorite theme—the death
               of a beautiful young maiden. The false friends of Lenore speak in the first and third
               stanzas, the lover in the second, and fourth. Lenore lies on her bier, doubly dead
               because she died so young: “Wretches! Ye loved her for her wealth, and ye hated her
               for her pride; / And, when she fell in feeble health, ye blessed her—that she died!”
               But no dirge shall be sung for her. She is leaving friends to join friends. Therefore,
               “Let no bell toll, then,—lest her soul, amid its hallowed mirth, / Should catch the
               note as it doth float up from the damned Earth!”
            

            
            Despite the dirge-like tone, Poe ends the poem on a note of gladness. The poem is
               written predominantly in anapestic meter with much internal rhyme—all of which provide
               the tone of morbidity essential to this poem.
            

            
         

         
         	LEOPARDI, GIACOMO (1798–1837)

         
         	
            The Italian Romantic poet Giacomo Leopardi was born into an aristocratic family as
               the eldest son in the provincial village of Recanti, near Ancona, in the Papal States.
               Throughout his life the poet suffered from numerous physical ailments including near
               blindness and severe curvature of the spine forming a hunchback. After the age of
               14 when he had outgrown and outpaced his tutors, the young Leopardi was allowed to
               lose himself in a self-imposed intellectual world in a large library his parents provided
               for him. There he educated himself, taught himself through extensive reading eight
               languages, and began to write both poetry in numerous genres. “His studies damaged
               his health, posture, and eyesight; his ugliness and reclusive habits kept his intense
               love for several women from being requited” (Ferber 2005: 314). As such he was drawn
               to Romanticism as a solitary poet and a genius with special imaginative powers. His
               poetry, then, is deeply sensitive to ideal beauty but shows poignant despair at physical
               frailty. As a man scorned in outside life, Leopardi exalted poetic imagination as
               a means of transcending painful mortality.
            

            
            See also “THE INFINITE”; “TO HIMSELF”; “TO SPRING, OR CONCERNING THE ANCIENT MYTHS”; “TO SYLVIA”.
            

            
         

         
         	LERMONTOV, MIKHAIL YURYEVICH (1814–1841)

         
         	
            Born in Moscow to wealth, the great Russian Romantic poet had a strong Scottish ancestry
               that appealed deeply to him. He attended the University of Moscow and entered the
               army as an ensign in 1834. Early on he developed a fascination with dueling and was
               disciplined by his military unit for dueling. Later on, the news of Alexander Pushkin’s
               death in a duel affected Lermontov deeply. He himself at last died in a duel on July
               15, 1841.
            

            
            Lermontov began writing poetry at the age of 14. Very early on he was deeply influenced
               by James Macpherson’s Ossian, owing to his Scottish heritage. His poem “Ossian’s Grave,” written in 1830, shows
               this obsession as the poet reflects upon Ossian’s grave somewhere “in Scottish hills
               I call my own.” There his sleeping spirit flies to breathe the same air his idol breathed.
               There at Ossian’s grave this young poet will came alive himself as a poet.
            

            
            Other influences upon Lermontov were that of Lord Byron and Pushkin. Pushkin imitated Byron in his life, and Lermontov imitated Pushkin,
               so there was a natural tendency for the public to associate Lermontov with Byron.
               He even had one leg shorter than the other, identifying with the English poet’s clubfoot.
               He wrote a poem protesting the flattering comparison, “No, I Am Not Byron.” Yes, they both became famous early and they both have been misunderstood by their
               public, but, Lermontov says, “I have a Russian soul in me.” Still, this Russian soul
               subsumed within itself the idea of Byronism completely. Lermontov’s “The Demon” tells of an intensely passionate love for a Circassian
               woman in the Caucasus, which happens to be the setting for Byron’s drama Heaven and Earth. This demon goes beyond Byron’s Lucifer, however, in that the Russian demon despises
               Heaven yet yearns for reconciliation. Lermontov also translated into Russian The Giaour, “Darkness,” and Don Juan, canto 16.
            

            
            Pushkin, for Lermontov, represented the essence of Russian poetic genius. So when
               Pushkin died of wounds from a duel on January 29, 1837, Lermontov responded with “The Poet’s Death” in which he interprets Pushkin’s death to show that it is the inevitable fate of
               a Romantic to be misunderstood and ultimately killed by the reading public.
            

            
            The typical Lermontov lyric is written in the first person with the author inevitably
               as the speaker. Thus in Romantic fashion the poet sees himself as directly communicating
               his feelings to the reader with no intermediary. Typical Lermontov subjects include
               unrequited love, loneliness, and nature as set in the Caucasus Mountains where he spent much of his childhood. He also wrote
               narrative poetry and prose, his most famous longer work being A Hero of Our Time (1840).
            

            
            See also “HER FACE IS NOT THE FACE OF VENUS”; “I DO NOT LOVE YOU”; “TO ——”.
            

            
         

         
         	LES MISÉRABLES

         
         	
            Victor Hugo published his most famous novel in 1862. The novel tells the story of Jean Valjean
               and the long cast of characters who determine the direction, often downward, of his
               life. In one of the most famous openings of any novel in literature, Hugo tells of
               Jean Valjean, in extreme poverty through no fault of his own, stealing bread to feed
               his desperate family. He is caught, tried, and sent to the galleys. The novel opens
               as he has been released, but as an ex-convict, Valjean is issued a yellow passport
               that effectively closes all doors of opportunity to him. Driven from one village to
               another he, at last finds refuge in the home of the Bishop of D____. Valjean at this
               point in his life is as hardened and embittered as a human possibly can be. Without
               the slightest twinge of guilt he steals the bishop’s silver in the dark of night and
               flees. The police capture him and return him to the bishop for confirmation of the
               Valjean’s thievery. Instead of pressing charges, the bishop looks kindly upon Valjean
               and reaches for two precious silver candlesticks and asks why Valjean had forgotten
               to take them as he had taken the other silver the bishop had given him as a gift the
               night before. The police release Valjean, and for the first time in his life, his
               long-suppressed conscience torments him. The bishop has given him the first chance
               in his life to change. Valjean undergoes intense religious conversion and pledges
               his life to doing good.
            

            
            From this beginning the novel follows the changed man as he goes deep undercover in
               disguise and uses the money he gets from the silver to start a thriving business that
               becomes the economic basis for the village of M__ sur M___, of which he eventually
               becomes mayor. But a police official named Javert recognizes him, and the rest of
               the novel involves Javert’s relentless pursuit of Valjean. Wealthy Valjean must flee
               the village with the young Cosette, his ward from his beloved Fantine who died unexpectedly.
               The novel follows Cossette as she grows up and falls in love. Valjean and Cossette
               are in Paris during the uprising of 1832 in which the characters are caught up. The
               novel ends as the uprising fails and as Jean Valjean dies, and for the first time
               in his life he feels peace due to what he knows to be Cossette’s future.
            

            
         

         
         	LESSING, GOTTHOLD EPHRAIM (1729–1781)

         
         	
            Lessing, the German Enlightenment writer of numerous plays, in his Laocoon: An Essay on the Limits of Painting and Poetry (1766) provided inspiration for the late 18th-century German Romantic movement in
               his attempt to animate a native German mind. While Lessing espoused basic Enlightenment
               aesthetic principles, he did criticize certain elements of French drama as superfluous,
               and his criticism of Shakespeare foretells later Romantic readings. In his plays such
               as Emilia Galotti (1772), human passions are dramatized forcefully albeit tempered with reason.
            

            
         

         
         	“LETTER ON THE PRESENT CHARACTER OF THE FRENCH NATION”

         
         	
            While in France during the Reign of Terror, Mary Wollstonecraft began to question her fundamental beliefs about the hope for human perfectibility.
               She saw the guillotine bespattered with blood. In this letter from Paris to Joseph Johnson, her publisher and her mentor, Wollstonecraft confessed her disappointment at seeing
               human folly and prejudice rather than virtue. In the letter she actually sympathizes
               with Louis XVI at the personal level and wonders if the French revolutionaries will
               be able to improve their situation at all. The letter is of interest because shortly
               thereafter Wollstonecraft published An Historical and Moral View of the Origins and Progress of the French Revolution;
                     And the Effect It Has Produced in Europe, in which she gave a considerably modified and different response. The letter shows
               an immediate emotional response to the situation. It was precisely this kind of emotional
               response that she attacked Edmund Burke for in A Vindication of the Rights of Man. Of course, Wollstonecraft did not publish her letter or her response. Her husband
               William Godwin published it posthumously.
            

            
         

         
         	LETTERS FROM AN AMERICAN FARMER

         
         	
            J. Hector St. John de Crèvecoeur’s series of 12 letters reporting on the essential nature of pre-revolutionary America
               was first published in London by Thomas Davies in 1782 to immediate acclaim and, through
               effective marketing, to substantial sales. A successful French edition appeared in
               1784. The letters were written about pre-revolutionary America, including parts of
               what now is southern Canada, but because of the timing of their publication, their
               relevance and interest related to the new nation created from the ruins and spoils
               of the first popular revolution fought for democratic ideals in history.
            

            
            The first two letters develop a picture of idyllic agrarian life on Crèvecoeur’s farm,
               Pine Hill, outside the city of New York. Letter 3 in turn was widely anthologized,
               especially in school textbooks for generations of schoolboys and girls. Titled “What
               Is an American?’ the essay develops Crèvecoeur’s observations on the essential character
               of Americans. Americans, he says equate liberty with national pride. In the new land,
               civilization rapidly is taming the rude frontier, yet the land is so much in abundance
               that no European has ever seen the extent of its untamed wilderness. In America all
               are equal politically and economically. There is no aristocracy and no wide disparity
               between wealth and poverty. Religion is treated indifferently, and Americans feel
               they owe nothing to the Old World. Yet Crèvecoeur disparages those who live at the
               edge of the frontier as crude and lazy.
            

            
            Letter 9, however, does not present quite so ideal a picture of America. Here Crèvecoeur
               travels south to Charles-Town (now Charleston), South Carolina, and observes the two
               sides of the city. First is the side of the wealthy whites, a part of the city teeming
               with industry and social activity. These Southern whites all seem to thrive in wealth
               widely distributed. But the other side of town is devoted to the trade in human slaves.
               Crèvecoeur details the horrors of the auction, of daughters torn from their mothers,
               of husbands separated forever from their wives at the market. He describes the wailing
               and howls of pain and terror. The letter ends with a vivid yet gruesome description
               of Crèvecoeur’s encounter in the countryside with a slave who has been confined for
               two days to a cage, exposed to the elements, to insects, to all that comes into the
               cage to eat his flesh and torment him. Clearly the man is within an hour or two of
               death. When Crèvecoeur meets later with his hosts and enquires about the man in the
               cage, he encounters casual indifference and sophistic platitudes justifying whatever
               mistreatment is necessary to maintain productivity among the slaves. Crèvecoeur’s
               other letters show Yankee industry and ingenuity on the seacoast and present a dark
               vision of the frontier.
            

            
            See also SKETCHES OF EIGHTEENTH CENTURY AMERICA.
            

            
         

         
         	LETTERS ON EDUCATION—REVIEW BY MARY WOLLSTONECRAFT
         

         
         	
            Wollstonecraft reviewed Catharine Macaulay’s Letters on Education for the Analytical Review in 1790. Macaulay “challenged the conduct book norms for female education in ways
               that Wollstonecraft found deeply sympathetic” (Lynch, Deidre Shauna 2009: 239). Wollstonecraft
               later changed her mind considerably and criticized Macaulay sharply in A Vindication of the Rights of Woman. Macaulay uses a fictional persona as a giver of advice to structure her book—a common
               practice in 18th-century self-help guides. The persona is Hortensia. According to
               Deidre Shauna Lynch (2009), “The name Hortensia is suggestive: in the history of Rome,
               Hortensia was known for defending the public spirit of women in a speech that she
               gave in 42 B.C.E. at the forum, the center of Roman political life where no woman
               had ever spoken before” (239).
            

            
         

         
         	LETTERS WRITTEN DURING A SHORT RESIDENCE IN SWEDEN, NORWAY, AND DENMARK

         
         	
            Mary Wollstonecraft wrote this book, considered her best by her contemporaries, in 1796, and Joseph Johnson published it the same year. Her husband William Godwin wrote, “If ever there was a book calculated to make a man in love with its author,
               this appears to me to be the book” (Montgomery 2001). In early 1795 Wollstonecraft
               returned to London from Paris with her newborn infant daughter, but her lover Gilbert Imlay refused to marry to her. Desperate, she attempted suicide by overdosing on laudanum.
               Imlay, now in a predicament, knew he had to do something. He decided to beg Mary to
               help him save his failing business, a business of smuggling goods out of blockaded
               France. His Norwegian partner had stolen the ship. His solution was to get Mary out
               of the way by sending her, along with their infant, Fanny Imlay, to Norway as his legal representative. It was a hazardous challenge, but she was
               more than successful in the endeavor. This area in the 18th century was still quite
               primitive with impassable roads, rugged terrain, small isolated villages, and meager
               accommodations. Despite it all, Wollstonecraft traveled throughout the area for four
               months, accompanied only by Fanny and a French maid.
            

            
            On her return to London, Wollstonecraft found Imlay living with a young actress. First
               she again tried, unsuccessfully, to commit suicide; then she turned her attention
               to getting revenge by editing, rewriting, and publishing her letters from Scandinavia
               back home to Imlay. The result was Letters Written during a Short Residence in Sweden, Norway, and Denmark. The letters were not flattering.
            

            
            Wollstonecraft wrote the narrative in the form of a personal journal, and besides
               describing the countries and peoples, the book offers political commentary and philosophical
               observations as well as anguish over her relationship with Imlay. Of course, she is
               critical of brutish male manners and the degradation of women from menial labor. Yet
               some of the letters still show passion and even unrequited love. But besides the personal
               themes, Wollstonecraft observes the Scandinavian world at large. She comments “on
               penal reform and attacks capital punishment, lawyers, commerce, and meaningless ceremony”
               (Montgomery, Fiona 2001). Wollstonecraft’s radical political philosophy, not yet influenced
               by Godwin, pervades the book and provides a piercing attack on the evils of capitalism.
            

            
         

         
         	LEWIS, MATTHEW GREGORY (1775–1818)

         
         	
            Matthew “Monk” Lewis was educated at Westminster and Christ College, Oxford. He came
               to write the epitome of the Gothic novel of terror. Among his friends were Sir Walter Scott and Lord Byron. He was the author The Monk and the hugely popular play The Castle Spectre.
            

            
         

         
         	THE LIFE OF CHOPIN

         
         	
            Franz Liszt, the Hungarian composer residing for much of his life in Paris, had much
               to say about Romantic self-consciousness, Romantic thought, and the Romantic movement in his portrayal of Frederick Chopin
               and Hector Berlioz, both representing the quintessence of Romanticism in music. He
               published his Life of Chopin in 1852.
            

            
            Soon after the young Chopin

            
            
               arrived in Paris in 1832, a new school of both literature and music began. Youthful
                  talent came forward to shake off old-fashioned theories with startling power. Scarcely
                  had the political ferment of the first year of the July Revolution subsided when questions
                  were raised about arts and letters which aroused universal interest and attention.
                  Romanticism was the order of the day; and a stubborn fight ensued both pro and con.
               

               
               How can any truce have been possible between one side, who would not admit that it
                  was possible to write in forms other than those established; and those in the other
                  camp who contended that an artist should be allowed to choose such forms as he felt
                  best suited to express his ideas, any rule about form being located in the appropriateness
                  of a form to the sentiment to be expressed—every varying shade of emotion naturally
                  requiring a different mode of expression? The former declared their faith to be in
                  some permanent form where perfection represent absolute beauty . . .
               

               
               The latter, on the other hand, descried that immaterial beauty could ever own any
                  fixed, absolute form: Those different forms revealed by history seemed to them to
                  be tents erected along the endless road of the ideal—mere temporary stopping places
                  reached by genius in various epochs, beyond which their heirs had even to adventure.
               

               
               Those who watched the fires of genius consume the ancient, worm-eaten, and crumbling
                  skeletons all attached themselves to that school of which Berlioz was the most gifted,
                  audacious, and brilliant representative. This school Chopin joined.” (Hugo, Howard
                  1957: 61)
               

               
            

         

         
         	LIFE OF WILLIAM BLAKE

         
         	
            After his death, William Blake was quickly forgotten. It was not until 1863 when Alexander Gilchrist published in
               two volumes his Life of William Blake that his reputation revived. In 1868 Blake’s Songs of Innocence and of Experience, and Poetical Sketches were published for the first time, and Algernon Charles Swinburne published William
               Blake: A Critical Essay. Walt Whitman, the American poet, read all these materials
               and discovered a poetic soulmate in William Blake. He promoted Blake’s work for the
               rest of his life. By the end of the 20th century, William Blake’s reputation had risen
               to the highest ranks of English poetry.
            

            
         

         
         	“LIGEIA”

         
         	
            Edgar Allan Poe considered this short story his best tale. The poem “The Conqueror Worm” appears
               in it, and the theme of the tale is once again the death of a beloved woman, her reincarnation,
               and the survival of her personality in another. The poem is written in the first person.
            

            
            The speaker does not remember when or where he first met Ligeia, but her person and
               beauty he will never forget. As man and wife they lived happily. She was outwardly
               calm, but really passionate, and that passion he could only estimate by the expansion
               of her extraordinary eyes. But the Lady Ligeia died and left the speaker bereft. Her
               last words were “Man doth not yield him to the angels, nor into death utterly, save
               only through the weakness of his feeble will.” After her death, the speaker settles
               into an old English abbey and is wed to the Lady Rowena Travanion, who wants only
               his money. They hate each other, and more and more the speaker longs for Ligeia. Suddenly
               the Lady Rowena becomes ill and often speaks strange sounds in her chamber. One night
               in her room, the speaker thinks he feels an invisible object pass by. He sees a shadow
               on the floor and hears a light footstep. As Rowena is about to drink a goblet of wine,
               it seems to him that someone pours drops of a foreign liquid into her glass. Indeed,
               it is poison, and Rowena dies. As the speaker sits with the corpse at night, he remembers
               Ligeia. Suddenly he hears a sob. It seems to come from the corpse. He gazes upon the
               body and sees a blush on the cheek. Rowena lives, he thinks, but the signs of life
               are soon followed by those of death. Then suddenly the Lady Rowena rises and walks
               to the center of the room. In terror the speaker beholds her and shrieks: her eyes
               are “the wild eyes—of my lost love—of the Lady—of Lady Ligeia.”
            

            
         

         
         	LINES COMPOSED A FEW MILES ABOVE TINTERN ABBEY

         
         	
            See TINTERN ABBEY; WORDSWORTH, WILLIAM (1770–1850).
            

            
         

         
         	“LINES WRITTEN AMONG THE EUGANEAN HILLS”

         
         	
            Percy Bysshe Shelley wrote this poem, which first appeared in Rosalind and Helen in 1819, in October 1818 while he and Mary Shelley were living at Este, near the Euganean Hills in Italy. The Shelleys had recently
               returned from hiking the hills. The 373-line poem uses a trochaic meter with seven-syllable
               lines.
            

            
            The poem opens with a description of a sailor sinking in his sailboat and drowning—Percy’s
               unintended vision of his own death. Mary and Percy are standing high in the hills
               gazing upon the plains of Lombardy and Venice in the distance. The recent death of
               their infant daughter Clara has cast a gloom over the couple, and Mary has openly
               expressed her loss of affection for Percy.
            

            
         

         
         	“LINES WRITTEN IN EARLY SPRING”

         
         	
            See LYRICAL BALLADS.
            

            
         

         
         	“LINES WRITTEN IN THE BAY OF LERICI”

         
         	
            See JANE POEMS; SHELLEY, PERCY BYSSHE (1792–1822).
            

            
         

         
         	LIVES OF THE MOST EMINENT LITERARY AND SCIENTIFIC MEN

         
         	
            See SHELLEY, MARY (1797–1851).
            

            
         

         
         	LOCKE, JOHN (1632–1704)

         
         	
            John Locke’s theories set forth in An Essay Concerning Human Understanding, published in 1689, had an incalculable influence on the Romantic movement. His ideas
               complemented Enlightenment thinking, but they also reached beyond the realm of empirical
               reason into the realm of feelings, emotions, and passions and toward a new understanding
               of “natural man” and basic human nature. Some of the ideas set forth in book 2, Of Ideas, are as follows: The mind at birth is a blank slate, a tabula rasa, without characters or ideas impressed upon it. This mind as blank slate accumulates
               directly and indirectly the materials for reason and knowledge through life experience.
               All knowledge comes to us through observation from one or both of two ways only. They
               come either externally as sensible objects or internally as perceptions and reflections.
               Sensation and reflection are the only originals from which our ideas begin. Therefore, external objects furnish the mind
               with ideas of sensible qualities, and the mind furnishes the understanding with ideas
               of its own operations.
            

            
            While the tabula rasa theory appealed to the Romantics, Locke’s insistence on empirical verification as
               the only way to determine truth often was rejected out of hand.
            

            
         

         
         	“LORD BYRON”

         
         	
            William Hazlitt’s chapter on Lord Byron is actually about Byron and Sir Walter Scott. Scott was “born universal heir to all humanity” while “it is plain Lord Byron can
               set up no such pretension.” In fact, Byron “is, in a striking degree, the creature
               of his own will.” While Hazlitt considers Scott the superior poet, he does provide
               some of the finest contemporary analysis of what in Lord Byron’s poetic style led
               to his fame and popularity. In a word, the essence of Byron’s poetry is its intensity: “His only object seems to be to stimulate himself and his readers for the moment—to
               keep both alive, to drive away ennui, to substitute a feverish and irritable state of excitement for listless indolence
               or even calm enjoyment. For this purpose he pitches on any subject at random without
               much thought or delicacy—he is only impatient to begin—and takes care to adorn and
               enrich it as he proceeds with ‘thoughts that breathe and words that burn.’”
            

            
            See also “SIR WALTER SCOTT”.
            

            
         

         
         	LYRICAL BALLADS

         
         	
            By the late 1790s, the Lake Poets were at their peak as a small but significant literary movement. The Coleridges and
               the Wordsworths were at their closest, creatively and intellectually. Friendly tensions
               existed, but from this period and these friendly tensions came what most scholars
               still continue to believe was the single most revolutionary collection of poetry of
               the Romantic movement and perhaps in English literary history—Lyrical Ballads, first published in 1798. This volume of poetry was a collaboration between the Wordsworths,
               if we consider Dorothy Wordsworth’s considerable, though unacknowledged, contributions as muse and editor, and Samuel
               Taylor Coleridge. In the original 1798 volume, Coleridge contributed 67 pages of poetry
               while William Wordsworth is credited with 147 pages, about one-third.
            

            
            The advertisement for the first edition explained that the poems in the volume were
               experimental, both in content and metrics. But this explanation was insufficient.
               Even though in time the small first edition was exhausted, Wordsworth felt the need
               to write his historic Preface for the second edition, which was published in 1800.
            

            
            The volume opens with its most popular poem, Coleridge’s The Rime of the Ancyent Marinere, later revised considerably and retitled The Rime of the Ancient Mariner, and ends with Wordsworth’s long poem Tintern Abbey. The Preface details specifically what these experimental ballads were expected to
               achieve. Of the poem “Goody Blake and Harry Gill,” William Wordsworth writes in his
               Preface,
            

            
            
               In consequence of these convictions I related in metre the Tale of Goody Blake and
                  Harry Gill, which is one of the rudest of this collection. I wished to draw attention
                  to the truth that the power of the human imagination is sufficient to produce such
                  changes even in our physical nature as might almost appear miraculous. The truth is
                  an important one; the fact (for it is a fact) is a valuable illustration of it. And
                  I have the satisfaction of knowing that it has been communicated to many hundreds
                  of people who would never have heard of it, had it not been narrated as a Ballad,
                  and in a more impressive metre than is usual in Ballads.
               

               
            

            In “Simon Lee: The Old Huntsman,” it is not the subject matter but the lack of heightened
               language that is important. The speaker is a man of many words, many words to convey
               simple thoughts. At one point the speaker even acknowledges the time it has taken
               him in the poem simply to get to the point. By line 69 he is talking about talking
               rather than about his subject. So in this poem it is not the subject but the treatment
               that is important. Thus what matters here as an experiment is how the feelings give
               importance to the action. “Simon Lee” is an ideal poem. In “We Are Seven,” an adult
               attempts conversation with a child and the reader quickly discovers that the child
               is wiser than the man. Similar poems showing the wisdom of simple people are “The
               Thorn,” and “Lines Left upon a Seat in a Yew-Tree Which Stands near the Lake of Esthwaite,”
               although in the latter poem Wordsworth forsakes his ideal from the Preface of using
               the language actually spoken by men. The uneducated beggar speaks like a Cambridge
               graduate.
            

            
            “Lines Written in Early Spring,” a celebration of nature, reveals a pantheistic streak in Wordsworth’s attitude toward nature when he notes
               “a thrill of pleasure” among the birds hopping and playing, and when he says of the
               budding twigs that “I must think, do all I can, / That there was pleasure there.”
            

            
            “The Idiot Boy” is built around sensationalism: instead of action and situation giving
               importance to the feeling, the feeling gives importance to the situation. The events’
               importance actually seems to be imagined. The symbolism of the moon as parallel to
               Johnny, for example, shows that the moon is dim and dependent on sun for light. It
               is captivating and alluring, among other things—all this just as Johnny is. The moon
               is almost a benevolent force, but it is associated with the imaginative force. The
               idiot boy really is a kind of moonchild. The “uneasiness” that is so pronounced in
               the poem serves as a basis for action. It stimulates “an association of ideas in a
               state of excitement.”
            

            
            Tintern Abbey is less prosaic than the other Lyrical Ballads. It is not as seemingly simple as,
               perhaps, “Lines Written in Early Spring.” Consequently, the principles of diction
               that Wordsworth develops in the Preface are not illustrated here. But here Wordsworth
               is not concerned with the external landscape but with an internal one. The internal
               feeling here gives importance to external actions, and in that way Tintern Abbey does follow closely the principles of the Preface.
            

            
            Other poems include Wordsworth’s “The Female Vagrant,” “Lines Written at a Small Distance
               from My House, and Sent by My Little Boy to the Person to Whom They Are Addressed,”
               “Anecdote for Fathers,” “The Last of the Flock,” “The Mad Mother,” “Lines Written
               near Richmond, upon the Thames, at Evening,” “Expostulation and Reply,” “The Tables Turned; An Evening Scene, on the Same Subject,” “Old Man Traveling,”
               “The Complaint of a Forsaken Indian Woman,” and “The Convict.” Coleridge’s other poems
               are “The Foster-Mother’s Tale,” “The Nightingale,” and “The Dungeon.”
            

            
            See also COLERIDGE, SAMUEL TAYLOR (1772–1834); FRICKER, SARA (1770–1845); WORDSWORTH, DOROTHY (1771–1855).
            

            
         

         
         	LYRICAL TALES

         
         	
            In the spring of 1800, Mary Robinson was writing her memoirs. Her friends, including William Godwin and a very young Samuel Taylor Coleridge, provided financial help as she was in poor health and financially insecure. “Determined
               not to beg, Robinson continued writing, publishing poems in The Morning Post under the pen names of Julia, Laura, Laura Maria, and Tabitha Bramble” (Tye 1996).
               Robinson was also preparing her collected poetical works. On December 18, her Lyrical Tales was published. Robinson died eight days later.
            

            
            Lyrical Tales appeared a month before the publication of the 1800 edition of William Wordsworth and Samuel Taylor Coleridge’s second edition of Lyrical Ballads with its famous Preface, which Robinson had read before publication. Both volumes were published by the same
               publisher, Longman and Rees, in the same typography and format. Wordsworth in reaction
               considered changing the title of his and Coleridge’s volume to Poems, perhaps because at the time Mary Robinson was a far better-known poet.
            

            
            Robinson’s “The Poor Singing Dame” was based on “Goody Blake and Harry Gill,” one
               of the most popular poems in Lyrical Ballads. But Wordsworth also based “The Seven Sisters; or, The Solitude of Binnarie” on the
               elaborate metrical scheme of Robinson’s “The Haunted Beach.”
            

            
            Coleridge had great admiration for Robinson’s “undoubted genius.” In turn, Robinson
               wrote “To the Poet Coleridge,” which reads “Kubla Khan” closely 16 years before the
               poem would be published.
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         	MACKENZIE, HENRY (1745–1831)

         
         	
            Born on August 6, 1745, in Edinburgh, Henry Mackenzie was once regarded by many primarily
               as the “Scottish Joseph Addison.” Following an education at Edinburgh’s high school
               and university, he studied law, and in 1765, at the age of 20, he went to London for
               a time to study English exchequer practice. Upon his return to Edinburgh, he became
               the law partner of George Inglis, who was attorney for the Crown. Mackenzie later
               succeeded Inglis in that position.
            

            
            About the time he returned to Scotland from England, Mackenzie began to write his
               novel The Man of Feeling, the work for which he is best remembered today and the most popular novel of its
               day. For several years after its completion, the novel went from publisher to publisher
               without arousing sufficient interest to assure its publication. When it did appear
               in 1771, it was published anonymously, and an English clergyman named Eccles claimed
               to have written it. Although Mackenzie came forward to acknowledge his authorship
               of the book, the false claim was maintained even to Eccles’s having his claim commemorated
               upon his tombstone.
            

            
            The Man of Feeling typifies the popular sentimental novel of late 18th-century England in that it is
               a case study of how a sensitive hero responds sympathetically to real-life problems.
               In such novels, heroes of sensibility cannot last long. Harley, the Man of Feeling’s tearful hero, “became, along with Rousseau’s Saint-Preux and Goethe’s Werther,
               the type of a sensibility too extreme to live at ease in an unfeeling world” (Duckworth
               1985).
            

            
            Mackenzie married Penuel Grant in 1776, and the couple had 11 children. He was an
               important figure in Edinburgh life and society in his time, being a friend of Sir Walter Scott, who dedicated Waverley (1814) to Mackenzie and later edited an edition of his collected novels. He was also
               an enthusiastic hunter and lover of the outdoors.
            

            
            Henry Mackenzie wrote two other novels: The Man of the World (1773) and Julia de Roubigné (1777). He also attempted a career as a playwright, but his Prince of Tunis had only limited success; his later plays can only be described as failures. Mackenzie’s
               role as editor at various times of the influential periodicals The Mirror, beginning in 1779, and The Lounger beginning in 1785, made him a powerful maker of reputations within Scottish literary
               circles. His review in The Lounger 97 first brought Robert Burns to serious public notice.
            

            
            But without question it was The Man of Feeling, written in his twenties, which brought Henry Mackenzie lasting fame. A contemporary,
               John Heriot, perhaps exaggerated when he remarked,
            

            
            
               When the rigid and fastidious vent their spleen against the labours of the novelist,
                  they ought to recollect that there are compositions of this nature, which in almost
                  every country, have raised their authors to the pinnacle of fame.—A Rousseau will ever be esteemed in France—a Goethe in Germany—and a Fielding and a Mackenzie will be admired whilst the English language is understood.” (Vickers 1967: vii)
               

               
            

            Also, “Robert Burns wore out two copies of the book while Sir Walter Scott not only
               dedicated Waverley to Mackenzie but also compared him favorably with Sterne” (Lives of the Novelists, 1906: 170). Henry Mackenzie died in Edinburgh on January 14, 1831.
            

            
            See also FLEETWOOD; OR, THE NEW MAN OF FEELING; GOETHE, JOHANN WOLFGANG VON (1749–1832); ROUSSEAU, JEAN-JACQUES (1712–1778).
            

            
         

         
         	“MACKERY END”

         
         	
            See ESSAYS OF ELIA; LAMB, CHARLES (1775–1834).
            

            
         

         
         	MACKLIN, CHARLES (1699?–1797)

         
         	
            The Irish-born actor and playwright made his reputation in his long-running role of
               Shylock in Shakespeare’s The Merchant of Venice, a role he began playing in 1741. His most successful plays were Love à la Mode (1759) and The Man of the World (1781), with himself in the leading role. He continued to act until a failing memory
               drove him from the stage in 1789.
            

            
         

         
         	MACPHERSON, JAMES (1736–1796)

         
         	
            Macpherson was a Scottish scholar who from 1760 to 1763 claimed to have discovered
               Gaelic poems by a third-century poet Ossian, including the epics Fingal and Temora. Samuel Johnson challenged the poems’ authenticity, and indeed they were later proven
               inauthentic. Johann Wilhelm von Goethe, William Blake, Lord Byron, Johann Gottfried Herder, Henry David Thoreau, Mikhail Yuryevich Lermontov, and Napoleon were among the many admirers of Ossian.
            

            
         

         
         	MAD BLAKE

         
         	
            Very little of William Blake’s poetry of the 1790s was known to the general public, and his reputation as a visual
               artist was slight. During this period he began to be labeled in some intellectual
               circles as “Mad Blake.” His personal eccentricities as well as his seemingly indecipherable
               art and poetry no doubt provoked such attitudes.
            

            
         

         
         	MADOC

         
         	
            Robert Southey’s epic was published in 1805. It tells the story of Madoc, the youngest son of Owain
               Gwyneth, king of North Wales, who sails to America, establishes a settlement, and
               defeats the Aztecs.
            

            
         

         
         	MAGICAL IDEALISM

         
         	
            A term used by Novalis and the Jena Circle of German Romantics. Novalis, inspired by Johann Gottlieb Fichte’s philosophy, “saw the poet as a kind of magus, whose poetic word transforms the world
               into a product of the imagination” (Breckman 2008: 47). This power of the imagination
               needed to romanticize the world, as Novalis believed, would unite nature, spirit,
               soul, finitude, and infinity (47). Such ideas form the essence of Novalis’s concept
               of Magical Idealism. Moreover, Novalis claimed, “the Romantic studies life the way
               a painter, a musician, and an engineer study color, sound, and stresses. The diligent
               study of life defines the Romantic, just as the diligent study of color, sound, and
               stresses defines the painter, musician, and engineer” (Hugo, Howard 1957: 55). Perhaps
               the best examples in Novalis’s own work are his novel Henry von Ofterdingen and his direct treatment of the idea in “Christianity or Europe: A Fragment.”
            

            
         

         
         	“THE MAGNETIC LADY TO HER PATIENT”

         
         	
            See JANE POEMS; SHELLEY, PERCY BYSSHE (1792–1822).
            

            
         

         
         	MAID MARIAN

         
         	
            When Maid Marian was published in 1822, Thomas Love Peacock had already an established reputation as “the author of Headlong Hall” as well as three other novels of talk. The decade of the 1820s saw only one other
               novel by Peacock, The Misfortunes of Elphin, which was published in 1829. These two novels are Peacock’s only medieval romances.
               Unlike the novels of talk, where the major concern is with characters who expound
               their personal crotchets, the romances are related to conventional romances because
               of their virtuous and featureless heroes and heroines and because they progress somewhat
               along the lines of a quest. In reality, though, the romance setting is, like the much
               less defined settings of the other novels, a clever vehicle for contemporary satire.
               All of Peacock’s novels, because of their satiric element, are reflections of their
               times; yet the novels of talk concern themselves with the intellectual fads of the
               day, whereas the romances emphasize the currents of political ideas circulating in
               the second and third decades of 19th-century England. Peacock’s age was one of reform.
               Indeed, his two romances reflect those political ideas, and these ideas led, ultimately,
               to the passing of the Reform Bill of 1832.
            

            
            Maid Marian, though published in 1822, was written primarily in the autumn of 1818. It is a story
               of Robin Hood based on Joseph Ritson’s Robin Hood (1795), which was also the source for Sir Walter Scott’s Ivanhoe. The tale opens at the wedding ceremony of Robert Fitz-Ooth, Earl of Locksley and
               Huntington, and Matilda Fitzwater, daughter of the Baron of Arlingford, at Rubygill
               Abbey. The ceremony is interrupted, however, by an invasion of troops whose leader
               declares Fitz-Ooth an outlaw because of his constant violation of the forestry laws.
               The earl and his men fight their way out and flee to Sherwood Forest, becoming Robin
               Hood and his merry men. Matilda is confined by her father to the castle but escapes
               with Father Michael, who becomes Friar Tuck. Matilda takes the name of Maid Marian.
               Prince John falls in love with the lady but is thwarted by her. While besieging her
               father’s castle he is defeated, but the baron joins Robin Hood and his men. The rest
               of the story consists of the traditional adventures of Robin Hood’s men, with particular
               emphasis on the organization of the outlaw band. At last a strange knight is entertained
               by the men and is discovered to be King Richard. He restores all their titles and
               lands. Robin Hood and Marian are married. Upon Richard’s death, though, all return
               to the forest and take up their old ways again.
            

            
            One aspect of the reform controversy that Peacock accentuates in Maid Marian concerns the right to rule. Friar Tuck, the spokesman for Robin Hood, defends the
               right of the outlaw to rule Sherwood Forest and to exact tribute from those passing
               in its domain: “Robin Hood is king of the forest both by dignity of birth and by virtue
               of his standing army: to say nothing of the free choice of his people, which he has
               indeed, but I pass it as an illegitimate basis of power.”
            

            
            Allusions to recent events and current ideas would probably have been obvious to the
               contemporary reader of this whimsical, metaphorical apology by Friar Tuck. The primary
               basis for Robin Hood’s right to rule is his “dignity of birth” and, his power in the
               “standing army,” just as the power in England rested in the hands of the wealthy landowners,
               both Whig and Tory, who maintained their power by self-perpetuation. Also, the “subjects”
               are taxed by the “free consent” of their representatives who, of course, do so without
               consent of the governed just as a corrupt Parliament taxed Peacock’s England. And
               of course, in the absence of universal suffrage, the logical attitude of those in
               power would be that those out of power, those who have no vote, have nothing to do
               with the law but to obey it.
            

            
            There might also be an allusion here to demonstrations for reform which had been broken
               up by government troops. Particularly Peacock may have had in mind the Spa Fields
               Meeting on December 2, 1816—two years before Peacock wrote the bulk of Maid Marian, or he may have had in mind the Peterloo Massacre on August 16, 1819—four years before
               the ultimate appearance of the novel. In both instances, dissatisfied citizens were
               dispersed violently by the authorities. Other less spectacular incidents also occurred
               throughout the period. Passages such as this one of Friar Tuck’s are common in Peacock
               and are especially common to the romances.
            

            
            Another aspect of the reform controversy that Peacock satirizes in Maid Marian is that of the balance of power among the people. In chapter 12 Little John reads
               the laws of Robin Hood’s forest. One such law is this:
            

            
            
               The balance of power among the people being very much deranged, by one having too
                  much and another nothing, we hereby resolve ourselves into a congress or court of
                  equity, to restore as far as in us lies the said natural balance of power, by taking
                  from all who have too much as much of the said too much as we can lay our hands on;
                  and giving to those who have nothing such a portion thereof as it may seem to us expedient
                  to part with.
               

               
            

            This, without a doubt, is, among other things, a summation of the reformers’ principles—to
               take away the rotten boroughs and other corrupt franchises from those who have “too
               much” and give power to those districts inadequately represented in Parliament.
            

            
            In addition to the distinction of power, there is in Maid Marian a strong emphasis on economics—the most obvious aspect, of course, being the Robin
               Hood theme of the distribution of wealth, or stealing from the rich and giving to
               the poor. Peacock brings a current paper money controversy into the novel when he
               describes the failure of Sir Ralph Montfaucon.
            

            
            
               His followers, who were paid only with the wages of hope, began to murmur and fall
                  off; for, as those unenlightened days were ignorant of the happy invention of paper
                  machinery, by which one promise to pay is satisfactorily paid with another promise
                  to pay, and that again with another in infinite series, they would not, as their wiser
                  posterity has done, take those tenders for true pay which were not sterling.
               

               
            

            The currency controversy, although carried on as an independent issue, was an indirect
               component of the reform debate because of the clash in political interests.
            

            
            The defense of property was a major concern of the government after the war. Sir Llewellyn
               Woodward summarizes the problem: “Without a stable currency, and a reduction of the
               heavy expenditure of the war period, the property of fundholders, merchants, and all
               creditors was unsafe. Without the protection of agriculture the landed interest would
               have to meet a catastrophic fall in the rent- rolls.” A stable currency was not forthcoming
               after the war, though, for there was no limit to the amount of notes which a bank
               could issue. Many small country banks failed after the war because of rash speculation.
               In a like manner the theme of the distribution of wealth in the novel represents the
               heated opposition between the industrial and the rural classes. Derry says, “There
               was much envy and distrust between the traditional gentry and the new middle class.
               The industrialists had little use for the landed aristocracy. They regarded them as
               idle, overprivileged, reactionary and inefficient, in return they were despised as
               coarse, pushing, greedy and uncivilized.” Economics was an important issue of reform
               as those with power naturally enacted those measures most beneficial to themselves.
               Those without representation in the House of Commons did not have their interests
               considered. These were issues that Peacock treated with his satiric pen.
            

            
         

         
         	THE MAINE WOODS

         
         	
            Published originally in the Union Magazine in five installments in 1848, Henry David Thoreau’s book is a collection of three essays put together by editors. Nevertheless, it
               is notable for its social criticism, conservation theme, technical detail, allusions
               to other learning, attitudes toward Native Americans, and relation of primitive nature
               to civilization.
            

            
            
               A year after Thoreau retired to Walden Pond he felt, it may be, a strong urge of wanderlust,
                  so he headed for the backwoods of Maine. There he showed himself a genuine woodsman.
                  When he wrote up his “Ktaadn” travelogue he sent it on to his friend Horace Greeley,
                  who did his best to place it. Greeley finally succeeded although Thoreau never received
                  much more than $50 or $75 for his work. (Bode 1982: 76)
               

               
            

            According to a reviewer for the Continental Monthly, July 1864,
            

            
            
               Henry D. Thoreau was an enthusiastic lover of nature, but no blind adorer of her loveliness.
                  He knew her in all her moods, was familiar with all her caprices. He was a man of
                  strong brain, and of accurate knowledge in such fields as it pleased him to study.
                  The woods have never before had such an accurate biographer, such a true painter.
                  He saw them with the eye of the poet as well as that of the naturalist. Scholarship
                  and imagination roam with him in the primeval forests.
               

               
            

         

         
         	THE MANAGER IN DISTRESS

         
         	
            George Colman the Elder produced this theatrical satire in 1780 for Covent Garden Theatre in London. In order for theatrical satire to succeed, it must take into account the
               dominant groups in the theater. Thus Richard Brinsley Sheridan has Dangle, a critic,
               in The Critic; and Kitty Clive, in The Rehearsal; or, Bayes in Petticoats, has her actors and actresses. Colman also incorporates every element of the theatrical
               world in his plays. Affairs of management are the main subject of An Occasional Prelude, The Manager in Distress, and The Election of Managers, as well as of the prelude to Man and Wife. Of course, in every case the management is portrayed favorably, usually beset by seemingly
               insurmountable problems and besieged by unsympathetic detractors. Actors and actresses
               also do well, surprisingly so, considering Colman’s own problems with his various
               companies.
            

            
            The central problem of The Manager in Distress is the walkout of the acting company. The winter theaters refuse to allow their actors
               and actresses to act at the Haymarket Theatre outside of London for the summer, so the manager, Colman, of course, sends out Mr.
               Hitchcock, his prompter, to cancel the opening performance. As Hitchcock begins to
               apologize to the audience, an Irishman stands up and proposes that the audience do
               the acting. Who needs professional actors? he asks. Then one member of the audience
               after another voices his agreement. Did not the Romans use pasteboard actors? one
               gentleman asks. If so, so can we, he says as he begins imitating actors in the Haymarket
               company. Then just as the audience decides to dispense with professional actors, a
               woman enters from the side and announces that the whole company of actors is waiting
               to perform. They come out to perform the main piece, The Suicide.

            
            Nowhere in the play is there any indication that the theater could actually survive
               without the acting company. Actually, the audience reveals more about itself than
               about the actors and actresses. In fact, most of Colman’s theatrical satire is aimed
               at the audience, not the theatrical company. Colman shows that when theater managers
               struggle, their folly is largely due to the fact that they give the audiences what
               they want.
            

            
         

         
         	MAN AND WIFE; OR, THE SHAKESPEARE JUBILEE

         
         	
            George Colman the Elder published this theatrical short for Covent Garden in 1769. The immediate occasion was David Garrick’s Stratford Jubilee earlier in the year, a large-scale celebration of Shakespeare
               that turned into a fiasco from rain and critical ridicule. The play thus is set in
               Stratford at the Jubilee. Of all Colman’s comic shorts, only Man and Wife attempts a developed plot based on intrigue and disguise. Mr. and Mrs. Cross each
               have a different husband prepared for their daughter Charlotte: Mr. Cross favors Marcourt;
               Mrs. Cross, Kitchen. Charlotte, on the other hand, loves Colonel Frankly. To gain
               her own choice, Charlotte leads each parent to believe she favors that parent’s choice
               so that neither suspects she will go against his or her inclinations. Then, in the
               last act, she arranges a fairly complex disguise with her younger sister, Sally, and
               the maid, Lettice, so that she can elude both her parents and her would-be beaux and
               elope with Frankly. Her stratagem succeeds; they are married immediately and enter
               the party to announce the news and, as with the lovers in Colman’s Ut Pictoria Poesis, to throw themselves at her parents’ feet, asking their forgiveness and blessing.
               But this intrigue occurs only in the last two acts, and even in the midst of this
               plot there is the elaborate procession of Shakespeare’s characters through the streets
               of Stratford. The procession is disproportionately lengthy and bears no relation to
               the intrigue plot except that it occurs in Stratford during the Jubilee.
            

            
         

         
         	MANFRED, A DRAMATIC POEM

         
         	
            Lord Byron began writing Manfred in the famous summer of 1816 in Switzerland with Percy Bysshe Shelley and Mary Shelley and their circle. He sent the play to John Murray in 1817 after he completely rewrote act 3, which was written in May 1817 in Rome.
               Byron ascribed his inspiration to the Alps. The play is usually compared with Johann Wolfgang von Goethe’s Faust, but Goethe had only praise for Byron’s version of the traditional pact-with-the-devil
               story.
            

            
            In Byron’s play Manfred is tortured by inner conflict from the beginning as he conjures
               spirits from the other world from whom he seeks the release of memory, forgetfulness.
               The spirits cannot help so Manfred climbs a mountain peak in the Alps and contemplates
               suicide. A chamois hunter comes across him just as he is about to make the leap and
               saves him. Now steeled in resolve and with great confidence, Manfred boldly enters
               the abode of Arimanes, the Spirit of Darkness, and vows never again to bow before
               any spirit. He battles with his wits the Witch of the Alps in order to conjure up
               the shade of his true love, the ethereal Astarte, goddess of love, who bears a striking
               likeness to himself—an incest theme and implied reference to Augusta Leigh. The witch thwarts his desires and refuses to tell him of his imminent death. Manfred
               flees to an abbot to seek consolation, but to no avail. Thence he dies unrepentant.
               For many, Manfred is the epitome of the Byronic hero. Unlike Faust, Manfred does not sell his soul to spirits. In fact he defies them
               to the end. Also unlike Faust, Manfred wants no material wealth.
            

            
         

         
         	THE MAN OF BUSINESS

         
         	
            George Colman the Elder first produced this five-act comedy at Covent Garden Theatre on January 29, 1774. The Man of Business is a sentimental comedy in which the scenes and the characters are intended primarily to arouse our sympathy
               and pity instead of our laughter.
            

            
            The plot concerns the fortunes of a young man awakening to the realities of the modern
               age. Young Beverley has been left in the charge of Fable, the acting manager of a
               counting house, while his uncle, Golding, has gone to India. Fable, however, is very
               dissatisfied with Beverley’s libertine mode of life, but Mrs. Golding defends her
               nephew to the utmost. Early on, Beverley proves a true libertine, associating with
               a dissolute sort, including Denier, his closest friend. As his ward, Denier has Lydia,
               a proper, prudish young girl, to whom Beverley is attracted but to whom he has never
               acknowledged his passion. Fable decides to teach his nephew a lesson. So he declares
               that the house is going bankrupt because of the way Beverley has squandered money.
               Immediately Beverley is sensible of his wrongdoing, especially as he sees all his
               friends, one by one, desert him. Even Denier deserts him, although he keeps up a successful
               pretense of not doing so.
            

            
            At the same time Lydia inherits a huge fortune so that now, instead of Beverley’s
               being socially above her, she is out of his reach socially—or so he thinks. Denier,
               who until now never has shown much interest in Lydia, tells Beverley that he intends
               to marry her. Lydia, meanwhile, is much affected by Beverley’s ruin. They at last
               profess their love for each other, but then Fable steps in and redirects the course
               of action by announcing that they all are saved unexpectedly. Back come all of Beverley’s
               friends, but this time Beverley shuns them and, in the same way, Lydia spurns Denier.
               Unfortunately, despite Fable’s scheming, the house really is going broke. True ruin
               is imminent. But at a crucial moment Golding returns from India and all is made up.
               Fable’s character is vindicated, and Denier is exposed. Lydia is revealed as Golding’s
               own daughter by a previous, secret marriage and, hence, is his logical choice for
               Beverley’s wife. Naturally, they marry and the business resumes with prosperity.
            

            
            The play can be praised more highly as social drama than as comedy for it has many
               touching scenes that cause the audience to sympathize with Beverley, while at the
               same time the scenes escape the maudlin extremes found in some Hugh Kelley and Thomas
               Holcroft plays. Moreover, Colman presents bourgeois mercantile problems with sympathy
               and with skill.
            

            
         

         
         	THE MAN OF FEELING

         
         	
            Henry Mackenzie’s tearful production of 1771, The Man of Feeling, has been described as the most sentimental novel in the English language (Thompson,
               Harold 1931:112). The most memorable aspect of this novel is the profusion of tears.
               Henry Morley, in an introduction to the 1886 edition of this work, indexed 47 cases
               of tears falling down somebody’s cheeks within a novel that has a little over 100
               pages (Thompson 123). Of course, sentimentalism justifies to some degree this abundance
               of tears in a novel. And it is for its sentimental qualities that The Man of Feeling is important. Because of its historical importance, it has, despite its obviously
               poor artistic quality, attracted critical attention in the 20th century. One interesting
               feature for the modern reader has been its structure. The novel is written in a series
               of detached chapters. Ostensibly the editor obtained the manuscript from a curate
               who had used pages of it for gun wadding on his hunting expeditions. Thus there are
               large gaps throughout the narrative, attributed by the editor to the curate.
            

            
            In addition to the tearful ending of every episode, other unifying factors have been
               noted. Thompson has mentioned a picaresque type of unity in the novel (113) as has
               David Spencer (1967: 318). Because of the lacunae within the alleged manuscript, the
               narrative should lack continuity, but such is not the case. In spite of the curate’s
               supposed misuse of the manuscript, nothing necessary to the narrative is missing so
               that, despite the gaps between and within the various chapters, a unity within the
               novel can be seen in the essentially continuous narrative.
            

            
            The fictional editor of this manuscript apologizes in a footnote, and in his introduction,
               for the missing parts of the narrative. He places the blame on the curate and resignedly
               begins the novel at chapter 11 as the young Harley sets out from his rural childhood
               home for London and, hence, the world. He experiences life through a series of episodes,
               dropping many tears along the way, then returns to his rural home clinging to his
               sentimental idealism although he has many reasons for rejecting it. As Brain Vickers
               says, “Although he begins with Chapter XI . . . he uses it and the following chapter
               for the conventional sketch of the hero’s upbringing” (1967: xiii). The narrator describes
               in detail the chief characteristics of Harley and provides a background for the succeeding
               episodes. He especially notes Harley’s fondness for Miss Walton, to whom he returns
               at the end of the novel.
            

            
            The author performs a similar task through digression in chapter 19. A preceding extant
               chapter, chapter 12, relates Harley’s intention to visit a wealthy government official
               in order to obtain the favor of a lease to some crown lands. After a gap of four chapters,
               leaving off with Harley beginning his journey to London, the author feels a need to
               summarize what occurred in the interval: “We have related, in a former chapter, the
               little success of his first visit to the great man, for whom he had an introductory
               letter from Mr. Walton. To people of equal sensibility, the influence of those trifles
               mentioned on his deportment will not appear surprising.” Mackenzie, by providing only
               a summary of the meeting, has avoided the necessity of portraying the difficult encounter
               with the “great man.”
            

            
            There are a few lacunae where action is missing. In these cases, however, the missing
               element is unnecessary continuity. At the end of chapter 21 there is “a considerable
               part wanting” in the speech of the old philosopher. Yet the manuscript begins in the
               exact place where the old man is summing up the missing argument: “In short, man is
               an animal equally selfish and vain” (Vickers 1967: 42). The missing section is convenient
               for shortening the misanthrope’s discourse while preserving the crux of his argument.
               Again, chapter 55, after a 10-chapter interruption, shows Harley on his deathbed.
               In a note the editor summarizes the events of the missing chapters, but by omitting
               those chapters Mackenzie is able to avoid the “entanglement of a novel” (Mackenzie
               1967: 18) that he had feared so much in the composition of The Man of Feeling. Harley, then, is in perfectly good health in chapter 40 but is dying when the reader
               next sees him in chapter 55.
            

            
            In the time period of the breaks in the narrative little or nothing germane to the
               story could have occurred. At the end of chapter 29 Harley buys a seat on a stagecoach
               for the next day. Four missing chapters evidently record the events of the night before
               the arrival of the stage. Nothing is later said about the incidents allegedly recorded
               in these chapters. Instead, chapter 33 opens with Harley entering the coach. Of course,
               it is not unusual to leave a gap in the narrative for such a time as this, but one
               questions what could possibly have filled up four chapters.
            

            
            The episode with Old Edwards, probably the most important of the book, is dealt with
               in only three chapters as is the episode with Miss Atkins and her father. There is
               also an unnecessary gap in the chapter numbers after chapter 36. At the end of that
               chapter Harley is overwhelmed at the generosity of Miss Walton toward the weeping
               Old Edwards. Four chapters are then missing when in chapter 40 Peter, Harley’s valet,
               innocently deceives Harley with the false rumor of Miss Walton’s engagement to Sir
               Henry Benson. The break between chapter 21 and chapter 25 provides a similar illustration.
               Nothing is known from the existing writings to have happened in these three gaps.
               Moreover, nothing is needed for a transition within these three nonsequential chapter
               groups. The author could have produced the same narrative effect by merely numbering
               the chapters sequentially.
            

            
            Not every narrative unit fits so neatly with the preceding chapters, however. In a
               1769 letter Mackenzie described his method of writing The Man of Feeling:
            

            
            
               You must know then, that I have seldom been in Use to write any Prose, except what
                  consisted of Observations (such as I could make) on Men & Manners. The way of introducing
                  these by Narrative I had fallen into in some detach’d Essays, from the Notion of its
                  interesting both the Memory & the Affection deeper than mere Argument, or moral Reasoning.
                  In this way I was somehow led to think of introducing a Man of Sensibility into different
                  Scenes where his Feelings might be seen in their Effects, & his Sentiments occasionally
                  delivered without the Stiffness of regular Deduction. In order to give myself entire
                  Liberty in the Historical Part of the Performance, & to indulge that desultory Humour
                  of writing which sometimes possesses me, I begin with this Introduction & write now
                  & then a Chapter as I have leisure or Inclination.” (Mackenzie 1967: 16)
               

               
            

            Mackenzie took his liberties with the historical sequence twice. First, in a fragment
               at the end of chapter 36 he gives the incident of Harley’s arguing about British imperialism
               with Old Edwards. Then, at the end of chapter 40, in “The Pupil. A Fragment,” he gives
               the story of Edward Sedley’s youthful Grand Tour. Both these fragments are autonomous
               units within the novel. They are the only two such units, although theoretically the
               curate may have torn some others out. Nevertheless, these incidents do carry forward
               the education of Harley.
            

            
            Yet the narrative line of The Man of Feeling is regular throughout. Not once is there a part missing that is vital to the story.
               And though there may be a few chapters that do not carry the plot forward, they are
               necessary for the total effect of the novel. The reader is fortunate that the curate
               used only the unimportant chapters for his gun-wadding.
            

            
            See also FLEETWOOD; OR, THE NEW MAN OF FEELING; GODWIN, WILLIAM (1756–1836).
            

            
         

         
         	MANSFIELD PARK

         
         	
            Published first in 1814, Jane Austen’s novel of manners develops the most complex plot of all of Austen’s novels. However,
               it is the most conventional of her novels. Virtue is justly rewarded and vice just
               as justly punished. The characters are less complex over all than those of Pride and Prejudice, Northanger Abbey, and Emma. The plot concerns Fanny Price and her pursuit of the perfect husband. Not surprisingly
               for a Romantic novel, Fanny is an orphan adopted into a family of repute. By herself
               she has little to offer a husband but good looks and an engaging personality. Recent
               scholarship has de-centered the traditional narrative, however, from Fanny to the
               dark side of the estate and family of Mansfield Park itself, a family and estate with
               its fortune based upon income from slave plantations in Antigua. The plot was no doubt
               inspired by Elizabeth Inchbald’s popular play of 1798, Lover’s Vows.
            

            
         

         
         	MAN THINKING

         
         	
            Ralph Waldo Emerson’s description of the ideal scholar as Man Thinking is detailed in his essay The American Scholar. Although Emerson wrote The American Scholar on short notice for his address before the Phi Beta Kappa Society at Cambridge in
               1837, he had been pondering the subject of the scholar for years. In assessing his
               own life and his own vocation, he had arrived at his unique concept of the scholar
               as Man Thinking. This concept has been applied to Emerson himself. Merton M. Sealts
               Jr. (1992) says, “What Emerson asks of this ideal figure he had asked again and again
               of himself, first in his journals and lectures, then in Nature, and now in ‘The American Scholar,’ his long-projected essay in definition.” No doubt
               Emerson’s portrait of the ideal scholar can be applied to Emerson himself, but it
               might also be applied elsewhere. Representative Men, Emerson’s volume of 1850, lends itself readily to such an application, for example.
            

            
         

         
         	THE MARBLE FAUN

         
         	
            See HAWTHORNE, NATHANIEL (1804–1864).
            

            
         

         
         	MARCLIFFE, THEOPHILUS

         
         	
            William Godwin used this pseudonym to publish two books commercially that he assumed would not undo
               the sharp decline in his reputation at the turn of the 19th century. The two books
               are The Looking Glass: A True History of the Early Years of an Artist (1805); and The Life of Lady Jane Grey and of Guildford Dudley Her Husband (1806).
            

            
         

         
         	MARGGRAFF, HERMAN (1809–1864)

         
         	
            Marggraff was a German playwright, poet, novelist, and historian.

            
         

         
         	MARIA; OR, THE WRONGS OF WOMAN

         
         	
            Mary Wollstonecraft’s last novel, left uncompleted, was published posthumously in Philadelphia in 1799.
               While Wollstonecraft wrote most of her major works including A Vindication of the Rights of Woman and Mary: A Fiction in a matter of weeks, she spent nearly a year on Maria and finished only about a third of the story before her death. The novel is darker
               and even more radically feminist than Mary: A Fiction. Usually the second novel, though incomplete, is seen as superior and much bolder
               than the first. Maria; or, The Wrongs of Woman is set in an insane asylum where a young woman has been wrongly imprisoned by her
               husband. Most of the interest in the novel, however, lies with the character of Jemima,
               a former prostitute and perhaps the first fully sympathetic portrait of a working-class
               woman in English literature. “Jemima is thoroughly exploited: an illegitimate orphan,
               she is later raped, becomes pregnant, aborts her child, turns to beggary and prostitution,
               thieves, is imprisoned, and ends up in the workhouse. From there she takes the position
               of a keeper in the workhouse in which Maria is later imprisoned” (Montgomery, Fiona
               2001).
            

            
         

         
         	MARMION

         
         	
            Sir Walter Scott’s first poem, The Lay of the Last Minstrel, had been hugely successful, and Scott decided to continue writing popular narrative
               poems while he allowed his legal practice to diminish. In his next poem, Marmion, Scott shows much greater concern for character than in his first poem. In his introduction
               to the first edition, which appeared in 1808, the poet says, “The present story turns
               upon the private adventures of a fictitious character; but is called a Tale of Flodden
               Field, because the hero’s fate is connected with that memorable defeat, and the causes
               which led to it.” Thus Scott indicates his interest in character in the poem.
            

            
            Marmion, the hero of the tale, is a cynical villain with noble qualities. Edgar Johnson
               comments, “From the beginning of Marmion to the end the dark villain-hero holds our interest and is the center of attraction,
               and the crashing scenes around him only enhance his dramatic fascination” (1970: 347).
               In the subplot, Marmion loves and is loved. He treats the Lady Clare gently but through
               negligence and apathy allows Constance, whom he has tired of, to be walled up alive
               in a convent. The plot of the poem is primarily a device to reveal Marmion’s character.
            

            
            Many stock elements of Gothic tales of terror are included merely for their effect.
               Scott balances the battle scene and the sequences leading to it with Marmion’s intrigues
               with Lady Clare and Constance. The battle scenes are important, though, because for
               the first time Scott introduces real historical events into his work. The later Waverley will make much use of history. The setting, though still important in the poem, is
               no longer the purpose for its existence, much of it depending on the stock elements
               of the Gothic tale.
            

            
         

         
         	THE MARRIAGE OF HEAVEN AND HELL

         
         	
            Etched between 1790 and 1793, William Blake’s The Marriage of Heaven and Hell is his most accessible prophecy. It is also his most disturbing poem because it treats
               more directly than his other books the contraries of evil and good. For this work,
               a mixture of prose, poetry, and, again, the visual, Blake returned to his contrasting
               states of innocence and experience. Here Blake develops a prophetic narrator who identifies
               himself with the devil. Blake privileges the “Voice of the Devil” or other characters/statements
               from the perspective of Hell throughout The Marriage of Heaven and Hell.

            
            Blake did not believe in the reality of evil in a metaphysical sense. Humans always
               create evil in themselves in the Songs of Innocence and of Experience. Throughout his works and especially in The Marriage of Heaven and Hell, Blake shows that he does not accept John Milton’s teaching in Paradise Lost of the rigid distinction between good (God) and evil (Satan). In The Marriage of Heaven and Hell, he declares, “The reason Milton wrote in fetters when he wrote of Angels & God,
               and at liberty when he wrote of Devils & Hell, is because he was a true Poet and of
               the Devil’s party without knowing it.” More particular, Blake also asserts here, in
               what could serve as his thesis, that “without contraries is no progression. Abstraction
               and Repulsion, Reason and Energy, Love and Hate, are necessary to Human existence.”
            

            
            The poem begins with an Argument in which Rintrah roars and shakes his fires in the
               manner of the Old Testament prophets and John the Baptist. The Argument is followed
               by a section titled “The Voice of the Devil,” which contains a series of precepts
               of conventional theology followed by each precept’s contrary. Blake is overturning
               all conventional beliefs about moral good and evil. He affirms, “Those who restrain
               desire, do so because theirs is weak enough to be restrained.” Then he interprets
               Milton who had gotten it all wrong: “But in the Book of Job, Milton’s Messiah is call’d
               Satan.”
            

            
            Then follows a series titled “Proverbs from Hell.” Each proverb is based upon a paradox
               that reverses expectations from conventional thinking and especially from conventional
               Christian theology such as “The road of excess leads to the palace of wisdom”; “If
               the fool would persist in his folly he would become wise”; “Prisons are built with
               stones of Law, Brothels with bricks of Religion”; and “The soul of sweet delight can
               never be defil’d.”
            

            
            Then follows a series of dream-visions, each titled “A Memorable Fancy,” in the first
               of which Blake makes a bold claim for his credentials as a divine prophet-poet: “The
               Prophets Isaiah and Ezekiel dined with me, and I asked them how they dared so roundly
               to assert that God spake to them; and whether they did not think at the time that
               they would be misunderstood.” The prophets answer that they knew nothing through empirical
               knowledge but that their nonempirical senses “discover’d the infinite in everything.”
               In other memorable fancies Blake has a vision that he is in a printing house in Hell,
               and that an Angel comes to him and gives him a tour of Hell.
            

            
            Attached to The Marriage of Heaven and Hell, and sometimes treated as a separate poem but sometimes as the conclusion to The Marriage of Heaven and Hell, is A Song of Liberty, “an ecstatic prophecy of the fall of reason and jealousy and the triumph of love
               and imagination” (Bredvold et al. 1973: 1468).
            

            
            The Marriage of Heaven and Hell is William Blake’s most delightful long poem yet also his most infuriating for many
               simply because it is set out in plain language for all to understand and told with
               humor and satire that is hard to miss. Because of this nature of the poem, Algernon
               Swinburne, in one of the earliest studies of Blake, says,
            

            
            
               The humour is of that fierce grave sort, whose cool insanity of manner is more horrible
                  and more obscure to the Philistine than any sharp edge of burlesque or glitter of
                  irony; it is huge, swift, inexplicable; hardly laughable through its enormity of laughter,
                  hardly significant through its condensation of meaning; but as true and thoughtful
                  as the greatest humorist’s. The variety and audacity of thoughts and words are incomparable:
                  not less so for their fervor and beauty. (1868: 205)
               

               
            

         

         
         	MARY: A FICTION

         
         	
            Mary Wollstonecraft’s first novel, published in 1788, tells of Mary, a self-educated, rational young
               woman who seeks independence and the right to define her own femininity and marriage.
               For Mary, happiness in intimate relationships does not need the sanction of marriage.
               The story itself is the tragic one of Mary’s romantic encounters with a woman and
               a man. Her intimacy with Ann is usually seen as an autobiographical parallel to Wollstonecraft’s
               own deeply personal relationship with Fanny Blood.
            

            
            See also JOHNSON, JOSEPH (1738–1809); MARIA; OR, THE WRONGS OF WOMAN.
            

            
         

         
         	“THE MASQUE OF THE RED DEATH”

         
         	
            Edgar Allan Poe published this story in 1842. A pestilence known as the Red Death has long devastated
               the country. The prince, Prospero, chooses a number of favorites and with them retires
               to an abbey where they will defy the pestilence. He has the iron doors to the abbey
               welded shut so that all contact with the outside world is cut off. Meanwhile his less
               fortunate subjects suffer through the plague. One day he gives a magnificent masked
               ball. The palace has seven large chambers of which the western one is decorated all
               in black. Here stands a gigantic clock which, when it rings the hour, disconcerts
               the company because of the nature of its chimes. When the clock strikes twelve, the
               dancers pause, and in the rather long wait, they become aware of a strange masked
               figure. His appearance inspires horror and disgust. He has assumed a costume symbolic
               of the Red Death. In a rage, Prospero orders him seized, but none dare approach him.
               The figure begins to go toward the black chamber and Prospero himself, with drawn
               dagger, follows. Prospero is just about to strike the masked man when the dancers
               assault the figure and find to their horror that the costume is “untenanted by a tangible
               form.” Now the presence of the Red Death is acknowledged, “and Darkness and Decay
               and the Red Death had illimitable dominion over all.”
            

            
         

         
         	THE MASSACRE

         
         	
            Elizabeth Inchbald’s play based upon the French Revolution and the Reign of Terror. The play, written
               early in the 19th century, attempts direct realism in action portrayal. It was never
               produced onstage, however.
            

            
         

         
         	MATHILDA

         
         	
            First published in 1959, this short novel, written in 1819 by Mary Shelley, was written after the death of her two young children, Clara, who was around one
               year old, and her son William, who died at three years old. Mathilda is autobiographical in the sense that it deals with the deaths and also the pain
               and estrangement it caused in Shelley’s marriage to Percy Bysshe Shelley. Mathilda is Mary, Mathilda’s father is William Godwin, and the character of Woodville is Percy. Incest is the theme.
            

            
            When Mathilda is courted, Woodville her father becomes violently jealous. He cannot
               control his overwhelming sexual passion for his own daughter. “My daughter, I love
               you,” he declares to her. Then he flees. Now her father, the object of her adoration,
               becomes Matilda’s nightmare: “infamy and guilt was mingled with my portion; unlawful
               and detestable passion has poured its poison into my ears and changed all my blood
               into a cold fountain of bitterness.” Now Mathilda’s love for Woodville is doomed as
               she pines away, longing for death: “no maiden ever took more pleasure in the contemplation
               of her bridal attirement than I in fancying my limbs already enwrapped in their shroud:
               is it not my married dress? Alone it will unite me to my father when in an eternal
               union we shall never part.”
            

            
            See also WOMEN.
            

            
         

         
         	MATTHEWS, CHARLES SKINNER (?–1811)

         
         	
            Charles Matthews met Lord Byron in 1807 at Cambridge and was one of Byron’s circle of male friends—which included
               John Cam Hobhouse—at Cambridge and later at London. He was praised by Byron as a brilliant scholar
               and wit. “Letters he exchanged with Byron confirm the homoerotic dimension of Byron’s
               Cambridge circle and Byron’s familiarity with its code language, which recent critics
               have related to an aspect of Byron’s poetic style” (Levine 2010: 1026). In August
               1811 Matthews drowned in the Cam River.
            

            
         

         
         	MATURIN, CHARLES ROBERT (1782–1824)

         
         	
            An Irish novelist and playwright, he was the author of several Gothic novels, most
               notably Melmoth the Wanderer: A Tale.

            
         

         
         	MAZEPPA

         
         	
            Lord Byron published this very late Eastern tale on June 28, 1819. Taken from a source in Voltaire,
               the backstory story tells of Mazeppa during a military retreat attempting to divert
               his king by telling of his youthful life as a page in love with the ravishing Theresa,
               daughter of a Polish count. The essence of the poem then tells of Mazeppa’s capture
               and punishment by being strapped to the back of a wild horse, which is lashed into
               a frenetic gallop. Byron describes the ride in detail. The boy survives the ride and
               is rescued and nursed to health by a band of Cossacks.
            

            
            The wild horse ride looks forward to Don Juan, and Byron wrote that it was influenced by Samuel Taylor Coleridge’s The Rime of the Ancient Mariner. It is a story of endurance and suffering. In the frame the tale is told to King
               Charles, who falls asleep. Thus it is a dramatic monologue, Mazeppa telling the tale
               to Charles II. It contains much ironic humor in the vein of Don Juan.
            

            
         

         
         	MÉDITATIONS POÉTIQUES

         
         	
            The French poet Alphonse de Lamartine, a member of the La Muse française school of poetry, made his initial reputation with these poems published in 1820.
               The poems were inspired by the death of his beloved, Julie Charles. As personal as
               Lamartine’s poems are, they transcend private feelings to portray feelings of universal
               suffering.
            

            
         

         
         	MEDWIN, THOMAS (1788–1869)

         
         	
            Thomas Medwin was second cousin to Percy Bysshe Shelley and part of the Byron-Shelley Circle at Pisa from 1820 to 1822. “Medwin led a somewhat extravagant existence, had literary
               ambitions, and soon after meeting Byron set about drawing him out in conversations with a view to publishing them” (Levine
               2010: 1028). Medwin published Journal of Conversations with Lord Byron in 1824.
            

            
         

         
         	MELBOURNE, ELIZABETH MILBANKE LAMB, LADY (1751–1818)

         
         	
            One of Lord Byron’s most valued friends, Lady Melbourne was past 60 in 1812 when Byron met her. In
               a letter he claimed she was “the best friend I ever had in my life, and the cleverest
               of women.” She was the mother-in-law of Lady Caroline Lamb, who was obsessed with Byron, and she warned Byron of this aspect of Lamb’s nature.
               During the turbulent period of Byron’s love affair with Lamb, who was married to one
               of Melbourne’s sons and a future prime minister, she became Byron’s confidante (Levine
               2010: 1028). Lamb portrayed her mother-in-law unfavorably in her novel Glenarvon. Later, Melbourne delivered Byron’s proposal of marriage to her niece, Annabella Milbanke. After her death, Byron commented that “with a little more Youth, Lady M. might have
               turned my head.”
            

            
         

         
         	MELMOTH THE WANDERER, A TALE

         
         	
            Charles Robert Maturin published his novel in 1820. The novel is a series of complex episodes within episodes
               and stories interlocked with stories. Melmoth the Wanderer is actually a man from
               the 17th century who is cursed to wander throughout the earth for 150 years because
               he dared to dabble in the occult. His curse is not to retell his story as with the
               mariner in Samuel Taylor Coleridge’s The Rime of the Ancient Mariner, but to find someone who will change places with him. Of course, at the beginning
               of the novel he has been unsuccessful for over a hundred years in finding someone
               to do this. Now the 150 years have passed and he has come home to Ireland at last
               to die. The Wanderer’s story now has to be reconstructed from bits and fragments of
               badly damaged manuscript. Thus begins the novel. The French were especially taken
               by the novel, and Honoré de Balzac wrote a sequel.
            

            
         

         
         	MEMOIRS OF MARY WOLLSTONECRAFT GODWIN, AUTHOR OF “A VINDICATION OF THE RIGHTS OF WOMAN”

         
         	
            William Godwin’s memoir of Mary Wollstonecraft, published in 1798, invoked such a negative reaction from readers that Wollstonecraft’s
               posthumous reputation declined and remained negligible throughout much of the 19th
               century.
            

            
         

         
         	MEMOIRS OF THE AUTHOR OF A VINDICATION OF THE RIGHTS OF WOMAN
         

         
         	
            See GODWIN, WILLIAM (1756–1836); WOLLSTONECRAFT, MARY (1757–1797).
            

            
         

         
         	“MERLIN”

         
         	
            Ralph Waldo Emerson’s poem is often seen as a poetic statement of the basic ideas of his manifesto The Poet. In the poem, Emerson uses Merlin, the legendary Welsh bard and wizard during the
               time of King Arthur along with all the Romantic connotations his name had accrued
               to represent the bardic tradition in general. Merlin probably represents Emerson himself
               as the ideal concept of the poet. The actual poem defends Emerson’s own irregular
               metrics and rough rhymes. The ideal Romantic poet is guided by inspiration rather
               than a mastery of poetic technique. Lines 27–33 contain Emerson’s revolutionary promotion
               of the organic art and open-form poetry which have become the mainstays of American
               poetry ever since. Shortly after this poem was published, Walt Whitman began to ignore
               rhythm and numbers, revolutionizing American poetry.
            

            
         

         
         	MERRY, ROBERT (1755–1798)

         
         	
            See DELLA CRUSCAN SCHOOL OF POETRY.
            

            
         

         
         	MICHAEL

         
         	
            William Wordsworth published this long pastoral poem in 1800. Dorothy Wordsworth explains the genesis of the poem in her entry for October 11, 1800, in her Grasmere Journals. Wordsworth wrote only a few narrative poems, and this one is the best. It has a
               pastoral setting. A simple farm lad who is being forced by circumstances to migrate
               to the city breaks the hearts of his aged parents by falling among evil companions
               and going to the dogs. Michael’s life is essentially a tragedy, but Wordsworth makes
               no attempt to produce a tragic effect by dwelling upon the details of the son’s ruin
               or on the grief of his father. He would have us feel rather the unchanging affection,
               the strength of soul that can endure in silence.
            

            
            The story is of the simplest. It can be put into a single sentence: a plain mountain
               shepherd is, when 84 years of age, forced by hard poverty to send the only son of
               his old age away to the city, and the old shepherd lives on among his hills in stern
               and silent loneliness years after his boy has gone to the bad. The story, heard in
               his boyhood, had lingered in the heart of Wordsworth until it had come to seem a symbol
               of the deep personal affections, the universal sorrows of our human lot.
            

            
            This poem is characterized by absolute simplicity of speech. Wordsworth called the
               poem a “pastoral,” as if in protest against all the pretty artificialities that had
               gone under that name; here is no idle decoration, no graceful unreality. Wordsworth
               will admit no heightening of phrase, not a syllable that might seem merely rhetorical.
            

            
         

         
         	MILBANKE, ANNABELLA (1792–1860)

         
         	
            Born Anne Isabella, Milbanke was the daughter of Sir Ralph and Lady Milbanke, an intelligent,
               well-bred, young woman when Lord Byron met her in London in 1812. “His wish to escape the turbulent involvement with Caroline Lamb, fears over the dangerous liaison with his half-sister, Augusta Leigh, and financial difficulties provided the backdrop to his decision to propose to this
               impressive, morally high-minded young heiress who, unlike most of the other women
               who fawned over Byron, piqued his interest by her reserve” (Levine 2010: 1028). Milbanke
               had developed an independent reputation as an intellectual in her own right. She was
               a bluestocking and a mathematician, and her daughter was to continue the family tradition
               in mathematics.
            

            
            Annabella’s interactions with Lord Byron began when her cousin, Lady Caroline Lamb,
               sent Byron some of Annabella’s poems to read and critique. He had much praise for
               her work, but wrote to Caroline Lamb, “I have no desire to be better acquainted with
               Miss Milbanke; she is too good for a fallen spirit to know, and I should like her
               better if she were less perfect” (Mayne 1929: 13). In 1812 Byron made an offer of
               marriage to Annabella, which she quickly refused; a correspondence between the two
               then began that lasted over the next two years. In 1816, Byron made another impulsive
               offer of marriage to Annabella which she, this time, accepted. The marriage took place
               on January 2, 1815. On December 10, 1815, Annabella gave birth to Augusta Ada, her only child.
            

            
            The marriage to Byron, she claimed, was cruel and abusive. Byron and Milbanke agreed
               upon an amicable, legal separation on April 21, 1816. Immediately Byron left England
               forever, and the two never met again.
            

            
            No doubt the marriage suffered from the scandalous love triangle involving Byron’s
               sister Augusta Leigh. In later years Leigh and Milbanke would become close friends
               independent of Byron. Anne Isabella Milbanke Byron, Lady Byron, died in her old age
               on May 16, 1860, in London.
            

            
         

         
         	“MILD WAS THE AIR”

         
         	
            Rosalía de Castro collected this poem in Beside the River Sar in 1884. “Mild Was the Air” is an intricately constructed lament that seems the spontaneous
               outpouring of a mother’s anguish as she is bereft of her child.
            

            
            It is a sad day. It is softly raining outside, and it seems like a slow, calm day.
               All the world has slowed down and all of nature no longer seems to matter. It has
               become “mild.” The speaker is weeping and grieving over her baby who has died. Her
               child died young, and innocent. The speaker tells the graveyard keepers to hurry.
               She laments over how painful it is for her to be separated from her child, over its
               purity and how it had not yet been corrupted by the things of the world. One day she
               will be reunited with her child although her child is “gone, never to return.” The
               poem ends as she comes to peace with the fact that death is inevitable and it is the
               way of the world.
            

            
            The first stanza of this poem offers a particularly striking example of the fluidity
               that gives the poem its spontaneous effect. Tight control by the poet produces an
               uncontrolled outpouring of grief with the short, soft opening lines that record an
               inevitable event and the final couplet that expands to accommodate the watching mother’s
               painful contrast of the child’s peaceful passing with her own bitter response. Throughout
               the poem the point of view shifts as third person yields to second, as the speaker
               addresses both herself and her dead child, working out her grief in the conclusion
               to return to the more objective third person, and the shorter final line: “It is the
               earthly way.” There is nothing to be done.
            

            
         

         
         	MINERVA PRESS

         
         	
            Following the success of Horace Walpole’s The Castle of Otranto and other 18th-century Gothic as well as Romantic novels in the tradition of Samuel
               Richardson, William Lane in 1790 established Minerva Press on Leadenhall Street, London.
               For the next 15 years Minerva Press dominated the market for consumer-oriented fiction,
               particularly fiction aimed at a rising female reading audience. Thus it was fitting
               that Lane named his publishing house after the female goddess of wisdom. Minerva Press,
               then, was one of the earliest publishers of mass-produced fiction and was associated
               in its time with novels of low culture.
            

            
         

         
         	THE MISFORTUNES OF ELPHIN

         
         	
            The second of Thomas Love Peacock’s romances reflecting concerns of the Age of Reform that led ultimately to the passage of the Reform Bill of 1832. During the interval between the publication of Maid Marian and that of The Misfortunes of Elphin in 1829, the urge for reform intensified—although actual legislation made little
               progress. Like Maid Marian, The Misfortunes of Elphin reflects Peacock’s continued concern for reform, although it is primarily a vehicle
               for his antiquarian pursuits in Welsh mythology.
            

            
            The story weaves together three Welsh myths. The setting is a small kingdom by the
               sea. Gwythno, the king, who incidentally seems to bear a remarkable resemblance to
               George III, has a strong aversion to the sea. In order to keep the sea from inundating
               his plains kingdom, he makes Seithenyn Lord High Commissioner of the Embankment. The
               embankment is very old. Seithenyn spends the money meant for the dyke’s upkeep on
               roistering and, in fact, prefers to leave embankment rotten. He is perpetually drunk.
               At last the dyke gives way. Seithenyn plunges into the sea, and the kingdom is flooded,
               leaving only a small portion of land for King Gwythno. Elphin marries Seithenyn’s
               daughter and retires to a trout stream. One day he and his wife find a basket with
               a baby in one of his fishing traps. The child grows up to be Taliesin the Bard. A
               neighboring king captures Elphin, and Taliesin goes in quest of his king’s freedom.
               Through a series of episodes, he—with the help of Seithenyn, whom he finds had escaped
               the flood—cleverly effects Elphin’s release through the aid of King Arthur, and everybody
               returns to their blissful life.
            

            
            The character of Seithenyn has attracted the most attention in the novel, and it is
               through this character that Peacock looks at the conservative position of the reform
               controversy in a scene where Teithrin and Elphin confront the drunken Seithenyn with
               their discovery of the rotten embankment. Seithenyn tries to justify maintaining the
               embankment in its present rotten condition.
            

            
            
               Decay is one thing, and danger is another. Everything that is old must decay. That
                  the embankment is old, I am free to confess; that it is somewhat rotten in parts,
                  I will not altogether deny; that it is any the worse for that, I do sturdily gainsay.
                  It does its business well: it keeps out the water from the land, and it lets in the
                  wine upon the High Commission of the Embankment . . . Our ancestors were wiser than
                  we: they built it in their wisdom; and if we should be so rash as to try to mend it,
                  we should only mar it . . . It was half rotten when I was born, and that is a conclusive
                  reason why it should be three parts rotten when I die.
               

               
            

            Naturally the dyke breaks that very night. Peacock’s readers have often seen parallels
               to attitudes of the day in Seithenyn’s speech. Usually it is seen as a parody of the
               Tory arguments for the conservation of the decaying British Constitution, especially
               those attitudes held in defense of tradition by George Canning and the Duke of Wellington.
            

            
            Three years after the publication of The Misfortunes of Elphin, the Reform Bill of 1832 was passed.
            

            
         

         
         	M. J. GODWIN AND COMPANY

         
         	
            William Godwin and Mary Jane Clairmont Godwin established their publishing business and bookstore in 1805 under the name the Juvenile
               Library. Clairmont Godwin was an author of children’s literature, and as with all
               else, Godwin had definite ideas about a new kind of children’s literature that would
               be child-centered as opposed to parent-centered.
            

            
            
               Since Godwin’s notorious political views would not inspire confidence in him as a
                  publisher of children’s books, the shop was opened in the name of Thomas Hodgkins,
                  an experienced manager who was also employed to run it.
               

               
               The store carried schoolbooks, copybooks, quills, pens, inkstands, slates, maps, and
                  stationery in addition to juvenile books. (Montanero 1996)
               

               
            

            William and his wife sold their own books, his written under the pseudonyms Theophilus Marcliffe and Edward Baldwin. By 1807 the Juvenile Library had moved to a much larger location at 41 Skinner Street
               and the name was changed to M. J. Godwin and Company. A statue of Aesop relating his
               fables to children was situated over the main door, and the image became a logo for
               the business and was printed on the cover pages of many of its publications.
            

            
            Besides the Godwins’ own children’s books, M. J. Godwin and Company first published
               Charles Lamb and Mary Lamb’s Tales from Shakespeare in 1807 and Johann David Wyss’s Swiss Family Robinson in 1812. William Blake was occasionally hired as an engraver. The business never prospered and always depended
               upon patronage. After Godwin’s daughter Mary eloped with Percy Bysshe Shelley and after his stepdaughter Fanny Imlay Godwin committed suicide in 1816, William Godwin lost interest in the business. Without
               his initiative, the store entered into large debts. After the death of Shelley, Mary Wollstonecraft Godwin Shelley returned to live with her father and stepmother and tried unsuccessfully to keep
               the store alive throughout the 1820s.
            

            
         

         
         	“MONTAIGNE; OR, THE SKEPTIC”

         
         	
            Ralph Waldo Emerson includes this chapter in his 1850 volume Representative Men following “Swedenborg; or, The Mystic.” Unlike Swedenborg, Montaigne was chosen as a representative man by Emerson with
               full confidence. In fact, of all the six representative men, Montaigne comes closest
               to the concept of the ideal scholar as Emerson sets out in his 1837 address The American Scholar. Here is Montaigne the student of the past and of his own age, a man unabashedly
               of his own time, brave and steadfast. All of these attributes are mentioned in The American Scholar. Of course an inherent aspect of skepticism, as Emerson describes it, is self-trust.
               The skeptic must remain independent in his thought from the two extremes of abstractionism
               and materialism. But Montaigne was a man of action too. He lived the life of the court
               and of the street, preferring the latter. Later in life he became a planter, living
               the life of a country gentleman. As a result his writings smack of the earth and of
               real life, sweet, or smart, or stinging.
            

            
            See also “GOETHE; OR THE WRITER”; MAN THINKING; “NAPOLEON; OR, THE MAN OF THE WORLD”; “PLATO; OR THE PHILOSOPHER”; “SHAKESPEARE; OR, THE POET”; “SWEDENBORG; OR THE MYSTIC”; “USES OF GREAT MEN”.
            

            
         

         
         	MOORE, THOMAS (1779–1852)

         
         	
            Certainly, one of the most popular and famous poets of his day, the English poet Thomas
               Moore embodied Romanticism in all his large body of works. Today he is remembered
               primarily for his early biography of Lord Byron, Letters and Journals of Lord Byron: With Notices of His Life, in two volumes, published in 1830, but in his day he was known for the poetry in
               his two major volumes of work: Irish Melodies, published in 10 volumes from 1808 to 1834, and Lalla Rookh, published in 1817.
            

            
         

         
         	MORE, HANNAH (1745–1833)

         
         	
            Hannah More in her long career lived the life of a radical thinker as a popular playwright.
               But she renounced the stage to write upon more serious and pious purposes. In later
               years she was active in the Sunday School movement that brought literacy education
               to the poor in Britain. Born on February 2, 1745, Hannah More was educated at her
               sisters’ boarding school at Bristol, and there she became proficient in Latin, Spanish,
               and Italian. David Garrick and his wife, Eva Marie, became close friends, as well as Edmund Burke, Horace Walpole, Sir Joshua Reynolds, Samuel Johnson, Mary Wortley Montague, and other bluestockings. Her early play Percy was her first success, produced by Garrick at Drury Lane Theatre. This was followed by another tragedy, The Fatal Falsehood (1779), again produced by Garrick. After Garrick’s death, Hannah More turned her
               attention to other subjects, especially her Cheap Repository Tracts, which proved very successful and led to the formation of the Religious Tract Society.
               Her “Thoughts on the Importance of the Manners of the Great,” published in 1788, also
               met with great success. Hannah More died on September 7, 1833.
            

            
         

         
         	“A MOTHER TO HER WAKING INFANT”

         
         	
            Joanna Baillie’s poem is written from the point of view of a mother waking a newborn baby. With
               seeming simplicity Baillie describes the happiness but also the weariness of the mother.
               The mother knows that her innocent infant is completely oblivious to the world about
               it and cares nothing for what the mother’s friends think of its bawling: “Thou’lt
               laugh and chuckle ne’er the less.” What matters about the poem is Baillie’s using
               a simple domestic scene, as common as can be, to emphasize the plight of most women of her day. The mother hopes the child will grow to love her as well as someday protect
               and take care of her when she reaches her last years.
            

            
         

         
         	MOUNT ABORA

         
         	
            A setting in Samuel Taylor Coleridge’s “Kubla Khan.” Mount Abora was identified by J. L. Lowes (1927) as located in Abyssinia, where
               the kings secluded their sons to protect themselves from betrayal. John Milton refers
               to Mount Abora in Paradise Lost, and Samuel Johnson refers to it as Mount Amhara in Rasselas. Thus Mount Abora, with its romantic-sounding name, serves to evoke fantasies of
               the far away and long ago.
            

            
         

         
         	“THE MOUSE’S PETITION”

         
         	
            Anna Barbauld’s poem was one of her most famous, and it was the subject of generations of schoolboys’
               and schoolgirls’ class recitations. Composed around 1771 and published first in 1773,
               the full title is “The Mouse’s Petition: Found in the Trap Where He Had Been Confined
               All Night by Dr. Priestley, for the Sake of Making Experiments with Different Kinds
               of Air.” Joseph Priestley, an eminent 18th-century scientist, was then on the faculty of Warrington Academy
               in Lancashire where Barbauld’s father had also taught. The poem’s speaker is the mouse
               itself. Priestley’s experiments were to lead to the discovery of oxygen. What matters
               in the 12-stanza, iambic tetrameter poem is that the mouse’s appeal for freedom is
               couched in imagery of revolution: “O hear a pensive prisoner’s prayer, / For liberty
               that sighs.” The appeal to the revolutionary impulse of the distinguished doctor becomes
               explicit as the mouse pleads, “If e’er thy breast with freedom glow’d, / And spurn’d
               a tyrant’s chain,” then the doctor should no longer “a free-born mouse detain.” Legend
               claims Priestley let the mouse go after reading Barbauld’s poem.
            

            
         

         
         	“MR. COLERIDGE”

         
         	
            William Hazlitt’s assessment of Samuel Taylor Coleridge in his chapter by this name in The Spirit of the Age, published in 1825, shows how Coleridge’s writings and ideas were part of what English
               Romanticism was all about. Hazlitt here contrasts William Godwin and Coleridge. Godwin, who “with less natural capacity, and with fewer acquired advantages,
               by concentrating his mind on some given object, and doing what he had to do with all
               his might, has accomplished much.” But Hazlitt charges Coleridge with “dallying with
               every subject by turns,” for being more of a talker than a writer. Coleridge is deficient
               for giving “little or nothing to justify to the world or to posterity, the high opinion
               which all who have ever heard him converse, or known him intimately, with one accord
               entertain of him.” Such charges from a contemporary often gave 20th-century modernist
               critics justification for the common charge against Coleridge that essentially his
               work was all merely fragmentary and not a completed whole.
            

            
         

         
         	“MR. GIFFORD”

         
         	
            See GIFFORD, WILLIAM (1756–1826); HAZLITT, WILLIAM (1778–1830); ROBINSON, MARY (1758–1800); THE SPIRIT OF THE AGE.
            

            
         

         
         	“MR. JEFFREY”

         
         	
            For William Hazlitt, in his chapter by this name in The Spirit of the Age, Francis Jeffrey’s “opinions are eminently characteristic of the Spirit of the Age.” While it is true
               that Jeffrey as editor and critic of the Edinburgh Review skewered many a writer, nevertheless, he “can censure a friend or a stranger, and
               serve him effectually at the same time,” and “in his disposition there is nothing
               but simplicity and kindness.”
            

            
         

         
         	“MR. SOUTHEY”

         
         	
            William Hazlitt’s assessment of Robert Southey in his chapter by this name in The Spirit of the Age, published in 1825, shows how Southey’s writings and ideas were part of what English
               Romanticism was all about. Here Hazlitt develops the thesis that Southey was a revolutionary
               idealist in youth. That was the essential character of the man. He showed from the
               beginning his high optimism for humanity. But Southey’s idealism ultimately was crushed.
               He became cynical and bitter. But, and this is what makes Hazlitt’s contribution important,
               Robert Southey’s character never changed. He just was never able to adapt to the conservatism
               he ultimately embraced. While it is true that Southey came to despise reformers, his
               essential character was that of a reformer. He simply repressed that part of his nature.
               The early poetry Hazlitt praises while the later poetry he condemns. As a critic,
               Southey was biased and severely judgmental.
            

            
            Hazlitt’s own ultimate and unflattering assessment of the poet laureate is that

            
            
               his mind is after all rather the recipient and transmitter of knowledge, than the
                  originator of it. He has hardly grasp of thought enough to arrive at any great leading
                  truth. His passions do not amount to more than irritability. With some gall in his
                  pen, and coldness in his manner, he has a great deal of kindness in his heart. Rash
                  in his opinions, he is steady in his attachments—and is a man, in many particulars
                  admirable, in all respectable—his political inconsistency alone excepted!
               

               
            

         

         
         	“MR. WORDSWORTH”

         
         	
            For William Hazlitt, in his chapter by this name in The Spirit of the Age, William Wordsworth’s “genius is a pure emanation of the Spirit of the Age.” Moreover, “he takes the
               simplest elements of nature and of the human mind, the mere abstract conditions inseparable
               from our being, and tries to compound a new system of poetry from them; and has perhaps
               succeeded as well as any one could.” Further, “he elevates the mean by the strength
               of his own aspirations; he clothes the naked with beauty and grandeur from the store
               of his own recollections.”
            

            
         

         
         	“MRS. BATTLE’S OPINIONS ON WHIST”

         
         	
            See ESSAYS OF ELIA; LAMB, CHARLES (1775–1834).
            

            
         

         
         	MULTEITY IN UNITY

         
         	
            This phrase, coined by Samuel Taylor Coleridge in “On the Principles of Genial Criticism Concerning the Fine Arts,” encapsulates Coleridge’s concept of beauty, which is that of unity in variety.
            

            
         

         
         	MURRAY, JOHN (1778–1843)

         
         	
            A prominent London publisher. See also THE BRIDE OF ABYDOS; BYRON, LORD (1788–1824); CHILDE HAROLD’S PILGRIMAGE; CONCERNING GERMANY; DON JUAN; HINTS FROM HORACE; IRVING, WASHINGTON (1783–1859); MANFRED, A DRAMATIC POEM; THE WALTZ.
            

            
         

         
         	THE MUSICAL LADY

         
         	
            George Colman the Elder’s farce, first produced at Drury Lane Theatre on March 6, 1762, is based on a plot of exposure. Mask, the hero of the piece, is
               penniless. Instead of spending his time with his legal studies and his money on his
               law books, he has squandered everything on a carefree life. Fearing his father’s wrath,
               he seeks to marry Sophy, a girl worth £30,000. Complicating matters, however, is Sophy’s
               extreme attachment to Italian opera. She cannot get enough of it. In fact, she plans
               to hire two of the best singers in Italy to reside in her house for the season in
               order to entertain guests. Mask, knowing her extreme aversion to anything English,
               pretends to be a connoisseur of Italian music himself, a virtuoso in fact. Flattering
               Sophy to the extreme and promising her a trip to Italy immediately, he wins her consent
               to marriage. Old Mask, apprised of the marriage by Freeman, his son’s friend, turns
               from anger to joy at the good fortune. Then, as soon as he meets Sophy he, against
               his son’s plans, reveals all. Not only is Mask not a connoisseur of Italian music,
               not only does he not know anything about music, but he also has an aversion to anything
               not English. Only English songs will be sung after the wedding, and there will be
               no trip to Italy. Horrified at first, Sophy finally comes around at the end, admits
               her folly, and vows her faithfulness to her new husband.
            

            
            So Mask is an exposer. He pretends to be a music connoisseur in order to marry Sophy
               and to expose her ridiculous, musical affectation—and he succeeds. The way in which
               he succeeds provides the humor of this comedy. From the beginning, we know that the
               debt-ridden, penniless Mask is a dissembler. He plans to fool Sophy into marrying
               him. Freeman, however, doubts that he will succeed, noting that he has no talent for
               opera and that he can “neither sing, play, nor talk Italian.” The humor in the plot,
               then, partly derives from the unlikelihood of the deception’s succeeding. In other
               words, the comic hero faces a seemingly impossible dilemma: he has no money, yet he
               must impress a young girl of fortune; he has no musical talents, yet he must impress
               a music fanatic. Such impossible dilemmas compare with David Garrick’s similar Romantic farce, The Lying Valet. Still, for all his disadvantages, Mask tells Freeman, he thinks he can succeed in
               his deception of Sophy. “I can admire a fine singer, and be in raptures at an air
               or a chorus,” he says, “and as for Italian, I have just gleaned enough of the language
               to sprinkle my conversation with it, as readily as many a fashionable coxcomb, who
               has made the tour of Italy.”
            

            
            To succeed in the impossible task, he touches Sophy at her most vulnerable spot—her
               vanity. “Nay, now,” she says in the first words of act 2, “I am sure you flatter me!”
               and indeed Mask bases his whole scheme on flattery. Her conversation is so musical,
               so Italian, now that she has “quite got rid of the horrid English cadence.” To be
               truly Italian, she should be called “Sophini” instead of the English “Sophy,” he says.
               He glibly supposes that she surely had a hand in the composition of the Italian air
               she sings. Such flattery overwhelms Sophy, especially when it is accompanied by absolute
               agreement with her ideas about Italian superiority over the English. Of course Mask
               is “almost the only creature one meets in this barbarous country that has the least
               taste,” she thinks, especially since the only taste that matters is hers.
            

            
            But flattery is not enough to conquer Sophy. When Mask mentions marriage, he mentions
               it to a girl far too preoccupied with music to think about a wedding. So he tries
               two things. First, after she expresses a longing to go to Italy, he begs her to let
               him take her there to show her off: “Such taste! such voice! such execution! Heavens
               madam! you would be the admiration of all the Conoscenti! Nay, tho’ a lady, I make no doubt but you would receive honours from the Academy della crusca.” But these plans are too distant in the future to think about. She wants to hear
               music now. The upcoming concert in her drawing room is more important than marriage.
               Mask, however, plays her just right. Let the concert be their wedding music, he suggests.
               That Sophy can take as long as Mask will keep his promise to take her to Italy. So they
               marry, and once Sophy sees that Mask really loves her, once she sees her folly upon
               Mask’s exposing it, she determines “to lower her note,” for good.
            

            
            See also DELLA CRUSCAN SCHOOL OF POETRY; THE DEUCE IS IN HIM.
            

            
         

         
         	MUSSET, ALFRED DE (1810–1857)

         
         	
            A French poet and dramatist, he was the author of some of the few comedies produced
               by French Romantics but is best known and celebrated biographically for his love affair
               with George Sand.
            

            
         

         
         	“MUTABILITY”

         
         	
            A poem by Percy Bysshe Shelley. See also ALASTOR; OR, THE SPIRIT OF SOLITUDE AND OTHER POEMS.
            

            
         

         
         	THE MYSTERIES OF UDOLPHO

         
         	
            Ann Radcliffe’s novel was published in 1794 under the full title The Mysteries of Udolpho; A Romance Interspersed with Some Pieces of Poetry. The story, given from the perspective of the heroine, tells of the dashing Chevalier
               de Velancourt proving himself a match for the machinations wreaked upon Emily de St.
               Aubert, an English girl, by her aunt, Madame Cheron, and the latter’s robber-husband,
               Signor Montoni. The castle of Udolpho in which Emily is retained represents a powerful
               force against which resistance seems hopeless.
            

            
            Common approaches to Radcliffe’s novels have been to analyze her heroines in their
               roles as women and in their relationships with their mothers. Although the traditional, male Gothic
               novel reflects patriarchal violence, Radcliffe’s female Gothic emphasizes the mother-daughter
               bond in terms of the daughter’s issues of separation and female identity. Radcliffe
               portrays the daughter’s conflict with maternal figures who symbolize the daughter’s
               own fate if she, too, becomes a mother.
            

            
            See also THE ITALIAN;   OR, THE CONFESSIONAL OF THE BLACK PENITENTS.
            

            
         

      

      
      
   
      N

      
      
      
         
         	“NAMELESS SPIRIT”

         
         	
            In this lyric from his Rimas, published posthumously, the Spanish poet Gustavo Adolfo Bécquer uses minimalist imagery to represent the endless forms of the spirit. The spirit
               is invisible yet lives in everything the poet sees; therefore, the poet sees the spirit.
               The spirit is responsible for Bécquer’s writing, as the poem likens Bécquer to a vessel
               the spirit is guiding. Bécquer is inspired by this spirit as the spirit encompasses
               his world and represents all things. The spirit is timeless, eternal, and has no limitations.
               The speaker sees this spirit as a way to express his spiritual experiences on earth.
               His feelings of powers and possibilities cannot be defined by a single object, and
               to convey yet control his helplessness, he uses a spirit. The spirit stands for freedom
               and the ability to exist without boundaries.
            

            
            The poet uses this spirit but also the power and aesthetics of words and imagery to
               convey his spiritual emotions. The spirit he writes of takes on different forms, as
               it is nowhere yet everywhere. The spirit exemplifies physical forms such as “snow
               on the peaks,” and appropriating a central Romantic image, Bécquer makes this nameless
               spirit “a note in the lute,” without telling us whether there is a musician. The imagery
               reminds us of the Aeolian harp, a passive instrument through which the wind itself
               makes music. The poem is not without motion as the speaker states, “I run after the
               nymphs,” yet it is a bridge and an imaginary ladder. In essence, Bécquer is the poet
               and the spirit is his inspiration.
            

            
            “Nameless Spirit” shows Bécquer’s awareness of ancient legends in much the same way
               that so many Romantic artists were fascinated by mythic visions of natural beings.
               The poem might be compared with the study scene in Johann Wolfgang von Goethe’s Faust in which Mephistopheles has the spirits serenade Faust to “dazzle him with dream
               shapes, sweet and vast.” Bécquer might not agree, however, that the poetic visions
               these conjure are “an ocean of untruth.”
            

            
         

         
         	NAPOLEON (1769–1821)

         
         	
            Born in Corsica, Napoleon Bonaparte rose through the ranks of the French army, making
               a name for himself as an artillery officer and an innovator in artillery use in warfare.
               He was emperor of France, as Napoleon I, from 1804 to 1815. Eventually, with his modern
               war machine, he controlled much of Western Europe, but with his unsuccessful winter
               campaign into the heart of Russia in 1812, and after defeat in Leipzig in 1813, Napoleon
               was forced into exile on the island of Elba in 1814. He returned to France in 1815,
               ruling for the famous “hundred days,” but was finally defeated at the Battle of Waterloo
               by the Duke of Wellington, being then forced into permanent exile on the island of St. Helena.
            

            
            The importance of Napoleon to Romanticism is that for many, Napoleon came to represent
               the titanic Romantic genius who through his own powers is able to determine history.
            

            
            See also ALISON, SIR ARCHIBALD (1792–1867); AUSTEN, JANE (1775–1817); BEACHY HEAD; CHILDE HAROLD’S PILGRIMAGE, CANTO 3; FOUQUE, FRIEDRICH, FREIHERR DE LA MOTTE (1777–1843); THE FRENCH REVOLUTION, A HISTORY; HAZLITT, WILLIAM (1778–1830); HUGO, VICTOR (1802–1885); MACPHERSON, JAMES (1736–1796); “NAPOLEON; OR, THE MAN OF THE WORLD”; NERVAL, GÉRARD DE (1808–1855); REPRESENTATIVE MEN; SCOTT, SIR WALTER (1771–1832); THE SORROWS OF YOUNG WERTHER; STAËL, MADAME DE (1766–1817); STENDAHL (1783–1842).
            

            
         

         
         	“NAPOLEON; OR, THE MAN OF THE WORLD”

         
         	
            Ralph Waldo Emerson includes this chapter in his 1850 volume Representative Men following “Shakespeare; or, The Poet.” Action may not have been uppermost in Emerson’s mind when he wrote his essay on the
               poet, but it certainly was paramount in his consideration of Napoleon. This essay
               is Emerson’s most extended tribute to those attributes of greatness which were opposite
               to his own. For Napoleon, unlike Emerson’s American Scholar, action is foremost. It is not subordinate to contemplation. Yet the tone of the
               chapter betrays Emerson’s admiration for this man of action.
            

            
            
               Nature must have far the greatest share in every success, and so in his. Such a man
                  was wanted, and such a man was born; a man of stone and iron, capable of sitting on
                  horseback sixteen or seventeen hours, of going many days together without rest or
                  food except by snatches, and with the speed and spring of a tiger in action; a man
                  not embarrassed by any scruples; compact, instant, selfish, prudent, and of a perception
                  which did not suffer itself to be baulked or misled by any pretences of others, or
                  any superstition or any heat or haste of his own.
               

               
            

            Here, as well as a man of action, is a man of self-reliance. Throughout the chapter
               Emerson stresses Napoleon’s self-trust: “His principal means are in himself. He asks
               counsel of no other.” But of course, Napoleon did use other men’s ideas. He was a
               whole man, a man of broad learning: “He knew the properties of gold and iron, of wheels
               and ships, of troops and diplomatists, and required that each should do after its
               kind.” Of course, these are practical affairs, but this man also delights in intellectual
               discourse with his comrades. And, says Emerson, his opinion is always original and
               to the purpose. There can be little doubt, however, that the qualities of action and
               self-dependence apply to Napoleon far more than the strictly intellectual qualities.
            

            
            See also “GOETHE; OR THE WRITER”; “MONTAIGNE; OR, THE SKEPTIC”; “PLATO; OR THE PHILOSOPHER”; “SWEDENBORG; OR THE MYSTIC”; “USES OF GREAT MEN”.
            

            
         

         
         	A NATURAL HISTORY OF MASSACHUSETTS

         
         	
            Originally an unsigned book review in Ralph Waldo Emerson’s Dial for July 1842, this essay by Henry David Thoreau treats much more than just the state of Massachusetts in the United States. The book
               being reviewed was Reports—On the Fishes, Reptiles, and Birds; the Herbaceous Plants and Quadrapeds; the Insects Injurious to Vegetation, and the Invertebrate Animals of Massachusetts. The book barely rates a mention, just a note at the first and a quick dismissal at
               the end. Instead, Thoreau “has put some of the most genial observations of nature
               he ever achieved. Later on he became a more exact observer but he never became a happier
               one. The outline of the Report can be discerned but it serves only as a suggestion
               for his own fresh thoughts, only as a point of departure” (Bode 1982: 31).
            

            
         

         
         	NATURE

         
         	
            Conventionally, the one theme most associated with the Romantics is the theme of nature
               in all its many possible manifestations. And by nature and the Romantics, most readers
               usually mean the great outdoors. But matters are not so simple.
            

            
            From the classical era until the 18th-century, the word nature carried a much broader range of meanings. Inevitably, in literature before the Romantic
               era, especially during the Enlightenment, nature referred to the totality of existence, the entire cosmos, or creation in the Judeo-Christian
               context, and its physical laws and movement. When narrowed down to more manageable
               meaning, nature would refer specifically to human nature. While the usual idea of nature as the outdoors of fields, forests, trees,
               animals, and the wild would have been understood as within the idea of the word nature, it was the Romantics who narrowed the meaning down.
            

            
            Often the Romantics took a spiritual, sometimes religious, view of nature, as did
               William Cullen Bryant when he portrayed nature as an emanation of God in “A Forest Hymn.” Romantics such as Bryant and William Wordsworth treated nature as a benevolent force for good, for inspiration, for character transformation.
               Of course, the Romantics realized that nature could be at times evil. Storms and other
               natural disasters occur. For this reason the Romantics saw nature only as a secondary
               manifestation of God.
            

            
            Above all else, when we speak of nature in a Romantic context, we speak of the natural
               world, not simply human nature. Nature is a physical fact, not a philosophical abstraction.
               Thus the Russian poet Anna Petrovna Bunina, in “From the Seashore,” develops a scene of calm natural beauty—a quiet sea, a shining sky, and birds in
               their nests. Bunina in the poem then mutates the scene into an equally peaceful, domestic
               one, only to return to a new figuration of the sea, invoked now as a prospective grave.
               Such a shift draws attention to the way that humanity attaches meaning to nature in
               accord with mutable psychic conditions.
            

            
            The French poet Alphonse de Lamartine, in “The Lake,” explores the assignment of meaning to nature yet more fully, remembering an idyllic
               summer evening in a boat with his beloved in order to reflect on the unstoppable passing
               of time. Now his beloved is dead. Once she had spoken to him about the need to live
               intensely, given the flight of the moments, using the metaphor of a boat trip: “We
               have no port, time itself has no shore; / It glides by, and we pass away.” Now, the
               speaker can only hope that the beauty of the lake and its surroundings will survive
               as a symbol of their love, possessing a kind of permanence that human beings cannot
               attain.
            

            
            Yet more mysterious are the allusions to nature in Heinrich Heine’s poetry. These allusions depend upon subtle suggestion, not overt statement. So
               the pine tree in the north during winter, in “Lonely Is the Pine,” dreams of a faraway palm tree. Heine evokes the universality of human longing without
               ever mentioning humanity. And in “Death Is Like the Long Cool Night,” Heine’s allusion to young nightingales singing in the trees captures a sense of
               death as beautiful, remote, and haunting.
            

            
            Nature can also evoke the realm of the nonrational, the superrational, and for the
               Romantics, generally, it is the source of poetic inspiration and escape from mortality.
               In fact, hope lies in the our separation from society and not in our participation
               in it. Often it is a longing for a simple way of life. And not surprisingly, melancholy
               is the dominant emotion of the Romantic genius.
            

            
            See also ADONAIS, AN ELEGY ON THE DEATH OF JOHN KEATS; ALASTOR; OR, THE SPIRIT IN SOLITUDE; AMERICA: A PROPHECY; BEACHY HEAD; BIOGRAPHIA LITERARIA; “THE BRONZE HORSEMAN”; BYRON, LORD (1788–1824); “CANDESCENT LIES THE AIR”; CAPTIVITY, A POEM, AND CELADON AND LYDIA, A TALE; CHILDE HAROLD’S PILGRIMAGE, CANTO 4; CIRCLES; COLLINS, WILLIAM (1721–1759); COMMON SENSE; CONFESSIONS; CROMWELL, PREFACE; “A DESCENT INTO THE MAELSTROM”; THE DIVINITY SCHOOL ADDRESS; ÉMILE; OR, ON EDUCATION; ENGLISH BARDS AND SCOTCH REVIEWERS; AN ENQUIRY CONCERNING POLITICAL JUSTICE; FAUST: PART 1; “THE FRINGED GENTIAN”; “FROST AT MIDNIGHT”; FULLER, MARGARET, OSSOLI (1810–1850); GRAY, THOMAS (1716–1771); “GREEN RIVER”; “THE HALF OF LIFE”; “HART-LEAP WELL”; HUDSON RIVER SCHOOL; “I CANNOT FORGET WITH WHAT FERVID DEVOTION”; “INSCRIPTION FOR THE ENTRANCE TO A WOOD”; JOURNALS OF DOROTHY WORDSWORTH; JOURNALS OF RALPH WALDO EMERSON; “LA BELLE DAME SANS MERCI”; LARA, A TALE; LERMONTOV, MIKHAIL YURYEVICH (1814–1841); LYRICAL BALLADS; MAGICAL IDEALISM; THE MAINE WOODS; “MILD WAS THE AIR”; “MR. WORDSWORTH”; A NATURAL HISTORY OF MASSACHUSETTS; NATURE; ODE: INTIMATIONS OF IMMORTALITY; “ON ORIGINALITY AND IMITATION”; THE OVER-SOUL; “PLATO; OR THE PHILOSOPHER”; THE POET; POETICAL SKETCHES; PREFACE TO LYRICAL BALLADS, 1800; “THE PROBLEM”; PROBLEMS IN THE STUDY OF WORDSWORTH; PROMETHEUS UNBOUND; QUEEN MAB; RECANTATION POEMS; THE RECLUSE; OR, VIEWS ON MAN, NATURE, AND SOCIETY; “RESOLUTION AND INDEPENDENCE”; “THE RHODORA: ON BEING ASKED, WHENCE IS THE FLOWER?”; “THE RIGHTS OF WOMAN”; THE RIME OF THE ANCIENT MARINER; THE ROBBERS; “ROBIN OF LINCOLN”; ROUSSEAU, JEAN-JACQUES (1712–1778); SCHELLING, FRIEDRICH WILHELM VON (1775–1854); THE SEASONS; A SICILIAN ROMANCE; “SLEEP AND POETRY”; “THE SNOW-STORM”; THE SOCIAL CONTRACT; SOLITUDE: CHAPTER 5 OF WALDEN; SONG FROM AL AARAAF; SPRING: CHAPTER 17 OF WALDEN; “STANZAS WRITTEN IN DEJECTION—DECEMBER 1818, NEAR NAPLES”; SUMMER ON THE LAKES IN 1843; “THANATOPSIS”; “THIS LIME-TREE BOWER MY PRISON”; THOMSON, JAMES (1700–1748); “THUNDER”; TINTERN ABBEY; “TO A MOUNTAIN-DAISY”; “TO A MOUSE”; “TO A SKY-LARK”; “TO A WATERFOWL”; “TO A YOUNG ASS, ITS MOTHER BEING TETHERED NEAR IT”; “TO COLE, THE PAINTER, DEPARTING FOR EUROPE”; “TO HIMSELF”; “TO SYLVIA”; TRANSCENDENTAL MOVEMENT; WALDEN; OR LIFE IN THE WOODS; A WEEK ON THE CONCORD AND MERRIMACK RIVERS; “A WINTER’S DAY”; A WINTER WALK; WORDSWORTH, DOROTHY (1771–1855).
            

            
         

         
         	NATURE

         
         	
            This is the essay that first brought Ralph Waldo Emerson to serious attention among American intellectuals. Eventually the small book became
               the virtual manifesto of the American Transcendental movement. Emerson published it privately and anonymously in 1836.
            

            
            “Our age is retrospective,” Emerson begins his essay, going on to ask, “Why should
               not we also enjoy an original relation to the universe?” Then he gives his famous
               definition of nature: “Philosophically considered, the universe is composed of Nature and the Soul. Strictly
               speaking, therefore, all that is separate from us, all which Philosophy distinguishes
               as the Not Me, that is, both nature and art, all other men and my own body, must be ranked under
               this name, Nature.” Or, a bit further, “Nature, in the common sense, refers to essences unchanged by
               man; space, the air, the river, the leaf. Art is applied to the mixture of his will
               with the same things, as in a house, a canal, a statue, a picture.” Thus we have Me,
               Not Me (nature), and art (what I do with nature).
            

            
            Emerson then divides his essay into seven sections before his conclusion. The first
               section is “Nature,” followed by six subsequent sections treating the division of
               the topic. For Emerson, one can only experience nature in solitude: “To go into solitude,
               a man needs to retire as much from his chamber as from society. I am not solitary
               whilst I read and write, though nobody is with me.” The question, of course, is what
               is solitude? Why does it exclude being alone in a room reading Emerson’s Nature? Emerson continues,
            

            
            
               But if a man would be alone, let him look at the stars . . . Seen in the streets of
                  cities, how great they are! If the stars should appear one night in a thousand years,
                  how would men believe and adore; and preserve for many generations the remembrance
                  of the city of God which had been shown! But every night come out these envoys of
                  beauty, and light the universe with their admonishing smile.
               

               
            

            We simply take for granted the world outside of ourselves.

            
            It is the role of the poet to integrate the disparate parts of nature: “There is a
               property in the horizon which no man has but he whose eye can integrate all the parts,
               that is, the poet.” Of course, most people are not poets and most of us never see
               nature fully: “To speak truly, few adult persons can see nature. Most persons do not
               see the sun.” To see nature fully is a mystical experience known only to the few.
               So Emerson in the most famous passage of the essay tells of his own mystical experience
               in which he transcends himself and his senses to experience the unity of the universe.
            

            
            
               Crossing a bare common, in snow puddles, at twilight, under a clouded sky, without
                  having in my thoughts any occurrence of special good fortune, I have enjoyed a perfect
                  exhilaration . . . Standing on the bare ground,—my head bathed by the blithe air,
                  and uplifted into infinite space,—all mean egotism vanishes. I become a transparent
                  eye-ball; I am nothing; I see all; the currents of the Universal Being circulate through
                  me; I am part or particle of God.
               

               
            

            The second main section of Nature Emerson titles “Commodity.” Commodity is the lowest part of nature and its uses.
               We tend through commodity to abuse nature. Yet “the misery of man appears like childish
               petulance, when we explore the steady and prodigal provision that has been made for
               his support and delight on this green ball which floats him through the heavens.”
            

            
            Emerson then moves into the third section, “Beauty.” While commodity is the baser
               element of nature, beauty is the most sublime. It serves as an end in itself as opposed
               to commodity. As nature is the cosmos, “the eye is the best of artists,” and beauty
               is invariable related to the concept of delight. Emerson describes a glorious sunrise
               to show that nature serves to deify humanity. Here is an important Transcendental
               concept, the idea that we all partake of the divine nature of God.
            

            
            
               I see the spectacle of morning from the hill-top over against my house, from day-break
                  to sun-rise, with emotions which an angel might share. The long slender bars of cloud
                  float like fishes in the sea of crimson light. From the earth, as a shore, I look
                  out into that silent sea. I seem to partake its rapid transformations: the active
                  enchantment reaches my dust, and I dilate and conspire with the morning wind. How
                  does nature deify us with a few and cheap elements! Give me health and a day, and
                  I will make the pomp of emperors ridiculous. The dawn is my Assyria; the sun-set and
                  moon-rise my Paphos, and unimaginable realms of faerie; broad noon shall be my England
                  of the senses and the understanding; the night shall be my Germany of mystic philosophy
                  and dreams.
               

               
            

            But beauty in nature can only be experienced in context. Take something out of nature
               and you merely commodify it: “Go out of the house to see the moon, and ’t is mere
               tinsel; it will not please as when its light shines upon your necessary journey. The
               beauty that shimmers in the yellow afternoons of October, who ever could clutch it?
               Go forth to find it, and it is gone: ’t is only a mirage as you look from the windows
               of diligence.” This theme is treated poetically in Emerson’s poem “Each and All.”
            

            
            Beauty is by definition spiritual. It brings us closer to God. Beauty creates. It
               becomes the object of the intellect. Thus Emerson makes a distinction that is perhaps
               more relevant in postmodernism: “This love of beauty is Taste,” and “The creation
               of beauty is Art.” The artist creates beauty. Those who have taste experience beauty
               at its greatest intensity.
            

            
            The fourth main section of Nature is “Language.” “Words are signs of natural facts,” Emerson says, taking into account
               the concept of logos (Greek: word). “In the beginning was the Word, the Gospel begins.” Emerson says,
               “Every natural fact is a symbol of some spiritual fact.”
            

            
            What is the purpose of science? Emerson asks. For Emerson, “the use of natural history is to give us aid in supernatural
               history: the use of the outer creation, to give us language for the beings and changes
               of the inward creation.” The study of science leads us to an inner spirituality, and
               the study of science leads us to God. But when he speaks of God in nature, Emerson
               is referring to the Universal Soul, what he in another essay calls the “Over-Soul.”
            

            
            Sections 5 and 6 of Nature concern discipline and idealism. The wise person has the self-discipline to know
               his intellectual limits but the foolish person has no idea. He or she assumes all
               people are equally unaware. Poets delineate; they unfix, and they dispose. Possessed
               of heroic passions, they use matter as symbols of their passions.
            

            
            The difference between the poet and the philosopher is that “whilst thus the poet
               animates nature with his own thoughts, he differs from the philosopher only herein,
               that the one proposes Beauty as his main end; the other Truth.” Thus beauty and truth
               are not necessarily the same. The scientist sees God in all he or she does: “And no
               man touches these divine natures, without becoming, in some degree, himself divine.”
               The seventh section treats the concept of spirit, and Emerson concludes his essay
               on nature with a brazen claim for the poet: “Poetry comes nearer to vital truth than
               history.”
            

            
         

         
         	NECESSITARIANISM

         
         	
            One of the philosophical ideas from the late 18th and early 19th centuries that opposed
               Romanticism was necessitarianism, the doctrine that all events, including acts of
               the will, are determined by antecedent causes. Necessity denies the possibility of
               sympathy (which goes against the grain of Romanticism). It is thus related to the utilitarianism
               of Jeremy Bentham. Bentham famously said that a game of pushpins is as good as poetry.
               Necessitarianism denies the notion of original genius. Samuel Taylor Coleridge reacted to necessitarianism by saying that poetry is not a copy of the universe.
               It may be imitation, but it is not a copy.
            

            
         

         
         	NECESSITY, DOCTRINE OF

         
         	
            One of the foremost doctrines in Percy Bysshe Shelley’s belief system manifests itself in most of his longer philosophical poems such as
               Queen Mab; Alastor; or, The Spirit of Solitude; and Prometheus Unbound. For Shelley, necessity is not merely a material concept of cause and effect. It
               takes on a moral dimension. An understanding of the writings of both Percy Bysshe
               Shelley and Mary Shelley requires an understanding of the doctrine of necessity.
            

            
            According to C. E. Pulos, unlike the concept of necessity of the French materialists,
               “Shelley’s doctrine is not dogmatic, nor does it subsume a materialist world-view.
               Its source was Hume’s theory of causation and the restatement of that theory in [William Godwin]” (1954: 108).
            

            
            Percy Shelley in a note to Queen Mab details his belief.
            

            
            
               He who asserts the doctrine of Necessity, means that, contemplating the events which
                  compose the moral and material universe, he beholds only an immense and uninterrupted
                  chain of causes and effects, not one of which could occupy any other place than it
                  does occupy . . . Motive is, to voluntary action in the human mind, what cause is
                  to effect in the material universe. The word liberty as applied to mind, is analogous
                  to the word chance as applied to matter: they spring from an ignorance of the certainty
                  of the conjunction of antecedents and consequents . . . The doctrine of Necessity
                  tends to introduce a great change to the established notions of morality, and utterly
                  to destroy religion . . . We are taught, by the doctrine of Necessity, that there
                  is neither good nor evil in the universe, otherwise than as the events to which we
                  apply these epithets have relation to our own peculiar mode of being. (qtd. in Reiman
                  and Freistat 2002: 52n)
               

               
            

         

         
         	NERVAL, GÉRARD DE (1808–1855)

         
         	
            “Nerval” was the pseudonym of Gérard Labrunie. The French poet was raised by an extended
               family after the age of 10 when his mother died. His father fought with Napoleon. From his school years Nerval was close friends with Théophile Gauthier. He translated Johann Wolfgang von Goethe’s Faust in 1827 and became part of the Hugo Cénacle. Subsequent to this, he was active in
               the Hernani controversy in 1830. Nerval was an extreme Romantic and obsessed with his studies
               in folklore, the exotic, the primitive, the occult, dandyism, and dreams. For Nerval,
               the perception of nature is a matter of the projection or reception of feelings. But he also connects material
               reality with the natural world. Thus in “Awakening in the Carriage,” he writes of
               waking up on a carriage ride and seeing rows of little houses marching like sheep.
               In “Nôtre-Dame” he imagines the famous cathedral in the distant future crumbling into
               ruin like an ox set upon by a wolf, its great bones contemplated by sightseers as
               though they were looking upon a natural phenomenon. He committed suicide, evidently,
               by hanging on January 14, 1855.
            

            
         

         
         	NEW BROOMS

         
         	
            George Colman the Elder produced this theatrical satire for Covent Garden Theatre in London in 1776. When writers and composers are attacked—as in New Brooms with its opera writer, Crotchet; its comedy writer, Sprightly; and its composer, Sir
               Dulcimer Dunder—Colman clearly shows that their folly is largely due to the fact that
               they give the audiences what they want. All the groups associated with the theater
               appear in Colman’s theatrical satires: managers in all the plays; actors and actresses
               in New Brooms, The Manager in Distress, and An Occasional Prelude; writers and composers in New Brooms and An Occasional Prelude; country members and city members of the audience in New Brooms and Man and Wife; fashionable members of the audience in Man and Wife; and ethnic groups in the audience in all the plays. Groups outside the theater houses,
               footmen and fruit women, also appear in the plays. Thus Colman’s plays show the entire
               range of theatrical society. But he does single out specific groups for attack. Indeed,
               for it to succeed, theatrical satire must attack at least one aspect of the theater
               recognizable to the audience. For Colman, that group is usually the audience itself.
            

            
            In New Brooms he simply makes fun of various groups in the audience. The play begins with a series
               of fairly unrelated scenes: (1) a fruit woman sells fruit before the theater; (2)
               the Dripping family enters and exits; (3) the Furrow family arrives on stage then
               enters the theater; (4) and a sailor and doxy appear arm in arm, buy some fruit, then
               leave. Only then do the main characters, Phelim and Catcall, appear.
            

            
            These inorganic episodes are always produced by Colman solely for the sake of laughs.
               He has us laugh at characters who are outcasts from the fashionable world—two middle-class
               families, one from the country and one from the city, who have never been to the theater,
               and a sailor who is full of sea talk and who is extremely rash. Fumbling for his change
               to buy some fruit, he simply gives up and gives it all to the fruit woman while taking
               the whole basket of fruit. Even when the main characters appear, the subsequent episodes
               follow each other with little relation to each other. Phelim tells Catcall of his
               intention to be an actor. Then one representative of the theater after the other appears
               to judge Phelim’s ability and, primarily, to represent various attitudes about contemporary
               theater. The play concludes only by one character stepping forward and reciting a
               prologue for the following play.
            

            
         

         
         	“NEWTON’S SLEEP”

         
         	
            See BLAKE, WILLIAM (1757–1827); POETICAL SKETCHES.
            

            
         

         
         	NEW YORK EVENING POST

         
         	
            As editor in chief of the New York Evening Post for nearly half a century, William Cullen Bryant was a power in New York and national politics, and he had much to say about contemporary
               local and national problems. He was a liberal Democrat before the Civil War. He waged
               continual newspaper warfare for constitutional freedoms of religion and speech and
               for collective bargaining and freedom from oppressive debtor laws. As the Democratic
               Party embraced Southern influences and pro-slavery attitudes, Bryant was forced to
               abandon the party and became one of the early leaders in the new Republican Party
               in 1855 and 1856. Typical of his political prose is an editorial titled “The Right of Workmen to Strike” in the New York Evening Post in 1827 and his editorial from 1836 titled “Freedom of Speech.”
            

            
         

         
         	NIGHTMARE ABBEY

         
         	
            One of Thomas Love Peacock’s novels of talk, Nightmare Abbey was published in 1818. Peacock was an insider of the Romantic movement who had the
               ability to distance himself enough from the intellectual, literary, and artistic fads
               of the day and gently poke fun at them. He was an author who could write humorously
               about his close friends and about matters near to his own heart without seeming to
               offend anyone. In this novel, Peacock establishes Scythrop and Stella as central characters,
               characters based upon his friends Percy Bysshe Shelley and Mary Shelley. Other characters, Cypress and Flosky, are based upon Lord Byron and Samuel Taylor Coleridge. Beyond that, the novel satirizes the Gothic novel fad.
            

            
            The novel begins as young Scythrop Glowry has just arrived at Nightmare Abbey, having
               just completed his studies at the university. Deep intellectual study has transformed
               the once brightened young man into a darkly morose man. He finds Nightmare Abbey the
               perfect place in which to drown his sorrows from a recent romantic rejection. Here
               Scythrop will pass his days in misery. He constructs a secret passageway to his chamber
               and writes a revolutionary philosophical treatise, Philosophical Gas; or, A Project for a General Illumination of the Human Mind, which sells seven copies. Scythrop now is happy because he is so miserable. But
               his happiness in solitude is not to last for long as a large number of houseguests
               begin to arrive, all with some kind of hobbyhorse to ride related to the Romantic
               movement. Thus begins Peacock’s thoroughly jovial sendup of Romanticism.
            

            
         

         
         	NIGHT THOUGHTS

         
         	
            One of the most popular and influential English poems of the 18th century, Edward Young’s long poem contains much that was to appeal to the later Romantics. William Blake’s famous illustrations of the poem have forever associated the poem with Romanticism.
               The poem, whose full title is The Complaint; or, Night Thoughts on Life, Death, and Immortality, contains nine books, each book representing a night. Young wrote the first four
               books in 1742, night 5 in 1743, nights 6 and 7 in 1744, and nights 8 and 9 in 1745.
            

            
            A period of personal bereavement and disappointed ambition preceded Young’s composition
               of the poem. In Night Thoughts, the poet undertakes a long, blank-verse discourse on mortality and immortality as
               he responds emotionally to the successive deaths of Lucia, Philander, and Narcissa,
               shadowy figures with no evident corresponding relationship to Young’s own family or
               circle of acquaintances. By dramatizing his own sorrow, Young gives his work a personal
               center, puts his meditations in an appropriate nighttime setting, and even hints lightly
               at the terrors of the tomb, thus placing the work at the head of poems from the popular
               Graveyard School.
            

            
            The 18th century made the most of these suggestions and found in Young a favorite
               of sentiment and Gothic terror. Readers were drawn by the intensely personal and emotional
               expression set amid tombs and correspondingly appropriate emblems of melancholy. The
               gloomy mood abandons neoclassic interests in favor of solitude, reverie, pensiveness,
               and contemplation of death and immortality. Edward Young’s Night Thoughts rivaled James Thomson’s The Seasons for popularity in England.
            

            
         

         
         	THE NINE WORTHIES OF COCKLOFT HALL

         
         	
            Associated with Washington Irving and the early New York literary scene, the Nine Worthies consisted of Irving and
               his brother William, James Kirke Paulding, and other young writers and carefree men
               about town at the beginning of their careers. From 1807 to 1808 the group collaborated
               on a series of satiric sketches titled Salmungundi; or, The Whim-Whams and Opinions of Launcelot Langstaff, Esq., and Others. They published 20 issues. Issues were assigned to particular “critics, amateurs,
               dilettanti, and cognoscenti.” General literary criticism was written by William Wizard;
               poetry by Pindar Cockloft; and social commentary by Andrew Evergreen. Launcelot Langstaff
               wrote on anything he chose. A sea captain from Tripoli, Mustapha, wrote nine essays
               while he was in New York as a prisoner of war. He reported back to his Bashaw’s court
               on American manners and peculiarities.
            

            
         

         
         	NODIER, CHARLES (1780–1844)

         
         	
            The French novelist was the founder of the first Romantic cénacle, or salon, where the principal writers, including Victor Hugo, gathered in 1823. He was the author of several fantastic and Gothic tales.
            

            
            See also HUGO CÉNACLE.
            

            
         

         
         	“NO, I AM NOT BYRON”

         
         	
            See BYRON, LORD (1788–1824); LERMONTOV, MIKHAIL YURYEVICH (1814–1841).
            

            
         

         
         	NORTHANGER ABBEY

         
         	
            Published in 1818 shortly after her death, Jane Austen’s Northanger Abbey today is regarded by many readers as Austen’s best novel, and certainly the novel
               that is unequivocally a masterpiece of Romantic age fiction. While it is often read
               primarily as a satirical treatment of the Gothic novel craze of the day, the novel
               as a whole, with its detached narrator, who unlike those of other Austen novels serves
               as a character in her own right, has much more complexity than a mere spoof of popular
               fiction. The actual satire on Gothic novels and specifically on Ann Radcliffe’s The Mysteries of Udolpho takes up much less than half of the novel.
            

            
            The plot involves a young heroine, Catherine Morland, who, like Polly Honeycombe, has read far too many novels, especially Radcliffe’s novels, and as a result her
               reading has turned her head. Friends of her parents take Catherine to Bath, a favorite
               resort of upper-middle-class families of the day. There she falls in love with Henry
               Tilney. Tilney’s prominent father, General Tilney, mistakenly believes Catherine to
               possess a fortune. Thus he invites her to visit the family estate, Northanger Abbey.
               Catherine, discovering the estate was originally a medieval abbey, begins to develop
               fantasies of a castle such as Udolpho with mysterious passageways, trapdoors, and
               unsolved murders awaiting someone like her to discover the family secrets. Her misunderstanding
               about the castle—it now has all the modern renovations and very little remains of
               medieval ruins—develops into numerous comic episodes. A subplot tells of Catherine’s
               brother, James, and his engagement to the selfish Isabella Thorpe who plays with his
               affections to her own ultimate disappointment.
            

            
            Jane Austen’s character representation and artistic distance, however, give the novel
               its complexity and transform the novel from a mere burlesque of Gothic novels to a
               masterpiece of Romantic fiction. In the first two chapters of Northanger Abbey, Austen introduces her characters not by incident but by giving brief character sketches.
               In later chapters, however, she allows her characters to introduce themselves through
               their own actions. Ordinarily this authorial pose as character commentator would seem
               to be either a product of immaturity or, at least, a genuine flaw in characterization.
               Actually, though, Austen fails to illustrate her characters dramatically in the early
               chapters because she is establishing her distance from her characters.
            

            
            Austen must establish a certain distance from her creations because she is developing
               a parody, on at least one level, of the Gothic novel. She intends for her characters
               to parody the stick characters of romance. Catherine Morland is an anti-heroine, possessing
               none of the characteristics essential to the Gothic heroine: “Though she could not
               write sonnets, she brought herself to read them . . . Her greatest deficiency was
               in the pencil—she had no notion of drawing—not enough even to attempt a sketch of
               her lover’s profile, that she might be detected in the design. There she fell miserably
               short of true heroic height.” At this point Catherine has performed no action herself,
               but by describing her Austen has emphasized Catherine’s role in the parody.
            

            
            Nor are Catherine’s parents those parents of the typical romance heroine.

            
            
               Her father was a clergyman, without being neglected, or poor, and a very respectable
                  man, though his name was Richard—and he had never been handsome . . . Her mother was
                  a woman of useful plain sense, with a good temper, and, what is more remarkable, with
                  a good constitution. She had three sons before Catherine was born; and instead of
                  dying in bringing the latter into the world, as any body might expect, she still lived
                  on—lived on to have six children more.
               

               
            

            By giving this description of Catherine’s parents on the first page Austen is emphasizing
               their ordinary qualities, which would be noticeable only by having them brought to
               the reader’s attention.
            

            
            The third character that is introduced by the narrator is Mrs. Allen: “It is now expedient
               to give some description of Mrs. Allen, that the reader may be able to judge, in what
               manner her actions will hereafter tend to promote the general distress of the work,
               and how she will, probably, contribute to reduce poor Catherine to all the desperate
               wretchedness of which the last volume is capable.” Mrs. Allen is immediately cast
               in the role of the heroine’s chaperone, but the narrator is quick to let the reader
               know that this character is not typical of the Gothic romance: “Mrs. Allen was one
               of that numerous class of females, whose society can raise no other emotion than surprise
               at there being any men in the world who could like them well enough to marry them.
               She had neither beauty, genius, accomplishment, nor manner.”
            

            
            By the third chapter, Austen is allowing her characters to be introduced dramatically.
               This is a result of the introduction of Henry Tilney. With his introduction, Austen
               has the services of an objective, rational observer to present subsequent characters.
               Isabella is seen truthfully through his eyes—though the two characters never appear
               together—in his mocking conversations with Catherine in chapter 3. His ridicule of
               Gothic propriety and conventions is a judgment of Isabella, who possesses some of
               the attributes of the Romantic heroine. Later, after her broken engagement with James
               Morland, Henry Tilney makes a more serious judgment. Speaking of the possibility of
               Captain Tilney’s marrying her, he says, “Prepare for your sister-in-law, Eleanor,
               and such a sister-in-law as you must delight in!—Open, candid, artless, guileless,
               with affections strong but simple, forming no pretentions, and knowing no disguise.”
               With Henry Tilney’s commentaries on Isabella, the author is no longer under compulsion
               to explain Isabella’s defects. Similarly, Henry’s opinions on muslin also reveal Mrs.
               Allen’s character. Though being knowledgeable about such things, he is able to determine
               their unimportance, while a fondness for such things is one of Mrs. Allen’s stock
               characteristics.
            

            
            Besides Henry Tilney and his observations of character, Austen also has, as the novel
               progresses, a large number of characters who, when seen in relation to others, might
               reveal their characters. When John Thorpe enters the narrative, for instance, Austen
               does resort to a short sketch, but she is concerned primarily with physical appearance:
               “He was a stout young man of middling height, who, with a plain face of ungraceful
               form, seemed fearful of being too handsome unless he wore the dress of the groom,
               and too much like a gentleman unless he were easy where he ought to be civil, and
               impudent where he might be allowed to be easy.” His actual characteristics, those
               of a boor, are revealed quickly in opposition to Henry, Catherine’s other admirer.
               Also when Austen introduces Isabella, Isabella readily becomes a foil to Catherine;
               they have no characteristics in common. The obviousness of this negates the purpose
               of Austen’s introducing Isabella. Other relationships are easily identifiable as the
               novel progresses, and the early need for authorial judgment of character disappears
               once the several relationships become identifiable. Yet it is necessary for Austen
               to provide a character sketch in the first two chapters while dramatic presentation
               is necessary in subsequent chapters. In writing a parody of Gothic romance, she could
               not allow the negative characteristics of her creations to go unnoticed; even the
               careless reader must be made aware that there are elements of parody within the narrative.
               Accordingly, Austen’s failure to present her characters dramatically in the first
               two chapters, rather than being a mark of artistic immaturity, is actually a conscious
               effort to establish artistic distance from her characters.
            

            
         

         
         	NOVALIS (1772–1801)

         
         	
            Novalis was the German poet, novelist, and advocate for worldwide Romanticism whose
               work reflected his deep reflection on strange myths of the past, intense Christian
               mysticism, and exotic scientific speculation in geology and mineralogy. His love for
               a dead teenage lover obsessed him until his death.
            

            
            Novalis was the pseudonym by which German poet and novelist Friedrich von Hardenberg
               was known for most of his life. He was born into a family of name, and in order to
               distinguish himself from others in his family he reverted to an older appellation
               also used within the family. He was born on May 2, 1772, on the family estate north
               of Leipzig and Jena. In 1790 he met Friedrich Schiller at the university in Jena. Near the same time he met Friedrich Schlegel in Leipzig. These contacts brought Novalis within the Schlegel group at Jena, later
               known as the Jena Circle. He met the love of his life, Sophie von Kühn, in 1794. She was then 12 when the
               two were betrothed. Sophie, however, died on March 19, 1797, at age 15 of consumption.
               As a result of her death, Novalis underwent a significant spiritual crisis and a Romantic
               longing for death himself. As a poet and philosopher, Novalis exerted a strong influence
               over later Romantics. Hymns to the Night, a product of his period of grief over Sophie’s death, show Novalis’s insistence
               that death provides the entrance to a higher plane of existence. There he hopes to
               be reunited with Sophie but also with the universe as a whole.
            

            
            As a poet and philosopher, Novalis exerted a strong influence over later Romantics.
               He wrote in 1798, “The world must be romanticized. So its original meaning will again
               be found. Romanticization is nothing other than an exponential heightening. In this
               process the lower self becomes identified with a better self. Just as we ourselves
               are part of such an exponential sequence.” Such a process is as of yet unknown, but
               “by investing the commonplace with a lofty significance, the ordinary with a mysterious
               aspect, the familiar with the prestige of the unfamiliar, the finite with the semblance
               of infinity, thereby I romanticize it” (Ferber 2005: 93). Novalis called this process
               of romanticizing the world “magical idealism.”
            

            
            Besides poetry, Novalis wrote critical theory such as “Christianity or Europe: A Fragment” and a novel, Henry von Ofterdingen, incomplete and published posthumously in 1802. As did his beloved Sophie, Novalis
               died of consumption on March 25, 1801, as Friedrich Schlegel sat at his bedside. He
               fell asleep as his brother Karl played the piano, and he died peacefully at noon.
            

            
            See also EICHENDORFF, JOSEPH VON (1788–1857); FRAGMENTS; INDIA; SCHLEIERMACHER, FRIEDRICH (1768–1834); “YEARNING FOR DEATH”.
            

            
         

         
         	NOVELS OF TALK

         
         	
            These are novels, usually associated with Thomas Love Peacock, where the major concern is with characters who expound their personal crotchets.
               All of Peacock’s novels, because of their satiric element, are reflections of their
               times; yet the novels of talk concern themselves with the intellectual fads of the
               day as opposed to the political controversies of the day, with which Peacock’s romances
               are concerned. Peacock’s novels of talk are Headlong Hall; Melincourt; Nightmare Abbey; Crotchet Castle; and Gryll Grange. His romances are Maid Marian and The Misfortunes of Elphin.
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         	OBSERVATIONS ON THE FEELING OF THE BEAUTIFUL AND SUBLIME

         
         	
            Immanuel Kant published this influential treatise in 1764, but the first English translation
               was published in 1799, at the very moment in which Romantic aesthetics were developing.
               Kant was, along with Edmund Burke, probably the most important 18th-century thinker on aesthetics. He believed that
               how we experience beauty and pleasure is entirely subjective.
            

            
            In section 1, “Of the Distinct Objects of the Feeling of the Beautiful and Sublime,”
               Kant observes that each of us perceives joy and displeasure according to our own personal
               inclination to either feelings of pleasure or pain. Anyone can have personal preferences
               for surface pleasures and feelings. However, Kant sees a feeling that is deeper and
               more delicate to the soul. This finer feeling is comprised of being drawn toward either
               the sublime or the beautiful.
            

            
            “Sublime” refers to our joy and horror in beautifully dangerous aspects of the world,
               such as storms and snowy mountain ranges. Those who lean more toward the sublime do
               so “gradually.” Kant says that “the sublime moves.” The sublime is terrifying, noble, and splendid. It must be great in scale and still
               simple. The beautiful is seen in the joy and smiles one experiences in the sight of
               gardens and trees. It can be small, but still “adorned and ornamented.”
            

            
            In section 4, “Of National Characteristics, So Far as They Depend upon the Distinct
               Feeling of the Beautiful and Sublime,” Kant expands on his discussion of the beautiful
               and sublime by discussing which countries are more associated with the two feelings.
               Italy and France are closely associated with the beautiful because the beautiful is
               “either fascinating and moving, or laughing and delightful.” He believes Italy is
               peopled with those who resemble the fascinating and moving, while France’s citizens
               are laughing and delightful. Germany, England, and Spain, on the other hand, are closely
               associated with the sublime because the sublime is more inclined to be “terrifying,”
               “adventurous,” “noble,” and “splendid.” Kant believes the Spanish are to be more equated
               with the terrifying and adventurous, while the English are more noble and the Germans
               are more splendid. He believes that the splendid is not “original by nature” because
               it is actually a combination of the beautiful and the sublime.
            

            
         

         
         	AN OCCASIONAL PRELUDE

         
         	
            Following the flourishing tradition of his day, George Colman the Elder produced short burlesque plays that show much from the dawning Romantic era. In fact,
               here he made an original contribution to the burlesque genre, beginning with An Occasional Prelude produced in 1772 and following with New Brooms in 1776, The Manager in Distress in 1780, and The Election of Managers in 1784. For these plays Colman took the framing-rehearsal device and made the plays
               entirely out of the framing element. Thus An Occasional Prelude opens with two chairmen (men paid to reserve chairs in a theater) on the street in
               front of Covent Garden Theatre rejoicing because the theatrical season is about to open. All summer long the theater
               has been empty, but now their business will increase. As they are talking, however,
               they miss a prospective customer. In the next scene the theater manager is seen in
               his study besieged by those in want of his favor while he is simultaneously attempting
               to conduct his business. Among the beseigers, an author appears asking to read his
               play, but the manager brushes him aside. Then the author asks why his last play was
               sent back; the manager, however, cannot remember the play. Finally, ridding himself
               of the author, the manager receives a young lady aspiring to be an actress. When she
               demonstrates her skills admirably, the manager escorts her into the theater and the
               main play begins. To this point An Occasional Prelude resembles closely the type of frame found in James Townley’s A Peep Behind the Curtain and Richard Brinsley Sheridan’s The Critic, but there is no more. The play that follows is the main piece of the evening, not
               a burlesque.
            

            
         

         
         	ODE

         
         	
            Examples of this favored form of English Romantic poetry are Thomas Gray’s “Ode on a Distant Prospect of Eton College”; William Collins’s “Ode to Evening”; William Wordsworth’s “Ode: Intimations of Immortality from Recollections of Early Childhood”; Percy Bysshe Shelley’s “Ode to the West Wind”; and John Keats’s “Ode on a Grecian Urn.” Traditionally defined as a lyrical poem of elaborate stanza structure dealing with
               a serious theme in a dignified or impassioned manner with lines of diverse length,
               odes in English generally fall into two classes: Pindaric odes and Cowleyian odes.
               The Romantics preferred Pindaric odes by far, but they often modified their traditional
               structure.
            

            
            See also “ODE ON INDOLENCE”; “ODE ON MELANCHOLY”; “ODE TO A NIGHTINGALE”; “ODE TO PSYCHE”; “ODE TO VENICE”; THE ONE WORDSWORTH; RECANTATION POEMS; WORDSWORTH, WILLIAM (1770–1850).
            

            
         

         
         	ODE: INTIMATIONS OF IMMORTALITY

         
         	
            William Wordsworth originally published this, one of most famous poems, with the title Ode in 1807. The full title of the poem now is Ode: Intimations of Immortality from Recollections of Early Childhood. It begins with an epitaph taken from his short poem “My Heart Leaps Up”: “The Child
               is Father of the Man; / And I could wish my days to be / Bound each to each by natural
               piety.”
            

            
            Wordsworth bases his ode on the partly figurative idea that we enter life from some world of perfect spirit.
               The vivid sensations of childhood reflect a nearness to this perfect state, still
               alive within us, but as we grow older that world grows more distant and dim. Wordsworth
               laments this loss of spiritual awareness when all of nature seemed clothed in “celestial
               light.” The poem turns from lamentation of loss to consolation. Now, in the normal
               joy of spring, he alone laments because he perceives this loss. Then he consoles himself
               that some embers of that early spiritual fire remain within. He can still imagine
               and perceive the spiritual power in the nature of things with a thoughtfulness now
               deepened by a sense of mortality, and with an acceptance springing from the meanest
               flower that blooms, in thoughts that lie even deeper than grief.
            

            
         

         
         	“ODE OCCASION’D BY THE DEATH OF MR. THOMSON”

         
         	
            See COLLINS, WILLIAM (1721–1759).
            

            
         

         
         	“ODE ON A GRECIAN URN”

         
         	
            John Keats wrote perhaps his best-known single poem in May 1819 and first published it in the
               periodical Annals of the Fine Arts in 1820. It was then collected in his last book of poetry, Lamia, Isabella, The Eve of St. Agnes, and Other Poems (1820). Keats wrote several poems based upon his intense emotional response to seeing
               the Greek sculptures, vases, and material art taken from Athens by Lord Elgin between
               1801 and 1805 and brought back to Britain. The occasion of the poem is the poet observing
               closely one particular Grecian urn from the collection. The theme is that of eternal
               beauty—especially the viewer’s response to the imaginative pictures that these artistic
               representations arouse. The paradox of the poem is the urn’s serene aloofness compared
               to the passionate scene displayed on the frieze.
            

            
            The poem develops an elaborate study of the theme of beauty’s eternality. The very
               idea that this particular urn, this artwork of pure beauty, has survived the centuries
               up to this moment and that it will survive into the future unlike the speaker who
               is keenly aware of his own failing health, his own mortality, and of the fact that
               even were he in good health, he would be good for only a limited number of years.
               As the speaker looks upon the figures on the vase, he notes two lovers about to kiss.
               But of course, they will never kiss because they are frozen within the frieze itself.
               He notes a piper piping as he leads people to make their sacrifice to the gods, which
               leads the speaker to the observation “Heard melodies are sweet, but those unheard
               / are sweeter.” The poem ends with one of the most familiar questions asked in all
               of poetry: “‘Beauty is truth, truth beauty,’—that is all / Ye know on earth, and all
               ye need to know.”
            

            
            The actual vase in the Elgin Collection upon which Keats based this poem is unknown.
               Undoubtedly Keats combined scenes from several urns as well as imagined scenes that
               appear on none of the known urns. Whatever the case, all the known vases he would
               have observed still exist. Thus “Thou, silent form, dost tease us out of thought.”
            

            
            See also ODE.
            

            
         

         
         	“ODE ON INDOLENCE”

         
         	
            One of the Great Odes of John Keats, this poem was written in April 1819 and published posthumously by Lord Houghton
               in 1848. In a letter to his brother and sister-in-law, George and Georgiana Keats,
               on March 17, 1819, Keats acknowledges a debt to James Thomson’s Castle of Indolence for the mood of “slumbered indolence” in the poem. “Ode on Indolence” and “Ode on Melancholy” share the same stanza form. Almost as if in anticipation of the manner of description
               of the urn in “Ode on a Grecian Urn,” three figures appear before the poet as if they were figures on an urn. They are
               allegorical figures of Love, Ambition, and Poesy, which he banishes in favor of Indolence
               in the last lines. Surely Keats is being ironic.
            

            
         

         
         	“ODE ON MELANCHOLY”

         
         	
            One of his Great Odes, John Keats wrote this poem in May 1819 and collected it in his last book of poetry, Lamia, Isabella, The Eve of St. Agnes, and Other Poems (1820). The main theme of the poem is the premise that to gain the fullest of humanity’s
               joy we must vigorously and fully plunge into life while simultaneously accepting as
               an inevitable consequence the completest pain. Keats’s “Ode on Melancholy” represents
               the Romantic concept of sensibility often associated with the idea of the man of feeling.
            

            
         

         
         	“ODE TO A NIGHTINGALE”

         
         	
            One of his Great Odes, John Keats wrote this popular poem in May 1819 and first published it in the periodical Annals of the Fine Arts for 1820. It was then collected in his last book of poetry, Lamia, Isabella, The Eve of St. Agnes, and Other Poems (1820). The poem illustrates a common Romantic theme of the pleasures and pains of
               sentiment shared by only a few special souls endowed by exaggerated abilities to feel.
               Common to such souls nearly always will be a tendency to contemplate self-erasure,
               or Romantic suicide. As Keats says in the poem, “I have been half in love with easeful
               death.” In the poem Keats, or the persona, loses himself in the song of the nightingale.
               The song comes to represent poetic inspiration and fulfillment. The poet first longs
               to become absorbed into the world of the imagination. Yet of course, he wonders if
               to do so would require an evasion of earthly reality.
            

            
         

         
         	“ODE TO DUTY”

         
         	
            See THE ONE WORDSWORTH; RECANTATION POEMS; WORDSWORTH, WILLIAM (1770–1850).
            

            
         

         
         	“ODE TO PSYCHE”

         
         	
            One of John Keats’s Great Odes, “Ode to Psyche” was written in 1819 and first published in Lamia, Isabella, The Eve of St. Agnes, and Other Poems (1820). Because Psyche was a mortal who was changed into an immortal because of her
               lover Eros, or Cupid, she has come to represent the soul. And because her deification
               came so late in the classical era, no temples were erected specifically in her honor.
               Therefore, the poet claims her; he will be her priest and will “build a fane / In
               some untrodden region of my mind.” In other words, Psyche, the human soul-in-love,
               may well dispense with outward worship. Keats promises the inner worship of the imagination.
            

            
            In “Ode to Psyche,” we experience Keats’s great power in joining the classical past
               with the present and the future. Nevertheless, Keats wrote the poem obviously with
               the consciousness that the gods of the Greeks are all dead. This consciousness thus
               qualifies his attitude toward myth and toward Psyche herself. As such, it keeps his
               tribute from seeming too easy and his praise of her from becoming too sentimental.
               In fact, one could argue especially from the poem’s imagery that “Ode to Psyche” develops
               its context from a revolutionary perspective. Keats despairs of his unbelieving world
               holding on desperately to the Enlightenment past that had eliminated the old myths
               as simply daydreams.
            

            
         

         
         	“ODE TO THE WEST WIND”

         
         	
            Percy Bysshe Shelley’s poem no doubt could serve as the ultimate poem of the Romantic movement as the
               poet cries out to the west wind, the breath itself of autumn and the “azure sister
               of Spring,” to lift him up as it lifts the leaves, the waves, the clouds. The poet
               identifies directly with the west wind and appeals to it to be “My spirit! Be thou
               me.” The poem ends with perhaps Shelley’s most famous lines: “O Wind, / If Winter
               comes, can Spring be far behind?”
            

            
            The genesis and date of “Ode to the West Wind” are well known. Shelley composed it
               primarily on October 20–25, 1819. According to his own note,
            

            
            
               this poem was conceived and chiefly written in a wood that skirts the Arno, near Florence,
                  and on a day when that tempestuous wind, whose temperature is at once mild and animating,
                  was collecting the vapours which pour down the autumnal rains. They began, as I foresaw,
                  at sunset with a violent tempest of hail and rain, attended by that magnificent thunder
                  and lightning peculiar to the Cisalpine regions. (qtd. in Reiman and Freistat 2002:
                  297–98)
               

               
            

            The basic theme is built on the paradox that the west wind is both destroyer and preserver.
               It scatters the dead leaves of autumn and sows the seeds of the next spring. The poet
               invokes this personified force because he has fallen on the thorns of life and his
               thoughts, like the leaves, are dead. The verse form of terza rima, the pattern Dante used for the Divine Comedy, achieves continuity by interlocking rhymes—aba bcb cdc. But Shelley also patterns 14-line sonnet units, linking them and blocking them into
               larger units. The effect is that of energy, power, and, always, fierce passion.
            

            
            See also PROMETHEUS UNBOUND; A LYRICAL DRAMA IN FOUR ACTS WITH OTHER POEMS.
            

            
         

         
         	“ODE TO VENICE”

         
         	
            Lord Byron’s Italian poem develops in canto 3 the same theme of Childe Harold’s Pilgrimage, canto 4, that of the faded glory of the magnificent Venetian empire and the decaying city
               itself. The last section is gloomy but ends up being encouraging. Throughout is a
               challenge from Byron to the Italians of his own time to reawake to past glories and
               to pursue the revolution for liberty and Italian unification.
            

            
            See also ODE.
            

            
         

         
         	ODES OF SEVERAL DESCRIPTIVE AND ALLEGORICAL SUBJECTS

         
         	
            See COLLINS, WILLIAM (1721–1759).
            

            
         

         
         	OF GERMAN CHARACTER AND ART

         
         	
            Published in 1773, this collection of essays became essentially the manifesto of Sturm und Drang. Johann Gottfried Herder contributed an essay on James Macpherson’s Ossian. Johann Wolfgang von Goethe “contributed an essay in praise of Gothic architecture. From the ideological perspective,
               perhaps the most significant contribution to the manifesto was Justus Moser’s on German
               history, for it adumbrates the conception—so important for later romanticism—of the
               German nation as a people evolving towards full political nation in a single state”
               (Cranston 1994: 27).
            

            
         

         
         	“OF THE PERNICIOUS EFFECTS WHICH ARISE FROM THE UNNATURAL DISTINCTIONS ESTABLISHED
            IN SOCIETY”
         

         
         	
            This is the title of chapter 9 of Mary Wollstonecraft’s A Vindication of the Rights of Woman. Here Wollstonecraft’s revolutionary principles derived from her sympathies for the
               French Revolution guide her ideas of gender inequality. “It is vain to expect virtue
               from women till they are, in some degree, independent of men,” Wollstonecraft asserts at the
               beginning of the chapter. She compares the lot of middle-class women with people who
               are born to wealth and have nothing to do. If middle-class women do not work, do not
               have a useful purpose in life, then, as with the idle rich, they can only be superficial
               and vain. Thus equality must be established between both the classes and between genders
               before morality can gain ground. But a woman’s rank in life requires her to be dependent
               and charged with motherhood and denies her the opportunity to think and act for herself.
               Yet men may develop their faculties by becoming soldiers and statesmen. Thus Wollstonecraft
               is beginning the argument in the 18th century for women in the military and in politics.
            

            
         

         
         	“OH FAIREST OF THE RURAL MAIDS”

         
         	
            William Cullen Bryant wrote this poem to Frances Fairchild, his future wife, in 1820. He published it in
               his Collected Poems of 1832. Conventionally, the poet immortalizes her name. She is the daughter of the
               “sylvan wild,” of benevolent nature and ultimate female beauty.
            

            
         

         
         	“OLD CHINA”

         
         	
            See ESSAYS OF ELIA; LAMB, CHARLES (1775–1834).
            

            
         

         
         	OLD MORTALITY

         
         	
            Sir Walter Scott’s historical novel was published in 1816. It is set in the time of Kings Charles
               II and James II. The story is told by “Old Mortality,” the nickname of the itinerant
               Robert Paterson. Eventually Henry Morton, a Presbyterian who joins the Covenanters,
               marries Edith, granddaughter of Margaret Bellenden, an antagonist Royalist. The main
               characters are John Balfour of Burley and Lord Evandale, Morton’s rival for the hand
               of Edith.
            

            
         

         
         	OLLIER’S LITERARY MISCELLANY

         
         	
            See THE FOUR AGES OF POETRY.
            

            
         

         
         	THE ONE WORDSWORTH

         
         	
            The common idea, known as the Fragmented Wordsworth, that during his career William Wordsworth underwent drastic changes in poetic vision is not a consensus idea. Some reject the
               fragmentation and see instead a unity to Wordsworth’s poetic vision and work. Instead
               of a fragmented Wordsworth, there really is simply “one Wordsworth.” According to
               this argument, Wordsworth’s political radicalism did not give way to reactionary conservatism
               during the later years, generally considered after 1807. For one thing, the young
               Wordsworth was not exceptionally radical anyway, no more so than most young people
               in England would have been in the 1790s—or at any time actually.
            

            
            Moreover, during Wordsworth’s long life the nature of political conservatism changed
               more than Wordsworth’s attitudes. The early 19th century saw many political changes
               essentially liberal in nature, the Reform Bill of 1832 being the most obvious. Tellingly, both Robert Southey and Samuel Taylor Coleridge under the Fragmented Wordsworth theory changed their essential poetic visions as
               well. Both became politically conservative and lost the sense of Romantic idealism
               that typified their early lives. Also, when the second generation of English Romantic
               poets came along, Lord Byron really began his career at the place many would have Wordsworth ending, yet few would
               consider Byron especially conservative in temperament.
            

            
            But the main argument the one-Wordsworth people put forth is that Wordsworth’s later
               career saw a number of poems of great merit. The Excursion, perhaps Wordsworth’s greatest long poem besides The Prelude, is from 1814. More importantly, while The Prelude was begun in 1798 and substantially complete by 1805, much of the poetry dates to
               after 1805. And while one might consider the 1805 Prelude the superior text based upon literary merit, the 1850 text by itself still is a major
               artistic work by a poet whose visionary and imaginative powers still seemed to be
               working well into the 1830s and 1840s.
            

            
         

         
         	“ON FIRST LOOKING INTO CHAPMAN’S HOMER”

         
         	
            John Keats wrote this, one of his most popular sonnets, in October 1816 after an all-night session
               of poetry reading in his apartment in the Poultry, London, during which Charles Cowden
               Clarke introduced the young poet to the poetry of Homer as translated by the Elizabethan
               poet George Chapman. Leigh Hunt subsequently published Keats’s poem in his Examiner for December 1, 1816. In his Recollections of Writers, 1878, Clarke wrote, “It was in the teeming wonderment of this his first introduction,
               that, when I came down to breakfast the next morning, I found on my table a letter
               with no other enclosure than this famous sonnet” (Thorpe 1935: 44–45). Clarke figured
               that since the gathering broke up after midnight, Keats had written the poem in a
               period of four hours. In the poem Keats declares that he has traveled widely through
               his reading of great literature and he has always accepted solely on faith Homer’s
               reputation as the greatest of poets. But after encountering Chapman’s energetic, virile
               translation, he knows how it feels to be the astronomer who discovers a new planet,
               or how Balboa himself felt when he first discovered the Pacific Ocean (Keats mistook
               Balboa for Cortez).
            

            
         

         
         	“ON INCOMPREHENSIBILITY”

         
         	
            By Friedrich Schlegel. See also ROMANTIC IRONY.
            

            
         

         
         	“ON ORIGINALITY AND IMITATION”

         
         	
            In his fourth lecture in his Lectures on Poetry, William Cullen Bryant’s manifesto of American Romanticism delivered in 1826 at the Athenaeum Society of
               New York, Bryant asserts his faith in the Romantic concept of originality, the concept
               articulated so appealingly for the early 19th-century English Romantics by Edward Young. Bryant recognizes the necessity for originality in poetic composition while insisting
               on the poet’s mastery of the tradition of the past. Independent originality will derive
               from the synthesis of imagination and emotion. Of course, Bryant was primarily concerned
               with developing a national poetry, so for American poets, he insisted that this synthesis
               would occur by using American themes and materials.
            

            
            Bryant qualifies the phrase “imitation of nature” for his purposes: “I mean not what is technically called the imitation of nature,
               but the studying and copying of models of poetic composition.” He reiterates that
               pure imitation is not art. In fact, he says, “a captivating originality is everything
               in art.” He advocates the study of the masters. He cautions one not to copy them,
               however. But one should take advantage of their discoveries. He also recognizes the
               value of contemporary literature. One should keep abreast of his or her peers and
               try to surpass them. In regard to the copying of nature, Bryant advocates copying
               only individual aspects of nature and not the whole—a basic Romantic concept at least
               as in contrast to 18th-century neoclassic theory. The basic conflict the artist faces
               is that between imitation and originality. Bryant says the artist must be more original
               than imitative because art is an innovative process.
            

            
         

         
         	“ON SEEING THE ELGIN MARBLES”

         
         	
            John Keats wrote and published this sonnet early in March 1817 and published it in Leigh Hunt’s Examiner on March 9 along with another sonnet titled “To Haydon.” Benjamin Haydon, who first showed Keats the famous marble antiquities in the British Museum taken
               from Athens by Lord Elgin, had been influential in verifying their Phidian provenance
               and had brokered the deal in which the museum purchased the “marbles” from Elgin.
               “The sonnets show Keats’s state of mind after seeing these new wonders: he was stunned,
               dizzy with swirling ideas, unable to bring his crowding impressions into order” (Thorpe
               1935: 78).
            

            
         

         
         	“ON SITTING DOWN TO READ KING LEAR ONCE AGAIN”

         
         	
            John Keats wrote this sonnet on January 22, 1818. Lord Houghton published it posthumously in
               1848. In the poem’s narrative, Keats has been writing romance poetry. He pauses to
               read Shakespeare’s tragedy King Lear. After a farewell to untroubled romance, Keats asserts his determination to grapple
               with the vagaries of human existence that he now finds in the tragedy. The poem is
               primarily a Petrarchan sonnet but ends with a Shakespearean couplet. Two typical interpretations
               have persisted through the years, the first being that Keats was turning away from
               the romance poetry of Endymion and inferior kinds of Romantic idealism, as he felt, to face the soul-searing ordeals
               of highest tragedy. Another typical view sees Keats as being reborn as a poet through
               the fiery experience of reading Shakespeare.
            

            
         

         
         	“ON THE LIVING POETS”

         
         	
            William Hazlitt in his Lectures on the English Poets, published in 1818, reveals much about the Romantic self-consciousness, about what the Romantics thought about the Romantic movement. “On the Living Poets”
               is lecture 8, and it concentrates on the radical changes that had occurred since William Wordsworth and the Lake Poets appeared.
            

            
            “This school of poetry had its origin in the French revolution,” Hazlitt says, “or
               rather in those sentiments and opinions which produced that revolution; and which
               sentiments and opinions were indirectly imported into this country in translations
               from the German about that period.” English Romanticism and German Romanticism were
               developing at the same time. Writers and artists of both areas of Europe recognized
               that “our poetical literature had, towards the close of the last century, degenerated
               into the most trite, insipid, and mechanical of all things, in the hands of the followers
               of Pope and the old French school of poetry.”
            

            
            Something had inevitably to change: “It wanted something to stir it up, and it found
               that something in the principles and events of the French revolution. From the impulse
               it thus received, it rose at once from the most servile imitation and tamest common-place,
               to the utmost pitch of singularity and paradox.”
            

            
            Thus Hazlitt recognizes the radical shift of sensibilities in the new movement with
               the Lake Poets: “The change in the belles-lettres was as complete, and to many persons
               as startling, as the change in politics, with which it went hand in hand.”
            

            
            Hazlitt attributes the paradigm shift from classicism to Romanticism to Wordsworth
               and Samuel Taylor Coleridge: “It was a time of promise, a renewal of the world and of letters; and the Deucalions,
               who were to perform this feat of regeneration, were the present poet laureate and
               the two authors of the Lyrical Ballads.
            

            
            Recognizing the contributions to radical change of Friedrich Schiller and the Germans, he notes that
            

            
            
               the Germans, who made heroes of robbers, and honest women of cast-off mistresses,
                  had already exhausted the extravagant and marvelous in sentiment and situation: our
                  native writers adopted a wonderful simplicity of style and matter. The paradox they
                  set out with was, that all things are by nature equally fit subjects for poetry; or
                  that if there is any preference to be given, those that are the meanest and most unpromising
                  are the best, as they leave the greatest scope for the unbounded stores of thought
                  and fancy in the writer’s own mind.
               

               
            

            Thus for William Hazlitt, the Romantic movement was in fact a sharp break from the
               classicism of the 18th century and before. He does not spare his criticism of Wordsworth’s
               and Coleridge’s actual poetry, but he recognizes that as a result of their work, a
               new era is awakening.
            

            
            See also THE ROBBERS.
            

            
         

         
         	“ON THE PRINCIPLES OF GENIAL CRITICISM CONCERNING THE FINE ARTS,” ESSAY THIRD

         
         	“ON THE PRINCIPLES OF GENIAL CRITICISM”

         
         	
            Samuel Taylor Coleridge’s essay was published as part of a five-installment series in Felix Farley’s Bristol Journal in August and September 1814. The third essay is one of Coleridge’s most quoted pieces
               of literary criticism.
            

            
            For Coleridge, there are two different modes of pleasure. First, there is the “agreeable,”
               or the innately agreeable, that is determined by condition. The term is used in two
               senses: for whatever agrees with our nature, and for that which is congruous with
               the primary constitution of our senses. In this sense the word involves “a pre-established
               harmony between the organs and their appended objects” (referring to a color agreeable
               to the eye, for instance). The thing has by force of habit been made to agree with
               us.
            

            
            Second, there is the “beautiful.” Beauty contemplated in kind, not in degree, is that
               in which the many, still seen as many, become one: “So far is the beautiful from depending
               wholly on association that it is frequently produced by the mere removal of associations.”
               A tiger painted in a picture, for example, can be admired for its beauty because the
               terror associated with its presence is missing. The most general definition of beauty
               is “multeity in unity”: “Now it will be always found, that whatever is the condition of the kind, independent of the degree, becomes likewise the definition of the highest degree of that kind.” Further, “of
               all the ‘many,’ which I actually see, each and all are really reconciled into unity:
               while the effulgence from the whole coincides with, and seems to represent, the effulgence
               of delight from my own mind in the institution of it.” The first kind of agreeable
               can be part of the beautiful. Only the senses of the eye and the ear can be a part
               of the beautiful.
            

            
            This essay shows the strong influence of Immanuel Kant’s Critique of Judgment through Coleridge’s distinction of the “beautiful” first from the “agreeable” and
               then from the “good.”
            

            
         

         
         	ORIGINAL STORIES FROM REAL LIFE; WITH CONVERSATIONS, CALCULATED TO REGULATE THE AFFECTIONS,
               AND FORM THE MIND TO TRUTH AND GOODNESS

         
         	ORIGINAL STORIES FROM REAL LIFE

         
         	
            Mary Wollstonecraft in her third book, published by Joseph Johnson first in 1788, tells stories of evil landlords, suicides, and the horrors of poverty.
               The speaker is Mrs. Mason, a governess attempting to educate her charges with lessons
               from real life and not the usual sentimental lessons from proper moral rectitude.
               In 1791 Johnson issued a second edition for which he commissioned drawings by William Blake. Blake provided 11, of which Johnson used 6. According to David Erdman,
            

            
            
               modern interpreters of the illustrations for Original Stories have detected a pictorial critique of Wollstonecraft’s stories. Blake appears to
                  have found her morality too calculating, rationalistic, and rigid. He represents Wollstonecraft’s
                  spokesperson, Mrs. Mason, as a domineering presence. From Blake’s perspective, Mason’s
                  acts of charity are excessively condescending and tend to reinforce the underlying
                  social conditions that create disparities between wealth and poverty. (Erdman 1965:
                  27)
               

               
            

         

         
         	OSSIAN

         
         	
            See HERDER, JOHANN GOTTFRIED (1744–1803); MACPHERSON, JAMES (1736–1796).
            

            
         

         
         	THE OVER-SOUL

         
         	
            Ralph Waldo Emerson published this essay, which is often paired with Self-Reliance, in Essays, First Series (1841). Together these two essays, along with Nature, provide a near comprehensive statement of the nature of Transcendentalism.
            

            
            “The philosophy of six thousand years has not searched the chambers and magazines
               of the soul,” Emerson writes. There has always remained in philosophy’s experiments
               one inexplicable residuum: “Man is a stream whose source is hidden. Our being is descending
               into us from we know not whence.” Emerson defines the universal soul of nature that
               interpenetrates all living matter including humanity as the Over-Soul, as Unity, as
               “the soul of the whole; the wise silence; the universal beauty, to which every part
               and particle is equally related; the eternal one.”
            

            
         

         
         	OXFORD, JANE ELIZABETH SCOTT, COUNTESS OF (1774–1824)

         
         	
            Lady Oxford was a prominent member of Regency London society and lover of Lord Byron for a period. She was married to Edward Harley, fifth Earl of Oxford and Mortimer.
               She was liberal in her politics and in her attitudes toward sexual encounters. Several
               men had been her lovers before Lord Byron met her. At the time of their first encounter
               she was 40 years old and the poet was 24 and just ending his troubled affair with
               Lady Caroline Lamb. Byron’s time with Lady Oxford at her country home, Eywood, was one of the happiest
               and most tranquil of his life after celebrity descended upon him. It was Lady Oxford
               who exerted the most influence in persuading Byron to participate actively in the
               House of Lords. She left for the Continent with her husband in 1813 and Lord Byron
               had no further contact with her. She died on November 20, 1824.
            

            
         

         
         	THE OXONIAN IN TOWN

         
         	
            George Colman the Elder first produced this short farce at Covent Garden Theatre in London on November 7, 1767. As the play begins, Careless and Knowell have just
               arrived in town from Oxford with no money. Knowell is glum, so Careless berates him,
               charging Knowell with lovesickness over Careless’s sister, Polly. Knowell’s gloom,
               however, is out of his fear for his friend’s foolish association with a group of sharpers
               and con men, including Sharp and Rook. Careless laughs at Knowell’s fears and ignores
               his warning. Alone, Knowell reveals that he has confederated with the gang in a plan
               to get Careless’s money, but he has done so only to protect his friend and to teach
               him a lesson. The gang arrives at a tavern and reveal their plot to get Careless drunk,
               ruin him, and force him to marry Lucy for her fortune (something she does not have).
               They trust Knowell completely. As they begin to carry out their scheme, Knowell leaves
               in order to visit Lucy, who considers him her lover. He brings the constables with
               him, however, so as to arrest her. Threatening her with arrest, Knowell blackmails
               her into revealing the rogues’ scheme to Careless. When Knowell arrives back at the
               tavern, he finds that Careless has lost six thousand pounds and is extremely embittered
               until Knowell reveals the rogues’ schemes and produces Lucy as a witness. All is saved
               in the end; Careless reforms and assures Knowell of his being able to marry Polly.
            

            
            All of Knowell’s intrigues are for one purpose—to protect his best friend and future
               brother-in-law. As a result of the seriousness of his plotting, however, much of the
               humor in the play is lost. By working his way into the rogues’ band he can direct
               the supposed plot to ruin Careless; by working his way into Lucy’s affections he can
               trap her and force her to give evidence against Sharp and his men.
            

            
            What humor there is in the deceit lies in Careless’s total ignorance as to what is
               really going on. He judges Sharp and Rook only by outward appearances: “Two of them
               especially, Sharp and Rook, are men of as liberal and gentlemanlike appearance as
               I ever was acquainted with,” he tells Knowell. He can state Rook’s motives for duping
               him without even realizing it: “Besides, Rook’s estate lies contiguous to mine, and
               he is very well acquainted with the whole neighborhood.”
            

            
            See also THE SPLEEN; OR, ISLINGTON SPA.
            

            
         

         
         	“OZYMANDIAS”

         
         	
            Percy Bysshe Shelley’s unconventional sonnet relates matter-of-factly a tale of a traveler in “an antique
               land” who comes across the ruins of a grand statue of Ozymandias and reads the words
               of the monarch on the base: “Look on my Works, ye Mighty, and despair!” The speaker
               then looks all about and sees nothing but a vast wasteland stretching far away. The
               original for Ozymandias is the Egyptian pharaoh Ramses II. Readers soon realize the
               irony in that Ozymandias believed that he had created mighty works that would endure
               the ravages of time. Perhaps a rival king or warrior would come across the statue
               and other mighty works and despair of ever conquering the land. Yet the king’s intentions
               we now see to be futile. There is another, perhaps more important, irony, however.
               The words were placed upon the statue’s base not by the tyrant but by the sculptor.
               The sculptor’s words, in a way Ozymandias did not intend, are true. The poem was first
               published in 1817. No doubt Shelley intended a contemporary political message as well.
               The style of “Ozymandias” is that of sublime simplicity.
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         	PAINE, THOMAS (1737–1809)

         
         	
            Thomas Paine throughout his life exemplified the revolutionary spirit of Romanticism
               as he became for much of the general public the voice first of the American Revolution,
               then of the radical political movement in England and the French Revolution, and again
               in England the voice of the radicals in the William Godwin–Mary Wollstonecraft revolutionary circle in the 1790s. Thomas Paine’s lifelong motto was “My country
               is the world, and my religion is to do good.”
            

            
            Thomas Paine was born on January 29, 1737, in Thetford, Norfolk, to a family of Quaker
               tradespeople and was educated for the simple life of trade. Paine’s early life in
               England was marked by a singular lack of success in everything he attempted, whether
               professionally or personally. In 1760 he married Mary Lambert who died the next year.
               A subsequent marriage in 1771 to Elizabeth Ollive ended in legal separation.
            

            
            All changed in 1774, however, when he met the American scientist and statesman Benjamin
               Franklin, who persuaded the young man to move to America. In America, revolutionary
               fervor was in the air and Tom Paine, as he was so often called, found his life calling—that
               of a revolutionary. Six months after he arrived in America, the battles of Lexington
               and Concord, with the famous “shot heard around the world” were fought, on April 19,
               1775. Thus began a series of revolutions to be fought throughout the Western world
               from then until the early decades of the next century, revolutions that would permanently
               change Western history. Thomas Paine was a major player throughout.
            

            
            Immediately after arriving in America Paine found his first job as editor for the
               Pennsylvania Magazine; or, American Monthly Museum. In 1776 he published his first revolutionary work, Common Sense, whose title had been suggested by Benjamin Rush. This pamphlet, widely distributed,
               played a major role in convincing a reluctant public to support independence from
               Great Britain.
            

            
            For a short period Paine served in George Washington’s revolutionary army, but his
               real military contribution was a series of pamphlets, The American Crisis, better known as The Crisis, written to boost the morale of the revolutionary troops. The Crisis was written in 16 numbers from 1775 to 1783, the end of the war. Issue 1 began with
               the stirring line “These are the times that try men’s souls.”
            

            
            After the American Revolution, Paine traveled regularly back and forth from England
               to France, which was then feeling the tension building on the Continent for revolutionary
               change as well. After the fall of the Bastille in 1789, the Marquis de Lafayette,
               who also had played a role in the American Revolution, gave Paine the key to the Bastille
               with the charge to bear the key back to America as a symbol of the revolutionary overthrow
               of tyranny in France as had occurred in America.
            

            
            Back in England, Paine once again took up the pen in defense of revolution. Specifically,
               he “wrote the most widely read defense of the French Revolution. Framed as a response
               to Burke’s Reflections on the Revolution in France, the first part of Paine’s Rights of Man is estimated to have sold an astonishing two hundred thousand copies in the year
               after its publication in 1791” (Lynch, Deidre Shauna 2009: 279). Paine’s arrest for
               sedition was ordered, but he was warned ahead of time by William Blake and barely escaped to France where the tide of the revolution was already beginning
               to turn. The worldwide spokesman for revolution and human rights was now too moderate
               and was arrested. In prison he wrote The Age of Reason, published from 1794 to 1796. Thomas Paine at the invitation of President Thomas
               Jefferson returned to America in 1802 to live out his last years. But in America the
               hero of the Revolution was forgotten, and Thomas Paine found himself reviled as the
               espouser, supposedly, of atheism in The Age of Reason instead of celebrated as the author of Common Sense and The Crisis. He died in poverty in 1809.
            

            
            The works of Thomas Paine are in essence revolution writ large. While in many ways
               he was a man of his times, a product of the Enlightenment—he invented a kind of smokeless
               candle and worked much of his life on engineering a new kind of bridge, of which two
               were constructed—Paine was born for revolution. He wrote in a plain style of English,
               simple and direct, yet brash and witty. While he established a persona as clearly
               a man of reason and common sense, much of his rhetoric demanded an immediate emotional
               response from the reader and subsequent direct action as a result of that response.
               In urging the fight for independence from Great Britain in Common Sense, Paine could raise his voice and roar above the crowd: “Everything that is right
               or reasonable pleads for separation. The blood of the slain, the weeping voice of
               nature cries, it is time to part.” Similar to those of the radical poet William Blake, the assumptions behind Paine’s
               revolutionary rhetoric and behind the less volatile Age of Reason were transformed from an Enlightenment rationality of deism to a Romantic, passionate
               vision of humanity’s return to a primitive state of equilibrium with natural law.
               Corrupt governments, thus, impeded human progress. In nature, humanity is good; institutions
               are corrupt.
            

            
            See also BURKE, EDMUND (1729–1797).
            

            
         

         
         	PANTISOCRACY

         
         	
            In June of 1791 while visiting Oxford, Samuel Taylor Coleridge met Robert Southey. Both were enthusiastic young intellectuals involved in radical politics and in matters
               of social justice. Out of their association came the idea for Pantisocracy, a utopian
               community to be established with 11 couples along the banks of the Susquehanna River
               in the United States. Problems arose, however, as Southey was engaged to Edith Fricker, who was accompany him to Pantisocracy; to these idealists planning the move, save
               Coleridge himself, it seemed only convenient that Coleridge should marry Edith’s sister
               Sara Fricker. Another member of the group, Robert Lovell, married the third sister, Mary Fricker.
            

            
         

         
         	PARNASSIAN MOVEMENT

         
         	
            A post–Romantic movement in France that reacted to the previous Romanticism, the Parnassians
               sought restraint, precision, and objectivity in poetry, in contrast to what they considered
               the emotional extravagances of Romanticism. Among its leaders were Leconte de Lisle
               and Théophile Gautier.
            

            
         

         
         	“THE PAST”

         
         	
            American poet William Cullen Bryant addresses a personified past directly in this poem first published in 1828. Glorious
               ages lie deep in the past’s womb, and in its dominions are childhood, youth, “manhood,”
               and age, he says. The past has the poet’s friends who can never return. With it, fame
               and wisdom have disappeared, but in time the past will yield up its treasures. Kind
               words and voices have not really perished. They shall return, and only evil and sorrow
               shall dwell in the past. Then the poet shall again see his dead father and sister.
            

            
         

         
         	THE PATHFINDER; OR, THE INLAND SEA (1840)
         

         
         	
            Although James Fenimore Cooper’s famous hero Leatherstocking had died in the 1827 novel The Prairie, the author brought him back for another installment in the Leatherstocking Tales now many years later, filling in some of the backstory of the hero’s life. In the
               chronology of the series, then, The Pathfinder comes after The Last of the Mohicans (1826) and before The Pioneers (1823).
            

            
            Leatherstocking, called “Pathfinder” in this novel, is now working his way through
               the frontier surrounding the Great Lakes. He has been commissioned to escort safely
               Mabel, the beautiful young daughter of an old friend, a sergeant in the King’s 55th
               Regiment, down the river to the fort at the entrance to Lake Ontario. The old friend
               talks Pathfinder into seeking the hand of Mabel in marriage. Despite his misgivings
               and his age, Pathfinder falls for the girl. Unfortunately, his protégé, the young
               Jasper Western, also falls for Mabel and she for him. Savage warfare tests everybody’s
               mettle as the colonists fight the evil, bloodthirsty Mingos, aided by the equally
               evil French. Scalps are lost every which way. Eventually Pathfinder and Jasper overcome
               the Mingos and Pathfinder discovers how Mabel feels about Jasper. In a magnanimous
               gesture he disavows his claim to her hand and gives it over to Jasper. Then the Pathfinder
               disappears into the woods and continues to follow the path of the frontier westward.
            

            
            One of the appeals of The Pathfinder is the strong character of Mabel, who gives lip service to cultural authority while
               maintaining her own independence and character. Pathfinder himself does not really
               come off as a very sympathetic character. His simplicity and rusticity is so exaggerated
               as to not make him likeable. Donald Ringe attributes this problem to the gap in distance
               between the composition of The Pathfinder and its predecessor in the series.
            

            
         

         
         	PEACOCK, THOMAS LOVE (1785–1866)

         
         	
            Born at Weymouth, Dorcetshire, on October 18, 1785, Thomas Love Peacock as a writer
               and as a familiar within several inner circles seemed to be everywhere in the English
               Romantic movement and was one of the many who long outlived the movement but who in
               after years was influential in the retrospective interpretation of Romanticism. Until
               his early thirties he wrote poetry that was intended to inspire readers as that of
               the other Romantics did.
            

            
            His poetry, however, is unmemorable. Indeed, it is as a satirist of his age that Peacock
               is best remembered. An intimate of Mary Shelley and Percy Bysshe Shelley and Lord Byron, but nevertheless a respected officer in the East India Company, Peacock in his novels
               poked lighthearted fun at the foibles of his age.
            

            
            He was unsympathetic to the new ideas of the time primarily because he felt they went
               beyond reason—which is to say they were to him unreasonably “romantic.” Using the
               method of irony, he satirized radicalism, medievalism, and Transcendentalism as well
               as individual Romanticists such as William Wordsworth, Samuel Taylor Coleridge, Lord Byron, and Percy Bysshe Shelley.
            

            
            Headlong Hall, written in 1816, began as a series of successful “conversation novels” that followed
               the same plan: A group of eccentric guests at a house party reveal the folly of their
               romantic persuasions in witty talk and inane action. Peacock’s last two novels are
               burlesques, the first of Robin Hood and the second of the Welsh. George Saintsbury
               early in the 20th century believed the latter was Peacock’s best novel, although Crotchet Castle has remained the most popular. The main purpose of all the novels was, Peacock said,
               “to blow bubbles and then burst them.”
            

            
            Peacock has most often been associated with Percy Shelley. Shelley’s A Defence of Poetry is structured as a response to Peacock’s own The Four Ages of Poetry, published in 1820. Late in life Peacock wrote his multivolume Memoirs of Percy Bysshe Shelley, published from 1858 to 1862, which had a major impact on historical assessment of
               the Romantic movement. Thomas Love Peacock died at Lower Halliford, Chertsey, on January
               23, 1866.
            

            
            See also AGE OF REFORM; THE FOUR AGES OF POETRY; MAID MARIAN; THE MISFORTUNES OF ELPHIN; NIGHTMARE ABBEY; NOVELS OF TALK; REFORM BILL OF 1832.
            

            
         

         
         	“PEELE CASTLE”

         
         	
            See THE ONE WORDSWORTH; RECANTATION POEMS; WORDSWORTH, WILLIAM (1770–1850).
            

            
         

         
         	PERCY

         
         	
            Hannah More’s early play was her first success, produced by David Garrick at the Drury Lane Theatre. The premise deals with conflicts over 18th-century social ethics, with the conflict
               set in the 12th century between a woman’s passion for her lover and her duty to the
               husband whom she has been forced to marry.
            

            
         

         
         	PERCY, THOMAS (1729–1811)

         
         	
            See RELIQUES OF ANCIENT ENGLISH POETRY.
            

            
         

         
         	A PHILOSOPHICAL ENQUIRY INTO THE ORIGIN OF OUR IDEAS OF THE SUBLIME AND BEAUTIFUL

         
         	A PHILOSOPHICAL ENQUIRY INTO THE ORIGIN OF OUR IDEAS

         
         	
            Edmund Burke’s inquiry, published in 1757, proved one of the most significant texts in the development
               and consciousness of Romantic aesthetics.
            

            
            Among his basic ideas in part 1, Burke presents terror as a source of the sublime
               because it is the strongest emotion the mind is capable of feeling. Love is a mixed
               passion of the beauty of the sex and is carried to the sex by the common law of nature. Beauty is a social quality. Passions that involve self-preservation are based on
               pain and danger. They are simply painful when their causes immediately affect us,
               and they are delightful when we have an idea of pain and danger. The more we search
               into the human mind, the stronger traces we find of Him who made it.
            

            
            In part 2 Burke continues by examining the nature of astonishment, which is the state
               of the soul in which all its motions are suspended with some degree of horror. Fear
               resembles actual pain, and terror is the ruling principle of the sublime. In many
               languages, the words for fear and wonder come from the same root word.
            

            
            In part 3 Burke distinguishes love from desire or lust. Beauty is some quality in
               bodies acting mechanically upon the human mind by the intervention of the senses.
               The sublime is founded on pain, but beauty is founded on pleasure. Their qualities
               are sometimes united but that does not mean they should be confused.
            

            
            Burke asks in part 4, How can any delight come from the sublime if it is caused by
               terror? In part 5 he says that words can affect us more than any natural object—compound
               abstract words, simple abstract words, aggregate words—words are capable of making
               deep and lively impressions. The influence of most things on our passions is not from
               the things themselves but from our opinions about them.
            

            
            See also OBSERVATIONS ON THE FEELING OF THE BEAUTIFUL AND SUBLIME.
            

            
         

         
         	“THE PINE FOREST OF THE CASCINE NEAR PISA”

         
         	
            See JANE POEMS; SHELLEY, PERCY BYSSHE (1792–1822).
            

            
         

         
         	“A PINE IS STANDING LONELY”

         
         	
            One of Heinrich Heine’s lyric poems from his Romantic period. The title is taken from the first line of
               the untitled poem. The first stanza has a speaker introducing a tree alone in a cold,
               northern part of the world. This tree is sleeping while the sun is beginning to shine
               the morning after it has snowed. The cold weather that this tree is sleeping in “enshrouds”
               the pine tree in an icy, snowy slumber. In the second stanza the speaker describes
               the dream the pine tree is having. The pine is dreaming of a palm tree that is out
               of reach in an easterly place. The palm tree is depressed and in a state of pain and
               anguish. The scene is opposite that of the first stanza and is a “sunburnt rocky strand.”
            

            
         

         
         	THE PIONEERS; OR, THE SOURCES OF THE SUSQUEHANNA (1823)
         

         
         	
            James Fenimore Cooper’s novel is the fourth of the Leatherstocking Tales in sequence and the first composed. It is the story of Natty Bumppo, now known as
               Leatherstocking, and his adventures hunting and trapping around 1793. A romance develops
               between Leatherstocking’s friend, Oliver Edwards, and Elizabeth Temple, the daughter
               of a landowner.
            

            
         

         
         	“PLATO; OR THE PHILOSOPHER”

         
         	
            Ralph Waldo Emerson includes this chapter in his 1850 volume Representative Men followed by a chapter titled “Plato: New Readings.” Emerson’s praise of Plato is
               almost without bounds: “Out of Plato come all things that are still written and debated
               among men of thought.” Plato was the very embodiment of Man Thinking. He was a man who had consumed his own times. He was a total man, not merely a body
               part. His mind contained the excellence of Europe and Asia, a very broad range of
               knowledge. Emerson says, “Here was a more complete man, who could apply to nature
               the whole scale of the senses, the understanding and the reason.” Of course this complete
               man possessed fully the attribute of self-trust. He absorbed the learning of Greece
               then synthesized it with his own thought. For instance, philosophy prior to Plato
               allied itself with superstition, “but at last comes Plato, the distributor, who needs
               no barbaric paint, no tattoo, or whooping; for he can define.”
            

            
            This man of thought was also a man of action. He was no recluse, no valetudinarian.
               He spent much of his life traveling, searching for knowledge. To Sicily, then to Italy,
               then eventually to Egypt he journeyed, spending perhaps 13 years on the Nile. Possibly
               he also went as far east as Babylonia. Travels such as these in ancient times were
               certainly not for idle recluses. Of course these three aspects of Plato—the man thinking,
               the self-dependent man, and the man of action—do not constitute a complete distillation
               of Emerson’s two chapters on Plato. They are, however, central facets of Plato’s character,
               facets indicative of Emerson’s Scholar and Great Man.
            

            
            See also “GOETHE; OR THE WRITER”; “MONTAIGNE; OR, THE SKEPTIC”; “NAPOLEON; OR, THE MAN OF THE WORLD”; “SHAKESPEARE; OR, THE POET”; “SWEDENBORG; OR THE MYSTIC”; “USES OF GREAT MEN”.
            

            
         

         
         	A PLEA FOR CAPTAIN JOHN BROWN

         
         	
            Henry David Thoreau first delivered this lecture to the citizens of Concord, Massachusetts, on the Sunday
               evening of October 30, 1859, shortly before the fiery abolitionist John Brown was
               killed by U.S. federal troops at Harpers Ferry in what is now West Virginia. Thereafter
               Thoreau published the lecture as part of a miscellany by James Redpath, Echoes of Harper’s Ferry, in 1860. Brown was a controversial abolitionist prone to violence in his attempts
               to destroy the human slave trade in America. He and his small band seized a military
               arsenal with plans of arming slaves for a massive insurrection. Federal troops captured
               Brown, tried him, and hanged him on December 2, 1859. The Northern press savaged Brown,
               but Thoreau, Ralph Waldo Emerson, and others of the Transcendental movement changed the public image of John Brown from bloody, murderous zealot to that of martyr
               and revolutionary patriot.
            

            
            Thoreau states that the purpose of his address is to express sympathy for and admiration
               of Brown and his band of zealots. He then gives details of the personal background
               of Brown and provides the context for the raid itself. Brown was a man of courage
               and a humanitarian of high principles (Thoreau speaks of Brown as though he has already
               been executed). He bravely confronted his country’s enemies as well as his country
               itself when it obstructed, through violent and legal means, part of its own people.
               Point by point Thoreau reviews the siege of the Harpers Ferry arsenal and the bloody
               aftermath. Then he takes up the cause for which Brown fought and specifically addresses
               the idea that one has the right to kill the slaveholder in order to free the slave.
            

            
            This, according to Thoreau, is a just doctrine, and violence in Brown’s case was justified.
               His death makes the death of others trivial and unreal because they have not served
               a life devoted to so noble a cause as John Brown’s. Those who pretend to be Christians
               should compare Brown’s death to the crucifixion of Christ. By hanging Brown, the U.S.
               government will crucify the savior of 4 million people and taking a step toward its
               own destruction as a nation. Thoreau ends by saying that he considers the rights of
               the oppressed and the poor equally as valid as the rights of the wealthy and powerful.
               He warns the American South that it will be forced to resolve the question of slavery
               sooner than it might wish.
            

            
            The Civil War began within months of Thoreau’s lecture and Brown’s hanging. This document
               helped Northern freedom sympathizers develop resolve and served as an inspiration
               for the conflict that came upon them so quickly.
            

            
         

         
         	POE, EDGAR ALLAN (1809–1849)

         
         	
            For Edgar Allan Poe, the essence of the beautiful in poetry is the death of a young
               maiden. The method of the poet and storyteller is to aim primarily for a certain effect.
               The literary artist must make the reader physically experience the story or poem.
               With these basic principles of art, Poe was able to develop a body of work that was
               to become memorable throughout the Romantic movement and world literature at large.
               And like Lord Byron, writing just the generation before, Edgar Allan Poe was one with his literary art.
               Although he rarely uses a persona that is immediately identifiable as himself, nevertheless
               the soul of Poe is present on every page of his work—so much so that Poe has achieved
               almost cult status.
            

            
            Edgar Allan Poe was born on January 19, 1809, in Boston, Massachusetts, the middle
               of three siblings to parents who were actors. His father deserted his family a few
               weeks after Edgar’s birth. His sister was born in 1810. In desperate circumstances,
               their mother continued to act in minor roles on tour with her three children, all
               under five, until her health gave out, and she died in 1811 when Edgar was two years
               old.
            

            
            The children were all separated, and Edgar was taken in by John Allan and his wife
               of Richmond, Virginia, and renamed Edgar Allan. His childhood, though not one of poverty,
               was an insecure existence. For a while the Allans lived in England, and Poe began
               his education there. Later he attended the University of Virginia for one year and
               West Point Military Academy in New York for a year. On both occasions his drinking
               and running into extreme debt forced his withdrawal and caused irreparable tension
               between himself and his foster father. Ultimately, at the death of John Allan, Poe
               received no inheritance.
            

            
            Beginning in 1831 Poe lived with his aunt, Maria Clemm, and her 11-year-old daughter, Virginia, while he was attempting to establish himself as a writer in New York City. Quickly,
               though, Poe developed a deep relationship, presumably platonic, with Virginia. The
               threesome soon moved to Baltimore, Maryland, where on September 22, 1835, Poe secretly
               married Virginia Clemm, his first cousin, just days short of her 13th birthday. They
               married in secret due to opposition from relatives. The marriage was evidently always
               a close marriage, but at the age of 20 Virginia developed the first symptoms of consumption
               and lived the last 5 years of her life as an invalid while her husband desperately
               sought financial support through his writing but with far too little success. The
               household of Maria, Virginia, and Edgar Poe moved from New York to Baltimore and back
               several times. The breadwinner was usually the mother-in-law. In January 1847 Virginia
               died, and Poe went into deep mourning. Among his poems lamenting her death, the most
               familiar are “Annabel Lee” and “Ulalume.”
            

            
            Poe’s career as a poet began in 1827 when he was still a part of the Allan family.
               Tamerlane and Other Poems was published at Poe’s expense in 1827. The title poem shows the influence Byronism had on the young Poe as it had on young poets and sensitive youths throughout the
               United States, England, the Continent, and Russia at the time. This volume was later
               reissued as Al Aaraaf, Tamerlane, and Minor Poems in 1829. Poe’s first mature volume of poetry was Poems (1831).
            

            
            With that and his next volume The Raven and Other Poems, published in 1845, Poe established himself as the major American poet of his generation
               and one of the major poets in the literary history of the United States. Poe’s poetry
               is always meticulously crafted for maximum effect of sound and effect. His favorite
               themes are the sublime and the beautiful, the world of immateriality contrasted to
               materiality, and, especially, the death of a beautiful woman. Death and mourning pervade
               the poems, prompting the common observation, only slightly inaccurate, that everything
               in Poe’s poetry is dead.
            

            
            While Ralph Waldo Emerson and later Walt Whitman were dedicated to establishing a tradition of American poetry
               that was distinct not only in subject matter but also in form (an open form, specifically)
               from the European traditions, Poe rejected the idea of a specifically American tradition
               of poetry. Instead he advocated a universal poetry dedicated exclusively to the creating
               of an effect moving the reader toward the sensation of beauty, and for Poe the tradition
               of a poetry of closed form with standard meter and rhyme served that purpose. The
               two traditions of poetry, Emerson’s and Poe’s, have both persisted to the present
               day.
            

            
            While Poe was struggling to earn a living for his odd household as a writer, he won
               a $100 prize in 1835 from the Baltimore Saturday Visitor for his story “MS. Found in a Bottle.” Thus began his career as a writer of fiction.
               Thereafter he wrote around 70 short stories and effectively established the American
               short-story genre. But not only did he establish the genre of the short story, he
               also invented the detective story with such tales as “The Murderers in the Rue Morgue,”
               “The Gold Bug,” and “The Purloined Letter.” These were his “tales of ratiocination.”
            

            
            His favorite themes, however, were extensions of the themes of his poetry: fear, terror,
               revenge, and physical horror. The atmosphere of his “tales of horror” is constructed
               so that it produces the maximum physical sensation in the reader. Suggestiveness is
               essential. The dampness of the nitre-encrusted vaults of “The Cask of Amontillado”
               and the feeling one has of the grating sounds of the heavy metallic doors leading
               to the underground family tombs in “The Fall of the House of Usher” seem almost palpable.
            

            
            The appeal of Poe’s stories, then, can be both intellectual and physical. The tales
               of ratiocination depend on the cold logic and precise observation of their protagonist,
               Monsieur Auguste Dupin. The tales of terror make the reader shudder. The skin crawls
               as the pendulum swings ever lower and lower in “The Pit and the Pendulum,” as the
               narrator obsesses with the fear that he will awaken in a coffin and buried alive in
               “The Premature Burial,” as the hair of a man on a fishing boat turns completely and
               permanently white within a few hours after he is sucked into an enormous whirlpool
               and swirled about higher and lower at extreme speeds.
            

            
            By far, however, the bulk of Edgar Allan Poe’s writings are journalistic and critical.
               His literary criticism especially tended to be savage to such a degree that he acquired
               the nickname from his enemies of the “tomahawk man” as his reviews generally chopped
               fellow writers to pieces.
            

            
            In his later years Poe attempted to find “surcease from sorrow” through drink and
               through various infatuations with women. His most successful relationship came with
               his love for Sarah Helen Whitman, to whom he became engaged until she broke off the
               engagement because of his drinking. Edgar Allan Poe was found dead in the street near
               a polling place in Baltimore, Maryland, on October 3, 1849.
            

            
            In a sense, Poe’s life was only part of the much larger legend that has become Edgar
               Allan Poe. Almost immediately after his death his erstwhile friend Rufus Griswold showed himself as Poe’s greatest enemy by publishing an obituary that was aimed at
               destroying the reputation of the poet. Griswold spent the rest of his life seemingly
               devoted to creating a myth of the life of Edgar Allan Poe that would portray Poe as
               a drunkard, dope addict, liar, plagiarizer, and generally evil man. Much of the myth
               of Poe that survives today is attributable to Griswold’s machinations.
            

            
            See also “THE COLISEUM”; “ELDORADO”; “ISRAFEL”; “LENORE”; “LIGEIA”; “THE MASQUE OF THE RED DEATH”; “THE POETIC PRINCIPLE”; “THE PURLOINED LETTER”; “THE RAVEN”; “ROMANCE”; “THE SLEEPER”; SONG FROM AL AARAAF; “SONNET—SILENCE”; “SONNET—TO MY MOTHER”; “SONNET—TO SCIENCE”; STANARD, JANE STITH (1793–1824); “TO HELEN”; “TO ONE IN PARADISE”.
            

            
         

         
         	“POEM OF THE AGES”

         
         	
            In this poem, published in 1821, William Cullen Bryant through a survey of the past ages of the world and of the subsequent advances of
               humanity in knowledge, virtue, and happiness attempts to justify and confirm the hopes
               of the Romantic soul for the future destiny of the human race.
            

            
         

         
         	POEMS

         
         	
            John Keats’s first volume of poetry was published in 1817 by C. & J. Ollier. It contains “I
               Stood Tip-Toe upon a Little Hill,” originally titled “Imitation of Spenser,” and sonnets
               such as “Keen, Fitful Gusts,” “On the Grasshopper and Cricket,” and especially “On First Looking into Chapman’s Homer.”
            

            
         

         
         	POEMS

         
         	
            William Cullen Bryant’s first volume of poetry, published in 1821, solidified his reputation as the first
               truly American poet. Endowed with a Romantic sensibility and well-read in the English
               and European Romantics, Bryant brought Romanticism to American soil. Poems showed a technical mastery in the same league as that of his contemporaries abroad.
               Some poems included were “Thanatopsis,” “The Yellow Violet,” “Inscription for the Entrance to a Wood,” and “To a Waterfowl.”
            

            
         

         
         	POEMS ON VARIOUS OCCASIONS

         
         	
            Lord Byron’s second book of verse was printed at the author’s expense by S. and J. Ridge of
               Newark in 1807, the same printer who had printed Fugitive Pieces the year before. Byron’s name did not appear on the title page. This volume simply
               expands Fugitive Pieces from 38 poems to 48, all of which ultimately would be included in Hours of Idleness.
            

            
         

         
         	POEMS ON VARIOUS SUBJECTS

         
         	
            Samuel Taylor Coleridge’s first volume of verse, Poems on Various Subjects, was also published during the time he was attempting to produce The Watchman. It was the period when he and Sara Fricker Coleridge had their first child, David Hartley, in September 1796. Poems on Various Subjects did not sell enough, however, to relieve the family of its debts. Coleridge sank
               into depression. Two months later an attack of neuralgia resulted, evidently from
               his increasing use of laudanum.
            

            
         

         
         	“THE POET”

         
         	
            In this late poem, published in 1864, American poet William Cullen Bryant develops the Romantic concept of poetry that he had in 1826 expounded in his Lectures on Poetry and which had formed the basis for his many reviews and articles on literature for
               the New York Evening Post. The role of the poet is humanity’s highest calling, and “the framing of a deathless
               lay,” he observed, is not “the pastime of a drowsy summer’s day.” It necessitates
               a gathering of all the poet’s powers, intellectual and emotional.
            

            
            
               The secret wouldst thou know

               
               To touch the heart or fire the blood at will?

               
               Let thine own eyes o’erflow;

               
               Let the lips quiver with the passionate thrill;

               
               Seize the great thought, ere yet its power is past,

               
               And bind, in words, the fleet emotion fast.

               
            

            The sources of a poem are emotional intensity, imaginative participation, original
               impulse and inspiration, simple eloquence, and deep moral conviction. The poet’s impulse
               comes from “feelings of calm power and mighty sweep, / Like currents journeying through
               the windless deep.” The poet allows “no empty gusts of passion, no superficially fluent
               strains,” no “smooth array of phrase, / no emotional idiosyncrasies or erratic sensibilities,”
               to deflect him or her from the high purpose of clothing “in words of flame / Thoughts
               that shall live within the general mind.”
            

            
         

         
         	THE POET

         
         	
            Ralph Waldo Emerson published this essay in Essays: Second Series in 1844. Perhaps no other document on poetics has had such a major impact on the
               American tradition of poetry as Emerson’s The Poet. Walt Whitman perhaps was first to grasp the true importance of this essay, but the
               ideas Emerson puts forth about the nature of poetry and the nature of the poet came
               to inspire an entirely new line of poetic tradition. The tradition of Henry Wadsworth
               Longfellow, Edgar Alan Poe, Robert Frost, and Robert Lowell developed in parallel to the tradition inspired
               by Emerson in The Poet and in his poetry as well, the tradition of Walt Whitman, Emily Dickinson, Ezra Pound,
               William Carlos Williams, and Allen Ginsberg.
            

            
            Emerson proclaims that the poet is the expounder of the Over-Soul, of universal nature and the universal mind. The poet abandons himself or herself to the elemental nature
               of things. Poets are inspired by the breath of universal nature and teach humanity
               as though they might be divinely inspired oracles. They teach through symbols. The
               true poet is “the sayer, the namer.” He or she “re-attaches things to nature and the
               Whole,—re-attaching even artificial things and the violation of nature, to nature,
               by a deeper insight.”
            

            
            Emerson also treats traditional ideas of poetics as well, ideas of form and meter,
               style and subject matter: “It is not metres, but a metre-making argument, that makes
               a poem.” His ideas about the aesthetics of poetry in particular inspired Walt Whitman
               to break with tradition and to begin inventing a new concept of open-form poetry that
               would become the alternative tradition in American poetry, the idea that “the thought
               and the form are equal in the order of time, but in the order of genesis the thought
               is prior to the form. The poet has a new thought: he has a whole new experience to
               unfold; he will tell us how it was with him, and all men will be the richer in his
               fortune.” Further, the poet is the namer, he or she is the maker, not just in the
               classical sense but in the sense of cultural overseer, the overseer of the culture’s
               language: “The poets made all the words, and therefore language is the archives of
               history.” Poets are “liberating gods,” and such poets will soon appear: “Oregon, and
               Texas, are yet unsung. Yet America is a poem in our eyes; its ample geography dazzles
               the imagination, and it will not wait long for metres.”
            

            
            The Poet falls squarely in the worldwide Romantic movement. Clearly it owes much to William Wordsworth’s Preface to the Lyrical Ballads, but it also coincides with the bold claims for poetry made by Percy Bysshe Shelley in his A Defence of Poetry, and with much of the German claim for a new Romantic poetry.
            

            
            See also “THE POETIC PRINCIPLE”.
            

            
         

         
         	“THE POETIC PRINCIPLE”

         
         	
            Edgar Allan Poe’s essential manifesto for the art of poetry was published posthumously in 1850. Originally
               a lecture, the essay has had a substantial influence on the subsequent tradition of
               poetry in the United States, and in 19th-century criticism it is surpassed in influence
               only by Ralph Waldo Emerson’s The Poet. Poe’s theory relies heavily upon Samuel Taylor Coleridge in distinguishing between objective truth and aesthetic truth in the vein of Percy Bysshe Shelley’s A Defence of Poetry.
            

            
            Poe’s essay makes bold claims for poetry, all thoroughly in the Romantic tradition.
               The goal of poetry is the elevation of the soul to the realm of ideal beauty, and
               beauty is its own excuse for being.
            

            
            Poe also lays down practical strictures for the poet and the critic. Beauty is the
               chief aim of poetry; thus it follows that the poet “should limit his endeavors to
               the creation of novel modes of beauty in form, in color, in sound, and in sentiment.”
               Moreover, the “indefinite” is an important element in true poetry: “a suggestive indefiniteness
               of meaning, with the view of bringing about a definiteness of vague and therefore
               spiritual effect”—a doctrine Poe first applied to music and later to poetry in general.
               Poetry, then, is “the rhythmical creation of beauty.” General, indefinite imagery
               is more poetic than specific concrete imagery.
            

            
            “The Poetic Principle” also insists that there is no such thing as a long poem. Epics,
               for example are not poetry because a poem is judged by how much it excites and elevates.
               However, undue brevity also is a flaw. Poe also develops an argument for the Didactic
               Heresy: Poetry’s end is not truth; poetry exists for its own sake.
            

            
            The poetic faculty consists of three parts: pure intellect, moral sense, and taste,
               but only taste really matters for the poet. Taste is a sense of the beautiful. Poetry
               by definition is the struggle for beauty, for “supernal loveliness.” This in fact
               is the “poetic principle.” Music is pure poetry and the best poetry. Its sole arbiter
               is taste. Sadness is the highest emotion, and love is the principal poetic theme.
            

            
            Practically speaking, the music of the line should never be disturbed by “harsh consonants,”
               and rhymes should not be identic (i.e., the same word rhymed); light (e.g., rhymes
               on -dy, -ly, and -ty); or inexact. And of course, poems must be short. Poetry is close to music in effect.
            

            
         

         
         	POETICAL SKETCHES

         
         	
            William Blake’s first book of poetry was written when he was between the ages of 12 and 21. It
               is Blake’s earliest work, dating to 1783, and it is the only collection of his to
               be printed in ordinary type, although it was not published. These early lyrics demonstrate
               Blake’s original experimentation with Elizabethan styles, the Ossianic influence on
               his work, and his closeness to the 18th-century tradition. The seeds of thought which
               later developed into the mature concepts of innocence and experience, the Urizenic
               figures, and the basic structure of the myth can be found in Blake’s earliest work
               (Shorer 1946: 71).
            

            
            Poetical Sketches, besides containing poems more mature than a poet’s usual first volume, also displays
               Blake’s revolutionary fervor. “Gwin of Norway,” a narrative poem written as the first
               major revolution of the late 18th century raged in America, shows a George Washington
               figure rousing his fellow rebels against a tyrannical king (Erdman 1965: 21).
            

            
            Significantly, Poetical Sketches reveals Blake’s visionary powers: single vision, or “Newton’s sleep,” which is not
               truly vision; twofold vision, or seeing through the eye; threefold vision, a dream-like
               state yet possessing objective reality; and fourfold vision, which is divine inspiration.
            

            
            Northrop Frye, in referring to Blake’s use of a form of personification, says, “Blake
               cannot describe anything inanimate: season and evening stars are human figures . .
               . He has taken a step beyond personification” (1947: 177). Hazard Adams says that
               “Blake was led back to an elaborately primitive animism by the assumption that perception
               ‘through the eye’ reveals the human form, or more specifically the life of Albion
               in everything” (1963: 224). Certain works in Poetical Sketches represent “a whole new way of seeing in poetry,” a way that Blake’s visions enabled [him] to explore, for he derived such
               boldness in his pictoralization not from any traditional elements in poetry, but from
               his own early visionary experiences” (Shorer 1946: 360).
            

            
            The most obvious aspect of vision in these youthful lyrics is that of twofold vision.
               Considering that until this point in his career Blake was primarily an artist or engraver
               and that the only schools he had attended were art schools (Margoliouth 1967: 28),
               Blake, even at that early age, was more visually oriented than verbally oriented.
               The very title of Poetical Sketches points toward a visual representation.
            

            
            Some examples of this aspect in his early poetry can be seen in his use of what might
               at first appear to be personifications in his seasonal poems and other short lyrics
               such as “To Spring,” “To Morning,” and “To the Evening Star.”
            

            
            In “To Morning,” Blake seems to describe morning as a holy virgin. But for Blake the
               statement is direct. He is saying that morning is a “holy virgin.” Elsewhere the evening star is a “fair-hair’d angel of the evening.”
               These visions are not utilized for descriptive purposes, as was the trend for 18th-century
               personification. Instead they are visual experiences—the poet’s visual interpretation of what he
               sees, much the same as Blake establishes in his theory of personification in The Marriage of Heaven and Hell.
            

            
            The reason Blake felt compelled to animate all objects through his vision is illustrated
               in “To the Evening Star.” Here the vision is of a celestial nature. It is twofold
               but with divine emphasis. The line “Thou fair-hair’s angel of the evening” gives the
               evening star an aura of holiness. Again, in “To Morning” he addresses the object of
               his vision, morning, “O holy virgin!” A divine emphasis is seen in both these works.
               Blake is demonstrating his belief in the holiness of vision by seeing these objects
               as holy beings. Through his eye he can see their holiness and he feels justified in
               his request of the evening star: “The fleeces of our flocks are cover’d with / Thy
               sacred dew: protect them with thine influence.”
            

            
            Again, in “To Summer” Blake says, “O Summer, / Oft pitch’d here thy golden tent, and
               oft / Beneath our oaks hast slept, while we beheld / with joy thy ruddy limbs and
               flourishing hair.” By projecting an image of summer, a rather nebulous object, into
               space, Blake actually sees “ruddy limbs and flourishing hair.”
            

            
            Blake’s fourfold vision is evident in “Song”: “Fresh from the dewy hill . . . / .
               . . Like as an angel glitt’ring in the sky, / In times of innocence, and holy joy;
               / The joyful shepherd stops his grateful song, / To hear the music of an angel’s tongue.”
            

            
            The vision itself is compared to an angel’s manifestation of glory. The shepherd then
               stops his own poetic song to receive inspiration from an “angel’s tongue.” Perhaps
               the most prominent reflection of divine vision is in the prophetic vision “To Winter.”
            

            
            These early verses of Blake are important to any study of his work. In addition to
               producing here some of his most delightful and memorable lyrics, Blake in Poetical Sketches foreshadows much of his later and more mature work. The seeds of his vision, which
               he planted as a youth in these lyrics, were to grow into his complex statements in
               both the later lyrics and prophecies, ultimately culminating in his final statement,
               The Everlasting Gospel.

            
         

         
         	“THE POET’S DEATH”

         
         	
            The Russian poet Mikhail Yuryevich Lermontov identified himself closely with his contemporary and other great Romantic poet Alexander Pushkin. This poem is Lermontov’s response to the death of Pushkin in one of the most famous
               duels in history. For Lermontov, Pushkin represents the archetypal poet-genius persecuted
               by a misunderstanding public. From the first lines he makes it clear that the bullet
               that entered Pushkin’s heart did not kill him. The anti-intellectual, unpoetic Russian
               people killed their own favorite poet: “He threw his gauntlet to the rabble. And was
               dispassionately killed. / Killed, killed.” Everyone acts as if they are sad when they
               hear of the poet’s death, but they are actually happy because he was so successful:
               “You say your hearts are bleeding, / You praise in chorus, simper, prate / Who needs
               your mumbling, childish pleading, / As if the murderer were fate!” The poem ends with
               a formal curse on Pushkin’s doltish detractors: “In all eternity, your loathsome blood
               will never / Wash off the poet’s righteous gore!”
            

            
         

         
         	“THE POET’S MUSIC”

         
         	
            John Keats’s early sonnet, written in March 1816, was first published in Poems in 1817. It is an important indicator of the young poet’s development under the influence
               of William Wordsworth and the earlier Romantic poets. Essentially the poem makes the point that nature provides the same aesthetic experience as poetry. The octave states that there have
               been many bards through the ages who have influenced the poet. They do not cause confusion
               but delight. But, the poet claims in the sestet, the sounds of nature produce the
               same effect, and the farther away from the city the better.
            

            
         

         
         	POLIDORI, DR. JOHN WILLIAM (1796?–1821)

         
         	
            John Polidori was Lord Byron’s English-Italian personal physician who traveled with Byron from England to Switzerland
               in April 1816 after the poet had obtained his legal separation from Lady Byron. Thus Polidori was one of the members of the Byron-Shelley Circle present at the Villa Diodati that famous summer of 1816. He was evidently an egotistical man whom Byron dismissed in September, although
               the two remained on good terms. When Byron and Percy Bysshe Shelley proposed a writing contest because the weather had been so poor for such an extended
               time, only Mary Shelley and Polidori ultimately produced major works from that remarkable summer at Lake
               Geneva. Shelley began her Frankenstein, and Polidori began The Vampyre, the first novel based primarily upon a vampire as the main character, and also the
               main source for Bram Stoker’s Dracula. Polidori completed his tale in England and published it in 1819.
            

            
            Although today The Vampyre has much interest for literary historians and readers of horror and Gothic genres,
               at the time the novel hardly elicited any notice at all. What little notice it received
               came about because of rumors that Byron himself actually wrote the novel. At the end,
               disappointed in the lack of fulfillment of his literary ambitions, Polidori killed
               himself. He was the uncle of Dante Gabriel Rossetti, Christina Rossetti, and William
               Michael Rossetti. The latter published in 1911 Polidori’s informative and now famous
               diary of his memories of the summer of 1816.
            

            
         

         
         	POLITICAL JUSTICE

         
         	
            See AN ENQUIRY CONCERNING POLITICAL JUSTICE; GODWIN, WILLIAM (1756–1836).
            

            
         

         
         	POLLY HONEYCOMBE

         
         	
            Polly Honeycombe: A Dramatic Novel in One Act, which George Colman the Elder wrote in 1760, was destined to become one of his most popular plays and one of the
               three plays upon which his reputation as a dramatist ultimately rests. It was a short
               farce of the type he later was to be so successful in writing. Polly Honeycombe, as Colman presented it for consideration at Drury Lane Theatre, suffered the typical imperfections of a young writer’s first effort. This young
               writer, however, had the best of connections and, with the advice of a master of the
               theater, David Garrick, he wrote one of the most popular farces of the period. James Boswell recalled that he “laughed a great deal” at the farce
               even though he was suffering from melancholy at the time (London Journal, 1762–1763: 256–57).
            

            
            In his preface to the play Colman explains that his purpose is to satirize the craze
               for modern novels. The play begins with Polly reading affectedly from an obviously
               over-sentimental novel. Her nurse swears the novels are turning her head, and indeed
               Polly agrees. Where but in novels, she asks, is a true picture of life to be found?
               For marriage, Polly sees elopement as a requirement. In fact, she is herself planning
               to run away with Mr. Scribble, a true romantic lover, so as to escape a forced marriage
               to Mr. Ledger, a man of business whose language and thoughts run wholly to his trade.
               When Polly’s father threatens to lock her up for refusing the husband of his choice,
               she comforts herself with the knowledge that she must suffer what Clarissa, “Sophy”
               Western, and indeed all truly romantic heroines have suffered.
            

            
            The nurse smuggles Scribble into the locked room, but he is discovered and thrown
               out. Nevertheless, with the nurse’s aid, Polly escapes with Scribble. They are, however,
               caught and brought back, whereupon Ledger refuses to “underwrite her for ninety percent.” Scribble is revealed to be not a true gentleman but an attorney’s clerk and a nephew
               of the nurse. He was merely playing up to Polly’s affectation in order to obtain her
               fortune. Still, she refuses to let him go: “Who knows but he may be a foundling, and
               a gentleman’s son, as well as Tom Jones?” she asks. But Scribble sneaks away with
               his aunt, and Mr. Honeycombe is left lamenting Polly’s attitudes and appealing to
               the audience for sympathy.
            

            
            The play first appeared on December 5, 1760, and although its first performance was
               not very impressive, the little farce went on to become one of the most successful
               afterpieces of the century, appearing 21 times during the 1760–1761 season alone.
               From then until 1755 it appeared 86 times on the London stage.
            

            
         

         
         	THE PORTRAIT

         
         	
            George Colman the Elder produced this short burletta for Covent Garden Theatre in 1770. His two original burlettas, The Portrait and Ut Pictoria Poesis; or, The Enraged Musician, produced in 1789, ridicule illegitimate comedy more extensively than do any of his
               other original works. Here he used the burletta to expand an attack on Italian opera
               first found in The Musical Lady. The play is based upon a single jest. Old Pantaloon, a character directly out of commedia
               dell'arte, plans to marry the reluctant young Isabella. Of course, she loves a younger
               man, Leander, and is thus suspected by Pantaloon. To confirm his suspicion, he sets
               in motion a plan of deception. First he announces he is leaving town for a few days.
               When he leaves, naturally Isabella and Leander run to each other’s arms. Meanwhile,
               Pantaloon returns, enters the apartment, tears out the head to his portrait, and then
               puts his own head in its place. From this vantage point he is able to confirm every
               suspicion he has had. In front of the portrait Leander, Isabella, and the saucy servant
               Columbine ridicule and laugh at the old man. Then, in mock religious fashion, the
               two lovers kneel at the portrait and jokingly ask the image’s blessing. At first distracted,
               the old man reveals himself and vows to carry out his will with vengeance but then
               changes his mind and grants the couple his blessing.
            

            
            The entire plot, of course, is based upon the incident of the portrait. The lovers
               carry on their jesting, ignorant of Pantaloon’s presence; Pantaloon, no doubt, wishes
               he were elsewhere as he sees himself mocked severely. Besides ridiculing opera through
               the silliness of the plot, which in reality is simply the plot of a practical joke,
               Colman includes lyrics, both in aria and in recitative, which, because of their doggerel
               rhythms and obvious rhymes, could never be taken seriously.
            

            
         

         
         	POSTHUMOUS FRAGMENTS OF MARGARET NICHOLSON

         
         	
            Percy Bysshe Shelley wrote this semi-burlesque volume in collaboration with Thomas Hogg and published
               it privately and anonymously at Oxford in 1810. The poems were attributed to a mad
               washerwoman who had attempted the life of King George III. According to Hogg’s account
               the hoax was successful, and the book had some circulation at Oxford.
            

            
         

         
         	POSTHUMOUS POEMS

         
         	
            Mary Shelley’s edition of her husband Percy Bysshe Shelley’s poems, heavily edited, was published in 1824.
            

            
            See also “JULIAN AND MADDALO”; “STANZAS WRITTEN IN DEJECTION—DECEMBER 1818, NEAR NAPLES”; “TO MARY WOLLSTONECRAFT GODWIN (‘MINE EYES WERE DIM’)”; “TO ——” (MUSIC, WHEN SOFT VOICES DIE); “TO NIGHT”; “THE TWO SPIRITS—AN ALLEGORY”.
            

            
         

         
         	THE PRAIRIE; A TALE (1827)
         

         
         	
            James Fenimore Cooper’s novel is the last of the Leatherstocking Tales in the sequence and the third composed. The setting is the Great Plains well beyond
               the Mississippi River in about 1827. The old trapper Natty Bumppo has followed the
               edge of the frontier all his life and now is at the end of his days. The novel contains
               his famous death scene.
            

            
         

         
         	“THE PRAIRIES”

         
         	
            American poet William Cullen Bryant’s long, blank-verse poem describes the western American prairies which he saw on
               a visit to his brothers in Illinois: “The gardens of the Desert, these / The unshorn
               fields, boundless and beautiful, / For which the speech of England has no name.” After
               a lengthy description of the prairies as the glorious work of God, Bryant ponders
               the past. A race that has long passed away, he says, built the mighty mounds. All
               is gone now save the earth that holds their bones. The Native Americans too have abandoned
               this territory for new hunting grounds. But the animals and bees remain. In the final
               lines Bryant dreams of the future—the United States’ destiny—when these lands will
               be filled with “the laugh of children, the soft voices of maidens, and the sweet and
               solemn hymn / Of Sabbath worshippers.”
            

            
            “The Prairies” shows many of the same attitudes that Bryant’s friend James Fenimore Cooper had toward such American concerns as manifest destiny and the historic displacement
               of indigenous peoples. But the poem also provokes inquiry into concerns of the Romantic
               movement regarding the beneficence of nature, an impersonal deity, and the noble savage.
            

            
         

         
         	PREFACE TO ALASTOR; OR, THE SPIRIT IN SOLITUDE

         
         	
            To leave no room for doubt as to what he intended his long philosophical poem to mean,
               Percy Bysshe Shelley included a preface in which he lay out the meaning in detail. He ended the preface
               saying, “Those who love not their fellow-beings live unfruitful lives, and prepare
               for their old age a miserable grave.” Then he quotes from William Wordsworth’s The Excursion: “The good die first, / And those whose hearts are dry as summer dust, / Burn to
               the socket.”
            

            
         

         
         	PREFACE TO LYRICAL BALLADS, 1800
         

         
         	
            William Wordsworth and Samuel Taylor Coleridge’s first edition of Lyrical Ballads was successful enough that Wordsworth decided to bring out a second edition in 1800.
               At this point Coleridge no longer was a part of the project. A few poems were added,
               but more importantly, Wordsworth added a preface. This Preface to Lyrical Ballads became essentially a manifesto of the new kind of poetry he was proposing. Although
               he did not call it Romantic poetry, the Preface of 1800 was influential in establishing
               Romanticism as a movement far beyond simply being a new kind of poetry. Wordsworth
               made bold claims for what poetry is and what a poet is, and especially with his revolutionary
               new definition of poetry, he changed the way we think about poetry and literature
               even today. For Wordsworth, “poetry is the spontaneous overflow of powerful feelings:
               it takes its origin from emotion recollected in tranquility.” No longer was poetry,
               or art for that matter, merely a matter of craftsmanship, merely another form of rational
               discourse; it was a matter for the soul: the soul of the poet, who was a very special
               kind of person unlike anyone else, communicating to the soul of the reader.
            

            
            Wordsworth begins by explaining the purpose of Lyrical Ballads. The poems were experiments, intended “to ascertain, how far, by fitting to metrical
               arrangement a selection of the real language of men in a state of vivid sensation,
               that sort of pleasure and that quantity of pleasure may be imparted, which a Poet
               may rationally endeavour to impart.” The principal object of the poems was to portray
               common life colored by the imagination, “to chuse incidents and situations from common
               life, and to relate or describe them, throughout, as far as was possible, in a selection
               of language really used by men.” As a result, he chose low and rustic subject matter
               for the poems. The volume is filled with poems about beggars, idiot boys, hermits,
               and old men traveling. No longer would poets see as their essential subject matter
               elevated society; no longer would poets find it necessary to affect elevated language.
               Wordsworth chose to use the language actually spoken by “men.” No artificial poetic
               diction was used. The reason he gave for using common “unpoetic” language was that
               “because in that condition, the essential passions of the heart find a better soil
               in which they can attain their maturity.”
            

            
            After explaining the rationale for the experiment conducted in Lyrical Ballads, Wordsworth begins developing his theory of poetry and poets. Perhaps no other manifesto,
               if you will, of any literary movement ever changed the paradigm of what poetry, and
               by extension most literature, by nature is.
            

            
            He addresses the nature of the poet himself or herself. What is a poet? Who are poets?
               Poets are different from ordinary people, and ordinary people cannot be poets. A poet
               is “a man, who being possessed of more than usual organic sensibility, had also thought
               long and deeply.” Moreover, “he is a man speaking to men: a man, it is true, endued
               with more lively sensibility, more enthusiasm and tenderness, who has a greater knowledge
               of human nature, and a more comprehensive soul, than are supposed to be common among
               mankind.” Also, a poet is “a man pleased with his own passions and volitions, and
               who rejoices more than other men in the spirit of life that is in him; delighting
               to contemplate similar volitions and passions as manifested in the goings-on of the
               Universe, and habitually impelled to create them where he does not find them.” The
               poet is so deeply involved with his or her work, so emotionally charged in a way no
               ordinary person can understand, “it will be the wish of the Poet to bring his feelings
               near to those of the persons whose feelings he describes, nay, for short spaces of
               time perhaps, to let himself slip into an entire delusion, and even confound and identify
               his own feelings with theirs.”
            

            
            In the Preface Wordsworth puts forth his revolutionary new definition of poetry and
               perhaps the most famous definition of all time: “Poetry is the spontaneous overflow
               of powerful feelings: it takes its origin from emotion recollected in tranquility.”
               The definition has two parts. First something stimulates the poet to “a spontaneous
               overflow of powerful feelings.” This is not a rational act but an emotional act. Because
               it is spontaneous, it is not controllable. But then the actual poem is created later,
               in tranquility, perhaps in the poet’s study. Only the poet endowed with more than
               the usual sensibility can create, someone “who being possessed of more than usual
               organic sensibility, had also thought long and deeply.” Wordsworth explains the actual
               method of creating a poem: “the emotion is contemplated till by a species of reaction
               the tranquility gradually disappears, and an emotion, kindred to that which was before
               the subject of contemplation, is gradually produced, and does itself actually exist
               in the mind. In this mood successful composition generally begins, and in a mood similar
               to this it is carried on.”
            

            
            Of course, Wordsworth did not simply make up the revolutionary ideas about the nature
               of poetry and the poet articulated in the Preface to Lyrical Ballads, 1800. One could argue that William Blake came to the same conclusions years before. Mary Robinson’s Lyrical Tales, published at the time as the second edition of Lyrical Ballads, was working with similar ideas. However, the importance of Wordsworth’s Preface is
               that it had an influence far beyond what any of the others could have had upon their
               contemporaries. For generations of scholars, the poems of Lyrical Ballads and the famous Preface were the beginning of the English Romantic movement. At one
               time a common treatment of Romanticism considered all poets who came before Wordsworth
               pre-Romantics. Some anthologies used to consider even William Blake a pre-Romantic.
               University English courses for years worked with this assumption that Romanticism
               began with Wordsworth and that his definitions of poetry and poets were to be accepted
               with little question. And although much scholarship from the late modernist period
               in the 20th century worked hard to diminish the importance of Wordsworth’s ideas,
               the reality is that traditional views still dominate at the teaching level. William
               Wordsworth’s Preface to Literary Ballads, influential and revolutionary in its own time, has through two centuries of study
               and teaching become incontestably the major critical document of Romanticism.
            

            
         

         
         	PREFACE TO POEMS, 1815
         

         
         	
            William Wordsworth’s 1815 collection, Poems, changed the way Wordsworth intended his poetry to be read. By placing the poems
               in groupings based upon psychological origins and subject matter, he asked that individual
               poems now be read within a defined context instead of merely as independent poems.
               In order to develop his new ideas about poetry, as distinguished from those articulated
               in the Preface to the 1800 edition of Lyrical Ballads, he wrote this preface. In this preface Wordsworth explains his concept of Fancy and Imagination—though for some critics not very clearly. The region of the imagination is the infinite
               and the uncertain. The materials dealing with imagination are far more potent for
               poetry than fancy because fancy works like playing dominoes. There is no significant
               change when the tiles are shuffled. They merely are rearranged; thus fancy simply
               rearranges materials without altering them. The imagination takes things apart and
               puts together something totally new. It is creative while fancy is not creative.
            

            
            The 1815 Preface also lays out Wordsworth’s method of arranging the poems. Some are
               arranged in groupings in accordance with the powers of the mind predominant in the
               production of a given poem, such as fancy and the imagination. By “predominant” Wordsworth
               indicates a cooperation of all faculties of the mind. Some poems are arranged as political
               poems and others arranged according to type, such as sonnets. Yet others are arranged
               in accordance with how they reflect the progress of human life.
            

            
         

         
         	THE PRELUDE

         
         	
            Shortly after William Wordsworth died on April 23, 1850, at Rydal Mount, his most substantial poem, a near lifelong
               project, was published with the full title of The Prelude; or, Growth of a Poet’s Mind: An Autobiographical Poem. Although the full poem was published posthumously, close associates had known for
               years that he was writing and revising the poem. It had originally been part of the
               much longer projected poem The Recluse; or, Views on Man, Nature, and Society.

            
            Because the poem was written, revised, and changed in concept over a period from 1798
               to 1850, establishing the text has been fraught with controversy. Readers should be
               aware that the two versions that are readily available in numerous formats are quite
               different from one another. The text as published at Wordsworth’s death in 1850 is
               considered by all to be the text the author presumably wished to be the definitive
               text of his masterpiece. Most older anthologies and textbooks generally reproduce
               this 1850 text. However, in recent years a number of scholars have rejected the notion
               that textual authority should be limited to what the author originally intended. They
               consider the aesthetic value of the work first and authorial intent second. Thus several
               well-known anthologies and textbooks now reproduce the 1805 text of The Prelude as being superior to the final text approved by Wordsworth.
            

            
            Wordsworth wrote the first 45 lines of The Prelude first, in 1795. In 1798–1799 he composed what would be books 1 and 2 of the 1850
               text. By 1804–1805 he had the first complete version and the text many accept today
               as authoritative. But for the next 35 years Wordsworth worked over his poem with extensive
               revisions. The years 1828, 1832, and 1839 were the heavy years of revision. Then the
               final version was published at his death. Fifteen extant versions of the poem in manuscript
               are known. Even the 1850 edition was basically completed by 1839 when Wordsworth was
               70.
            

            
            The Prelude is, of course, an autobiographical poem, but it is by no means literally factual.
               It is an artistic autobiography, generally accurate and generally chronologically
               correct. More importantly, it is artistically honest, which matters more than being
               literally precise. The speaker, Wordsworth without question, is a man in his maturity,
               looking back to what he can see as the significant aspects of his growth as a poet.
               It is a poem about his thoughts about what is important in his life.
            

            
            The long poem of 14 books begins with Wordsworth’s childhood and school years, residence
               at Cambridge, and summer vacation in 1788, all leading up to the first great climax
               of the poem—the poet’s consecration in a covenant he made with nature. He writes about his early reading in literature, and he tells of his earliest travels
               followed by his residence in London, all of which carry his life up to the second
               great climax, the awakening of Wordsworth’s great interest in man. After that comes
               the time of his residence in France during the revolution, with a slight reference
               to his affair with Annette Vallon (deleted from the 1850 text), followed by the destruction
               of Wordsworth’s hopes for the French Revolution and then a period of despondency.
               Eventually there is reconciliation with his better self along with his recovery though
               Samuel Taylor Coleridge, Dorothy Wordsworth, and nature.
            

            
            This leads to the rebuilding of his hope through individual rather than social instincts
               and his poetic maturity. He seeks for regeneration of the individual man. Wordsworth
               then includes several digressive passages in which he considers ideas of imagination
               and taste and how they can be impaired and still restored. The conclusion to the entire
               poem is an extended hymn to the Romantic imagination as a mystical experience. The
               last book contains one of the most popular passages, describing his ascent to the
               top of Mount Snowden and seeing the spectacle of the sky, the range of mountains,
               and the ocean in the distance. This ecstatic experience Wordsworth compares to a symbol
               of the imagination and the expansiveness of it in the mind of Romantic genius.
            

            
         

         
         	PRE-ROMANTICISM

         
         	
            The issue of pre-Romanticism in English Romanticism has become problematic in recent
               decades. For much of the 20th century, anthologists and scholars routinely considered
               such English writers as James Thomson, William Collins, and Thomas Gray pre-Romantics because their sympathy for outdoor nature and rural life seemingly presaged the work and attitudes of the “major” Romantics.
               Marshall Brown (1991) examines changing attitudes of the late 20th century toward
               this problematic assumption. The “pre” Romantics had no idea they were preliminary
               to anything. Their work should stand on its own without regard to the later Romantics.
               Today, scholars routinely consider the “pre-Romantics” simply early Romantics.
            

            
         

         
         	“THE PREVAILING OPINION OF A SEXUAL CHARACTER DISCUSSED”

         
         	
            This is the title of chapter 2 of Mary Wollstonecraft’s A Vindication of the Rights of Woman. Wollstonecraft opens by addressing the issue of whether women and men are by nature intended for different “characters” or roles in the social order. Are women, for
               example, weaker than men? Women have been declared in Eastern cultures to have no
               soul; however, they must have a soul in order to gain virtue. Virtue is a trait acquired
               by all people. We are not born with it. The question is whether women, then, can attain
               virtue. Women are taught that through “cunning” and “softness of temper” and other
               outward traits they will marry men who will protect them. The writings of specific
               men have made women “artificial, weak characters” and “useless members of society.”
               The only way to avoid being corrupted by society, men, and politics is for women to
               become educated the way men are educated, in order to improve their reason. Education
               will produce individuals who can then choose to lead virtuous lives governed by reason.
            

            
            Wollstonecraft does not want to deny romantic love, but she objects that the education
               of women is solely “to render them pleasing.” If women are only educated to please
               without any rational thought of their own, then they will try to please not only husbands,
               but also any man who desires to be pleased. If women are educated only for love, then
               when the marriage becomes loveless, they will seek it elsewhere. But if women are
               educated to trust their own rational thoughts, they can take comfort from within themselves
               and not from society at large. Women need power over themselves and not necessarily
               over men.
            

            
         

         
         	PRIDE AND PREJUDICE

         
         	
            Jane Austen’s most popular novel was published in 1813. Pride and Prejudice tells the story of the Bennet family and especially the Bennet daughters. It begins
               with undoubtedly the most famous opening lines of any novel of the Romantic era, spoken
               by a supposedly objective narrator: “It is a truth universally acknowledged, that
               a single man in possession of good fortune must be in want of a wife.” The opening
               lines exemplify a problem in reading the novel. Is the narrator naively relating a
               truism, one which in fact is false, or is the narrator stating ironically a far from
               universally acknowledged belief? The problem for the Bennets, with the simple-minded
               mother and the humorously irresponsible father, is to marry off all five of the daughters
               to moneyed spouses. The main plotline follows the fortunes of the oldest daughter,
               Elizabeth Bennet, and her at times passionate relationship with the impossibly handsome,
               unthinkably rich, and, alas, supremely proud Mr. Darcy. The ins and outs of their
               romance have been the fodder for numerous film versions of the novel.
            

            
         

         
         	PRIESTLEY, JOSEPH (1733–1804)

         
         	
            A clergyman, a political scientist, a writer and promoter of political radicalism,
               and above all one of the most distinguished natural scientists of the late 18th century,
               Joseph Priestley was the discoverer of oxygen, or phlogiston, as he called it. His
               full theory of phlogiston, that it is the substance that causes the light and heat
               occurring during burning, was discredited at the start of the 19th century. Priestley
               was also a Unitarian minister who wrote much about radical politics and theology.
               He “played down religion’s magical and liturgical aspects, and stressed instead the
               moral and the rational” (Butler, Marilyn 1981: 14). For many years he served on the
               faculty of Warrington Academy and was friends with Anna Barbauld, who write several poems about Dr. Priestley and his famously cluttered laboratory.
               During the turbulent 1790s, Priestley was a member of Joseph Johnson’s group of radicals that included William Godwin, Thomas Paine, William Blake, and Mary Wollstonecraft.
            

            
            See also “AN INVENTORY OF THE FURNITURE IN DR. PRIESTLEY’S STUDY”; “THE MOUSE’S PETITION”.
            

            
         

         
         	THE PRISONER OF CHILLON

         
         	
            One of Lord Byron’s most popular poems in the 19th century, The Prisoner of Chillon was written in the famous summer of 1816 when Byron was with Percy Bysshe Shelley and Mary Shelley and their circle in Switzerland. Written in iambic tetrameter, the poem tells the
               famous story of the rebel Bonivard from the 16th century who was confined to the dungeon
               of Chillon. The historical background serves only as an excuse for the poem, and the
               history is not adhered to. Byron’s vision is fiercely negative. The dramatic monologue
               form solves Byron’s problem of point of view.
            

            
            See also BYRON-SHELLEY CIRCLE; CLAIRMONT, CLAIRE (1798–1879); FRANKENSTEIN; OR, THE MODERN PROMETHEUS; POLIDORI, DR. JOHN WILLIAM (1796?–1821).
            

            
         

         
         	“PRISONER OF THE CAUCASUS”

         
         	
            See PUSHKIN, ALEXANDER (1799–1837).
            

            
         

         
         	“THE PROBLEM”

         
         	
            This poem by American poet Ralph Waldo Emerson was published first in the initial issue of the Dial in 1840. Seven years before, Emerson had made his decision to resign from the formal
               ministry. But he still was haunted by the problem that had forced him to resign. In
               a journal entry from that time Emerson wrote, “I dislike to be a clergyman and refuse
               to be one. Yet how rich a music would be to me a holy clergyman in my town. It seems
               to me he cannot be a man, quiet and whole; yet how plain is the need of one, and how
               high, yes highest is the function. Here is division of labor that I like not: a man
               must sacrifice his manhood for the social good. Something is wrong; I see not what.”
            

            
            The problem of the title is the attraction of church buildings and hallowed liturgical
               ritual. The flow of the universal spirit, or the Over-Soul, through the human spirit connecting it with all of nature is the essence of true religion. Mere attraction to the outward trappings of institutional
               religion develops simply a weakened faith.
            

            
         

         
         	PROBLEMS IN THE STUDY OF WORDSWORTH

         
         	
            The study of William Wordsworth is fraught with problems, many of them unique and unlike those found in the studies
               of other writers. There are problems with texts. Wordsworth had many years in which
               to revise his early poems, and he worked at them constantly. The many revisions of
               his greatest poem, The Prelude, exemplify this problem well. In the end, probably what matters is what the revisions
               tell about Wordsworth the poet developing into Wordsworth the man. In 1815 Wordsworth
               arranged the poems of The Prelude in a mainly psychological order with each section representing a different state
               of mind: for example, Poems of Fancy and Poems of the Imagination. The problematic
               question over which scholars have long been divided is whether it is better to read
               the poems chronologically or in Wordsworth’s preferred order.
            

            
            Then there is the Fragmented Wordsworth as opposed to the One Wordsworth controversy. Is there a difference between the early Wordsworth and the later Wordsworth?
               The politics of the poet are problematic. Did his early politics make his early poetry
               superior to the later poetry? Regarding his philosophy, is Wordsworth rationalistic,
               empiricist, or Transcendentalist? We should also keep in mind Wordsworth’s claims
               that part of his job as a poet is to enlarge his readers’ sympathies.
            

            
            Besides those problems with his poetry itself, biographical problems have caused much
               controversy as well: there is Wordsworth’s affair with Annette Vallon in France, and
               the business of his sister, including serious questions of incest (are the Lucy Poems
               about Dorothy Wordsworth?). Questions about Wordsworth’s attitude toward nature abound. Charles Lamb once said that there is nothing in Wordsworth’s nature that is dead. Do we see pantheism
               in his poetry? Or animism? Scholars disagree.
            

            
            The question of the monumental egotism of Wordsworth puzzled his contemporaries as
               it has scholars ever since. Many have noted a striking difference between Wordsworth’s
               egotism and his best friend Samuel Taylor Coleridge’s self-effacement. William Hazlitt said that Wordsworth was the greatest poet of the age only because his was the greatest
               egotism of the age, and Ralph Waldo Emerson was greatly put off by Wordsworth’s egotism. Certainly he is not disinterested; he
               is not a Shakespeare. If poetry is to be universal it cannot be egotistic; yet Wordsworth’s
               poetry is ironically universal. The Prelude, after all, is the most egotistical poem in literature. Only Jean-Jacques Rousseau’s Confessions is as egotistical. The single most deleted word in the revisions of The Prelude is the word “I.” So Wordsworth was aware of his exalted egoism.
            

            
            Anyone entering into a serious study of William Wordsworth must take into account
               such problems and develop a consistent view of the poet and his work in order not
               to stumble into the abyss of controversy and inconsistency that has destroyed many
               a scholarly thesis.
            

            
            See also FANCY AND IMAGINATION.
            

            
         

         
         	PROMETHEUS UNBOUND

         
         	
            Percy Bysshe Shelley considered this long dramatic poem, the full title of which is Prometheus Unbound: A Lyrical Drama in Four Acts, to be his greatest poem, and most critics through the years have agreed. Often it
               has been compared with William Blake’s Jerusalem in the breadth of human experience with which it is concerned. Shelley first published
               the poem in 1820 in Prometheus Unbound: A Lyrical Drama in Four Acts, with Other Poems. The traditional view of its composition as first given by Mary Shelley in her 1839 edition of the complete poetry is that her husband began the poem at
               Este, Italy, in September 1818. He wrote acts 2 and 3 the next year in Rome and considered
               the poem complete as he turned his attention to The Cenci in May 1819. Then in the fall of 1819, seemingly as an afterthought, he added act
               4. Some recent scholars now argue that act 4 was not an afterthought, however, but
               planned from much earlier in the composition process.
            

            
            The poem purports to be a sequel to the Aeschylean tragedy Prometheus Bound. The main character, Prometheus, is champion of humanity, one of the original Titans.
               In the preface, Shelley pays his debt to Aeschylus and situates himself within the
               context of his fellow Romantic poets. His life’s business is “a passion for reforming
               the world.” The long poem opens as “Morning slowly breaks,” according to the stage
               direction. Prometheus, chained to a rocky precipice in the Indian Caucasus, opens
               with a passionate soliloquy on his centuries of suffering. He curses Jupiter but then
               repents of the curse and even feels pity for the tyrant. With his mother, Earth, present
               as well as Ione and Panthea, Prometheus summons the phantasm of Jupiter to come before
               him and to repeat the curse with which he bound him to the rock. Mercury brings Furies
               to continue the endless torture and to force the resolute Prometheus to reveal his
               secret of humanity’s power to Jupiter. Prometheus responds, “Pain is my element as
               hate is thine; / Ye rend me now; I care not.” The Furies then reveal to him in a vision
               of the world the current condition of humanity, ruled by tyrants who are governed
               by hypocrisy and hate.
            

            
            But through the two sisters of Asia, Ione and Panthea, Prometheus finds comfort. He
               hears the songs of the human spirit sent up by Mother Earth. Asia, his consort, and
               Panthea journey from the Caucasus through forests and craggy mountains to the cave
               of Demogorgon. There Panthea demands to know when Prometheus will finish serving out
               his sentence. She sees a vision of the Hours. They leave the cave and ascend to the
               mountain top where they hear a voice singing a hymn of the genius of humanity to the
               spirit of nature. Asia answers with her own song. Meanwhile Demogorgon ascends in
               his “Car of the Hour” to the realm of Jupiter and summons the god to the abyss from
               the first scene. Apollo relates Jove’s fall to Neptune, and Hercules rushes down to
               unchain Prometheus, who then is finally reunited with his beloved, Asia. The fourth
               act is a long, lyrical ode to the regenerated universe. Panthea and Ione listen to
               spirit songs and see a vision of the chariots of the moon and the Spirit of the Earth,
               representing evidently feminine and masculine forces of humanity. The reign of love
               will now follow as tyranny vanishes from the earth forever.
            

            
         

         
         	PROMETHEUS UNBOUND; A LYRICAL DRAMA IN FOUR ACTS WITH OTHER POEMS

         
         	
            Percy Bysshe Shelley’s 1820 volume of poetry published in London by C. and J. Ollier contains some of
               Shelley’s most famous poems, all celebrating or treating some form of liberty, whether
               personal liberty of the soul or political, revolutionary liberty. Besides the title
               poem the other poems are respectively “The Sensitive Plant”; “A Vision of the Sea”;
               “Ode to Heaven”; “An Exhortation”; “Ode to the West Wind”; “An Ode, Written October, 1819, before the Spaniards Had Recovered Their Liberty”;
               “The Cloud”; “To a Skylark”; and “Ode to Liberty.”
            

            
            “Ode to Heaven” is usually related to the shared theme of Prometheus Unbound, act 4. Presented as a choral ode with a chorus of spirits and “a louder and still remoter voice,” the poem treats
               three traditional views of humanity in relation to the universe: the 18th-century
               deist view, the Platonic doctrine of the ideal, and the belief in humanity’s ultimate
               insignificance in the grand cosmos. Humanity is no more than a tiny fraction of a
               single drop of water in the universal infinity. “Ode to Liberty” as well as “An Ode,
               Written October 1819, before the Spaniards Had Recovered Their Liberty” treat the
               Spanish Revolution of 1820. “Ode to Liberty” opens and closes by celebrating Spanish
               liberty, and the poet addresses a prayer directly to the personified goddess of Liberty
               in a disquisition on the progress of liberty throughout the ages.
            

            
         

         
         	THE PROVOST

         
         	
            John Galt published this novel of small-town Scottish life in 1823. It chronicles the career
               of tradesman James Pawkie as he goes from apprentice to shop owner to political office-holder
               as provost of Irvine. Power corrupts him, however, and he uses his position to his
               personal gain. All is told with good humor and heavy irony.
            

            
         

         
         	“THE PURLOINED LETTER”

         
         	
            Edgar Allan Poe published this, as he called it, tale of ratiocination in 1844. It is written in
               the first person and takes place in Paris. One evening in the speaker’s library while
               he is discussing certain crimes with his friend, C. Auguste Dupin, the prefect of
               the Parisian police knocks on the door. He wishes to discuss a problem. An important
               letter has been purloined from the royal apartments, he says, and the thief, who is
               a cabinet minister, was seen taking it. He still has it in his possession and with
               this document he can blackmail the rightful owner, a woman. The letter must be recovered,
               but secretly. The police, having already searched the apartment found nothing; nor
               does the thief carry it on his person.
            

            
            A month later the prefect still has not found the letter in spite of a heavy reward.
               Dupin now solves the mystery. First he produces the letter and collects the reward
               of 50,000 francs. Then he explains. The thief was also a poet and used his imagination.
               Since he knew the police would search every nook and cranny, he deposited the letter
               “beneath the nose of the whole world,” and yet at hand where he could use it if necessary.
               Dupin, therefore, called on the thief and spotted the letter in a cheap card rack
               dangling from a ribbon from the center of the mantelpiece. It had been soiled to make
               it seem worthless. Dupin purposely left his snuffbox on the table. The next morning
               he called for it, and when the minister got up to see what was going on at the window—a
               prearranged disturbance—Dupin pocketed the letter, replacing it with a facsimile.
            

            
         

         
         	PUSHKIN, ALEXANDER (1799–1837)

         
         	
            Pushkin is usually considered the originator of a truly Russian national literature.
               Fittingly, this literature developed out of the European Romantic movement. Pushkin
               himself was deeply influenced by French Romanticism and by English Romanticism, especially
               that of Lord Byron. The facts of Pushkin’s life are legendary. Most Russian schoolchildren know them
               well. Pushkin lived a life befitting a character in one of his own stories.
            

            
            Alexander Sergeevich Pushkin was born on May 26, 1799, in Moscow, to a pedigreed family
               that traced its line back 600 years on his father’s side. On his mother’s side, Pushkin
               came from black African heritage. His great-great-grandmother was a daughter of Abram
               Petrovich Gannibal, or Hannibal, the Abyssinian prince who served prominently in the
               court of Peter the First. By the time Pushkin was born, however, the family no longer
               held power or prestige. His mother died early so his grandmother was given charge
               of young Pushkin. His most important early and lifelong influence was his nurse, Arína
               Rodiónovna, who inspired the boy with her stories and fairy tales and inspired the
               adult with stories of national themes. Rodiónovna became a legend in Soviet culture
               as the “people’s muse.” In 1811 Pushkin entered the newly established Lyceum at Tsarskoe
               Selo near St. Petersburg. The Lyceum was a prestigious school for specially selected
               young men who were expected to be leaders of the New Russia.
            

            
            After leaving school in 1817, he immersed himself in St. Petersburg society and gave
               himself over to literature. His first major poem, Ruslan and Lyudmila, written in 1820, was Romantic in subject matter but oldstyle, 18th-century Russian
               in verse form, usually translated into iambic tetrameter, and in the mock epic genre.
               The long poem contains fairy-tale elements, unlikely events, and “a tale of a bride
               magically taken from her spouse on their wedding night and transported to a magic
               realm by a wizard who holds her captive” (Gutsche 1999).
            

            
            Pushkin all his life was a romantic revolutionary. In 1820 he was accused by the government
               of Tsar Alexander I of writing seditious poetry and banished to southern Russia, to
               Ekaterinoslav, at Kishinev, in Odessa. Yet while away from St. Petersburg, Pushkin
               developed his art undisturbed. Here he wrote his most famous play, the drama Boris Godunov, but he could not publish it until much later. In the Caucasus he wrote The Prisoner of the Caucasus. While in Crimea he collected material for The Bakhchesarian Fountain. In the Odessa region he wrote The Gypsies in 1824 and began working on Eugene Onegin, which was published serially from 1825 to 1832. In 1824 Pushkin was allowed to finish
               his sentence in his native village of Mikhailovskoe, Pskov, where he remained for
               two years. Eventually he was allowed to return to St. Petersburg. His later career
               was devoted to writing about Russian life. He wrote a series of fairy tales, today
               usually printed with lavish illustrations, and he wrote numerous works on the reign
               of Peter the Great. “The Bronze Horseman” is one such work.
            

            
            When Pushkin returned to St. Petersburg from exile, imitating the romantic heroes
               of his fiction, he fell passionately in love with the much pursued 19-year-old beauty
               Nataliya Nikolaevna Goncharova (1812–1863).
            

            
            The two married in February 1831, an unfortunate match, and moved to Tsarskoe Selo.
               Together they had four children. Nataliya disapproved of her husband’s insistence
               on devoting himself to his writing instead of bettering himself financially. The Pushkins
               became mainstays of court society. In 1837 Nataliya Goncharova evidently entered into
               an affair with Georges d’Anthès. Pushkin, deep in debt and his honor insulted over
               rumors of his wife’s scandalous affair, challenged d’Anthès to a duel. Pushkin was
               mortally wounded and died two days later on January 29, 1837. He was 38 years old.
               “To avoid large crowds at Pushkin’s funeral, the authorities limited the audience
               to those with tickets (largely, the d’Anthès sympathizers). The body was removed to
               Mikhailovskoe in a cart at midnight to avoid difficulties with crowds, and Pushkin
               was buried 6 February 1837 next to his mother at Sviatye gory, a monastery not far from the estate” (Gutsche 1999).
            

            
            Alexander Pushkin as a writer was master of a wide range of genres and literary styles:
               lyric poetry (“Winter Evening,” “Seclusion,” Arion,” “Remembrance”); narrative poetry
               (“The Bronze Horseman,” The Prisoner of the Caucasus, The Bakhchesarian Fountain); love poetry (“Tatanya’s Letter”); short fiction (“The Shot,” “Queen of Spades”);
               the verse novel (Eugene Onegin); and drama (Boris Godunov).
            

            
            Pushkin often is credited along with Mikhail Lermontov with bringing the European Romantic movement to Russia. Both writers were enamored
               of the international charm, dynamism, and passion of Lord Byron. Pushkin’s The Prisoner of the Caucasus introduced a Byronic hero styled after the hero of Childe Harold’s Pilgrimage. Pushkin was proud after he learned his mistress of the moment, Calypso Polichroni,
               had also been Byron’s mistress.
            

            
            As for his politics, Pushkin personally was pragmatic, but his writings were usually
               seen as revolutionary. The Decemberist revolutionaries of the uprising in St. Petersburg
               of December 14, 1825, considered Pushkin one of their own. He was, however, still
               in Mikhailovskoe at the time of the revolt. Nevertheless, he was implicated by the
               tsar’s regime. Many of the Decembrists had copies of his early political poems. He
               quickly destroyed incriminating writings. On September 8, 1826, the tsar, Nicholas
               I, after interviewing Pushkin, personally exonerated the poet. Because of his revolutionary
               political views and his influence on generations of Russian revolutionaries, the Bolsheviks
               portrayed Alexander Pushkin as an opponent to bourgeois literature and culture and
               a predecessor of Soviet literature and poetry. Tsarskoe Selo was renamed after him.
            

            
            See also “THE POET’S DEATH”; THE QUEEN OF SPADES.
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         	QUEEN MAB

         
         	
            Percy Bysshe Shelley began this, his first major poetical work, in December 1811 and finished it in February
               1813 when he sent it to the press. By the time he had finished the poem and seen it
               through the press, he felt the poem too radical so he cut out his name from the original
               250 copies and distributed 70 to his friends. No uncut copy exists. The full title
               of the poem is Queen Mab: A Philosophical Poem.
            

            
            Queen Mab opens with a dedicatory poem, “To Harriet”: “Harriet! . . . thou were my purer mind;
               / Thou wert the inspiration of my song; / Thine are these early wilding flowers, /
               Though garlanded by me.”
            

            
            As the poem opens the speaker contemplates the wonder of death and sleep as he observes
               the sleeping Ianthe. The Fairy Queen herself, Queen Mab, descends to earth in her
               magic car accompanied by the music of Aeolian harps. Her car is so ethereal that the
               moon shines directly through it and she herself has a beauty not from this earth and
               a frame so frail that the “fibrous cloud / That catches but the palest tinge of even,
               / And . . . the straining eye can hardly seize / When melting into eastern twilight’s
               shadow.” She summons the soul of Ianthe to arise, which it does and ascends into the
               car, leaving her body on earth as the car rises.
            

            
            They soar aloft and reach the Temple of Nature, and there they survey through mental
               vision the empires of the old world, Syria, Egypt, Judea, Greece, Rome, and Carthage,
               the “stately city” of the West. In this way, Ianthe learns the lessons of the past:
               the mortality of man and the vitality of the universe. Then follows a dissertation
               on the present: the crime of kingship; the peace of nature broken by human wars; the tyranny of kings, priests, and statesmen; the selfishness
               of commerce; and the guilty cause of all these, which is religion. This leads to praise
               for the Doctrine of Necessity, the true deity. To explain still further, Queen Mab summons Ahasuerus, the Wandering Jew, who, although himself only a creation of the fancy, can yet tell a tale to illustrate
               the guilt of a flimsy religion. Lastly, the future is foretold as an age of bliss
               when all of the world shall be fruitful, and nature and humanity at peace. The magic
               car then descends to earth; Ianthe’s soul rejoins the body, and she awakes with a
               start to find her lover watching by her side, “Watching her sleep with looks of speechless
               love.” Above them “the bright beaming stars / That through the casement shone.”
            

            
            Some of the problems of the poem common with many first efforts of other poets are
               that its arguments are sometimes confused and ill-arranged, with much repetition and
               unnecessary declamation. The poetry simply lacks the peculiar music of Shelley’s later
               verse such as Alastor and Prometheus Unbound.
            

         

         
         	THE QUEEN OF SPADES

         
         	
            This long prose tale written in 1833 by Alexander Pushkin was the basis of the opera by Peter Ilyich Tchaikovsky of the same name. A Gothic
               tale in the tradition of Horace Walpole and Ann Radcliffe, The Queen of Spades typifies Pushkin’s familiar narratives and situates Pushkin squarely in the Romantic
               movement. The story seemingly contains all the elements of the Gothic: a ghost, of
               course; a beautiful yet penniless ward of a treacherous, wealthy aunt; a mysterious,
               beautiful socialite, known as the Muscovite Venus; a panting lover; and a jaded libertine.
            

            
            The plot is based on the premise of a gorgeous woman of society pursued by amorous
               young men from the best of Russian and European society who learns a particular secret
               at playing faro at a gambling house. She never loses. Many years later a soldier,
               Tomsky, tells the story to his comrades. The Muscovite Venus is none other than his
               aged grandmother. Among his listeners is a young engineer named Hermann who becomes
               intrigued by the story. Hermann begins a vigil outside the old countess’s townhome.
               As he watches for his chance to confront her and learn her secret, he notices her
               beautiful young ward, Lisavetta, and falls passionately in love. But instead of entering
               Lisavetta’s room by stealth, Hermann intrudes brusquely into the guardian countess’s
               chambers and tries to force the old woman to give up her secret. She refuses and dies
               of sheer fright. Now all is spoiled. Hermann confesses his murder to Lisavetta and
               then flees. At the countess’s funeral, Hermann looks on her corpse as she leers up
               at him with a rueful laugh. Then while he is alone in his rooms, the ghost of the
               countess appears in her white burial gown. The ghost tells the terrified engineer
               her secret with the provision that he use the trick only once. But when Hermann attempts
               to play his trick at one of the most prestigious houses in St. Petersburg, he accidentally
               lays his cards out amiss and loses his fortune. From his cards an image of the queen
               of spades transforms into that of the laughing countess. In ruin, Hermann now loses
               his mind as well and spends the rest of his life confined to Room 17 of the Obukhov
               Asylum. He has lost his fortune and he has lost the love of the beautiful Lisavetta
               as well.
            

            
            As with other Pushkin tales, such as “The Shot” and even Eugene Onegin, The Queen of Spades can be read as straightforward, conventional romantic fiction, but some readers also
               note elements of irony in the tale and even perhaps a bit of parody. The romantic
               hero and heroine carry out a secret intrigue yet neither for motives purely of love.
               Neither lives happily ever after. Only the rascal Tomsky succeeds, with rapid promotion
               and a fortuitous marriage. Tomsky’s good fortune, given merely in a concluding note
               to the story, results from impersonal circumstances. The two passionate lovers, however,
               gamble all, literally and metaphorically, and lose. Lisavetta lives out her life in
               a dull marriage of convenience. The characters the reader cares about fail, while
               the despicable Tomsky succeeds.
            

         

         
         	QUENTIN DURWARD

         
         	
            Sir Walter Scott’s historical novel was published in 1823. It is the first of Scott’s novels to be
               set outside Scotland or England. The plot, concerning the romance of fictional Quentin
               Durward and a Burgundian countess, Isabelle de Croye, parallels the 15th-century intrigues
               of King Louis XI of France. Through the destruction of William de la Marck, a notorious
               brigand whom Louis XI arranges to unite to the Countess Isabelle, Quentin Durward
               wins the lovely countess for himself.
            

         

      

      
      
   
      R

      
      
      
         
         	RACINE AND SHAKESPEARE

         
         	
            Stendahl’s treatise on the English playwright William Shakespeare and the French Enlightenment
               playwright Jean Racine reveals much about Romantic self-consciousness, but it also reveals a new kind of Romantic literary criticism, the Romantic way of reading the literature of both the past and the present.
            

            
            The two playwrights in their method and their dramatic visions are antitheses of each
               other, yet they both can be read from a perspective of Romanticism. Stendahl’s thesis
               is that “Romanticism is the art of offering people literary works which are capable
               of giving them the greatest amount of pleasure, in the present condition of their
               habits and beliefs” (Hugo, Howard 1957: 59). On the other hand, he says wryly, classicism
               “presents them with literature which gave the greatest amount of pleasure to their
               great-grandfathers.”
            

            
            Concerning reading the ancients from a Romantic perspective, he claims that “Sophocles
               and Euripides were pre-eminently romantic” in their own time. But to “imitate Sophocles
               and Euripides today . . . that is classicism.” The difference is their contemporaneity.
            

            
            Racine was a Romantic in his own day, though we read him today as an exemplar of staid,
               dry formality. No, Stendahl says: “I have no hesitation in claiming that Racine was
               a Romantic.” He “gave a true picture of the passions, tempered by the extreme dignity then in fashion . . . You do not find this dignity anywhere in the Greeks. It is
               due to this same dignity, which today must leave us cold, that Racine was a Romantic.”
            

            
            Shakespeare was a Romantic as well: “Shakespeare was romantic because first, he showed
               the English in the year 1590 those bloody catastrophes brought about by civil war;
               and then—to quiet down their dismal spectacles—a mass of delicate pictures of the
               activity of the heart, nuances of the most delicate passions.”
            

            
            Thus, “all great writers were romantics in their own day” (Hugo, Howard 1957: 60).

            
         

         
         	RADCLIFFE, ANN (1764–1823)

         
         	
            Ann Radcliffe for many decades was marginalized among novelists of the Romantic era
               with her only claim to importance being an immense contemporary reputation as the
               “Queen of Terror” and, along with Horace Walpole, for being the originator of the popular Gothic novel which so influenced male writers
               such as Edgar Allan Poe and Matthew G. Lewis. Today she is generally considered the greatest woman novelist of her time, a Romantic
               novelist of the same caliber as Jane Austen and Sir Walter Scott.
            

            
            Ann Radcliffe was the only daughter of William and Ann Ward. She was born in London
               on July 9, 1764. At the age of 23 she married, at Bath, William Radcliffe, who later
               became proprietor and editor of the English Chronicle. Radcliffe was brought up in and remained faithful to the Church of England.
            

            
            Radcliffe set her first novel, The Castles of Athlin and Dunbayne, published in 1789, in Scotland, but it received little critical or public attention.
               Moving the settings to more exotic locations in Europe, usually the sublime landscapes
               of the Alps and Pyrenees, she wrote four more novels within 10 years. She published
               A Sicilian Romance in 1790, a short novel that inaugurated her classic plot of apparent supernatural
               events ultimately being explained naturally.
            

            
            Her next novel, The Romance of the Forest, published in 1791, was the breakthrough novel for Radcliffe. Such was its popularity
               that it reached a fourth edition by 1795 and was translated into French and Italian,
               while a dramatized version by John Boaden, Fountainville Forest, appeared on stage in 1794. The popular novel established Radcliffe as the leading
               figure of the historical Gothic Romance. Her later novels met with even greater attention,
               and produced many imitators—as well as Jane Austen’s satire Northanger Abbey—and it influenced the work of Sir Walter Scott and Mary Shelley.
            

            
            The Mysteries of Udolpho was published in 1794 for which the publisher offered what was then the unprecedented
               sum of £500. The Mysteries of Udolpho was translated into French and proved the most popular of Radcliffe’s novels.
            

            
            The Italian; or, The Confessional of the Black Penitents, published in 1797, was another bestseller. Radcliffe earned £800 for the novel,
               and it too was immediately translated into French.
            

            
            She published in 1795 A Journey Made in the Summer of 1794 through Holland and the Western Frontier of Germany, which is rich in pictorial description and political and social observations. She
               also made copious notes of her English excursions, which she later used in the memoir
               that she prefixed to Gaston de Blondeville; or, The Court of Henry III Keeping Festival in Ardenne, which was published in 1826, after her death, though it was actually written in
               1802. It is Radcliffe’s only novel that contains actual supernatural elements, not
               the famous supernatural elements naturally explained.
            

            
            After her retirement from her profession, Radcliffe lived almost unknown to her contemporaries,
               amusing herself with occasionally writing poetry, but generally enjoying travel with
               her husband in the summer months. On February 7, 1823, Ann Radcliffe died from a severe
               attack of asthma, from which she had long suffered. She is buried in London at St.
               George’s, Hanover Square.
            

            
            Radcliffe’s novels are artfully constructed, with original plot devices, but plot
               devices which through much emulation quickly became clichés. Jane Austen captures
               the triteness of such devices in Northanger Abbey, but at the time of their publication, the plots from the pen of the Queen of Terror
               were fresh enough.
            

            
            Her art consisted of exciting terror and impatient curiosity by the development of
               incidents apparently supernatural, but which eventually receive a natural explanation.
               Prolonged suspense is always uppermost in creating the effect of terror. But suspense
               and plot twists and turns would avail little were it not for the atmosphere of terror
               developed in the novels. The primary characters, her romantic heroines especially
               but often enough her male heroes as well, are fully developed in such a way that readers
               identify closely with them and feel their passion and horror as the plot unfolds.
            

            
         

         
         	RAMBLES IN GERMANY AND ITALY, IN 1840, 1842, AND 1843, BY MRS. SHELLEY

         
         	
            See SHELLEY, MARY (1797–1851).
            

            
         

         
         	“THE RAVEN”

         
         	
            Edgar Allan Poe published his most famous poem in The Raven and Other Poems in 1845. In “The Poetic Principle” he details the process by which he originally composed “The Raven.” The speaker
               has been pondering over old volumes of “forgotten lore,” taking refuge from his mourning
               over his lost Lenore, when he hears a tap at his door. Distracted and wild, he rises
               and opens the door and looks out into “Darkness there, and nothing more.” He merely
               whispers the word “Lenore,” and it is echoed back. Soon another tapping occurs—this
               time at the window. He opens it, and in steps a raven which perches upon a bust of
               Pallas above the door. The speaker asks the raven its name: “Quoth the Raven, ‘Nevermore.’”
               Thus begins perhaps the most famous poem in the literature of the United States, one
               that has been parodied many times over. Nevertheless, Poe’s poem if read afresh proves
               to be almost without question his very best.
            

            
            The raven seems surely to function as a symbol, for it is both believable and mysterious.
               Generally it is believed that ravens can be taught to speak, and a tame raven could
               easily escape and wander to someone’s door. On the other hand, ravens are associated
               with evil and the occult. It was the raven that failed to return to Noah’s ark, and
               various other stories and myths relate that the raven originally was white and was
               turned black for its evil deeds. Moreover, the color black is connotative of evil,
               darkness, mystery. The raven is also an ugly bird, a scavenger. Thus its presence
               in the room is ominous and scary.
            

            
         

         
         	RECANTATION POEMS

         
         	
            This is a term used by critics of William Wordsworth who adhere to the Fragmented Wordsworth interpretation of his poetic career. It refers to a series of poems, all written
               after 1807, that seem to recant views of politics and poetry that Wordsworth held
               dearly in his early career. Among the Recantation Poems are “Peele Castle,” “Ode to
               Duty,” and “Character of the Happy Warrior.”
            

            
            “Peele Castle” is a poem seemingly akin to Tintern Abbey in that the poet talks about a loss of poetic perception. The full title is “Elegiac
               Stanzas Suggested by a Picture of Peele Castle in a Storm, Painted by Sir George Beaumont,”
               so these are elegiac stanzas. Something has been lost. Also, the poem is like Ode: Intimations of Immortality in that it speaks of the loss of a younger vision while still hopeful for a more
               mature experience. Yet the poem recants the older views. The castle is symbolic of
               fortitude and strength in the face of life’s changes. It is an image of stoicism,
               perseverance, resolution, and independence—a standing fast against the storms of life.
               Nature now must be resisted stoically, not embraced for its salvific essentials.
            

            
            “Ode to Duty” is another poem rejecting earlier optimism and embracement of nature
               and advocating a stoic resistance. The speaker notes that in youth he was a very free
               lad. Now things have changed. A typical interpretation is that “Ode to Duty” elevates
               reflection over sentiment. There is an element of stoicism in it with words like “stern”
               and “victory.” Even the form of the poem emphasizes order and control as the rhyme
               emphasizes order. A different tone is creeping into the poetry of Wordsworth with
               this poem, perhaps resulting from the death of his brother and his alienation from
               his former best friend Samuel Taylor Coleridge. The real reason, though, is that as an artist and a man generally, Wordsworth has
               begun to feel the strain of “uncharter’d freedom.” He has discovered how wasteful
               a person’s submission to “vain temptations” can be. So he asks for that tranquility
               which duty imposed from above can bring. He has worshipped infinitude; now he pays
               deference to order: “Thou dost preserve the stars from wrong.”
            

            
            “Character of a Happy Warrior” carries this theme further and is a companion poem.
               Here we have a portrait of duty embodied in heroic character. When the poem was first
               published, Lord Nelson was England’s hero of the hour, but Wordsworth did not consider
               him as exactly what a warrior ought to be. The person most prominent in Wordsworth’s
               mind as a model for his hero was his brother John. Every line of the poem shows a
               profound insight into the way in which moral character is formed and nurtured. The
               basic irony in the poem is that dedication to military life seems to result in greater
               love for humanity. Despite Wordsworth’s basing the poem on the life and character
               of Nelson, who lost his life in his victory at Trafalgar, the poem is by no means
               simply an eulogy of military life. The happy warrior is a heroic person in any walk
               of life who lives in obedience to an “inner light” or “indwelling law.” What guides
               such a person is the same power that in “Ode to Duty” will “preserve the stars from
               wrong.” The happy warrior is a kind of personified ideal of the “Ode to Duty.”
            

            
         

         
         	THE RECLUSE; OR, VIEWS ON MAN, NATURE, AND SOCIETY

         
         	
            As far back as 1798, William Wordsworth had been planning a long philosophical poem to be titled The Recluse; or, Views on Man, Nature, and Society. It would be a three-part project, with the first part being a poetic contemplation
               of the growth of a poet’s mind. This part eventually was published posthumously as
               The Prelude. The second part became the nine books Wordsworth later published as The Excursion in 1814. The third part was never fully planned or ultimately developed.
            

            
         

         
         	“REFLECTIONS ON HAVING LEFT A PLACE OF RETIREMENT”

         
         	
            Samuel Taylor Coleridge composed this poem that manifests his radical politics during the Pantisocracy period and the time immediately after his marriage to Sara Fricker. “Reflections on Having Left a Place of Retirement” is a poem that shows Coleridge
               feeling compelled to engage the world once more in “honourable toil” and “to fight
               the bloodless fight” for social justice.
            

            
         

         
         	REFLECTIONS ON THE REVOLUTION IN FRANCE

         
         	
            Edmund Burke published this, one of the most controversial political documents of the Romantic
               era, in 1790. It was written as a rebuttal to Richard Price’s Discourse on the Love of Our Country and published two years before King Louis XVI was executed in France. Here Burke
               set the tone for the loyalist side in England’s radical revolution debate. He argues
               that an appropriate political system will maintain a “uniform policy to claim and
               assert our liberties.” Foremost is the concept of an “entailed inheritance.” Such
               a system allows “wisdom without reflection.” The English government, then, serves
               as a model of such a system. Without entailed inheritance, radicalism will triumph.
               In fact, a “spirit of innovation is generally a result of a selfish temper, and confined
               views.” We must work to conserve and transmit from generation to generation our political
               heritage so that we have a “condition of unchangeable constancy.” Burke urges that
               liberty be considered “in the light of an inheritance” and compares liberty to one’s
               ancestral home. Liberty and the multitudes are simply incompatible. Through revolution,
               learning and all “its natural protectors and guardians . . . will be cast into the
               mire, and trodden down under the hoofs of a swinish multitude.” Departing from a point-by-point
               argument, Burke in a later part of his Reflections depicts the harsh treatment of the king and queen, the squalor of their surroundings,
               and their humiliation suffered at the hands of inferiors. The old royal palace in
               Paris was converted to a “Bastille” for kings.
            

            
            Edmund Burke’s Reflections on the Revolution in France immediately elicited two famous responses, one from Thomas Paine, which was his Rights of Man, and one by Mary Wollstonecraft, which was her A Vindication of the Rights of Men.
            

            
         

         
         	REFORM BILL OF 1832

         
         	
            The end of the English Romantic movement was traditionally considered by many to be
               1832. The reason for this date was that with the passage of the Reform Bill that year,
               most of the reforms argued for during the days of revolutionary controversy were finally
               achieved and achieved peacefully. The Reform Bill of 1832 was a major turning point
               in modern English history for it opened up the House of Commons to a much more diverse
               representation due to major changes in election laws.
            

            
            There had been only minor changes in the representation in Parliament in England and
               Wales since the reign of Charles II in the 17th century. Representation was largely
               in the control of the great landed families and had not been adjusted to meet the
               changes in the distribution of wealth, interests, and population since the 17th century.
               Suffrage was neither uniform nor universal. In some boroughs practically every member
               of a household could vote. In others there were great restrictions, usually dependent
               upon property holdings. There were large numbers of “rotten” boroughs which usually
               had a very small number of electors (population distribution did not determine representation).
               In these boroughs, a single group of electors could have enough power to determine
               an election by giving their vote to the highest bidder. Also, because there had been
               no reform since the 17th century, some large franchises were represented in the House
               of Commons to a much lesser degree than older ones which, though large at inception,
               had long since stopped growing. The most celebrated case was that of Old Sarum, a
               village which no longer existed in the early part of the 19th century, though it sent
               William Pitt the Younger to Parliament.
            

            
            While the liberals pleaded for change, the conservatives tried desperately to prevent
               it. The Duke of Wellington, representative of the conservative viewpoint, said, concerning
               parliamentary reform, “I am fully convinced that the country possesses at the present
               moment a legislature which answers all the good purposes of legislation, and this
               to a greater degree than any legislature ever has answered in any country whatever.”
               George Canning, a Tory prime minister, said in 1820,
            

            
            
               I believe, that if a reform, to the extent of that demanded by the radical reformers,
                  were granted, you would, before an annual election came round, find that there were
                  new connections grown up which you must again destroy, new influence acquired which
                  you must dispossess of its authority; and that in these fruitless attempts at unattainable
                  purity, you were working against the natural current of human nature.
               

               
            

            The progressives, led by Lord John Russell, eventually won the day. While women still were denied suffrage, most males in England now could vote. What seemed unthinkable
               in 1790 without a major revolution such as the French Revolution was now achieved
               through the parliamentary process. Of course, the literature of English Romanticism
               is infused throughout with the ideas of reform. Thomas Love Peacock’s two romances, Maid Marian and The Misfortunes of Elphin, for example, reflect the political ideas of his era, which led, ultimately, to the
               passing of the Reform Bill of 1832.
            

            
            With the passage of the Reform Bill of 1832, traditional literary historians considered
               the Romantic era to have effectively ended. With the wide diversity of new studies
               of Romantic literary history since the 1980s, however, many would say an 1832 terminal
               point for the Romantic era is simplistic.
            

            
         

         
         	RELIQUES OF ANCIENT ENGLISH POETRY

         
         	
            Thomas Percy’s collection of early ballads, published in 1765 from ostensibly authentic sources,
               was wildly popular through the end of the 18th century. Percy’s popularity arose from
               the typical ballad’s fast-paced narrative and its ability to curdle the blood, infused
               with the rhythmic simplicity of old ballads and furthering the current craze for Gothic
               scenery and horrors of the charnel house along with supernatural specters.
            

            
         

         
         	REMORSE

         
         	
            A tragedy by Samuel Taylor Coleridge that was produced by Lord Byron in his role as managing director of Drury Lane Theatre in 1813.
            

            
         

         
         	REPRESENTATIVE MEN

         
         	
            Ralph Waldo Emerson published this volume in 1850 in order to develop two corresponding theories: the
               Great Man Theory and the concept of the ideal scholar as Man Thinking. The book opens with a chapter, “Uses of Great Men,” in which Emerson develops the common theory that great changes in history are made
               by great men. Every few centuries, one great man will emerge who through the strength
               of his character will change world history, for good or ill. The great men Emerson
               chooses also represent Man Thinking.
            

            
            The six representative men are, after all, Emerson’s Great Men, heroes whom Emerson
               had respected from youth. The American Scholar and Representative Men are closely related, with many echoes from the address found in the book. But more
               importantly, each of the six representative men, Plato, Swedenborg, Montaigne, Shakespeare,
               Napoleon, and Goethe, bears a very close resemblance to Emerson’s portrait of an ideal scholar
               in his 1837 address. Yet none of these men ultimately live up to the demanding qualifications
               of the ideal scholar. They fail because they fail to live up to Emerson’s concert
               of the ideal great man.
            

            
            Swedenborg fails because nothing about him has the liberality of universal wisdom,
               and we are always in a church. He further fails because he attaches himself to Christian
               symbols instead of moral sentiment. Thus Swedenborg has not enough of the self-trust
               necessary for the scholar. The lack of moral sentiment also causes Emerson to censure
               Montaigne, Napoleon, and Goethe. For Emerson, Montaigne’s skepticism denies moral
               sentiment by questioning, and thus it fails as a doctrine. Napoleon lacks any kind
               of moral sentiment or virtue at all: “He did all that in him lay to live and thrive
               without moral principle.” He did not have “the merit of common truth and honesty.”
               Goethe devoted himself to culture and to society instead of the highest unity. This
               lack of moral sentiment fails to fulfill the requirement of the scholar that every
               man believes himself inspired by the divine soul that inspires all men.
            

            
            Plato and Shakespeare do not escape Emerson’s condemnation. Plato falls, for Emerson,
               because he is too literary. The vehicle of his writings obscures the clarity of his
               philosophy. A similar reason is given for Shakespeare’s failure. He is merely a playwright,
               a master of revels to mankind. He wants simply to entertain.
            

            
            Emerson admits his failure to find an ideal Great Man: “No man, in all the procession
               of famous men, is reason or illumination or that essence we are looking for; but is
               an exhibition, in some quarter, of new possibilities.” Emerson never finds his poet,
               and he never finds his scholar. He can only find representative men, those who represent
               their fellows in their own places and times, and who represent the ideal and timeless
               potentialities of humanity in different vocations such as that of the poet, the scholar,
               and the philosopher. They can only be representative, not ideal.
            

            
            See also “GOETHE; OR THE WRITER”; “MONTAIGNE; OR, THE SKEPTIC”; “NAPOLEON; OR, THE MAN OF THE WORLD”; “PLATO; OR THE PHILOSOPHER”; “SHAKESPEARE; OR, THE POET”; “SWEDENBORG; OR THE MYSTIC”.
            

            
         

         
         	RESISTANCE TO CIVIL GOVERNMENT

         
         	
            See CIVIL DISOBEDIENCE.
            

            
         

         
         	“RESOLUTION AND INDEPENDENCE”

         
         	
            William Wordsworth published this poem in 1807. It is the story of an accidental meeting with a feeble
               old man who is looking for leeches in muddy pools; yet the poem Wordsworth has made
               of it is noble, and the old beggar who gathered the leeches is an august figure. The
               poem is a record of an actual experience. Dorothy Wordsworth in her entry of October 3, 1802, in her Grasmere Journals describes in detail the appearance and speech of the old man as she and William met
               him one day in September 1800. It is probable that Wordsworth may have been at that
               time in such dejection as he describes in the early part of the poem. He had no profession
               save that of poet and little prospect of success in that. But this mood of despondency
               is described at length simply to make more striking the apparition of the leech gatherer.
               The whole poem is one of the best examples of Wordsworth’s sheer imaginative power
               in dealing with the humblest matters.
            

            
            The poem tells the story of the poet on a walk and entirely sunk in morbid brooding
               when he catches sight of a leech gatherer. To Wordsworth’s startled imagination, there
               seems something mysterious, even supernatural about this strange figure that rises
               silent and solitary as if transfigured into the solemn spirit of the place, the embodiment
               of this gaunt and lonely moorland. Once questioned, the old man tells the story of
               his homely occupation in grave and stately words, and to the poet they seem as words
               in a dream. This bent and decrepit old man remains in the poet’s memory almost like
               one of the permanent forms of nature, an image of calm strength, resolution, and independence.
            

            
         

         
         	“THE RETROSPECT”

         
         	
            A poem by Percy Bysshe Shelley. See also THE ESDAILE NOTEBOOK.
            

            
         

         
         	THE REVENGE

         
         	
            Edward Young’s blank-verse tragedy, first performed on April 18, 1721, at Drury Lane Theatre, London, as with other 18th-century British tragedies, shows much of what later generations
               would consider Romantic. Young aims to work on his viewers’ and his readers’ emotions
               intensely. When the dead are left strewn about the stage, or offstage, as the curtain
               falls, yes, the audience might feel a cathartic effect of pity and fear, but the catharsis
               involves more of the thrilling shudder expected from reading Romantic Gothic novels
               and narrative poems than the effect produced by a neoclassical tragedy such as Joseph
               Addison’s Cato.
            

            
            The Revenge early on resembles the ultimate tragedy of revenge, Shakespeare’s Othello, but by the third act the plot diverges considerably. Zanga, a Muslim in a Christian
               country, Spain, is the wronged villain of the play. As the curtain opens, he reveals
               his hatred for his lord, Don Alonzo. Years before, when Zanga was merely a boy, Alonzo,
               the Conqueror of Afric, ravaged Zanga’s homeland and killed his father, the king.
               Alonzo brought the young prince back to Spain and prepared him in the crafts of war
               and statehood, assuming he was too young and innocent to realize the magnitude of
               Alonzo’s crimes toward Zanga’s homeland and his family. Now Alonzo considers Zanga
               his most trusted aide. But since the wars are over and all have come home, Zanga sees
               an opportunity to satiate his long, deep-seated loathing, and he has discovered a
               means of exacting pure, pleasurable revenge. Along with his faithful wife Isabella,
               he sets out to engineer the complicated mechanism that will result in Alonzo’s humiliating
               fall, shame, and destruction.
            

            
         

         
         	THE REVERIES OF A SOLITARY WALKER

         
         	
            Published posthumously in 1782, Jean-Jacques Rousseau’s book, never finished, consists of a series of “walks,” or essays, on the “secret
               history of his soul.” After years of forced exile and solitary sojourns brought about
               by his radical views on religion and politics, Rousseau returned to Paris for his
               last years in 1770. The Reveries of a Solitary Walker is the product of the last two years of his life. It is his final book. He describes
               his sense of isolation from a society that seemingly had rejected his writings, and
               he reflects upon the manner in which he has come to terms with this isolation. Writing
               with much the same good humor as in his more famous Confessions, Rousseau can be both meditative and lyrical but just as often self-reflective as
               he looks back over his life, justifying his choices, defending himself against critics,
               and, one last time, elaborating upon his philosophy. Here are Rousseau’s attempts
               to record his thoughts on 10 solitary walks as he strolls around Paris, commenting
               upon plants and children, musing, and finding comfort in the virtues of solitude and
               the natural world.
            

            
         

         
         	“THE RHODORA: ON BEING ASKED, WHENCE IS THE FLOWER?”

         
         	
            Ralph Waldo Emerson wrote this poem in May 1834. It was first published in the Western Messenger in July 1839. For the subject matter of this thoroughly conventional poem, Emerson
               chose to write about a flower of the American forest rather than the usual rose or
               violet of English poetry. The rhodora is a rhododendron with a rose-purple flower
               that blooms before its leaves appear. Instead of looking toward the traditions of
               Europe, Emerson looks to his contemporaries such as William Cullen Bryant and his poem “To a Waterfowl.” The poem is based upon an idea that Emerson would later treat fully in Nature, the idea that “beauty is its own excuse for being.”
            

            
         

         
         	“THE RIGHTS AND INVOLVED DUTIES OF MAN CONSIDERED”

         
         	
            This is the title of chapter 1 of Mary Wollstonecraft’s A Vindication of the Rights of Woman. Wollstonecraft starts off in Socratic style and asks plain questions with obvious
               answers. If the answers to these basic questions are obvious, the idea is, what about
               the more complex questions? Thus she starts at the most elementary point in discussing
               humanity, observing that “‘Man’ is differentiated from animals by reason, virtue and
               knowledge.” Then following are remarks about British politics: the monarchy, men’s
               professions, standing armies, the war in Europe. Wollstonecraft then introduces Jean-Jacques Rousseau’s radical ideas for education of children and begins showing the errors of Rousseau’s
               teaching.
            

            
         

         
         	RIGHTS OF MAN

         
         	
            Thomas Paine wrote this defense of the French Revolution, and as with his close friend Mary Wollstonecraft in her A Vindication of the Rights of Men, he was responding directly to Edmund Burke’s Reflections on the Revolution in France. Joseph Johnson published Rights of Man: Being an Answer to Mr. Burke’s Attack on the French Revolution in 1791. It is thought that Rights of Man sold an astounding 200,000 copies in its first year in print.
            

            
            Tipped off by William Blake that the authorities were on their way to arrest him for writing the book, Paine
               narrowly escaped England and took flight to France. Nevertheless he was indicted for
               treason. In France, however, Paine was imprisoned for not supporting the execution
               of King Louis XVI. After escaping a death sentence at the guillotine, Paine moved
               back to the United States, where he expected to be received as a patriot of the American
               Revolution. Again, his expectations proved wrong.
            

            
            For Paine, “every age and generation must be as free to act for itself, in all cases, as the ages and generations which preceded it.” According to Paine, Burke’s ideas
               of tradition amount to vanity and presumption in advocating governing “beyond the
               grave.” That is the “most ridiculous and insolent of all tyrannies.” The living, not
               the dead, are to be accommodated.
            

            
            Further, Paine argues that the French people did not revolt against Louis XVI, but
               against the despotic principles of his government. Thus the French revolt was against
               the monarchy, not the monarch. Its “conspiracy against the nation provoked attack
               on the Bastille.” Moreover, the Bastille was the “high altar and castle of despotism.”
               While Burke attempted to arouse sympathy in his readers for the plight and cruel treatment
               of the king and queen, Paine claims that contrary to the horrific image Burke paints
               of the king and queen’s state leading up to their execution, they were in the open,
               not in hiding, and they went to Paris of their own free will.
            

            
            Paine praises the new French constitution because “there shall be no titles.” Rank
               and dignity now must take the substantial ground of personal character, rather than
               inherited titles. The old system of government depended for its survival upon power
               for aggrandizement in and of itself. It encouraged national prejudices and a war system.
               The new system of government depends upon the delegation of power for the common benefit
               of society. It promotes a universal society and a system of peace.
            

            
            “Never did so great an opportunity offer itself to England, and to all Europe, as
               is produced by the two Revolutions of America and France,” Paine says. They caused
               Europe to “think.” France has become the “Adam of a new world.”
            

            
         

         
         	“THE RIGHTS OF WOMAN”

         
         	
            Anna Barbauld wrote “The Rights of Woman” between 1792 and 1795 as an angry response to what she
               considered Mary Wollstonecraft’s singling her out in A Vindication of the Rights of Woman as an example of a female intellectual who should know better but who has accepted
               without question that a masculine-dominated society is natural. Barbauld opens the
               poem declaring her offense at Wollstonecraft. Certainly, the speaker declares, Wollstonecraft
               should rise up and assert her right as an injured woman. Certainly, she should use
               her rhetorical powers to urge the fair treatment of women. But, the speaker unapologetically concludes, Wollstonecraft will soon find her attempted
               vindication of women’s rights to be futile, and Wollstonecraft should realize “In
               Nature’s school, by her soft maxims taught / that separate rights are lost in mutual
               love.”
            

            
         

         
         	“THE RIGHTS OF WORKMEN TO STRIKE”

         
         	
            Typical of William Cullen Bryant’s political prose is this editorial first published in the New York Evening Post in 1827. Here Bryant took up the banner for an unpopular cause: recognition of workers’
               right to collective bargaining—a radical idea in a day when such action was considered
               conspiracy and brought heavy fines or jail sentences. Bryant points out that he is
               not condoning conspiracy, the legal basis commonly used to prosecute unions. But a
               worker has the right not to work for wages that he feels unfair. If this right is
               denied, then the worker from the North is just as bad off as the Southern slave: “If
               this is not slavery, we have forgotten its definition.”
            

            
         

         
         	THE RIME OF THE ANCIENT MARINER

         
         	
            The poem that for many made Samuel Taylor Coleridge’s reputation first appeared as the opening poem to William Wordsworth’s and Coleridge’s
               Lyrical Ballads in 1798 with the title The Rime of the Ancyent Marinere. Coleridge in Sibylline Leaves in 1817 subsequently softened much of the archaic language and added the prose gloss
               included in all later editions.
            

            
            The story of its origin became one of the legends of the Lake Poets. In the fall of 1797 William Wordsworth and Dorothy Wordsworth made a walking tour with Coleridge in which the three talked about composing a ballad
               written in a style reminiscent of ancient minstrelsy ballads. The idea was simply
               to write a potboiler Gothic poem and sell it quickly for £5 to defray the expenses
               of their walking tour. All three figures in later years wrote versions of this moment
               when the idea for one of the most popular poems of the 19th century came about, and
               all three attribute the essential genius of the poem to the others. Wordsworth even
               refers to this moment in The Prelude: “That summer when on Quantock’s grassy hills / Far ranging, and among the sylvan
               combs, / Thou in delicious words, with happy heart, / Didst speak the vision of that
               Ancient Man, / The bright-eyed Mariner.”
            

            
            The well-known narrative is framed by the story of the ancient mariner detaining a
               wedding guest before he can join the wedding party and recounting a tale of horror
               on the wide seas, a tale intended to chill the blood.
            

            
            Coleridge’s The Rime of the Ancient Mariner deals with an ultimate moral issue of humanity: its relationship to nature. The mariner embarks on a long ocean voyage. As such he is alone, relatively, away
               from society, from cities, and in solitude with his crewmates. Yet he is not particularly
               aware of anything in nature all about him. Perhaps his obliviousness comes from the
               fact that the nature that surrounds him is the flat, overwhelming expanse of water
               that surrounds his boat. He is like Peter Bell of whom William Wordsworth in his poem
               by that title said, “A primrose by a river’s brim / A yellow primrose was to him,
               / And it was nothing more.” On a whim the mariner shoots an albatross. No matter.
               Nothing seems at first to change one way or another. He did not kill the albatross
               for any useful purpose at all, and probably he had no malicious intent in the act.
               Yet for his action the crew ties the enormous dead bird about him and forces him to
               wear the albatross.
            

            
            Some critics read the doctrine of original sin into the mariner’s thoughtless act
               in the sense that the mariner, as are all humans, is innately depraved. Deep within
               his soul he had intent to do evil, and thus he could not or would not withdraw from
               evil. The crew shares in his guilt first by condemning the action only when the weather
               grows bad, then by applauding it when the fog blows away. They too are thoughtless
               and depraved. Yet the mariner sees no guilt within his own soul.
            

            
            Nature plays tricks on the ship—it is becalmed. Even then the mariner feels no guilt.
               He does try to pray, but his prayer is not one of confession; he merely intends to
               pray for physical salvation. Yet he cannot pray. His own self-will keeps him back.
               Matters become much worse. The crew dies off, and still the ship is becalmed.
            

            
            The sun now blasts down upon the ship even to the warping of its boards. No life appears
               anywhere except for that of the mariner’s. Then, by chance, the mariner sees water
               snakes overboard. Here is life. They are alive as he is alive. They share a similar
               spirit to his. Unselfconsciously, he loves them. Unselfconsciously, he blesses the
               water snakes. Immediately the albatross, his burden of sin, falls off his neck. Spirits
               minister to him. It rains. The winds blow, and at last the mariner is brought home.
            

            
            Yet when he arrives ashore, he finds he is not entirely free of sin. The hermit he
               visits cannot shrive his soul. Instead, the mariner is forced to recollect his sin
               on occasions when the ache of his soul compels him to retell his story to some receptive
               fellowman. He is condemned ever to relive his guilt. Still, this process of constant
               penitence brings him closer to God. At the end of the poem he rushes off to pray.
            

            
            In later years Coleridge as well as Wordsworth had much to say about The Rime of the Ancient Mariner, among which was the warning by Coleridge: “It is an enormous blunder to represent
               the An. M. as an old man on board ship. He was in my mind the everlasting Wandering Jew—had told this story ten thousand times since the voyage, which was in his early youth
               and 50 years before” (Hill 1983).
            

            
         

         
         	“RIP VAN WINKLE”

         
         	
            This story, one of Washington Irving’s most famous, first appeared in The Sketch Book and is purported to be a posthumous writing of Diedrich Knickerbocker. In “Rip Van Winkle,” the setting is American and the fable, as Irving’s postscript
               explains, came out of his love for the Catskill Mountains. But he tells it because
               it has the flavor of German folklore from which he probably derived the idea for it.
               The essence of the plot is well known, but the details are not.
            

            
            In a village at the foot of the Catskills lived Rip Van Winkle, a good, kind man,
               a “henpecked husband” of a “termagant” wife, and universally popular. He had an aversion
               to work, so he and his children were ragged but happy—except for their wife and mother
               whose loquacity was never ending. When Van Winkle frequented the village inn, Dame
               Van Winkle routed him, and he could find peace only by strolling with his gun and
               his dog Wolf in the woods.
            

            
            On one occasion Van Winkle climbed a high peak where he decided to rest before returning
               home. Suddenly a strange little man carrying a keg of liquor approached and called
               to him. Van Winkle helped him with his burden, and they came to an amphitheater where
               men dressed in old Dutch clothes were playing at ninepins in deep gravity and silence.
               To those people Van Winkle was ordered to serve the liquor. Occasionally he took a
               taste himself and repeated the draught until he fell into a deep sleep.
            

            
            When he awakened in broad daylight, Van Winkle began to fear reprisals from Dame Van
               Winkle for having been away all night. He looked for his gun but found it rusty and
               eaten away. His dog, Wolf, had vanished as well. Van Winkle could not find the amphitheater.
               Finally, he mustered enough courage to go home.
            

            
            As Van Winkle approached the village, he met unfamiliar people in strange dress who
               stared at him in amazement. Giving himself some attention, Van Winkle discovered that
               his beard had grown a foot long. And other things had changed. The village was larger;
               his own house had fallen in; and a hotel had replaced the old inn. A flag with stars
               and stripes waved above it, and a picture of George Washington had replaced the former
               one of King George III. Van Winkle heard people talk about strange things like elections,
               Bunker Hill, and Congress. One man asked him how he voted, and another what his business
               was. When Van Winkle replied that he was only a loyal subject of the king, a shout
               went up. Finally he managed to ask for the innkeeper, Nicholas Vedder, and his other
               friends. They were long dead. Rip Van Winkle now was taken for mad, but eventually
               he recognized his daughter, and he made his identity known. He learned of the presence
               in the mountain of the ghosts of Hendrick Hudson and his crew, who played at ninepins
               there. Van Winkle thenceforth lived with his daughter and soon again became a village
               favorite. He had been away for 20 years. His greatest comfort was the news that Dame
               Van Winkle had passed away years before. Van Winkle told his story on every occasion
               so that even today, Knickerbocker tells his readers, when thunder is heard, it is
               said that Hudson and his crew are playing at ninepins in the mountains; “and it is
               a common wish of all henpecked husbands . . . that they might have a quieting draught
               out of Rip Van Winkle’s flagon.”
            

            
         

         
         	THE ROBBERS

         
         	
            Freidrich Schiller’s most popular play was first produced at Manheim in 1776. Thomas Carlyle in 1825 declared, “The publication of The Robbers forms an era not only in Schiller’s history, but in the Literature of the World.”
               Schiller was 19 years old when he wrote the play. The Robbers typifies Sturm und Drang and hence is a consummate Romantic drama. Based upon Denis Diderot’s call for a play
               in which a criminal is the hero, The Robbers is a play about freedom and the romantic pursuit of freedom.
            

            
            The play opens with its famous prologue, establishing a new kind of play, a play for
               the new era.
            

            
            
               The picture of a great, misguided soul, endowed with every gift of excellence; yet
                  lost in spite of all its gifts! Unbridled passions and bad companionship corrupt his
                  heart, urge him on from crime to crime, until at last he stands at the head of a band
                  of murderers, heaps horror upon horror, and plunges from precipice to precipice into
                  the lowest depths of despair. Great and majestic in misfortune, by misfortune reclaimed,
                  and led back to the paths of virtue. Such a man shall you pity and hate, abhor yet
                  love, in the Robber Moor. You will likewise see a juggling, fiendish knave unmasked
                  and blown to atoms in his own mines; a fond, weak, and over-indulgent father; the
                  sorrows of too enthusiastic love, and the tortures of ungoverned passion. Here, too,
                  you will witness, not without a shudder, the interior economy of vice; and from the
                  stage be taught how all the tinsel of fortune fails to smother the inward worm; and
                  how terror, anguish, remorse, and despair tread close on the footsteps of guilt. Let
                  the spectator weep today at our exhibition, and tremble, and learn to bend his passions
                  to the laws of religion and reason; let the youth behold with alarm the consequences
                  of unbridled excess; nor let the man depart without imbibing the lesson that the invisible
                  band of Providence makes even villains the instruments of its designs and judgments,
                  and can marvelously unravel the most intricate perplexities of fate.
               

               
            

            The play begins with older brother Franz von Moor informing his and Karl’s father,
               Old Moor, that the young man has run up debts and wounded a man in a duel. Franz develops
               a plan to write a stern letter to Karl with the father’s consent. But, alone on stage,
               Franz reveals his scheme to steal Karl’s inheritance and Amelia, the love interest,
               declaring that might is right. When Karl receives Franz’s letter at a tavern, he is
               enraged. Now cut off from his inheritance and impoverished, Karl becomes leader of
               a band of robbers. Meanwhile Franz assaults Amelia but she repels him. Still scheming,
               the villain persuades Herrmann, natural son of a nobleman, to tell Old Moor and Amelia
               that Karl has died at the battle of Prague. Amelia sings for consolation to Old Moor,
               but ultimately he collapses. Meanwhile the play portrays the exploits of Karla and
               the robbers, whose human nobility shines through their outlawry. Again Franz attempts
               to rape Amelia, but as he throws her upon a bed she finds a sword nearby and again
               repels the villain. Amelia then finds out that Karl and Old Moor are still alive.
               The remainder of the play involves Karl getting his revenge upon Franz, rededicating
               himself to Amelia but too late and dealing with the consequences of his oath to his
               band of robbers.
            

            
            Although Karl von Moor is far from being a Byronic hero or possessing the titanic Romantic soul of Faust, “there is a towering grandeur about him, a whirlwind force of passion and of will,
               which catches our hearts, and puts the scruples of criticism to silence. The most
               delirious of enterprises is that of Moor, but the vastness of his mind renders even
               that interesting,” claims Carlyle in the first biography of Schiller in English. Moreover,
               “the interest lies in the conflict of this gigantic soul against the fearful odds
               which at length overwhelm it, and hurry it down to the darkest depths of ruin.”
            

            
            Carlyle also identifies precisely the Romantic nature of The Robbers.
            

            
            
               A rude simplicity, combined with a gloomy and overpowering force, are its chief characteristics;
                  they remind us of the defective cultivation, as well as of the fervid and harassed
                  feelings of its author. Above all, the latter quality is visible; the tragic interest
                  of The Robbers is deep throughout, so deep that frequently it borders upon horror. A grim inexpiable
                  Fate is made the ruling principle: it envelops and overshadows the whole; and under
                  its louring influence, the fiercest efforts of human will appear but like flashes
                  that illuminate the wild scene with a brief and terrible splendour, and are lost forever
                  in the darkness. The unsearchable abysses of man’s destiny are laid open before us,
                  black and profound and appalling, as they seem to the young mind when it first attempts
                  to explore them: the obstacles that thwart our faculties and wishes, the deceitfulness
                  of hope, the nothingness of existence, are sketched in the sable colours so natural
                  to the enthusiast when he first ventures upon life, and compares the world that is
                  without him to the anticipations that were within.
               

               
            

            At its publication, The Robbers was an immediate international success. The play was quickly translated into English
               and nearly all the European languages. At the age of 20, Friedrich Schiller was famous.
            

            
         

         
         	“ROBIN OF LINCOLN”

         
         	
            American poet William Cullen Bryant’s poem shows the influence of William Wordsworth in its attitude toward nature. The poem tells the life of the bobolink, the black and brown bird Bryant knew intimately
               from observation in his childhood days. The bobolink’s name is a shortened form of
               the English name “Robert of Lincoln.” Bryant’s accurate natural observations are especially
               notable in his description of the bobolink’s stunning mating garb and its unique song
               sung in flight.
            

            
            The poem is an indirect commentary on the passing of human life. Bryant describes
               the male bobolink in his “bright black wedding coat” with white shoulders and white
               crest, and the female in the colors of a Quaker with the manners of a nun. It sings
               a song—“Nice good wife, that never goes out / Keeping house while I frolic about”—that
               shows Bryant’s gendered bias. But soon the male bobolink has six young ones to feed:
               “Fun and frolic no more he knows.” The poet hopes the bird will return the next season
               once again piping “that merry old strain,” the familiar “Bob-o’-link, bob-o’-link,
               / Spink, spank, spink.”
            

            
         

         
         	ROBINSON, MARY (1758–1800)

         
         	
            Perhaps of all the writers of the English Romantic movement, including Lord Byron, Mary Robinson lived the most notorious, the most celebrated life of fame. She was
               born on November 27, 1758, as Mary Darby. Her father was an American, a man of wealth,
               and the family lived in a house beside a crumbling old monastery of the monks of Saint
               Augustine. Her childhood was spent amidst the dark, Gothic arches of the cloisters,
               and she recalled listening with pleasure to the deep tones of the church organ and
               the haunting voices of the chanting choristers. Her early schooling was at a boarding
               school that Hannah More and her sisters ran in Bristol.
            

            
            At the age of 15 Mary Darby married Thomas Robinson, a low-paid law clerk, gambler,
               and libertine. Debts piled up quickly as a result of her husband’s gambling addiction.
               So in order to help pay their debts, Mary Robinson published her first volume of poetry,
               Poems by Mrs. Robinson, published in 1775. But the debts were too much, and Robinson spent a year in debtors
               prison with her husband and infant daughter. She was still in her teens. Her poetry
               did, however, come to the attention of the Duchess of Devonshire, who admired Robinson’s
               poems and took pity on her and rescued her and her daughter from prison. Shortly thereafter,
               while living at Devonshire House, Robinson wrote Captivity, a Poem, and Celadon and Lydia, a Tale, which was dedicated to her patron when it was published in 1777.
            

            
            But the notorious part of Mary Robinson’s life was yet to come. In December 1776 she
               accepted David Garrick’s invitation to act at Drury Lane Theatre. Garrick was to remain her mentor, even after selling Drury Lane to Richard Brinsley
               Sheridan. Her first role was that of Juliet in Shakespeare’s Romeo and Juliet. Over the next four years Robinson developed a major public reputation as an actress.
               Eventually she cultivated a repertoire of 30 principal roles, 9 of which were from
               Shakespeare. She also played principal roles in Sheridan’s own plays as well as those
               of George Colman the Elder.
            

            
            But then the real turning point of Robinson’s life came on December 3, 1779. That
               night King George III and Queen Charlotte, with the 17-year-old Prince of Wales, attended
               a Royal Command performance of Garrick’s Perdita, a popular abridgement of Shakespeare’s The Winter’s Tale. Robinson played the role of Perdita. Her performance so bewitched the prince that
               she, flattered by his telling her that her manners were irresistible and her smile
               “victory,” agreed to become the royal mistress. The Prince of Wales, the future King
               George IV, gave her a bond for £20,000 payable when he came of age, as proof of his
               affections. The affair was short lived. He tired of her and, when he met her driving
               in the park, “affected not to recognize her.” She was then 23. Despite the brevity
               of the affair, “Perdita” as Robinson came to be known, would forever be known as the
               prince regent’s mistress.
            

            
            Later she became the mistress of Colonel Tarleton, who had returned from the revolution
               in America. That affair terminated when at age 35 Robinson became paralyzed from the
               waist down, no doubt as a result of numerous miscarriages, pregnancies, and poor medical
               care. Nevertheless, she kept her wit, beauty, and celebrity. At public events she
               would be attended by a retinue of servants, carrying her in her chair. It was during
               these years that she was famously painted by George Romney, Thomas Gainsborough, and
               Sir Joshua Reynolds, although she was confined to her chair.
            

            
            During these last years she turned to writing, and also during these years William Godwin became her close friend. His influence was to pervade her writings as for the first
               time Robinson would become concerned with political matters and social justice. The
               famous actress and public figure who had once met Marie Antoinette was to become one
               of Godwin’s radical associates. She also joined Hannah Cowley, Hester Piozzi, and Robert Merry as one of the Della Cruscans.
            

            
            About this time William Gifford chose to mount a severe attack upon Mary Robinson. Leigh Hunt in the review “Dyce, Specimens of British Poetesses” in The Companion (July 2, 1828) recalled Gifford’s attack.
            

            
            
               On the subject of the Della Cruscan school, of which Mrs. Robinson was a suffering
                  sister, Mr. Dyce observes very, well, that “a whip would have been a sufficiently
                  formidable weapon to have scared them from the fields of song, but Mr. Gifford pursued
                  them with a drawn sword, cut them to pieces, and exulted over the slaughter.” Unfortunately,
                  he cut not only butterflies, but suffering women to pieces. It was this man, if man
                  he is to be called, who not daring to lift up a finger at anything great or powerful,
                  thought to get a reputation for wit and virtue by waylaying their discarded mistresses,
                  and striking a blow at poor Mrs. Robinson’s rheumatism and crutches!
               

               
            

            Throughout the 1790s Mary Robinson did some of her best work, including Poems in 1791; Sappho and Phaon in 1796; her best-known poem, “The Haunted Beach”; and Lyrical Tales in 1800. She also wrote seven novels during the 1790s, including Vancenza; or, The Dangers of Credulity in 1792; Angelina: A Novel in a Series of Letters in 1796; and Walsingham; or, The Pupil of Nature, an early transgender novel in 1797. Mary Robinson died at Englefield Green on December
               28, 1800, and was buried in Old Windsor churchyard.
            

            
            See also BIG FIVE.
            

            
         

         
         	ROB ROY

         
         	
            Sir Walter Scott’s historical novel was published in 1817. It tells the famous story of Rob Roy Macgregor
               as he assists Diana Vernon in rescuing Francis Osbaldistone from a complex array of
               problems. When Rob Roy finally removes Rashleigh Osbaldistone, Francis becomes reconciled
               with his father, inherits Osbaldistone Hall, and marries Diana.
            

            
         

         
         	RODERICK, THE LAST OF THE GOTHS

         
         	
            Robert Southey’s epic was published in 1814. It tells the story of Roderick, the last of the Visigothic
               kings, who dishonors Florinda, the daughter of Count Julian. In revenge the count
               invites the Moors under Muza ibn Nozeir to remove Roderick from the throne. Then,
               after doing penance for his crime and being forgiven by Count Julian, Roderick saves
               the day for the Christians at the battle of Covadango. He never is seen again.
            

            
         

         
         	ROKEBY

         
         	
            According to one critical essay, Sir Walter Scott’s 1813 poem Rokeby does not fit the verse form. It “cried out to be a novel. The story is too involved
               and the characters too strong and varied to fit comfortably into a lay of Scott’s
               usual length” (Calder 1969: 45). Because of his increased skill with plot, character,
               and setting, and because of his declining popularity as a poet, Scott made the transition,
               albeit anonymously, from narrative poet to novelist the year after the publication
               of Rokeby.
            

            
         

         
         	“ROMANCE”

         
         	
            Edgar Allan Poe placed this poem as the preface to a group of poems in Al Aaraaf, Tamerlane, and Minor Poems, published in 1829, and as the introduction to Poems, published in 1831. In the two 10-line stanzas of iambic tetrameter, Poe pays tribute
               to the mood of drowsy, romantic reverie that to him was so delightful in his youth.
               And though of late the “Condor years,” like great vultures, prey upon his vitals,
               he will not think of cares in idle moments, which must be devoted to the contemplation
               of romantic beauty. Like the eagle fallen from on high, the poet gazes in futility
               ever upward.
            

            
         

         
         	THE ROMANCE OF THE FOREST

         
         	
            Ann Radcliffe’s third novel of terror was published in 1791. Again the setting is a ruined abbey
               deep in a great forest, and the situation of terror is such that the heroine is afraid
               even to look in the mirror for fear of what she might see behind her. It is a novel
               packed with emotional intensity, passion, and terror. The heroine is delivered from
               one person to another who are compelled by different motives to decide her destiny.
               Her beauty and refinement of character attract many to her, but only one wins her
               love and proves worthy of it by his noble actions.
            

            
         

         
         	ROMANTIC IRONY

         
         	
            The most direct treatment of a specific kind of irony that might be termed Romantic
               probably comes from Friedrich Schlegel’s “On Incomprehensibility,” written in 1800. Schlegel treats irony as an element
               of style as well as “a comprehensive attitude toward art and life. Romantic irony
               declares the thinker’s liberation from any binding code, emphasizing the freedom of
               the thinker to move between viable but mutually impossible alternatives,” according
               to Warren Breckman (2008: 78). Romantic irony embraces a particularly Romantic dialectic
               of the relativity of all human knowledge and artistic form; it embraces opposites.
               “Irony thus embodies the Romantic dialectic: its sense that wholeness, infinity, and
               universality are unattainable yet must be striven for nonetheless” (78).
            

            
         

         
         	ROMANTIC LITERARY CRITICISM

         
         	
            As opposed to literary theory such as that espoused by Romantic critics like Samuel Taylor Coleridge, English Romantic literary criticism in practice really developed from Coleridge’s
               good friend Charles Lamb, as well as from William Hazlitt. German literary criticism developed from Friedrich Schiller and from Augustus Wilhelm Schlegel. The favorite subject of most practical criticism was the poetry and plays of Shakespeare
               and his contemporaries.
            

            
            Much Romantic criticism derives from precepts of the classical theoretician Longinus.
               Romantic criticism serves two basic functions in interpreting a given work of literature:
               to evoke feeling in the reader’s soul and to provide a impressionistic response from
               the soul of the critic. Romantic criticism is all about the perceptive soul of the
               author, the critic, and the reader. Thus the most basic function of Romantic criticism
               is to make readers sense and feel the experience of the work being examined. The critic
               relives with his or her readers the dark horror of Eugene Onegin, Tancred and Sigismunda, or The Mysteries of Udolpho and the sunshiny sensibility of Jane Austen’s novels.
            

            
            For readers, the thrill of the criticism of literary works replicates the thrill of
               reading the works themselves. Reading criticism is an active participation among creative
               and sensitive souls in the adventure of the original work. Romantic criticism evokes
               and appeals to impressionistic response. To the Romantic critic, the ultimate criterion
               is how one is moved by what one reads. The critic’s standard is no authority but,
               as with Francis Jeffrey, his own spirit. Romantic criticism is deeply individualistic. As readers we must
               be able to trust the highly sensitive and uniquely perceptive soul of the critic.
               It is the responsibility of the critic to inspire confidence in himself or herself.
               Ultimate authority for judgment rests within the soul of the critic.
            

            
         

         
         	THE ROMANTIC SCHOOL

         
         	
            Heinrich Heine in his criticism of Romanticism, published in 1832, was responding directly to Madame Germaine de Staël’s Concerning Germany and her unreserved embrace of the German Romantic movement. Heine praises de Staël’s
               spirit, but he criticizes her reliance upon her sources. Then he asks, “But what was
               the Romantic School in Germany? It was naught else but the reawakening of the poetry
               of the middle ages as it manifested itself in the poems, paintings, and sculptures,
               in the art and life of those times.” And later he notes, “The political condition
               of Germany was particularly favorable to the tendencies of the Romantic School” (Hugo,
               Howard 1957: 167)—the latter in reference to the rise and domination of Napoleon over the German peoples.
            

            
            See also ROMANTIC SELF-CONSCIOUSNESS: WHAT THE ROMANTICS SAID ABOUT ROMANTICISM.
            

            
         

         
         	ROMANTIC SELF-CONSCIOUSNESS: WHAT THE ROMANTICS SAID ABOUT ROMANTICISM

         
         	ROMANTIC SELF-CONSCIOUSNESS

         
         	
            Although pinning down exact dates for when the Romantic era began and when it ended
               has been an obsession with literary historians, we do know that the Romantics themselves
               were very self-conscious about living in an era that was, as we would say today, changing
               the paradigm for the ways their generation was approaching politics, social institutions,
               literature, music, art, psychology, philosophy, and economics. They also were aware
               that their movement was being manifested throughout England, the Continent, and the
               United States, and that though complex with many variations of ideas and contradictions
               aplenty, there nevertheless was a certain Spirit of the Age, to use William Hazlitt’s term, that pervaded all varieties of Romanticism. Generally, the Romantics were
               well aware that they lived in a time of revolt against virtually all the certainties
               of the Enlightenment and against a purely empirical path to truth.
            

            
            For the Romantics, everything was new, and they had plenty to say about their new
               movement. Emile Deschamps said, “This entangled lawsuit between the classicists and the romantics is nothing
               else but the eternal battle between prosaic spirits and romantic souls.” John-Baptiste Denis Desprès declared that “romanticism is the conveying of spirituality into literature.” And
               Novalis said, “The Romantic studies life the way a painter, a musician, and an engineer study
               color, sound, and stresses. This diligent study of life defines the Romantic, just
               as the diligent study of color, sound, and stresses defines the painter, a musician,
               and engineer.” As early as 1798 in Fragments, Novalis also claimed, “The world must be made romantic. Then once more we shall
               describe its original meaning.” In his preface to Hernani, written in 1830, Victor Hugo defined Romanticism: “Romanticism badly defined so many times, when all is said and
               done, is only—and here is its real definition, if you view Romanticism from its militant
               side—liberalism in literature.”
            

            
            See also CONCERNING GERMANY; CONVERSATIONS WITH GOETHE; EICHENDORFF, JOSEPH VON (1788–1857); FRAGMENTS; HISTORY OF ROMANTICISM; HUGO, VICTOR (1802–1885); IMMERMANN, KARL (1796–1840); THE INTRODUCTION TO THE PHILOSOPHY OF ART; THE LIFE OF CHOPIN; “ON THE LIVING POETS”; RACINE AND SHAKESPEARE; THE ROMANTIC SCHOOL; THE SPIRIT OF THE AGE.
            

            
         

         
         	ROUSSEAU, JEAN-JACQUES (1712–1778)

         
         	
            One can easily make the case, and many have, that with Rousseau Romanticism was born.
               It is certainly true that many of the Romantics from the Continent and from England
               looked back to this ostensibly Enlightenment writer, composer, and thinker as the
               founder of their movement. Moreover, the radicals who initiated the French Revolution
               in 1789 looked to Rousseau for their justification in overthrowing the king.
            

            
            Jean-Jacques Rousseau was born in Geneva on June 28, 1712. Geneva, of course, had been
               for centuries the center of Calvinism. His mother died at birth, and his father was
               of a very poor character. He would keep the young lad up at all hours reading pornography
               to him. Then he abandoned him when Rousseau was ten years old.
            

            
            So Jean-Jacques became a vagrant, a vagabond, and he had to raise himself through
               his own drive and good fortune. His Confessions, written in 1780, give the most intimate details of his childhood and adolescence.
               His childhood guardian, Madame François-Louise de Warens, would in later years become
               his longtime mistress. In later life he took as a mistress, as he claimed, a “stupid”
               housemaid named Thérèse Levasseur. Although they were not married at the time, he
               had five children with Thérèse, but he placed them all in a foundling hospital shortly
               after birth. He died on July 2, 1778.
            

            
            Although John Locke considered Rousseau a thoroughgoing Enlightenment thinker, and although much that
               Rousseau wrote can be squared with the thinking of his day, literary historians and
               other writers have always tended in retrospect to see in Rousseau those elements of
               Enlightenment thought that would tend more forward to Romanticism than backward to
               the Age of Reason.
            

            
            Among his most important works is his A Discourse on Inequality, written in 1754. In it Rousseau revealed his basic principles. In 1755 he wrote
               for the Encyclopédie “A Discourse on Political Economy,” which anticipated his major philosophical work,
               The Social Contract, which appeared in 1762. Émile was published in 1762 and La Nouvelle Héloise in 1760. Both were works of fiction with social overtones. In 1764 The Constitution for Corsica came out, one of his last philosophical or political works. His Confessions was published in 1780 and The Reveries of a Solitary Walker posthumously in 1782. In addition to literary and philosophical works, Rousseau also
               wrote operas as well as some fiction of a lighter nature.
            

            
            Over the years in these several works, Rousseau developed his basic thought. Nature to Rousseau is not humanity but humanity as it might be. Nature makes humanity happy,
               while society causes depravity and misery. Humans are born free but society enslaves
               them. (This idea becomes the first line of The Social Contract.) Moreover, moral qualities in a person’s life are not improved by the advances of
               society in such matters as scientific information, the ideas of luxury, and so forth.
               In fact, the pursuit of happiness is not a natural right. Thus Rousseau rejects reason
               as nature’s ultimate standard for moral guidance.
            

            
            For Rousseau, on matters of feeling, conscience, and reason, physical prowess is,
               but intellectual discrimination is not, required of the natural man: “a state of reflection
               is a state contrary to nature . . . a thinking man is a depraved animal.” Humans are
               naturally sentient beings not rational beings. However, to make reason subsidiary
               is not to eliminate it. Indeed, “sentient” has two meanings to Rousseau: it signifies
               a sensory stimulus, and a spontaneous impulse or action of the soul.
            

            
            Concerning human freedom, humanity is perfectible because it is in a state of innocence
               without pride. But being innocent, humans are also without freedom. As for sovereignty
               and the general will, all rights are born of social order not from natural society.
               Since civil society is not natural, the only natural society is the family. One cannot
               voluntarily give up one’s liberty, for liberty is of the essence of the “quality of
               man” and to give up liberty is to give up one’s humanity.
            

            
            The social contract amounts to an “act of association” that “produces a moral and
               collective body” and involves “the total alienation of each associate,” and all his
               right, to the whole community. The sovereign created by the association is not a determinant
               figure but the whole body of citizens. Therefore the sovereign cannot be bound by
               law since it is the source of law: “the Sovereign, being formed only of the individuals
               who compose it, neither has, nor can have, any interest contrary to theirs.”
            

            
            By entering the social contract, individuals give up their natural liberty to all
               which tempts them. If the people give themselves a representative, they are no longer
               free, for their laws are no longer self-prescribed. The general will, then, is found
               by counting votes. Ultimately, though, there is only one law that requires unanimous
               consent, and that is the social contract—residence, as in Locke, constitutes consent.
            

            
            See also BURNS, ROBERT (1759–1796).
            

            
         

         
         	THE RUNAWAY

         
         	
            Hannah Cowley’s first play premiered on February 15, 1776, and had a very respectable run of 17
               performances and 3 benefits. Probably no one was more surprised than Cowley herself
               when the great theater manager and actor David Garrick responded to a draft of The Runaway with encouragement. Cowley earned a surprising £500 from the play, which was the
               only new play produced by Garrick in his final season. It featured Sarah Siddons in
               her first role. The runaway of the play is a young woman of position fleeing a tyrannical
               father and his chosen husband for her. By wonderful comic chance, she is the same
               young beauty with whom young George was smitten upon seeing her once before at a masquerade.
               George too is the victim of a tyrannical father planning to wed him to the much older
               Lady Diana. Three parallel plots follow involving pairs of lovers overcoming objections
               from their parents and proving their social and economic worthiness of each other.
               The star of the play for our time would, no doubt, be Bella, the delightful, worldly
               cousin who facilitates the various romantic relationships. Cowley’s first play shows
               her early skill in working comic contrivances and delightful coincidences to significant
               artistic effect.
            

            
         

         
         	RUSLAN AND LYUDMILA

         
         	
            Alexander Pushkin’s verse novel, published in 1820, is a mock epic in iambic tetrameter verse with
               fairy-tale elements. It is full of daring adventures and peopled by bizarre characters
               with magic devices, including a giant, talking head, and the head’s sibling, the bald
               and bearded villain Chernomor. Embedded in this epic is a remarkable collection of
               magical—and monstrous—characters. The resulting epic itself is a brilliantly ironic
               retelling of the medieval fairy-tale world of swashbuckling knights and damsels in
               distress. Spirited away on her wedding night by the evil sorcerer Chernomor and transported
               to a magic realm by a wizard who holds her captive, Lyudmila awaits rescue by her
               beloved Ruslan. However, before he can effect her release, the gallant Ruslan must
               first endure all the trials and tribulations that the malevolent world can throw at
               him.
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         	SAGE OF CONCORD

         
         	
            At the height of his prominence as an American man of letters, Ralph Waldo Emerson was known as the Sage of Concord, an epithet and ideal modeled on Samuel Taylor Coleridge, who was called the Sage of Highgate. Like Coleridge, Emerson enjoyed opening his home to prominent visitors from throughout
               the United States and abroad who would come to pay their respects to and converse
               with the great poet and writer.
            

            
         

         
         	SAGE OF HIGHGATE

         
         	
            In the 16 years during which Samuel Taylor Coleridge lived at the Highgate residence of Dr. James Gilman and his wife while under intensive treatment for his drug usage, the poet still continued
               to receive visitors. From England, America, and the Continent, poets, writers, intellectuals,
               and the culturally powerful came to visit Coleridge, who was known as the Sage of
               Highgate. A common observation was that Coleridge appeared to be prematurely old but
               mentally still the giant among thinkers that we now know that he was.
            

            
            See also SAGE OF CONCORD.
            

            
         

         
         	SAINT AGNES

         
         	
            The saint referred to by John Keats in The Eve of St. Agnes is the patron saint of virgins, martyred in the Diocletian persecutions of the second
               century. The popular belief was that by performing certain ceremonies before going
               to bed on the eve of St. Agnes, a young girl would dream of the person she was destined
               to marry.
            

            
         

         
         	SAINT-SIMON, CLAUDE HENRI DE ROUVROY, COMTE DE (1760–1825)

         
         	
            The French social theorist expounded plans for international, social, and political
               reform. His disciples included many of the prominent French Romantics in the 1820s
               and 1830s.
            

            
         

         
         	SALMUNGUNDI; OR, THE WHIM WHAMS AND OPINIONS OF LAUNCELOT LANGSTAFF, ESQ., AND OTHERS

         
         	
            See IRVING, WASHINGTON; THE NINE WORTHIES OF COCKLOFT HALL.
            

            
         

         
         	SALONS

         
         	
            Throughout the late 18th century and into the early 19th century, female intellectuals
               such as Madame Germane de Staël presided over evening parties where the sexes mingled unselfconsciously, unlike in
               England, in literary and political discussion. In salons of women with revolutionary values, ideas that became central to the French Revolution received
               their first airing. Later, in England, ideas of political radicalism found a hearing
               in salons of the bluestockings.
            

            
         

         
         	SANDFORD AND MERTON

         
         	
            This children’s book by Thomas Day published in three volumes from 1786 to 1789 had
               a long and great influence during the Romantic period. Mary Wollstonecraft in A Vindication of the Rights of Woman refers to it. Day tells “the story of Tommy Merton, a spoiled wealthy child, who
               is befriended by Harry Sandford, a poor but principled lad. Their instruction by the
               tutor Mr. Barlow often includes moral tales” (Lynch, Deidre Shauna 2009: 11).
            

            
         

         
         	SARDANAPALUS

         
         	
            One of Lord Byron’s poetic dramas, Sardanapalus was published in 1821. Byron dedicated the play to Johann Wolfgang von Goethe. Sardanapalus was an Assyrian king whom early histories described as slothful. In
               the play he is also an observer of the human condition who condemns humanity’s insatiable
               pursuit for power. Three times Sardanapalus defeats Arbaces the Mede and Belesis the
               Chaldean, who have leagued themselves against him. When finally overthrown in the
               fourth encounter, he burns himself on a funeral pyre with his favorite concubine,
               Myrra, while the conspirators are besieging the palace—a debauched monarch who gives
               way to his depression and rejects the follies of the world through suicide.
            

            
         

         
         	THE SCARLET LETTER

         
         	
            See HAWTHORNE, NATHANIEL (1804–1864).
            

            
         

         
         	SCHELLING, FRIEDRICH WILHELM VON (1775–1854)

         
         	
            Friedrich Schelling was a philosopher and professor of philosophy at Jena, Wurzburg,
               Munich, and Berlin. He was a disciple first of Johann Gottlieb Fichte but later grew distant from Fichte’s teachings. Unlike Fichte, Schelling sees the
               universe, not the ego, as being the element of reality. Nature, in obedience to the laws of human intelligence, is a single living organism working
               toward self-consciousness, which is a faculty dormant in inanimate objects yet fully
               awake in humanity, whose being consists in “intellectual intuition” of the world it
               creates. Among Schelling’s numerous works are Ideas toward a Philosophy of Nature (1797) and System of Transcendental Idealism (1800). His doctrine of the interaction between subject and object as mind and nature
               influenced Samuel Taylor Coleridge’s formulation of the poetic imagination as the reconciler of opposite qualities.
               Schelling’s later writings took on a more religious tinge.
            

            
         

         
         	SCHILLER, FRIEDRICH (1759–1805)

         
         	
            Friedrich Schiller undoubtedly had more of an impact in developing Romanticism as
               the dominant literary mode in Germany than any other writer save Johann Wolfgang von Goethe, and he was a major figure in German literature’s Sturm und Drang period. He changed the nature of German lyrical poetry, drama, and criticism.
            

            
            Johann Christoph Friedrich Schiller was a native of Marbach, a small town of Würtemberg,
               situated on the banks of the Neckar. He was born on November 10, 1759. His father,
               Johann Caspar Schiller, had been a surgeon in the Bavarian army, and he served in
               the Netherlands during the Succession War. After this war he laid aside the medical
               profession, having obtained a commission of ensign and adjutant. He was absent on
               active duty when Friedrich was born. Peace put an end to his military employment,
               but Caspar had shown himself an intelligent, unassuming, and useful man, and the Duke
               of Würtemberg was willing to retain him in his service.
            

            
            His father’s dependence upon the duke’s goodwill resulted on difficulties in young
               Schiller’s adolescence and early adulthood. The Duke of Würtemberg founded a school
               for the sons of his favored military officers, the Free Seminary, and he invited the
               Schillers to enroll Friedrich. At first they resisted because they had intended their
               son for the clergy. But under pressure, they acquiesced. So Schiller was enrolled
               in 1773. The boy, however, was not ready for the intense regimen of the duke’s school
               and suffered greatly. As a result, he turned to Greek, seclusion, and the law. According
               to Thomas Carlyle, the earliest biographer of Schiller in English (Life of Friedrich Schiller, 1825),
            

            
            
               his anticipations proved to be but too just: the six years which he spent in this
                  establishment were the most harassing and comfortless of his life. The Stuttgard system
                  of education seems to have been formed on the principle, not of cherishing and correcting
                  nature, but of rooting it out, and supplying its place with something better. The
                  process of teaching and living was conducted with the stiff formality of military
                  drilling; every thing went on by statute and ordinance, there was no scope for the
                  exercise of free-will, no allowance for the varieties of original structure. A scholar
                  might possess what instincts or capacities he pleased; the “regulations of the school”
                  took no account of this; he must fit himself into the common mould.
               

               
            

            In 1776, through stealthy contacts in Mannheim, Schiller wrote and produced his first
               and most popular play, The Robbers, in which Karl von Moor, a heroic robber, takes to the woods to redress the evils
               of his father’s court, in contrast to his wicked brother Franz, who is reminiscent
               of Edmund in William Shakespeare’s King Lear. The topicality of the theme of authoritarianism and liberty gave the play great
               popularity. In England William Hazlitt and Samuel Taylor Coleridge read it with enthusiasm. Coleridge wrote a sonnet in tribute to Schiller’s The Robbers: “Schiller! That hour I would have wish’d to die.”
            

            
            Eventually Schiller was forced to move to Mannheim, then later to Leipzig, where he
               followed up The Robbers with Don Carlos in 1787. The play helped to establish blank verse as the recognized medium of German
               drama. His Philosophical Letters came in 1786, and in 1789 Schiller was appointed professor of history at the University
               of Jena in 1789. There he became a leader of young German Romantics as part of the
               Jena Circle. During this period especially he was a serious student of Immanuel Kant’s philosophy. Kant influenced his thinking about art, and of Schiller’s many essays
               on aesthetics, the most important influenced German Romantic critics like the Schlegels,
               and also Coleridge, who knew and admired his works, especially On the Aesthetic Education of Man (1795).
            

            
            In On Naïve and Reflective Poetry (1795–1796), Schiller contrasts his own “modern,” reflective mode of writing with
               Goethe’s more “antique,” unselfconscious genius. He also wrote essays on the liberating
               and moral influence of the theater.
            

            
            Besides his prose works in philosophy and aesthetics, Schiller wrote some of the most
               beloved lyrical poetry and ballads in German literature. He and Goethe collaborated
               on a collection of ballads in 1797–1798 as William Wordsworth and Coleridge did in England with their Lyrical Ballads at the same time. Some of Schiller’s best-known poems are “The Artists”—a poem on
               the humanizing influence of art; “The Ideal and Life”—a philosophical poem on the
               unbridgeable gap between the ideal and the real; and “Ode to Joy,” which Ludwig van
               Beethoven set to music for his Ninth Symphony.
            

            
            Schiller wrote his most ambitious literary work in 1799: Wallenstein, an epic historical drama divided into three separate plays, the second and third
               of which were translated into English by Coleridge in 1800. Partly to be near Goethe,
               Schiller moved to Weimar in 1799. His health gradually failed, and he died in Weimar
               on May 9, 1805.
            

            
            See also SCHLEGEL, AUGUST WILHELM VON (1767–1845).
            

            
         

         
         	SCHLEGEL, AUGUST WILHELM VON (1767–1845)

         
         	
            The German Romanticist, critic, and philologist known primarily in England for his
               translation into German, with the assistance of his wife and others, of the plays
               of Shakespeare. He also became famous for his Lectures on Dramatic Art and Literature, published in 1815. William Wordsworth and William Hazlitt praised the lectures dealing with Shakespeare, and Samuel Taylor Coleridge almost certainly borrowed from them for his own Shakespeare Lectures. Schlegel was also, with his younger brother Friedrich, the editor of The Athenaeum (1798–1800), a literary journal and manifesto of German Romanticism.
            

            
            See also “CHRISTIANITY OR EUROPE: A FRAGMENT”; JENA CIRCLE.
            

            
         

         
         	SCHLEGEL, FRIEDRICH VON (1772–1829)

         
         	
            The younger Schlegel was a leading German Romantic theorist whose ideas were popularized
               by his brother August Wilhelm. He published frequently in The Athenaeum. His writings on Greek, Indic, and modern literature established a mode of thinking
               for his contemporaries and successors. Schlegel was notable for his studies in the
               history of literature, particularly his Lectures on the History of Literature, Ancient and Modern, published in 1818. His method was to contrast classical and Romantic literature
               and expound his theory of what he termed “romantic irony,” or the consciousness on the part of the artist of the unbridgeable gap between
               the ideal artistic goal and the limited possibilities of achievement.
            

            
            See also “CHRISTIANITY OR EUROPE: A FRAGMENT”; JENA CIRCLE; WILHELM MEISTER’S APPRENTICESHIP.
            

            
         

         
         	SCHLEIERMACHER, FRIEDRICH (1768–1834)

         
         	
            A protestant theologian and one of the primary movers in 19th-century higher criticism
               of the Bible, Schleiermacher studied the Hebrew and Christian scriptures with the
               same scholarly rigor as one would study ancient texts from Greece, Mesopotamia, or
               anywhere else in the ancient world. As a result, his findings were controversial in
               his lifetime and they still are today. To orthodox Christian believers of his day,
               Schleiermacher’s approach to scripture was an affront to scripture’s sanctity and
               its uniqueness as inspired revelation. In the later post-Darwin 19th century, Schleiermacher’s
               findings seemed to add to the debates between scholarship and Christian faith.
            

            
            However, for the German Romantics Schleiermacher came to mean something quite different.
               For one thing, he was a member of the Jena Circle. His Religion: Speeches to Its Cultured Disciples, published in 1799, influenced Novalis deeply. In his “Christianity or Europe: A Fragment,” an essay promoting a worldwide Romantic movement, Novalis claims of Schleiermacher,
               “This brother is the pulse of the new age” (Breckman 2008: 58).
            

            
         

         
         	THE SCHOOL FOR SCANDAL

         
         	
            Richard Brinsley Sheridan’s laughing comedy was first performed on May 8, 1777, at
               Drury Lane Theatre in London. The principal characters are Lord Peter Teazle, Lady Teazle, Joseph Surface,
               his brother Charles, his father Sir Oliver Surface, and Maria. Sir Benjamin Backbite,
               Lady Sneerwell, and Mrs. Candour are the scandalmongers.
            

            
            See also THE DARK PERIOD OF THE 18TH CENTURY DRAMA; SENTIMENTAL COMEDY; SENTIMENTAL COMEDY VERSUS LAUGHING COMEDY; THE WEDDING DAY.
            

            
         

         
         	SCIENCE, ROMANTIC SCIENCE

         
         	
            While most of the Romantics were outspoken in refuting the basic ideas of Enlightenment
               science, particularly its insistence upon scientific method and empiricism, the Romantic
               era can be typified as a period of intense interest in science and especially in the
               more speculative possibilities of scientific progress. Notable scientists such as
               Joseph Priestley and Sir Humphry Davy were part of various Romantic circles and were friends with
               poets, artists, radicals, and revolutionaries. Romantic fiction in particular often
               relied upon the new science for material, the most notable example being Mary Shelley’s Frankenstein, which, according to Marilyn Butler, “almost certainly does draw on a scientific
               dispute” that Mary Shelley learned of during her stay at Lake Geneva in 1816” (1993:
               404). This was “not science as formally taught, but current scientific activity as
               represented to the British public in the 1810s by lectures, newspapers, a few accessible
               books, above all the serious Reviews” (404). Anne K. Mellor, along with Butler, shows
               that Mary Shelley specifically “drew on other contemporary scientific discoveries—Luigi
               Galvani’s theory of animal electricity, Humphrey Davy’s discoveries in chemistry,
               and Erasmus Darwin’s theory of animal and human evolution through sexual selection”
               (2001: 482).
            

            
            By delving into the midst of the scientific developments of her time, Mary Shelley
               came across a question that was widely disputed: Are certain scientific discoveries
               beneficial or harmful? In uncovering this question and examining what she believed
               to be consequences of radical science, Mary Shelley combined realistic and Gothic
               fiction (Levine 1973: 311), creating a Romantic genre that opened the imagination
               to the possibilities, the accomplishments, and the horrors of modern science.
            

            
            See also BONNET, CHARLES (1720–1793); CHAMISSO, ADELBERT VON (1781–1838); “CHRISTIANITY OR EUROPE: A FRAGMENT”; CIRCLES; “THE CLOUD”; CONJECTURES ON ORIGINAL COMPOSITION; THE FOUR AGES OF POETRY; THE LAST MAN; LAWRENCE, WILLIAM (1783–1867); NATURE; “SONNET—TO SCIENCE”.
            

            
         

         
         	SCOTT, SIR WALTER (1771–1832)

         
         	
            Perhaps the greatest Scottish writer of all time, Walter Scott was born in Edinburgh
               on August 15, 1771. While young he was diagnosed with infantile paralysis and thus
               endured ill health throughout his childhood and lameness for life. In 1792 Scott graduated
               from the University of Edinburgh and entered the bar, serving in various civil offices
               through the early days of his career. Fame came in 1805 with the publication of The Lay of the Last Minstrel.
            

            
            Sir Walter Scott’s literary career easily divides into two phases. Prior to 1814 he
               wrote poetry, and after 1814 he wrote novels. When his first novel, Waverley, appeared anonymously in July of 1814, Scott was already an established poet. He
               had written three major long poems, each being more popular than its predecessor.
               The Lady of the Lake, which appeared in 1810, was the most popular. According to Edgar Johnson, 25,000
               copies were sold in eight months: “Editions were swallowed up faster than the printers
               could turn them out . . . The Lady of the Lake had shattered all records for the sale of poetry” (1970: 335). Yet the poems that
               followed The Lady of the Lake indicated that Scott’s career as a poet was declining. Imitators had appeared, and
               he had been surpassed by a competitor, Lord Byron, whose Childe Harold’s Pilgrimage first appeared in 1812.
            

            
            The transition from poet to novelist was not a sudden occurrence. Scott relates in
               his general preface to the 1829 edition of the Waverley Novels how he began to favor
               the prose medium. He began Waverley in 1805, but after receiving unfavorable criticism from a friend, he put it aside.
               Several years later, while rummaging through an old desk for some fishing tackle,
               he found the Waverley manuscript. Beginning with his original first seven chapters, he finished the novel
               in 1814. His career had always been leading to prose fiction. Scott himself saw the
               relationship of his poetry to his novels: “It is enough to say, that I assumed the
               . . . character [of poet] for several years before I seriously thought of attempting
               a work of imagination in prose, although one or two of my poetical attempts did not
               differ from romances otherwise than being written in verse.”
            

            
            Similarities between Scott’s narrative poems and his novels were a subject for study
               even at that time. In 1821 J. L. Adolphus attempted to determine the authorship of
               the Waverley Novels, and particularly Waverley itself, through a study of the novels and Scott’s second major long poem Marmion. Adolphus based his study on internal evidence alone (Hayden 1970: 214). Twentieth-century
               readers of Scott have not been eager to study Scott’s poetry at all (Lauber 1966:
               35), but Donald Davie (1961) has taken issue with Scott’s own view of his narratives:
               “Scott [was] a poet, not merely a novelist who also wrote verse.” Then Thomas Crawford
               has said, “The style of a typical Scott novel develops the most successful devices
               of the narrative poems to an altogether higher level, uniting pictorial description
               with realistic dialogue and non-realistic declamation” (1965: 82).
            

            
            Sir Walter Scott led a long literary career, producing 24 major novels in the Waverley
               series, 10 major narrative poems, numerous short stories and lyrical poems, and critical
               biographies of Napoleon and John Dryden. In 1809 he helped found the Quarterly Review. Here Scott was later to review his own novels for an unsuspecting public. He declined
               an offer of the poet laureateship in 1813 in deference to Robert Southey. In 1820 he was created a baronet. On September 21, 1832, Sir Walter Scott died at
               his beloved Abbotsford. Numerous literary historians and textbook histories once used 1832 and the death
               of Scott as the terminating point of the English Romantic movement.
            

            
            Through much of the 20th century, Scott’s reputation as a poet and novelist declined
               steadily. Today, Sir Walter Scott is often considered of equal stature as a poet to
               the greatest Romantics such as Samuel Taylor Coleridge and William Wordsworth.
            

            
            See also BIG SIX; GOËTZ VON BERLICHINGEN.
            

            
         

         
         	THE SEASONS

         
         	
            Written by James Thomson, The Seasons was the most popular long poem of the 18th century. Decades after Thomson’s death,
               William Hazlitt describes a moment in “My First Acquaintance with Poets” when Samuel Taylor Coleridge picks up from the window seat of a country inn a cast-off copy of The Seasons and declares to his friend, “That is true fame.”
            

            
            Thomson first published Winter in 1726, and following upon its popularity published Summer in 1727 and Spring in 1728. Then in 1730 he brought the three seasons thus far written together in a
               collected edition with the addition of Autumn and a conclusion titled “Hymn.” Thomson revised the texts considerably, with his
               last revisions being to the 1744 text. Some critics today prefer earlier versions,
               especially the 1726 text of Winter, which is far shorter than subsequent revised editions.
            

            
            The four seasons are structured differently. Winter and Autumn provide loose narratives that follow the course of each season chronologically. Summer, however, follows the course of a typical day, dawn to sunset. Spring, in turn, observes the effect of the budding season upon inanimate objects, vegetation,
               animals, and then man—essentially the Great Chain of Being.
            

            
            In one sense, The Seasons is the first major poem of the dawning Romantic movement even though it comes so
               early. James Thomson’s vision of nature is not the Enlightenment view of nature but the Romantics’ view. Here we see a major
               poem, written in the age of Alexander Pope, and praised by Samuel Johnson decades
               later, that repeatedly and consistently hits upon all the elements of nature poetry
               that would be preeminent concerns for writers of the last decade of the 18th century
               and the early decades of the 19th century in England, in the United States, and upon
               the Continent. In James Thomson’s The Seasons we see an adoration of nature and of a deistic nature’s god rather than rationalist
               theological discourse. The concluding “Hymn” shows that the glories of nature are
               the product of a benevolent deity.
            

            
            In The Seasons we see an exuberance delighting in unbounded richness instead of the neat balance
               found in a typical poem of nature of Thomson’s day, such as Pope’s Windsor Forest. Thomson shows his Romantic fascination with the mysterious and the supernatural,
               with ceaseless movement and change instead of static, neoclassic landscapes. Here
               is an early Romantic poem of yet barely refined sensibility, revealing a pensive,
               moody, ecstatic contemplation of nature, of wild remote, Romantic scenery of vast
               unbounded prospects and grand horizons.
            

            
            And yet Thomson, an admirer of Sir Isaac Newton and of the new physics, never fails
               to provide specific, accurate, poetically sensuous details of what he sees before
               him in the rural scenery all about.
            

            
         

         
         	SELF-RELIANCE

         
         	
            Ralph Waldo Emerson published this essay in Essays: First Series in 1841. The essay distills the essence of what he considered a truly American individualism.
               The great society will be a society of great individuals.
            

            
            He begins by defining the Romantic concept of true genius, but for Emerson, true genius
               is a democratic ideal. All may aspire, all may achieve: “To believe your own thought,
               to believe that what is true for you in your private heart is true for all men,—that
               is genius.” Such a belief in the integrity of one’s own self requires self-trust:
               “Trust thyself: every heart vibrates to that iron string.” If one truly trusts himself
               or herself, then one will have no concern for conforming to the world’s expectations.
               Such is the healthy attitude of the self-reliant person. Look around. The newborn
               baby conforms to no one. Adults prattle and play in conformity to it. Young men may
               have nothing to do with adulthood power. They may seem incapable of communicating
               their thoughts in their isolation from the world. But overhear them in the other room
               talking among themselves and it becomes clear that communication for a pre-adult is
               not the problem: “It seems he knows how to speak to his contemporaries. Bashful or
               bold, then, he will know how to make us seniors very unnecessary.” Mindless conformity,
               then, is the chief character flaw of a self-reliant person. “Whoso would be a man
               must be a nonconformist . . . Nothing is at last sacred but the integrity of your
               own mind.” And there should be no need for explanation. The true genius, the truly
               self-reliant person, will concern himself or herself with action, not explanation:
               “I shun father and mother and wife and brother, when my genius calls me. I would write
               on the lintels of the door-post, Whim. I hope it is somewhat better than whim at last,
               but we cannot spend the day in explanation.”
            

            
            The other terror that torments the timid soul is an aversion to inconsistency. But,
               Emerson says, “a foolish consistency is the hobgoblin of little minds, adored by little
               statesmen and philosophers and divines. With consistency a great soul has simply nothing
               to do.” Do not fear being misunderstood: “Pythagoras was misunderstood, and Socrates,
               and Jesus, and Luther, and Copernicus, and Galileo, and Newton, and every pure and
               wise spirit that ever took flesh. To be great is to be misunderstood.” Instead the
               great soul speaks boldly without regard to self-contradiction: “Speak what you think
               now in hard words, and to-morrow speak what to-morrow thinks in hard words again,
               though it contradict every thing you said to-day.—‘Ah, so you shall be sure to be
               misunderstood.’—Is it so bad, then, to be misunderstood?”
            

            
            Thus Emerson promotes an idea that was to permeate the American concept of exceptionalism
               and ultimately nationalism, an idea that many felt led to the conquering of a continent,
               the idea of rugged individualism. For many, Emerson’s ideas here evoke the essence
               of a democratic outlook on life.
            

            
         

         
         	SENANCOUR, PIVERT DE (1770–1846)

         
         	
            The novelist Pivert de Senancour was the author of Obermann, published in 1804. The novel was largely ignored until the 1830s when a later generation
               of Romantics found it a source of melancholy inspiration.
            

            
         

         
         	SENTIMENTAL COMEDY

         
         	
            One of the areas of English Romanticism most radically being reinterpreted in the
               21st century is dramatic comedy of the mid-18th century. Traditional views have previously
               found few original comedies from this period of merit because sentimentalism pervaded
               the London stage for so long. This view sees only a short period in the third quarter
               of the century, when playwrights such as George Colman the Elder, Oliver Goldsmith, and Richard Brinsley Sheridan produced laughing comedies, as a
               reaction against sentimental comedies. Today critics see the neglected sentimental
               comedies as early Romantic comedies.
            

            
            Sentimental comedy appeals primarily to the emotions rather than to reason, to the
               heart rather than to the intellect. Almost always there is a moral element, and actions
               usually are exaggerated and improbable according to the rules of previous Enlightenment
               drama. Most important, though, sentimental comedy assumes the essential goodness in
               human character and a possibility of perfectibility. Sentimental comedy partakes of
               a larger concurrent culture of sensibility, and just as with Henry Mackenzie’s novel The Man of Feeling, these comedies emphasize pity, encouraging the tears to flow readily.
            

            
            Early sentimental comedies can be seen in the work of the much maligned Colley Cibber
               and Richard Steele. With the advancing century, writers such as Kitty Clive, Arthur
               Murphy, Richard Cumberland, Charles Macklin, Hannah Cowley, and Hugh Kelley were usually associated with sentimentalism. All these writers’
               works are undergoing substantial reevaluation in light of their association with Romanticism.
            

            
            A major problem with the earlier dichotomy of sentimental comedy versus laughing comedy is that playwrights such as Sheridan, Goldsmith, and Colman the Elder were as much
               in the sentimental camp as in the laughing camp. Colman’s The Suicide, for example, is a pure sentimental comedy. All of Sheridan’s and Goldsmith’s plays
               have significant sentimental elements. The reality is that these playwrights simply
               wrote funnier plays but no less sentimental. Sentimental comedy, then, was an early
               form of Romanticism on the English stage.
            

            
         

         
         	SENTIMENTAL COMEDY VERSUS LAUGHING COMEDY

         
         	
            Oliver Goldsmith in his 1773 essay “An Essay on the Theater; or, A Comparison between Laughing and Sentimental Comedy” developed the idea that in the 18th century an inferior sentimental comedy dominated
               the English stage. Until recently, most literary historians accepted Goldsmith’s assessment
               of his own time. A few battles were won, namely by Richard Brinsley Sheridan, George Colman the Elder, and Goldsmith himself, but the war was lost. Sentimental drama was a “debased literary
               genre,” according to Arthur Sherbo, no doubt voicing an opinion common to many modernist
               readers. Fortunately for the period, such ideas about the domination of sentimentalism
               are now giving way. Late 20th-century scholarship with its publication of massive
               data regarding London theater performances along with details of staging, design,
               acting, and finances gives us an accurate account of the theatrical activity of the
               midcentury, and the findings are, for some, surprising.
            

            
            Sentimental comedy at this time did not dominate what Goldsmith called “laughing comedy.” Indeed, if
               one can make the distinction at all, laughing comedy, the records show, prevailed
               throughout the century. One of the great problems, however, is the distinction between
               sentimental and laughing comedy. Goldsmith saw a difference, but his difference is
               not ours. Looking at the comedy of the period as a whole, recent critics find it difficult
               to assign specific plays to either the sentimental or the laughing camp. Sheridan’s
               The Rivals has what many see as its famous sentimental subplot in the love affair of Julia and
               Faulkland, yet we call it a laughing comedy. Benjamin Hoadley’s The Suspicious Husband has an out-and-out unreformed rake in Ranger, yet it has often been called sentimental
               comedy. In sentimental comedies we find laughter, and in laughing comedies we find
               tears. Today we know that the problem came from literary historians looking for a
               continuation of a post–Restoration drama tradition when, in fact, what was happening
               was the development of a new Romantic kind of drama.
            

            
         

         
         	THE SEPARATE MAINTENANCE

         
         	
            George Colman the Elder first produced his last full-length play, a four-act comedy, on August 31, 1779,
               at the Haymarket Theatre outside London. Critics have always agreed that, along with The Suicide, The Separate Maintenance is one of Colman’s funniest comedies. Nevertheless, it takes a dark turn for a comedy
               by treating the sacred institution of marriage. The comic elements of the play are
               excellent, and the fact that the play is very funny takes much of the edge off the
               darkness of its satire. The Separate Maintenance is Colman’s assault on the superficiality and the evil of fashionably dissolute society.
               Here the evil is more marked than in either The Man of Business or The Suicide because Colman takes marriage as his subject. As a result, he deals much more with
               sex than he usually does.
            

            
            The curtain rises as Lord and Lady Oldcastle have just arrived in London with their
               youngest daughter, Miss English. The Oldcastles, having lived most of their lives
               in the country, scorn the city fashions, while Miss English longs for the fashionable
               life. They have all been prompted to come to London at last out of concern that an
               older daughter, Lady Newbery, will be divorced from her husband. As it is, the fashionable
               couple are living in a state of separate maintenance, and the newspapers, as read
               aloud by Miss English, hint at an affair between Lady Newbery and “Prince” Leveret.
            

            
            At the beginning of the second act, Lord Newbery appears as the utterly dissolute,
               fashionable rake his reputation makes him out to be. He scoffs at the warnings of
               his accountant, Fraction, and enters into a discussion of the ways of the fashionable
               world with Leveret. It soon becomes obvious that Newbery is Leveret’s disciple and
               is trying to ape all his ridiculous mannerisms and opinions. After Leveret leaves,
               Touchwood and Mrs. Frankly enter, and Mrs. Frankly tells Newbery how well her marriage
               is working out. She lives with her husband but leads a completely independent life.
               Then Mrs. Revel, Newbery’s present mistress, appears in order to chastise him and
               accuse him of being faithless to her. The act ends as Lord Newbery begins to think
               that having a mistress is not much better than having a wife.
            

            
            In act 3, Lady Newbery seems to be pursuing the same fashionable ideals as her estranged
               husband, but after her younger sister appears, Lady Newbery confesses to her that
               such a worldly life does not please her as much as it appears, nor does she much care
               for the separate maintenance which, in fact, her husband had suggested. When Miss
               English relates the rumor that she is carrying on an affair with Leveret, Lady Newbery
               merely laughs and sets about developing a scheme to make Leveret a fool. When he arrives,
               he lets it be known very condescendingly that he will allow Lady Newbery to be his
               mistress, and she agrees to give him an answer to his proposal that night at a rout.
            

            
            The beginning of the last act confirms the fact that Leveret is primarily responsible
               for the separation of the Newberys and also for Lord Newbery’s affair with Mrs. Revel.
               At last Leveret comes to receive an answer to his proposal to Lady Newbery, but, not
               surprisingly, when alone with Miss English, he flirts with her. The rout itself begins,
               and there is a good deal of banter about taste in music; there is some entertainment;
               and there is a female playwright who attempts to read aloud her latest, obviously
               silly, tragedy. During all the commotion, Leveret slips out for his rendezvous with
               Lady Newbery. She traps him, and with Miss English, she swaths him in sheets and places
               him on the bed until he is helpless. The two ladies then begin tickling him and ridiculing
               him. All the revelers below, including Lord and Lady Oldcastle, appear to see Leveret’s
               exposure. Lord Newbery, who had intended to steal into the house to ravish his own
               wife, has seen everything, and he and his wife make up completely. The swaddling scene
               became the highlight of the play in most subsequent performances.
            

            
            As in The Suicide, Colman presents a dark view of a world in chaos, a world that has lost all sense
               of order and stability, a world characterized by the nearly total perversion of traditional
               values by modern society. This perversion prevents the existence of true love. Night
               is turned to day in this dark world, and the difference between a good reputation
               and a bad reputation is reversed. Here Colman shows us the modern system of perverted
               values and seeks to restore the acceptance of enduring, stable values of ethical behavior.
            

            
         

         
         	SERMONS TO YOUNG WOMEN

         
         	
            The much-admired Presbyterian minister John Fordyce (1720–1796) published this book
               of sermons in 1765. The sermons were popular partly because of his florid, sentimental
               style. Mary Wollstonecraft devotes much of chapter 5, “Animadversions on Some of the Writers Who Have Rendered
               Women Objects of Pity, Bordering on Contempt,” of A Vindication of the Rights of Woman to debunking Fordyce’s ideas, but she also treats Fordyce’s style with levity. Sermons for Young Women was one of the many conduct books of the day written by men instructing young women in the proper art of cultivating femininity. It was reprinted frequently and translated
               into several European languages.
            

            
         

         
         	SHAKESPEARE LECTURES

         
         	
            Between 1810 and 1811 Samuel Taylor Coleridge gave his famous Shakespeare Lectures. The published lectures have had an immeasurable
               influence on subsequent Shakespeare criticism but the actual lectures were another
               matter. These lectures, sponsored by the Philosophical Institution and given at Scott’s
               Corporation Hall off Fetter Lane in London, were highly publicized and drew large
               crowds to hear the legendary Coleridge speak. However, Coleridge’s increasing usage
               of opium contributed to haphazard, belabored lectures and numerous canceled lectures.
            

            
            See also “SHAKESPEARE’S JUDGMENT EQUAL TO HIS GENIUS”.
            

            
         

         
         	“SHAKESPEARE; OR, THE POET”

         
         	
            Ralph Waldo Emerson includes this chapter in his 1850 volume Representative Men following “Montaigne; or, The Skeptic.” Shakespeare, like Montaigne, was one of Emerson’s lifelong favorite men. This chapter
               portrays Shakespeare as the perfect poet with some qualification. Emerson considers
               Shakespeare in light of his dictum of Man Thinking from his 1837 address The American Scholar as well as his Great Man Theory. Much of the essay deals with Shakespeare’s extensive use of source material for
               his plays. His borrowings are from past traditions, such as the legend of Troy, as
               well as from contemporary sources. In this respect, of course, Shakespeare did what
               many others of his time did. But he differs from them, Emerson says: “Other men say
               wise things as well as he; only they say a good many foolish things, and do not know
               when, they have spoken wisely. He knows the sparkle of the true stone, and puts it
               in high place, wherever he finds it.”
            

            
            The concept of self-trust is closely associated here with Shakespeare’s fashioning
               of masterpieces. A result of this self-dependence is that Shakespeare is as much out
               of the category of eminent authors, as he is out of the crowd. In spite of Shakespeare’s
               greatness, however, Emerson notes his relatively unknown biography. As a result he
               does not treat Shakespeare as he does the other representative men, giving a biographical
               background emphasizing their pursuit of action. Shakespeare as a man of action can
               only be inferred from the power of his verse and his vivid imagination. Emerson does
               say, referring to Shakespeare, that the finest poetry is first experience.
            

            
            See also “GOETHE; OR THE WRITER”; “NAPOLEON; OR, THE MAN OF THE WORLD”; “PLATO; OR THE PHILOSOPHER”; “SWEDENBORG; OR THE MYSTIC”; “USES OF GREAT MEN”.
            

            
         

         
         	“SHAKESPEARE’S JUDGMENT EQUAL TO HIS GENIUS”

         
         	
            Samuel Taylor Coleridge’s lecture was first published in 1836. How the Romantics interpreted Shakespeare
               tells us as much about Romantic critical theory as it does about Shakespeare himself.
               Coleridge develops a thesis that Shakespeare’s judgment equals his genius. That is,
               his form is as good as his separate parts. He is not an untutored genius as some of
               his contemporaries might have claimed. But the real significance of this lecture is
               the development of Coleridge’s critical theory. He insists that critics must be disinterested.
               They must not emphasize Shakespeare’s particulars, but must emphasize his universal
               nature. It is not a question of whether Shakespeare broke the ancients’ rules. It
               is a question of whether his form is organic, as opposed to mechanical. Genius is
               not lawless, Coleridge claims. Thus, it is wrong to say Shakespeare is wild. Shakespeare’s
               form is organic: “The organic form . . . is innate; it shapes, as it develops itself
               from within, and the fullness of its development is one and the same with the perfection
               of its outward form. Such as life is, such is the form.”
            

            
            See also ROMANTIC LITERARY CRITICISM; SHAKESPEARE LECTURES.
            

            
         

         
         	“SHE DWELT AMONG THE UNTRODDEN WAYS”

         
         	
            William Wordsworth published this short lyric poem in 1800. The essential aim of the lyric poet appears
               in its simplest form in Wordsworth’s poem. In the first stanza the poet merely announces
               that Lucy is an obscure person who lives in a remote place. The thought and the diction
               are not far removed from prose. But in stanza 2, Lucy’s obscurity and remoteness are
               turned by two comparisons into shy beauty and exalted splendor. She is a violet half-hidden
               by a mossy stone; she is as fair as a star when only one is shining in the sky. For
               the poet, Lucy is as rare and brilliant as she is modest and humble. Thus in two stanzas
               the poet has informed his readers about Lucy and has expressed, in an imaginative
               way, the reasons why he has loved her. We are prepared, therefore for the restrained
               but intense feeling of sorrow in the third stanza.
            

            
         

         
         	“SHELLEY”

         
         	
            Matthew Arnold (1822–1888) wrote this essay originally as a review of Edward Dowden’s
               The Life of Percy Bysshe Shelley, published in The Nineteenth Century for January 1888 and later in Essays in Criticism, Second Series the same year. In it Arnold, as a major critic, for the first time opens the scholarly
               debate concerning the status of Shelley as a major poet. While the review as a whole
               portrays Dowden’s Shelley favorably, Arnold concludes with a passage that has remained
               standard in Shelley criticism: “The man Shelley, in very truth, is not entirely sane,
               and Shelley’s poetry is not entirely sane either. The Shelley of actual life is a
               vision of beauty and radiance, indeed, but availing nothing, effecting nothing. And
               in poetry, no less than in life, he is ‘a beautiful and ineffectual angel, beating
               in the void his luminous wings in vain.’”
            

            
            See also ROMANTIC LITERARY CRITICISM.
            

            
         

         
         	SHELLEY, ELIZABETH IANTHE (1813–76)

         
         	
            See THE ESDAILE NOTEBOOK; SHELLEY, HARRIET WESTBROOK (1795–1816).
            

            
         

         
         	SHELLEY, HARRIET WESTBROOK (1795–1816)

         
         	
            Percy Bysshe Shelley met his first wife in January 1811 in London when Harriet was introduced by her older
               sister, Eliza Westbrook. Harriet was 16 and Percy was 19. Unfortunately, her life
               with Percy would bring little but pain. In August 1811 she eloped with Percy from
               York to Edinburgh, where they were married on August 29. Upon her return to York,
               Percy’s closest friend Thomas Hogg attempted to seduce her. The resultant discord boded ill for their marriage. Shortly
               thereafter Robert Southey met the Shelleys and befriended them. In 1812 Harriet, Eliza, and Percy traveled
               to Dublin, where they distributed Percy’s pamphlet An Address to the Irish People in support of Irish reform. Back in England by April, the three-member household
               moved regularly and quickly from one residence to another dodging creditors and obligations.
               By September 1812, Harriet was pregnant.
            

            
            But then on November 11, Percy, with Harriet, first met Mary Wollstonecraft Godwin, the 15-year old daughter of William Godwin and the late Mary Wollstonecraft. With another regular in the household, Elizabeth Hitchner, Percy and Harriet returned
               to Dublin on February 27, 1813, and retrieved the manuscript now known as The Esdaile Notebook from its printer and returned to London. On June 23 Harriet gave birth to Ianthe
               Shelley. A year later, however, Percy abandoned Harriet, who was pregnant again, and
               eloped with Mary Godwin to France. Bereft, Harriet on November 30 gave birth to Charles
               Shelley. Percy settled £200 yearly for her. For the next two years Harriet descended
               deeper and deeper into an abyss of perceived shame and genuine abandonment.
            

            
            In November or December 1816, Harriet Westbrook Shelley drowned herself in the Serpentine
               in London. So isolated from family and friends had she become that her death was not
               discovered until December 10. She left a suicide note addressed to her father, her
               sister Eliza, and Percy Shelley. With the news of her death, Percy and Mary officially
               married two weeks later, on December 30. The next year Harriet’s family were forced
               to appeal to Chancery Court for custody of the Shelley children. One item of evidence
               was Percy’s poem Queen Mab, which, the family successfully argued, demonstrated Percy’s unfit moral character.
               As a result, Percy Bysshe Shelley was deprived of the custody of Ianthe and Charles
               Shelley.
            

            
            See also WOMEN.
            

            
         

         
         	SHELLEY, MARY (1797–1851)

         
         	
            The tale of Mary Shelley’s posthumous critical reputation represents perfectly the
               tale of most female Romantics’ critical reputations. Shortly after her death, whatever
               lingering associations she had with her husband’s far greater reputation faded, and
               Mary Shelley essentially became merely a name for trivia enthusiasts in that the wife
               of the great poet Percy Bysshe Shelley just happened to be the author of the extraordinarily popular potboiler novel Frankenstein. For most of the 19th and 20th centuries, that was the extent of Mary Shelley’s reputation.
               By the early 21st century, however, the reputation of Mary Shelley had improved such
               that one can easily make an argument that she is the dominant female writer of the
               Romantic movement and, indeed, that her reputation might even be equal to that of
               her husband. Certainly, Mary Shelley’s Frankenstein is the most important of all Romantic novels.
            

            
            Mary Wollstonecraft Godwin Shelley, was born on August 30, 1797, in London to Mary Wollstonecraft and William Godwin. Her mother died 11 days later from complications of childbirth. As the daughter
               of a famous political philosopher, her early life mirrors Godwin’s life after Wollstonecraft
               died. Mary was born into a household with an older stepsister, Fanny Imlay. After her father married Mary Jane Clairmont in 1801, the household also eventually included siblings Claire Clairmont and William Godwin Jr. Amanda Ellis (1968) describes Mary as a child as having “piercing gray eyes and
               auburn hair.” Her “favorite pastime was writing stories” (45). For two years of her
               early life, 1812 to 1814, the Godwins lived in Dundee, Scotland. The experience was
               formative for Mary, and her Scottish background appears frequently in her novels.
            

            
            Despite the fact that the obviously young Mary never knew her mother, her formative
               years were spent in the shadow of the controversy of Mary Wollstonecraft’s radical
               writings and notorious legacy. Fascinated, Mary Wollstonecraft Godwin obsessed over
               her mother’s works, reading them all many times. Reading them, as well as the reviews
               about them, was an emotional and personal experience for her. Her mother’s grave even
               became a place where she could connect with Mary Wollstonecraft in reading and writing.
               The books she read, which also included her father’s works, essentially became replacements
               for her actual family. Even in her romance and marriage to Percy Shelley, there can
               be seen an obsessive literariness.
            

            
            On November 11, 1813, 15-year old Mary met Percy Shelley for the first time. Shelley
               and his new wife Harriet visited the Godwins, and Harriet wrote of Mary’s close resemblance to a portrait
               of her mother that hung in the study. But the real friendship between Percy and Mary
               began in May 1814. Romance came fast, accompanied by intense sexual attachment. Together
               the couple visited the gravesite of Mary Wollstonecraft, now used by Mary for their
               trysts, and upon one such occasion Percy convinced Mary to elope with him. He was
               married and only recently Harriet had given birth to Ianthe. But Mary’s own father
               was known far and wide for his own opposition to marriage as a binding institution.
               Shortly thereafter, on July 28, Mary eloped with Percy to the Continent. She was 16
               and pregnant; he was 22. Mary’s stepsister Claire accompanied them to the continent.
               So open was Percy’s concept of marriage that he wrote back and asked Harriet to join
               them. She declined. Thus began one of the most famous romances and eventually marriage
               among all the Romantic writers and poets.
            

            
            In many ways, the story of Mary Wollstonecraft Godwin Shelley’s life with Percy from
               1814 to his death in 1822 is the typical story of women, lovers, and wives of the
               day. It is the story of one pregnancy after the other. In February 1815 she gave birth
               to a daughter, “illegitimate, premature, and sickly.” No nurse was in attendance.
               Harriet Shelley was also pregnant at the time and gave birth to Percy’s heir. Mary’s
               daughter died within a few days in February 1815. Eight weeks after the birth of her
               first child, Mary was pregnant again. At age 18 in January 1816, she gave birth to
               William. He died in 1819. At the age of 19 in September 1817, Mary gave birth to Clara,
               who would die a year later. At age 21 in November 1819, she gave birth to Percy Florence,
               her only child to survive to adulthood. Mary Shelley’s last pregnancy ended in miscarriage
               in June 1822 just before her husband’s death in a boating accident. Undoubtedly, Mary’s
               numerous pregnancies until the age of 22 were ultimately to influence her vision of
               life reflected in her greatest novel, Frankenstein.
            

            
            The year 1816 was to be the year that ultimately defined Mary Shelley beyond her being
               merely the lover and wife of a famous poet. In January she gave birth. At about the
               same time, her stepsister, Claire Clairmont, became pregnant by Lord Byron. When Byron abandoned Claire, Mary, Percy, and Claire pursued him to Switzerland.
               There, in the famous summer of 1816, Mary began writing Frankenstein, her first novel. The preface to the 1818 text and a later introduction, written
               in 1833, give the details of this extraordinary summer. In October Mary’s half-sister
               Fanny committed suicide. In December Mary had just completed chapter 4 of her novel
               when she discovered she was pregnant again. But the same month, news came from England
               that Harriet Westbrook Shelley had committed suicide by drowning herself. Quickly,
               on December 30, 1816, Mary married Percy and officially became Mary Shelley. She completed
               Frankenstein the next March and it was published in 1818.
            

            
            Thus Mary Shelley’s life as a major writer of the Romantic movement began. In 1817
               she published History of a Six Weeks Tour with Percy. Then she wrote the novel Mathilda in 1819 and the plays Proserpine and Midas in 1820.
            

            
            Percy Bysshe Shelley’s death in 1822 was not to end Mary Shelley’s importance as a
               figure in the Romantic movement. In many ways, the years after her husband’s death
               would be the years of her greatest impact upon the movement. Not only was she gaining
               renown as the author of Frankenstein as well as new novels at regular intervals, but she would in many ways become the
               one person who predominantly determined the future legacy of the English Romantic
               movement in her role as editor, critic, and historian.
            

            
            First, she of course was the editor and executor of the literary remains of Percy
               Bysshe Shelley. She published Posthumous Poems of Percy Bysshe Shelley in 1824; The Poetical Works of Percy Bysshe Shelley, in four volumes, in 1839; and Essays, Letters from Abroad, Translations and Fragments, by Percy Bysshe Shelley, in two volumes, in 1840. Through these editions, Mary Shelley’s editing influenced
               all scholarship on Percy’s work for the next century. Her copious notes gave sources,
               biographical and contextual data, as well as extensive interpretation. Besides her
               work as an editor, Shelley also was a major presence as a critic on the literary scene
               of the 1830s and 1840s. She published periodical essays and book reviews regularly
               and prolifically. Always, in her criticism, Shelley maintained the Romantic aesthetic.
            

            
            Secondly, between 1835 and 1840, she wrote a series of biographical articles under
               various titles as Lives of the Most Eminent Literary and Scientific Men. Of her biographies, John R. Holmes (1991) says, “Mary Shelley’s studies of the great
               men of Italy, Spain, Portugal, and France display a Romantic tendency to explore the
               inner workings of the subject’s mind, insofar as they can be discerned. This imaginative
               quality in her biographies makes them more compelling than others before her time;
               yet there is no lack of hard fact or logical analysis in these accounts.”
            

            
            Her last original work was Rambles in Germany and Italy, in 1840, 1842, and 1843, by Mrs. Shelley, in two volumes in 1844. Although there is a tendency to reminisce in her travel
               writing, generally she stays the course with natural description. Her section on travels
               through Italy is particularly remarkable: “When she breaks away from Italian politics
               and writes of Italian literature, Mary Shelley is at her best” (Holmes).
            

            
            In 1823 shortly after the death of Percy Bysshe Shelley, Mary Shelley had published
               her second full novel, Valperga. She began The Last Man in 1824 and published it in February 1826. After these two major novels came The Fortunes of Perkin Warbeck in 1830 and Falkner in 1837. Mary Shelley died of a brain tumor on February 1, 1851.
            

            
            See also ADONAIS, AN ELEGY ON THE DEATH OF JOHN KEATS; BIG FIVE; BRAWNE, FANNY (1800–1865); “THE CLOUD”; A DEFENCE OF POETRY; “ENGLAND IN 1819”; EPIPSYCHIDION; “HYMN TO INTELLECTUAL BEAUTY”; JANE POEMS; “JULIAN AND MADDALO”; “LINES WRITTEN AMONG THE EUGANEAN HILLS”; PREFACE TO ALASTOR; OR, THE SPIRIT IN SOLITUDE; PROMETHEUS UNBOUND; SHELLEY, HARRIET WESTBROOK (1795–1816); “A SONG: ‘MEN OF ENGLAND’”; “STANZAS WRITTEN IN DEJECTION—DECEMBER 1818, NEAR NAPLES”; “TO A SKY-LARK”; “TO NIGHT”; “TO MARY WOLLSTONECRAFT GODWIN (‘MINE EYES WERE DIM’)”; “THE TWO SPIRITS—AN ALLEGORY”; THE WITCH OF ATLAS.
            

            
         

         
         	SHELLEY, MARY WOLLSTONECRAFT GODWIN

         
         	
            See SHELLEY, MARY (1797–1851).
            

            
         

         
         	SHELLEY, PERCY BYSSHE (1792–1822)

         
         	
            With the exception of William Blake, Percy Bysshe Shelley among the English achieved the status in his time and afterward
               of the ideal Romantic poet. His was a poetry not of flesh and blood but a poetry celebrating
               an ideal realm somewhere untainted by material reality. His was a poetry inspired
               by the breath of a universal soul that comes in fits of passion uncontrollable by
               any human agency.
            

            
            Percy Bysshe Shelley was born near Horsham, Sussex, on August 4, 1792. He entered
               Eton in 1804 and continued until 1810. At school Shelley showed a natural ability
               in Latin and the sciences. At the age of 18 he published his first literary work,
               Zastrozzi, a Gothic novel.
            

            
            In the fall of 1810 he entered Oxford, where he met his lifelong friend and later
               biographer Thomas Jefferson Hogg, who shared Shelley’s increasingly radical opinions.
               That year he also published Posthumous Fragments of Margaret Nicholson and his second novel, St. Irvyne. The chief influence on Shelley was William Godwin’s Political Justice. Reading Godwin intensified Shelley’s growing belief that formal religion simply
               served the interests of the power class. As a result, at the age of 19 Shelley composed
               the pamphlet “The Necessity of Atheism” and along with Hogg distributed the pamphlet
               on campus. The result was the expulsion of both men from Oxford on March 25, 1811.
            

            
            Earlier in the year, Shelley had met Harriet Westbrook, a friend of his sister who was unhappy in her school. Feeling he should attempt
               to rescue her from such tyranny, he proposed marriage and they eloped to Edinburgh
               on August 29. The marriage was never solid, and Harriet shared little with Percy intellectually.
               While married to Harriet, Shelley met William Godwin and became a strong supporter
               of the now-obscure radical philosopher. During this time as well Shelley composed
               Queen Mab.
            

            
            While a regular member of the Godwin circle, Shelley met and befriended Godwin’s 16-year-old
               daughter Mary Wollstonecraft Godwin. On July 28, 1814, the two eloped to France with Claire Clairmont coming along and returned to England in September to face scandal. Mary returned
               pregnant, and in November Harriet gave birth to Shelley’s son Charles.
            

            
            The famous summer of 1816 found Percy Shelley and Mary Wollstonecraft Godwin at Lake Geneva, Switzerland, with
               Lord Byron, Claire Clairmont, John William Polidori, and others of what now is considered the Byron-Shelley Circle. Because of their later residence together in Italy, this group sometimes is also
               referred to as the Pisan Circle. This was the year Shelley wrote “Hymn to Intellectual Beauty” and “Mont Blanc.” Back in England, in December Harriet drowned herself. While the scandal intensified,
               Mary and Percy took advantage and became legally married on December 10.
            

            
            From this time forward in Percy Shelley’s life, the Shelleys and Byron, along with
               Claire Clairmont and such figures as Edward John Trelawny, Thomas Love Peacock, Leigh Hunt, and Edward Williams and Jane Williams formed a close association in Europe, mainly
               Italy. Byron, Percy, and Mary Shelley were writing their major works that would ultimately
               cause them to be considered three of the major writers of the Romantic movement as
               well as of English literature. Both male poets could be fickle with their women, and certainly Mary Wollstonecraft Shelley endured much from her husband.
            

            
            In the summer of 1822 when Percy Shelley was 30, the Shelleys and the Williamses moved
               to San Terenzo, on the Bay of Lerici. Percy began what was to be his last major work,
               the unfinished Triumph of Life, in June. Mary miscarried again on June 16. On July 8, Percy Shelley and Edward Shelley
               drowned when their boat, the Don Juan, capsized in the bay near Viareggio. Several days later their bodies were discovered
               washed up on the shore.
            

            
            Percy Bysshe Shelley’s life is inextricably bound up with the lives of Lord Byron,
               Mary Wollstonecraft Shelley, and to a lesser extent William Godwin. His body of work
               is substantial. Besides a number of the most famous lyric poems of the Romantic movement
               such as “Hymn to Intellectual Beauty,” “Mont Blanc,” “Ozymandias,” “Ode to the West Wind,” and “Stanzas Written in Dejection—December 1818, near Naples,” Shelley produced the major works, Queen Mab, Alastor, Julian and Maddalo, Prometheus Unbound, and Adonais.
            

            
            Some of the main qualities of Percy Shelley’s poetry include revolutionism and a vague
               wish to help the underdog; idealism in the belief that humanity can be regenerated
               through love; sheer musicality—a clear, flowing melody; self-pity—he was best at this;
               and a death wish—Shelley was quite clear in this. Additionally, Shelley’s poetry constantly
               treats the themes of despair and hope. Readers through the years have repeatedly questioned
               how to understand the personae of Shelley’s poems: Are they idealists or realists?
               Or are they somewhere between the two? Other problems for Shelley’s readers are identifying
               what factors seem to cause the despair in his poetry. And what causes the hope? The
               joy? As with the poetry of other Romantics such as Samuel Taylor Coleridge and John Keats, Shelley’s poetry relies heavily on repeated symbols such as the wind and the skylark.
               Yet their ambiguity from one context to another gives depth to the poems.
            

            
            Shelley’s reputation from his death to the present has fluctuated between extremes
               more than the reputation of any other major male English Romantic poet. During the
               later years of the 19th century, Shelley was generally given almost mystical reverence
               as an embodiment of the pure poetic ideal. But the Victorian critic Matthew Arnold
               probably began a reassessment of Shelley’s achievement by referring to him in his
               essay “Shelley” as “a beautiful and ineffectual angel, beating in the void his luminous wings in
               vain.” Later, in the 20th century, critics such as T. S. Eliot and F. R. Leavis considered
               Shelley merely a minor poet of the early 19th century. Dissertations in American universities
               on Shelley declined significantly, although few textbooks for college courses set
               Shelley’s work apart as minor. Beginning in the 1960s and 1970s, with major reevaluations
               by Earl Wasserman and Donald H. Reiman, however, Shelley regained his place as a major
               poet of his period, and today Percy Bysshe Shelley’s reputation is as great as at
               any time since the late 19th century.
            

            
            See also BIG SIX.
            

            
         

         
         	SHE STOOPS TO CONQUER; OR THE MISTAKES OF A NIGHT

         
         	
            Oliver Goldsmith’s laughing comedy was first performed on March 15, 1773, at Covent Garden Theatre in London. Tony Lumpkin cunningly directs young Marlow and his friend Hastings not
               to an inn, which they seek, but to the private residence of the Hardcastles. Believing
               Miss Hardcastle to be a barmaid, the bashful young Marlow makes love freely, in marked
               contrast to his behavior when she is in her real character. The long-winded, hospitable
               Squire Hardcastle, his “genteel” wife, and the kind-hearted Sir Charles Marlow are
               the other dramatis personae.
            

            
            See also “AN ESSAY ON THE THEATER; OR, A COMPARISON BETWEEN LAUGHING AND SENTIMENTAL COMEDY”.
            

            
         

         
         	“SHE WALKS IN BEAUTY”

         
         	
            The opening poem of Lord Byron’s Hebrew Melodies, published in 1815, is perhaps Byron’s most famous lyric poem. His central comparison
               in the poem is of the beauty of the young woman to the beauty of the night as described
               through her dress. But the poet implies more than that with the simile. He beauty
               is subtle and it is “mellowed,” unlike the “gaudy” appearance of the day. But other
               elements of her physical appearance reinforce the original comparison: “all that’s
               best of dark and bright / Meets in her aspect and her eyes.” Her grace is expressed
               in “every raven tress” and it “lightens o’er her face,” another contrast between light
               and darkness. Byron continues, going on to describe the woman’s physical beauty as
               a reflection of her inward beauty: “A mind at peace with all below, / A heart whose
               love is innocent.”
            

            
            In his letters, Byron writes that on June 11, 1814, he attended a party in which he
               saw Anne Horton Wilmot, the wife of his cousin, dressed in mourning with dark spangles
               on her dress. Her beauty inspired “She Walks in Beauty.”
            

            
         

         
         	A SICILIAN ROMANCE

         
         	
            Ann Radcliffe’s second novel, published in 1790, continues Radcliffe’s progress in inventing the
               mature novel of terror. Moving the settings to more exotic locations in Europe, usually
               the sublime landscapes of the Alps and Pyrenees, she wrote four more novels within
               10 years. A Sicilian Romance involves chase-and-pursuit scenes, large decrepit castles with glowing spirits gliding
               about in the dark, abandoned passageways, and a family member imprisoned many years
               in an abandoned part of the castle. It has a beautiful, orphaned heiress, a dashing
               hero, and a dissolute, aristocratic villain, and these are combined by Radcliffe into
               a tale of suspense where danger lurks behind every secret trap-door.
            

            
            A Sicilian Romance is set in Sicily and depicts wild nature in its sublime landscape and setting. The
               heroine, Julia, is thwarted in her love for the kind-hearted, noble, and gentle Hippolitus
               and faces the horror of a forced marriage to the evil Duke de Luovo. Her horrors,
               true to the Gothic tradition, center on the supposed death of her lover, the treachery
               of her father, and the terror of the haunted castle she was raised in. Such psychological
               trauma allows Radcliffe in the end to discover rational explanations for all the seemingly
               irrational and supernatural horrors that Julia encounters.
            

            
         

         
         	SIEYÈS, ABBE (1748–1836)

         
         	
            Sieyès was an anti-religious abbe whose full name was Abbe Emmanuel Joseph Sieyès.
               Lord Acton called him “the first political intellect of his age.” His major work was
               What Is the Third Estate? Sieyès favored indirect elections with a supreme court composed not of judges but
               of veteran politicians. The general will of the people had to be influenced. Sieyès’s
               thought had a major influence on the radicals of the Romantic era and especially upon
               the revolutionaries of the French Revolution.
            

            
         

         
         	SILAS TOMKIN COMBERBACHE

         
         	
            No doubt one of the most familiar episodes in Samuel Taylor Coleridge’s short career, usually treated by biographers with humor, was Coleridge’s enlistment
               in December 1793 in the 15th Light Dragoons under the name of Silas Tomkin Comberbache.
               Coleridge’s military career proved short and unsuccessful. He was discharged in April
               1794 and returned to Cambridge.
            

            
         

         
         	“THE SILESIAN WEAVERS”

         
         	
            Perhaps Heinrich Heine’s most familiar political poem. In June 1844, weavers of Silesia in their desperation
               revolted against a mill owner. The Prussian militia crushed the revolt. Heine wrote
               this poem in a white heat and published it out of the country. The poem’s incantatory
               rhythms helped make it immediately popular as a workers’ anthem. Heine sets an angry
               tone from the first as the weavers “clench their teeth and sit and weave.” They pronounce
               a three-fold curse: on the God to which they had prayed, on the King who was king
               only of the rich, and “on our false Fatherland / With shame and crime on every hand.”
               Each stanza ends with a pounding refrain: “We’re weaving, we’re weaving.” The weavers
               despair of any solace, of any aid from anyone. The poem ends by repeating the curse
               and adding one more ominous promise: “We say our three-fold curse aloud / And weave
               it in Old Germany’s shroud— / We’re weaving, we’re weaving” (Ferber 2005: 150–51).
            

            
            Michael Ferber points out that “The Silesian Weavers” echoes the imagery of other
               Romantic poems from the past: Thomas Gray’s “The Bard” (“Weave the warp, and weave the woof, / The winding sheet of Edward’s
               race”) and William Blake’s “Auguries of Innocence” (“The harlot’s cry from street to street / Shall weave
               Old England’s winding sheet”; Ferber 2005: 150).
            

            
         

         
         	“SIMON LEE, THE OLD HUNTSMAN”

         
         	
            See LYRICAL BALLADS.
            

            
         

         
         	“SIR WALTER SCOTT”

         
         	
            William Hazlitt, in this chapter from The Spirit of the Age, gives high praise to the Scottish poet and novelist, and he returns to Scott in
               his chapter on Lord Byron for much more commentary on Scott. In a famous assessment of Scott, whom he admires
               greatly, Hazlitt claims that Scott is a greater antiquarian than he is a novelist
               or poet.
            

            
            
               His is a mind brooding over antiquity—scorning “the present ignorant time.” He is
                  “laudator temporis acti”—a “prophesier of things past.” The old world is to him a crowded map; the new one a dull, hateful
                  blank. He dotes on all well-authenticated superstitions; he shudders at the shadow
                  of innovation. His retentiveness of memory, his accumulated weight of interested prejudice
                  or romantic association have overlaid his other faculties. The cells of his memory
                  are vast, various, full even to bursting with life and motion; his speculative understanding
                  is empty, flaccid, poor, and dead. His mind receives and treasures up every thing
                  brought to it by tradition or custom—it does not project itself beyond this into the
                  world unknown, but mechanically shrinks back as from the edge of a precipice.
               

               
            

            Hazlitt also begins the tradition of judging Scott’s poetry as inferior to his novels.
               In comparing The Lady of the Lake with The Heart of Midlothian, Hazlitt says, “For which of his poetical heroines would the reader break a lance
               so soon as for Jeanie Deans? What Lady of the Lake can compare with the beautiful Rebecca?”
            

            
         

         
         	THE SKETCH BOOK OF GEOFFREY CRAYON, GENT

         
         	
            Washington Irving published his Sketch Book in New York beginning in 1819. The various editions published in Irving’s time varied
               from consisting of seven sketches to thirty-six sketches. All but two were written
               by Irving while he was in England. The book as finally established, begins with a
               preface titled “The Author’s Account of Himself.” Among the sketches are “Rip Van Winkle,” “The Legend of Sleepy Hollow,” and “English Writers in America.” The book was revolutionary at the time and helped Irving develop an international
               reputation.
            

            
         

         
         	SKETCHES OF EIGHTEENTH CENTURY AMERICA

         
         	
            See CRÈVECOEUR, J. HECTOR ST. JOHN DE (1735–1813).
            

            
         

         
         	SKETCHES OF SOCIETY AND MANNERS IN PORTUGAL

         
         	
            Mary Wollstonecraft reviewed this book, written by Arthur William Costigan, a pseudonym for James Ferriar,
               for the Analytical Review in August 1788. She also refers to it in A Vindication of the Rights of Woman, chapter 5. “It tells the story of the feuding between two Portuguese cousins, rivals
               in love. One, an infantry officer, shoots the other when he encounters him traveling
               with his sister.” Once this is done, “he asked a thousand pardons of the lady for
               having so incommoded her, and begged to know whither she wished to be conducted.”
               Wollstonecraft commends the book for those “who wish to observe the effect a religion
               the most absurd, and a government the most arbitrary, would have in modifying the
               human passions” (Lynch, Deidre Shauna 2009: 105).
            

            
            See also JOHNSON, JOSEPH (1738–1809).
            

            
         

         
         	“SLEEP AND POETRY”

         
         	
            John Keats wrote this, one of his earliest poems, late in the autumn of 1816 and published it
               in Poems (1817). The lengthy poem has traditionally been considered a manifesto of the later
               English Romantic movement in its appeal “for a fresh inartificial view of nature in
               contrast with the uninspired formalism of the eighteenth century” (Thorpe 1935: 59).
            

            
         

         
         	“THE SLEEPER”

         
         	
            Edgar Allan Poe published “The Sleeper” in Poems in 1831. In common with Romantic poets such as James Thomson and Samuel Taylor Coleridge, Poe here is indulging in midnight rumination. An “opiate vapor, dewy, dim” shrouds
               the speaker in his reverie as he casts his mind into the realms of another dimension.
               He sees a lady, his own sweet Irene, in the window soaking up the vapor of the moon
               in June: “O, lady bright! can it be right— / This window open to the night?” But behold,
               to the surprise of the reader, the lady is beyond the effects of the harmful moon
               rays for in reality she is dead upon a bier.
            

            
            
               The bodiless airs, a wizard rout,

               
               Flit through thy chamber in and out,

               
               And wave the curtain canopy

               
               So fitfully—so fearfully—

               
               Above the closed and fringéd lid

               
               ’Neath which thy slumb’ring soul lies hid.

               
            

            The speaker then describes her death as sleep and attributes to the room the feelings
               of his heart: “This chamber changed for one more holy, / This bed for one more melancholy.”
               Poe then startles the reader with the reality of death by his thoughts on material
               life’s fate: “My love, she sleeps! Oh, may her sleep / As it is lasting, so be deep!
               / Soft may the worms about her creep!” This poem is one of the most atmospheric of
               all Poe’s works—rivaled only by “Ulalume”—in its careful building up of a mystic aura of reverence.
            

            
         

         
         	SMITH, ADAM (1723–1790)

         
         	
            Adam Smith’s influence on world economic systems since the Romantic era cannot be
               overstated. Whether his influence has been for good or for ill, though, has been much
               disputed. While unquestionably his promotion of extreme forms of capitalist economics
               conflicted with most of the Romantics’ revolutionary politics, Smith, a giant of his
               time, was clearly part of the spirit of the age.
            

            
            Adam Smith was a lecturer in moral philosophy at the University of Glasgow. While
               there he wrote The Theory of Moral Sentiments (1759). At another point in his life he went to France as a tutor to the Duke of
               Buccleuch, and while there he wrote The Wealth of Nations, his most famous work.
            

            
            Smith believed in the typical Enlightenment idea of a natural order of history. He
               espoused in The Wealth of Nations the law of supply and demand. As for his view of the enterprise system, he opposed
               the use of accumulated capital for charitable purposes or for pretentious luxury.
               He had a theory on the effect of population on the economy: “The liberal reward of
               labour, therefore, as it is the effect of increasing wealth, so it is the cause of
               increasing population. To complain of it is to lament over the necessary effect and
               cause of the greatest public prosperity.” Smith was strongly opposed to monopolies
               and favored government intervention to prevent them. As for his political thought,
               he had little use for the politician or statesman; he felt the desirability of public
               education; and he believed in a minimum of government control. Not all people will
               be prosperous. There will always be the poor. And happiness is not a legitimate fruit
               of prosperity.
            

            
         

         
         	SMITH, CHARLOTTE (1749–1806)

         
         	
            Charlotte Smith was an early Romantic whose popular work played a major role in the
               origins of the English Romantic movement. No doubt she was instrumental in reviving
               the sonnet as a Romantic art form. William Wordsworth and Samuel Taylor Coleridge admired her poetry greatly before they made their reputations, and they even sent
               her their poetry for her opinion.
            

            
            Smith was born Charlotte Turner at King Street, St. James’s Square, London, on May
               4, 1749, to a family of moderate wealth. Her early years were spent in comfort at
               her family’s estate in Surrey, Bignor Park. But at 15 her father hastily married her
               off for personal gain to Benjamin Smith, an abusive, dissolute West India merchant,
               slave owner, and director of the East India Company.
            

            
            Most of Smith’s life as a young mother was spent in serial pregnancies and nonstop
               child raising. She bore her husband a dozen children, three of whom died at birth.
               The other part of her life was spent in perpetual legal entanglements. Her husband’s
               financial recklessness and physical abusiveness finally provoked Smith in 1787 to
               seek a legal separation. But she had already been caught up in an 11-year-long legal
               battle for her children’s inheritance from their paternal grandfather. Her father-in-law
               died in 1776 but left behind a thorny and convoluted will that undermined its expressed
               intentions in a quagmire of codicils, thereby providing greedy lawyers with a document
               they could wrangle over for decades. In fact, the suit was contested in Chancery Court
               from 1776 until after the deaths of most of the beneficiaries, including Smith herself,
               in 1813, over which time legal fees had greatly reduced what had been a considerable
               legacy. The legal embroilment was so famous and notorious that it was one of the models
               for Charles Dickens’s novel of Chancery Court, Bleak House.
            

            
            As a result of all these hardships, Charlotte Smith was herself forced to provide
               for her children. To do so she turned to writing. Her first book, Elegiac Sonnets, and Other Essays by Charlotte Smith of Bignor Park, Sussex, was published in 1784. The book went through nine editions with each one expanded
               and revised continuously over the next 16 years.
            

            
            Smith also wrote novels, and with her fiction she was able to develop her radical
               political ideas. Her first novel was Emmeline, published in 1788, followed by Desmond in 1792, The Old Manor House in 1793, The Banished Man in 1794, and The Young Philosopher in 1798. As the news arrived daily in London from the French Revolution, Charlotte
               Smith was advocating radical political views through her popular novels and poetry
               at the same time as William Godwin, Thomas Paine, and Mary Wollstonecraft. Also, in 1793, Smith published an inflammatory 900-line poem, The Emigrants, a poem that showed her public the suffering endured by refugees to England from
               France. Smith connects their plight to that which she had endured as an abused spouse
               and as a woman who had discovered the emptiness of England’s “boast / Of equal law.”
               This was a revolutionary decade for England before its relapse into reactionary politics
               following its war with France in the next decade.
            

            
            After the decade of radicalism when Smith, Godwin, and the other radicals found themselves
               quickly marginalized for their now unpopular views, she published in 1807 her greatest
               single work, her long poem Beachy Head. This poem, utterly neglected for the 100 or so years of Charlotte Smith’s disappearance
               from the canon, today is regarded as one of the masterpieces of English Romanticism.
               “On 28 October 1806, suffering from the arthritis and neuritis that had afflicted
               her since at least 1792, she died at Tilford at the age of 57. Her estranged husband,
               who had assumed an alias to evade his wife’s inquiries, had died in February in debtors’
               prison in Scotland” (Napier 1985).
            

            
            See also BIG FIVE; BLAKE, WILLIAM (1757–1827); HAYLEY, WILLIAM (1745–1820); THE UNSEX’D FEMALES.
            

            
         

         
         	“THE SNOW-STORM”

         
         	
            Ralph Waldo Emerson first published this poem in 1841 in the Dial. The poem makes a case for nature’s beauty and creativity as far superior to human
               created beauty. Humanity is laborious and imitative; nature spontaneously creates original beauty, “wild work / So fanciful, so savage, nought
               cares he [the north wind] / For number or proportion.” In the first section a snowstorm
               arrives announced as if it were a royal procession entering the town with the king
               and his train of followers. The second section describes the scene after the wintry
               blast is over and all is covered by snow, creating new, original shapes, forms, and
               images impossible for humanity to replicate: “the mad wind’s night-work, / The frolic
               architecture of the snow.”
            

            
         

         
         	THE SOCIAL CONTRACT

         
         	
            Jean-Jacques Rousseau published The Social Contract; or, Principles of Political Right in 1762, the same year he published Émile; or, On Education. Both books were banned in France and in Geneva, his home, because of their criticism
               of religion. Subsequently, Rousseau lived in self-exile from Geneva and under the
               patronage and protection of others for the remainder of his life.
            

            
            The Social Contract has had an immeasurable influence on Western political thought since the 18th century
               and can without overstating the case be seen as having been a prime mover in the substantial
               paradigm shift that was Romanticism. Rousseau’s book begins with one of the most famous
               opening lines of any book in history: “Man is born free, and everywhere he is in chains.”
               The social order and all its limitations and constraints have developed from conditions
               never a part of nature. The primary social structure, the family unit, remains strong as a result of self-preservation
               which binds children to the father. Once the children become independent, their loyalty
               to their father and family no longer is a matter of self-preservation but a matter
               of choice and conventional expectation. Likewise with governments, both ruler and
               the people concede their freedom only to the extent it benefits them. Thus begins
               Rousseau’s well-known argument.
            

            
            Rousseau with this work, Émile, and The Confessions can be said to have played a fundamental role in the origins of Romanticism. These
               works represent the revolutionary thinking that motivated late 18th-century thinkers
               concerning alternatives to the centuries-old traditional forms of government, childhood
               education, and subjective, self-centered discourse. Already in the mid-17th century,
               with England’s civil war and the establishment of a commonwealth, questions were being
               raised concerning how monarchy was to rule and be accepted by the people. Rousseau
               with The Social Contract at least produced an intellectual atmosphere in which the principles of democracy
               became an acceptable topic for conversation in the fashionable salons frequented by
               open-minded intellectuals of the day.
            

            
         

         
         	“THE SOLITARY REAPER”

         
         	
            Published in 1807, this poem is one of the few early poems William Wordsworth wrote not based on personal experience. Wordsworth writes in his note to the poem
               that he took the image from a passage in Thomas Wilkinson’s Tours of the British Mountains, which he saw in manuscript long before its publication in 1824. Nevertheless it
               is one of Wordsworth’s most popular poems. Most commentators at some point refer to
               similarities in the poem to images of Ruth in the Old Testament. Unlike the poems
               of Lyrical Ballads, this poem uses very heightened language. The whole mystery of human experience is
               touched upon. The literal gives way by stanza 2 as the physical geography of the poem
               is expanded by the imagination. Then the imagination extends beyond the literal in
               stanza 3 as the poet asks, “Will no one tell me what she sings?” Then the poet speculates
               that “perhaps” she sings of “old, unhappy, far-off things.” Or perhaps she sings of
               “Some natural sorrow, loss, or pain, / That has been, and may be again.”
            

            
         

         
         	SOLITUDE: CHAPTER 5 OF WALDEN

         
         	
            Henry David Thoreau opens his fifth chapter of Walden with the kind of pure natural description that makes up much of the book and is characteristic
               of his other great works of nature such as Maine Woods; A Week on the Concord and Merrimack Rivers; and Walking. But Thoreau is much more than a nature writer, a naturalist. Above all he is a Transcendentalist, so that in all natural fact he will locate the eternal essence, the truth about
               life and nature, in the sense Ralph Waldo Emerson insisted on in the essay that inspired Walden, Nature. In solitude, Thoreau discovers in seeming idleness and loneliness true communion
               with nature and the god of nature. Salvation of body and soul derive from the true
               sources of life all around us. Thus Thoreau accepts the Romantic notion that the Transcendental
               self is the source of truth rather than any outside agency: “I have a great deal of
               company in my house; especially in the morning, when nobody calls.”
            

            
            But when Thoreau speaks of solitude in nature, he speaks not merely of solitude in
               the woods. He speaks of nature as all that is not himself individually. And solitude
               does not merely mean being alone: “A man thinking or working is always alone, let
               him be where he will. Solitude is not measured by the miles of space that intervene
               between a man and his fellows. The really diligent student in one of the crowded hives
               of Cambridge College is as solitary as a dervish in the desert.”
            

            
         

         
         	“SOME INSTANCES OF THE FOLLY WHICH THE IGNORANCE OF WOMEN GENERATES; WITH CONCLUDING
            REFLECTIONS ON THE MORAL IMPROVEMENT THAT A REVOLUTION IN FEMALE MANNERS MIGHT NATURALLY
            BE EXPECTED TO PRODUCE”
         

         
         	“SOME INSTANCES OF THE FOLLY”

         
         	
            This is the title of chapter 13, the concluding chapter of Mary Wollstonecraft’s A Vindication of the Rights of Woman. Wollstonecraft thus brings to an end her long treatise advocating equality of rights,
               education, and marital determination of women with men. She states, “From the tyranny
               of man, I firmly believe, the greater number of female follies proceed; and the cunning,
               which I allow makes at present a part of their character, I likewise have repeatedly
               endeavoured to prove, is produced by oppression.” Then she restates her remedy for
               women: “Let woman share the rights and she will emulate the virtues of man; for she
               must grow more perfect when emancipated, or justify the authority that chains such
               a weak being to her duty.”
            

            
         

         
         	SONG FROM AL AARAAF

         
         	
            Edgar Allan Poe wrote an allegorical poem of 442 lines titled Al Aaraaf and based upon an idea from the Koran, publishing it in Al Aaraaf, Tamerlane, and Minor Poems in 1829. In the song, Nesace, the presiding spirit of Al Aaraaf, wakes the attendant
               spirits, one of whom is Ligeia. The singer Nesace stands for the spirit of ideal or
               intellectual beauty. Ligeia, whom she addresses, personifies the spirit of learning.
               Nesace presides over the realm of Al Aaraaf, a land of spirits who delight in love
               and wine and melancholy and who will be annihilated. It is a kind of limbo without
               punishment but also without heavenly bliss. She has been defeated by the inhabitants
               of Al Aaraaf and is now in exile. The theme of nature runs throughout. Ligeia represents the harmony of nature. Imitation of nature and
               hence the ideal is represented thus: “The sound of the rain / Which leaps down to
               the flower, / And dances again / In the rhythm of the shower— / The murmur that springs
               / From the growing of grass / Are the music of things— / But are modell’d, alas!”
            

            
         

         
         	“A SONG: ‘MEN OF ENGLAND’”

         
         	
            First published by Mary Shelley in The Poetical Works of Percy Bysshe Shelley in 1839, Percy Bysshe Shelley’s poem is a call to proletariat revolution and for the “men of England” to rise up
               against the parasitic aristocrats who are their masters, to form a boycott and seize
               the profits of their own labor. The first five stanzas list abuses, the sixth stanza
               calls for reform, and the seventh and eighth stanzas call ironically for withdrawal
               to submission and death. The tone is bitter and the aim is not just toward the overlords
               of the industrial revolution (“stingless drones”) but toward the workers themselves—the
               “Bees of England.”
            

            
            This poem was written at a time of volatile unrest in England at the end of the Napoleonic
               Wars as throngs of returning troops swelled the ranks of already unemployed workers
               at home during a severe economic depression. “Men of England” has become the hymn
               of the British labor movement.
            

            
            See also “ENGLAND IN 1819”.
            

            
         

         
         	THE SONG OF LOS

         
         	
            See BLAKE, WILLIAM (1757–1827); EUROPE: A PROPHECY.
            

            
         

         
         	THE SONGS OF INNOCENCE AND OF EXPERIENCE

         
         	
            William Blake etched and engraved his first full illuminated book (The Songs of Innocence) in 1789. Then in 1794 he combined it with The Songs of Experience, giving both the title The Songs of Innocence and of Experience: Showing the Two Contrary States of the Human
                  Soul. Together these books, though independent, play back and forth with contraries and
               with companion poems. The Songs of Innocence and of Experience contain Blake’s most well known and most anthologized poems and engraved illustrations.
            

            
            The Songs of Innocence contains songs all told through the differing voices of speakers naïve in the ways
               of the world. Usually these are children’s voices or voices of simple-minded adults.
               But of course, the simplicity is, ironically, usually more profound in wisdom than
               the bitter invectives of The Songs of Experience. A poem titled “Introduction” opens the volume in the manner of classical poets by
               calling upon a muse. A number of the poems of innocence have contraries in The Songs of Experience. Thus “The Lamb” is usually read together with “The Tyger,” and the poems titled “Holy Thursday” and “The Chimney Sweeper,” are inevitably
               read as companion poems.
            

            
            The Songs of Experience similarly opens with an introduction, “Hear the voice of the Bard!” that sets a jarringly
               bitter tone in contrast to the poem introducing The Songs of Innocence. Other poems of note in The Songs of Experience include “Earth’s Answer,” a response to the voice of the bard. Here Earth is seen
               as a symbol of fallen humanity as Blake develops a theme of free love.
            

            
         

         
         	“SONNET—SILENCE”

         
         	
            Because of the rhyme scheme, this sonnet by Edgar Allan Poe is not an ordinary Shakespearean sonnet. Silence here is the symbol of death. There
               are two kinds of death:
            

            
            
               He is the corporate Silence: dread him not!

               
               No power hath he of evil in himself;

               
               But should some urgent fate (untimely lot!)

               
               Bring thee to meet his shadow (nameless elf,

               
               That haunteth the lone regions where hath trod

               
               No foot of man,) commend thyself to God!

               
            

            The “corporate silence” is physical death perceived by the five senses. The “shadow”
               is the death that rules the other world.
            

            
         

         
         	“SONNET TO BYRON”

         
         	
            One of John Keats’s earliest poems, this sonnet was written in December 1814 and published posthumously
               by Lord Houghton in 1848. It was perhaps Keats’s first attempt to write a sonnet,
               here a Petrarchan sonnet in which the octave and the sestet are less distinct from
               each other than usually thought proper. Keats shows his admiration for Lord Byron as “the very rapture of divining sympathy,” according to Amy Lowell. “His touch was
               both wound and healing, one intimate connection joining soul with brother soul.” The
               octave with its description of moonlight on a cloudy night is probably the most memorable
               feature of the poem.
            

            
         

         
         	“SONNET—TO MY MOTHER”

         
         	
            See CLEMM, MARIA POE (1790–1871); POE, EDGAR ALLAN (1809–1849).
            

            
         

         
         	“SONNET—TO SCIENCE”

         
         	
            This poem served as the introduction to Edgar Allan Poe’s long poem Al Aaraaf, published in 1829 in Al Aaraaf, Tamerlane, and Minor Poems. Poe was 14 when he wrote it. In this Shakespearean sonnet, Poe expresses his romantic
               preference for dreams and the imagination rather than for what is usually referred
               to as reality. The scientific mood is not in sympathy with the poetic mood. By science Poe means metaphysics or, possibly, philosophy in general.
            

            
            See also SONG FROM AL AARAAF.
            

            
         

         
         	THE SORROWS OF YOUNG WERTHER

         
         	
            Years after the publication of this his first novel in 1774, Johann Wolfgang von Goethe, recalling the mood in which he wrote The Sorrows of Young Werther, “confessed to a feeling of surprise that so young a man should have achieved so
               explosive and radical” a fame (Lange 1949: v). Goethe was only 24 when he published
               the novel. His only previous work had been his play Goëtz von Berlichingen.

            
            Werther was immediately translated into English, French, and other languages. It initiated
               a popular culture craze of “Wertherian romances.” Across Europe, England, Russia,
               and the United States young men developed a style of dress they imagined Werther would
               have worn. They sighed and swooned in ways once considered unmanly and effeminate.
               Young women read the novel and dreamed of a lover as sensitive and loyal as young
               Werther. And to the horror of the older generation, numerous suicides were blamed
               on the novel’s corrupting influence. Some even described the phenomenon sweeping Europe
               as “Werther-fever.” “In 1784 a young English lady committed suicide and a copy of
               a translation of Werther was found under her pillow. In the announcement of her death
               this circumstance was particularly emphasized ‘in order, if possible, to defeat the
               evil tendencies of that pernicious work’” (Lange x). Napoleon kept a copy with him throughout his travels and even insisted on visiting Goethe
               in 1808 to talk about the novel.
            

            
            The story is related as a series of letters from young Werther to his friend Wilhelm.
               Werther is a sensitive young intellectual who only recently has left home for the
               first time in order to forget his past woes. In the town of Walheim he meets Charlotte
               for the first time at a country dance. She is all Werther could possibly dream about
               in a soul mate. But she is betrothed to a young government bureaucrat named Albert.
               Werther cannot help himself. His passion for Charlotte is uncontrollable. She is kind
               to him but only as a friend with no intention of forsaking Albert. Together they share
               the tenderest of moments, full of sentiment and sweetness. Werther even becomes close
               friends with Albert as well. Eventually Charlotte and Albert marry while Werther is
               absent in his new duties as a diplomat. Upon hearing of the marriage, he is distraught.
               Eventually he sends Charlotte a note to be found only after his suicide. For him the
               choice is either Charlotte or death.
            

            
            See also STURM UND DRANG.
            

            
         

         
         	SOUTHEY, ROBERT (1774–1843)

         
         	
            Born on August 12, 1774, in Bristol, England, Robert Southey was one of the hardiest
               of English poet laureates. He held the post for the last 30 years of his life, from
               1913 to 1843. During that time he also held a firm grip on the attention of the English
               reading public. His reputation as one of the preeminent Romantic poets and writers
               remained steady during the Victorian age, but the 20th century essentially erased
               Southey’s name from literary history except as a footnote to accounts of William Wordsworth and Samuel Taylor Coleridge. As literary historians at the turn of the 21st century are reassessing all things
               Romantic, Robert Southey’s poetry and especially his prose is again being read and
               receiving critical attention.
            

            
            Southey was the son of a Bristol linen draper. At the age of three he was surrendered
               to the care of a maternal aunt, Elizabeth Tyler, who lived in Bath. He attended Westminster,
               from which he was expelled for writing an article about flogging for the school paper.
               Another sympathetic relative, the Reverend Herbert Hill, sent him on to Oxford, where
               after Christ Church rejected him because of the Westminster incident, he was accepted
               at Balliol in November 1792.
            

            
            At Oxford, according to Southey, his chief interests turned out to be boating and
               swimming; he did, however, early on espouse the cause of the French Revolution. It
               was also at Oxford that he met Coleridge, who promptly converted him to Unitarianism
               and Pantisocracy. The youths jointly sponsored an idealistic scheme to establish a perfect community
               in the United States on the banks of the Susquehanna River in Pennsylvania, a venture
               that died stillborn for lack of funds. Also, Southey’s Aunt Elizabeth, learning of
               the utopian project, promptly dismissed him from her house and her affections.
            

            
            In 1793 Southey met the Fricker sisters, Sarah, Edith, and Mary. The sisters were
               always very close. On November 14, 1795, Southey secretly married Edith Fricker. Later
               he pressured Coleridge to marry Sarah, which Coleridge did with unfortunate results.
               Mary Fricker married Southey’s and Coleridge’s mutual friend Robert Lovell. According
               to Ernest Bernhardt-Kabisch (1977), “Edith Southey never shared her husband’s imaginative
               and intellectual life—Coleridge later remarked that Southey’s true wife was his library—but
               she was a devoted helpmate and mother for more than forty years, until her mind failed
               and she died in 1837.”
            

            
            After various temporary employments, Southey settled at Keswick in 1803, where his
               family shared a double house with the Coleridges. Here he devoted himself completely
               to literature, forming a connection with the Quarterly Review and turning out a steady stream of books, poems, and articles. Of these, comparatively
               few are read today, and those that still receive attention are mostly his shorter
               poems, such as “The Battle of Blenheim” and “The Inchcape Rock.” The 20th century
               dismissed out of hand Southey’s many ambitious epic poems, his chief stock in trade,
               even though Thalaba the Destroyer, Madoc, and the Curse of Kehama achieved considerable contemporary success. Trivia fans also have long noted that
               Southey was the original author of the popular children’s story “The Story of the
               Three Bears.”
            

            
            Efforts began in the late 20th century, notably by Marilyn Butler, Christopher Smith,
               and Lynda Pratt, to reinstate Robert Southey to the canon, but postmodern criticism
               prefers the author’s prose to his poetry, particularly his Life of Nelson and Life of Wesley.
            

            
            Although the poet laureateship in 1813 brought added recognition to Southey, its effect
               was offset by a series of family tragedies. The deaths of his much-loved son and daughter
               were followed by an additional blow, the loss of his wife’s sanity and then her death.
               Two years later Southey married Caroline Bowles, a novelist and poet. Robert Southey
               died of a stroke four years later on March 21, 1843, in Keswick; his mental faculties
               had been gradually failing, and contemporary accounts say that he died of “brain fever.”
               Wordsworth, who succeeded Southey to the poet laureateship, attended his funeral,
               and memorials were placed in Westminster Abbey and Bristol Cathedral. He is buried
               in Crosthwaite Churchyard, Keswick, alongside Edith Fricker Southey and three of his
               children.
            

            
            Kenneth Curry has been the preeminent Southey scholar with his biography, edition
               of Southey’s letters, and a massive bibliographical reference guide. The definitive
               biography is Mark Storey’s Robert Southey: A Life (1997).
            

            
            See also ALL FOR LOVE; OR, A SINNER WELL SAVED; RODERICK, THE LAST OF THE GOTHS; A VISION OF JUDGMENT; THE VISION OF JUDGMENT.
            

            
         

         
         	“SO WE’LL GO NO MORE A-ROVING”

         
         	
            Lord Byron wrote a letter to Thomas Moore from Venice on February 28, 1817, during the Carnival season, saying, “At present,
               I am on the invalid regimen myself. The Carnival—that is the latter part of it—and
               sitting up late o’ nights, had knocked me up a little.” He goes on to say that “though
               I did not dissipate much on the whole, yet I find ‘the sword wearing out the scabbard,’
               though I have but just the corner of twenty-nine.” A result was one of his most famous
               lyric poems. The three quatrains make up a traditional lament on the passing of one’s
               youthful strength and stamina. The sword, representing male potency, outwears the
               sheath, or sexual stamina. Every line in the poem has three strongly stressed syllables,
               except the very last: this line is made up of two anapests and thus has only two stresses.
               So a common interpretation is that as the body is broken by time, so the rhythm of
               the poem is broken in the last line.
            

            
         

         
         	THE SPIRIT OF THE AGE

         
         	
            Soon after he returned to England from the Continent and his ill-fated, short marriage
               to Isabella Bridgewater, in April 1825 William Hazlitt published The Spirit of the Age, his major long work, and one that shows the great prose stylist to be the preeminent
               chronicler and critic of his age. In this work Hazlitt examines in detail what precisely
               is the essence of the English Romantic Age. The book consists of 19 chapters each
               devoted to a critical assessment and personal portrait of a major figure, or occasionally
               of two similar figures, from the first 25 years of the 19th century. The chapter titles
               are “Jeremy Bentham”; “William Godwin”; “Mr. Coleridge”; “Rev. Mr. Irving”; “The Late Mr. Horne Tooke”; “Sir Walter Scott”; “Lord Byron”; “Mr. Southey”; “Mr. Wordsworth”; “Sir James Macintosh”; “Mr. Malthus”; “Mr. Gifford”; “Mr. Jeffrey”; “Mr. Brougham—Sir F. Burdette”; “Lord Eldon—Mr. Wilberforce”; “Mr. Corbett”; “Mr.
               Campbell—Mr. Crabbe”; “Mr. T. Moore—Mr. Leigh Hunt”; and “Elia—Geoffrey Crayon.”
            

            
            Among these figures are many that would not be considered part of the Romantic movement,
               such as Jeremy Bentham and Thomas Malthus. Yet in The Spirit of the Age, all represent the diversity of the period. Much effort has been spent among scholars
               of Romanticism attempting to trace unifying principles among the diverse writers of
               the period, often with the conclusion that there was little unity at all among personalities
               of the era and hence nothing really that points to a movement or a definable historic
               moment. Hazlitt, who knew his times and the major personalities of his time in England
               as well as any other person of his generation, in The Spirit of the Age claims his era to be unique, to be special in the intellectual history of the world.
            

            
         

         
         	THE SPLEEN; OR, ISLINGTON SPA

         
         	
            George Colman the Elder first produced this two-act farce at Covent Garden Theatre in London on February 24, 1776. David Garrick wrote the prologue in which he announced his retirement from the theater. The play
               depends on deception for its resolution, but unlike The Oxonian in Town, the deception is not the primary moving force behind the plot. The farce involves
               Merton, who has just returned from the war and secretly married Eliza, his friend
               Jack Rubrick’s sister. Rubrick tells him, however, that his father intends to marry
               her to D’Oyley, an old hypochondriac. At Rubrick’s house his family prepares to visit
               the new Islington Spa as a bill from Rubrick arrives. Like Mask, Rubrick has spent
               a fortune on pleasure. Meanwhile Aspin comes to visit Old Rubrick, a very busy man
               with two residences and two professions, bookseller and apothecary. Then Jack Rubrick,
               Merton, Eliza, Laetitia, and Aspin get together to find ways to stop D’Oyley’s proposed
               marriage and to cure him of his hypochondria. So Laetitia visits the old man disguised
               as Dr. Anodyne, a new doctor with the most recent training, and prescribes entirely
               different remedies for him than other doctors have prescribed. Then Aspin enters to
               expose a scandal involving Dr. Anodyne, who supposedly has shared Eliza’s bed. D’Oyley
               repudiates Eliza. Laetitia reveals herself; Eliza and Merton reveal their marriage.
               All are reconciled, and D’Oyley is cured of his hypochondria and of marriage.
            

            
            The primary deception, of course, is Laetitia’s disguise as Dr. Anodyne. This pivotal
               scene is quite funny, its humor being based upon a contrast in expectations. D’Oyley
               has spent a fortune on medical advice and surely considers it worthwhile. In comes
               the new doctor and controverts every detail of D’Oyley’s regimen. Whereas he had been
               abstaining from wine and pickles, Dr. Anodyne urges him to partake of both. His meat,
               which had been cooked well done, must now be cooked very rare. Milk and bread, staples
               of his old diet, must now be avoided. To it all D’Oyley faithfully adheres: “Mercy
               on me! I shall never dare to venture on a slice of bread and butter, or to put a spoonful
               of cream in my tea again—Raw flesh, and no bread!—Why, these are wonderful discoveries,
               doctor.” He never thinks of questioning the advice of the doctor no matter how contradictory
               it might be to the advice of all other doctors. And so, when Laetitia drops her disguise,
               D’Oyley’s ridiculous affectation stands exposed, and realizing it, he reforms completely.
            

            
         

         
         	SPRING: CHAPTER 17 OF WALDEN

         
         	
            In Spring, the chapter before Conclusion, the last chapter of Walden, Henry David Thoreau sees the idea of eternal rebirth represented in the spring thaw. The booming of the
               frozen ice as it gradually thaws in April reopens the pond to life and to new possibilities
               following his description of the pond in winter. But Thoreau never uses the seasons
               merely for clichéd symbolism. Nature serves far more than as a mere archetype. In spring we see deep into “an experience
               in immortality.” Thoreau ends his narrative proper by saying, “Thus was my first year’s
               life in the woods completed; and the second year was similar to it. I finally left
               Walden September 6th, 1847.”
            

            
         

         
         	STAËL, MADAME DE (1766–1817)

         
         	
            Anne Louise Germaine Necker, Madame de Staël-Holstein, better known as Madame de Staël,
               was one of the most prominent women of the worldwide Romantic movement. She was a French woman of letters who introduced
               German thought to France. Among her circle of friends were the brothers Friedrich and August Schlegel, Johann Wolfgang von Goethe, and Benjamin Constant. She was the daughter of the French revolutionary Jacques
               Necker. Her mother, Suzanne Churchod, was a leading intellectual of her day, and her
               salon was one of the most prestigious. In 1786 de Staël married Baron de Staël-Holstein,
               the Swedish ambassador, and soon established her own salon as a center of progressive
               political and intellectual discussions. Her major work on German Romanticism, De l’Allemagne [Germany], was published in 1810; its praise for German culture so infuriated Napoleon
               that he ordered the destruction of its first edition and exiled de Staël from France.
               Later Romantic dramatic theory such as Stendhal’s Racine and Shakespeare in 1823 and Victor Hugo’s preface to Cromwell in 1827 owes much to de Staël’s De l’Allemagne. De Staël also published A Treatise on Ancient and Modern Literature (1800).
            

            
         

         
         	STANARD, JANE STITH (1793–1824)

         
         	
            Edgar Allan Poe wrote his poem “To Helen” based upon his teenage infatuation with Jane Stith Stanard, mother of his friend
               Robert Stanard. Poe was 14 when he met and developed a crush on Stanard. On her part,
               Stanard encouraged young Poe’s confidences and developed a closer than usual relationship.
               Poe always identified the Helen of his poem as Stanard. In the spring of 1824 Stanard
               descended into her last illness, a combination of physical and mental illness. She
               died deranged on April 28, 1824, to the young Poe’s devastation.
            

            
         

         
         	STANDARD HABBIE STANZA

         
         	
            This is the stanza form perfected by Robert Burns. Burns adapted the stanza from the 17th-century Scottish poet Robert Sempill, who
               used it in his ballad “The Life and Death of Habbie Simpson.” A standard Habbie stanza
               consists of six lines, or a sestet, with three lines of iambic tetrameter rhyming
               aaa followed by an iambic dimeter line making the b rhyme. The last two lines are iambic tetrameter and iambic dimeter rhyming ab. Burns uses this stanza in such poems as “Address to a Haggis,” “Holy Willie’s Prayer,” “To a Mouse,” and “To a Louse.”
            

            
         

         
         	STANDING ARMIES

         
         	
            Henry David Thoreau begins his essay “Resistance to Civil Government” by comparing the need for a U.S.
               government to the need of a free nation for a standing army:
            

            
            
               Government is at best but an expedient; but most governments are usually, and all
                  governments are sometimes, inexpedient. The objections which have been brought against
                  a standing army, and they are many and weighty, and deserve to prevail, may also at
                  last be brought against a standing government. The standing army is only an arm of
                  the standing government.
               

               
            

            In the age of revolution as well as in Thoreau’s late Romantic period, the issue of
               a standing army was controversial. In England, Mary Wollstonecraft in chapter 1, “The Rights and Involved Duties of Man Considered,” of A Vindication of the Rights of Woman, states, “A standing army, for instance, is incompatible with freedom; because subordination
               and rigour are the very sinews of military discipline; and despotism is necessary
               to give vigour to enterprizes that one will directs.” According to Deidre Shauna Lynch
               (2009),
            

            
            
               The notion that liberty was endangered in nations that maintained professional armies
                  and in which soldiering had become a distinct profession was a key premise of radical
                  political thought. Authors such as John Millar in The Origin of the Distinction of Ranks (1771) and James Burgh in Political Disquisitions (1774–75) advocated for citizen militias and predicted corruption and a loss of virility
                  for the citizenry that provided for its defense by employing others. (19)
               

               
            

            See also CIVIL DISOBEDIENCE.
            

            
         

         
         	“STANZAS—APRIL, 1814”

         
         	
            A poem by Percy Bysshe Shelley. See also ALASTOR; OR, THE SPIRIT IN SOLITUDE.
            

            
         

         
         	“STANZAS WRITTEN IN DEJECTION—DECEMBER 1818, NEAR NAPLES”

         
         	
            Mary Shelley first published this often-anthologized poem by Percy Bysshe Shelley in Posthumous Poems in 1824. The poem shows a contrast between the beauty of nature at the seashore and Percy Shelley’s self-pitying depression. Shelley was naturally
               prone to hypochondria, but his personal problems nevertheless were real. The poem
               is set at the seashore at noon with Shelley, the speaker, lying alone on the beach.
               Mary is back at the apartment editing Frankenstein. His first wife Harriet has just drowned herself; Clara, his baby daughter with Mary,
               has just died; he thinks he is dying of tuberculosis and feels sorry for himself;
               he has financial worries; and he feels a failure as a poet. He is alone on the beach.
               In the first three stanzas he bewails his lot in life. Nobody, not even Mary understands
               him. He has no fame, power, or love. Others are better off. In the fourth stanza he
               wishes he could just lie on the beach and die while he hears the ocean roar. But a
               slight sense of resolution comes with the last stanza as Shelley realizes that he
               is not really dead, that cold doesn’t really mean death. Still, he is growing old
               before his time, and nobody loves him. Most readers see conflicting movements within
               the poem and in their own attitude toward the speaker: whether to sympathize with
               the speaker or to think he expresses too much self-pity.
            

            
         

         
         	STEFFENS, HEINRICH (1773–1845)

         
         	
            The Norwegian-born, German-educated writer; was part of the Jena Circle in 1799.
            

            
         

         
         	STENDAHL (1783–1842)

         
         	
            His real name was Henri Beyle and his major work was the French novel The Red and Black. Stendahl served for a time in the army as secretary to Napoleon. His other noteworthy work was The Charterhouse of Parma. “In Milan in 1816, he occasionally dined with Lord Byron and John Cam Hobhouse and would meet Byron at a mutual friend’s box at the opera. In Lord Byron in Italy, published in 1854, Stendahl offers an insightful account of Byron’s genius and vanities”
               (Levine 2010: 1021). His affection for 18th-century thinkers, the realism of his novels,
               and his disdain for the commonplace aspects of French Romanticism make him difficult
               to categorize as a Romantic.
            

            
            See also RACINE AND SHAKESPEARE.
            

            
         

         
         	STERLING, JOHN (1806–1844)

         
         	
            Born on July 20, 1806, on the Isle of Bute, John Sterling in his own time was respected
               as a major man of letters within the later English Romantic movement. Among his acquaintances
               were Thomas Carlyle and John Stuart Mill. Both Ralph Waldo Emerson and Margaret Fuller in the United States reviewed or regarded his work favorably and brought his work
               to the American audience.
            

            
            Although Sterling wrote both poetry and drama, he was primarily known for his Romantic
               novels, his best known probably being Arthur Coningsby, published in January 1833. The novel is set in the 1790s and is a Bildungsroman.
               According to Eric W. Nye (1992), in the only recent study of Sterling, Arthur Coningsby “is the story of a young man in his early twenties who abandons his expectations
               in England, wanders into the conflict of powerful factions and ideals in revolutionary
               France, and emerges chastened and alone, intent on immigrating to the American frontier.”
               Thomas Carlyle wrote Sterling’s biography in 1851. The letters between Sterling and
               Emerson were edited by Edward Waldo Emerson in 1897. John Sterling died on September
               18, 1844, from tuberculosis.
            

            
         

         
         	“THE STOUT GENTLEMAN”

         
         	
            See BRACEBRIDGE HALL; OR, THE HUMORISTS.
            

            
         

         
         	STRAWBERRY HILL

         
         	
            Horace Walpole, the author of the highly successful Gothic novel The Castle of Otranto, renovated an old castle in Twickenham in 1747, making it a replica of a Gothic castle,
               and named it Strawberry Hill. There he established the Strawberry Hill Press where
               among other authors he published Thomas Gray. He lived at Strawberry Hill until his death in 1797.
            

            
         

         
         	STRICTURES ON THE MODERN SYSTEM OF FEMALE EDUCATION

         
         	
            The full title of the book is Strictures on the Modern System of Female Education, with a View of the Principles
                  and Conduct Prevalent among Women of Rank and Fortune. Hannah More wrote her conduct book arguing the aims and limits of education for women in 1799.
               Unlike earlier work by Mary Wollstonecraft and Catharine Macaulay, More’s contribution to the 18th-century feminist debate, shows her bias for political
               conservatism and her antagonism toward political radicalism. Mitzi Myers argues that
               More “intuited that this moment of crisis in British class relations might represent
               an opportunity for middle-class women: More’s conduct book expands women’s sphere of influence significantly as it recasts
               domestic duties both as a kind of national service and as professional work” (Lynch,
               Deidre Shauna 2009: 244).
            

            
            By this point in her career, More was exceedingly conservative and believed that men
               and women belonged in “separate spheres.” She also believed that God put into place
               the “social divisions of class and gender.” Therefore, humanity should not go against
               them. Moreover, while women can have many wonderful accomplishments, they can still
               be very lacking in their education.
            

            
            For More, women’s profession is to be in the home. Therefore, because so much knowledge
               is needed to run a home, that is where their education needs to be focused. Men need
               companions and helpmates for life instead of artists and performers. Further, More
               says, in order to form good habits, women must receive only a little praise for their
               wit and knowledge. They should receive more praise for “their patience, their industry,
               their humility, and other qualities which have more worth than splendor.” They should
               “expect and endure opposition,” and they should be “submissive . . . and forbearing.”
            

            
         

         
         	STURM UND DRANG

         
         	
            Usually translated into English as “Storm and Stress,” this label refers to a group
               of passionate young men in Strasbourg, Germany, in the 1770s who gathered about the
               radical thinker Johann Gottfried Herder. The term comes from a play by Frederich Maximilian Klinger, one of the members of
               the group. This group of intellectuals, known variously as the Jena Circle, insisted upon a revolt against established Enlightenment aesthetic standards. Johann Wolfgang von Goethe usually is credited with giving the group legitimacy. Here Goethe developed his interest
               in German folk music and in the romantic genius of Shakespeare. The manifesto of these
               German Romantics was a collection of essays, Of German Character and Art, published in 1773.
            

            
         

         
         	SUCH THINGS ARE

         
         	
            Elizabeth Inchbald’s most successful five-act play was produced at Covent Garden Theatre in 1787 and first published in 1788. By 1805 it had gone through 13 editions. No
               doubt Such Things Are is her best play, and certainly it was her most profitable.
            

            
            Such Things Are departs from long-standing 18th-century dramatic tradition in that it is a play with
               a social thesis, a reform play early in the century that would become known for the
               reform drama of Henrik Ibsen and George Bernard Shaw. Still, Inchbald manages a lively
               sense of humor with spry comic incidents.
            

            
            The plot is based upon the life of John Howard, a contemporary prison reformer and
               philanthropist, albeit the action takes place not in England but in Sumatra. There
               an evil sultan rules who is not the real sultan but a kind of Englishman who has usurped
               the real sultan’s place and filled the prisons with captives. Among the sultan’s victims
               is Haswell, who is represented as trying to mitigate the suffering of the falsely
               accused and achieving their deliverance from the Sultan’s prisons. But while he is
               about this business, Haswell has his pocketbook stolen by a slave who, to shift suspicion,
               encounters Haswell and solicits at his hand yet further aid. Haswell instantly obliges.
               Overwhelmed with Haswell’s benevolence, the slave suddenly throws himself down on
               his knees, restores the pocketbook, and pleads for forgiveness. This scene was one
               of the most popular, and “even an audience that had grown very used to sudden expressions
               of magnanimity on the part of slaves and savages, broke into such applause over this
               scene as was said at the time of its production to have been ‘never exceeded in a
               theatre’” (Littlewood, Samuel Richardson 1921: 73).
            

            
            The play also has a subplot involving Twineall, an adventurer, who has been introduced
               to the local governor and his wife, Sir Luke and Lady Tremor. Twineall has been told
               that Sir Luke is a dauntless, fire-eating warrior, and that his wife, a descendent
               of Malcolm, King of Scotland, is incapable of seeing merit in anyone not of high birth.
               Actually, Lady Tremor is out of her class and a mannerless vulgarian of the worst
               order, and Sir Luke is a trembling coward who has been disgraced because, as the play
               says, he had been a little too much to the fore in a “strategic retreat” upon a recent
               battlefield. Twineall comically manages to avoid all difficulties by persistent flattery,
               even to the extent of asserting to his jailer when thrown into prison that he “could
               not think of going in before him.”
            

            
            The significance of Inchbald’s play is that “from the rise of the curtain right to
               the finish, this forerunner of all modern social-thesis drama was a triumph—a fact
               which was soon clinched by the honour of a visit from the King and Queen themselves”
               (Littlewood, Samuel Richardson 1921: 74).
            

            
            The stage was being used not for political propaganda but for appealing to theatergoers
               with life as it is lived, a dramatic ideal which Inchbald had already attempted in
               I’ll Tell You What.
            

            
         

         
         	THE SUICIDE

         
         	
            George Colman the Elder first produced this unusual four-act comedy on July 11, 1778, at his Haymarket Theater
               just outside of London for the summer off-season. Early reviewers lauded the play’s
               satire of the fad of suicide. The play opens early in the morning as Tobine, a young
               mercer who has dissipated his fortune by riotous living, returns home with his rowdy,
               drunken friends. They all fall into conflict with a miserably inept crew of night
               watchmen who haul them, all except Tobine, to the roundhouse. The next morning, as
               Tobine nurses a hangover, his older business partner, Tabby, berates him for neglecting
               the business, but the young rake merely dismisses it all. Before Tobine finishes breakfast,
               however, his friends from the night before, Catchpenny and Ranter, come in and describe
               their night at the roundhouse.
            

            
            Eventually all three launch upon a lively discussion of current theatrical fashions.
               First the two guests of Tobine praise each other, but soon they begin to squabble.
               The three are then joined separately by Bounce and later by Squib who have vowed,
               as they have often in the past, to duel each other. This time they plan to go all
               the way. Because of the altercation between the two duelists, Catchpenny and Ranter
               make up, and so they exit embracing. Tobine then is joined by his new friend Dick
               Rattle, actually his sweetheart, Nancy Lovell, in disguise. Here, in the depths of
               a depression that his superficial friends cannot alleviate, Tobine tells Rattle that
               his affairs are in ruins and that suicide is his only choice. After debating the various
               methods, Rattle suggests poison as a most convenient and respectable way to die, and
               he undertakes to acquire the dosage. He goes to Dr. Truby, then, and obtains a harmless
               but painful drug for his friend.
            

            
            On the dueling field next day, Rattle and Tobine serve as seconds to Squib and Bounce.
               Sure enough, however, both men end up apologizing while at the same time, presumably,
               keeping their honor. But Tobine has seen the same thing happen too many times before,
               and, together with Rattle, he gives the proud duelists a good kicking. Catchpenny
               and Ranter arrive just as the “duel” ends, and they all retire to a tavern kept by
               a notoriously dishonest keeper. Later, alone, Tobine takes the draught and falls unconscious.
               In the last act he is taken to his room at the Hen and Chickens, the name of his shop,
               where first an apothecary treats him, then Dr. Truby. Rattle, now returned to being
               Nancy Lovell, worries about the excessive pain Tobine suffers. An undertaker arrives
               to offer his services but is turned away. Finally Nancy, no longer under control,
               breaks down and reveals the harmlessness of the drug to Tobine, but by now he has
               suffered so much pain that he considers life precious. The play thus ends with each
               lover forgiving the other and promising an early marriage.
            

            
         

         
         	“A SUMMER EVENING’S MEDITATION”

         
         	
            Anna Barbauld’s discursive, blank-verse meditation is situated in the late 18th-century tradition
               of William Cowper’s The Task as well as in the older mode of Edward Young’s Night Thoughts. This would be the same tradition William Wordsworth would look back on in his “An Evening Walk.” In such poems a speaker in a state of
               pensiveness, usually near evening, ruminates on life’s exigencies. But in “A Summer
               Evening’s Meditation,” Barbauld moves the tradition forward in a way similar to the
               later Romantic verse of Samuel Taylor Coleridge and John Keats by allowing her meditation not only to reflect but also, through her fancy, to speculate.
            

            
            As the sun sets in the evening, the speaker remembers the first mother, Eve, and “her
               cheek yet warm with blushes” as darkness descends. Gradually the stars come out in
               splendor, but as midnight arrives the speaker looks out into the distances beyond
               the stars: “This dead of midnight is the noon of thought.” It is the time to look
               within, to discover “an embryo God; a spark of fire divine.” Thus Barbauld long before
               William Blake or Percy Bysshe Shelley celebrates the Romantic notion of divinity within all of individual humanity. Perhaps
               the most famous passage from “A Summer Evening’s Meditation” is the speaker’s speculation
               on what lies deeper in space beyond the visible stars, “where embryo systems and unkindled
               suns / Sleep in the womb of chaos.”
            

            
         

         
         	SUMMER OF 1816

         
         	
            See BYRON, LORD (1788–1824); CHILDE HAROLD’S PILGRIMAGE, CANTO 3; FRANKENSTEIN; OR, THE MODERN PROMETHEUS; “HYMN TO INTELLECTUAL BEAUTY”; INTRODUCTION TO FRANKENSTEIN; MANFRED, A DRAMATIC POEM; POLIDORI, DR. JOHN WILLIAM (1796?–1821); THE PRISONER OF CHILLON; SHELLEY, MARY (1797–1851); SHELLEY, PERCY BYSSHE (1792–1822).
            

            
         

         
         	SUMMER ON THE LAKES IN 1843

         
         	
            Margaret Fuller’s first book, published in 1843, captured many of the concerns typical of the Romantic
               writers in the United States. Although Fuller was well-known already as a writer of
               literary criticism, investigative journalism, and political opinion, her Summer on the Lakes in 1843 is a combination of nature meditation, travel writing, and poetry. The immediate occasion
               of the book was a trip to the far western United States earlier in the year. The Far
               West at that time meant the prairies of Illinois, upstate New York, and the Great
               Lakes region. Here we have Margaret Fuller as a writer not with a cause but as a wandering
               observer, trying hard to be entirely open to new experience. Her views of nature correspond with Ralph Waldo Emerson’s views as well as those of the other Transcendentalists such as Henry David Thoreau.
            

            
            Among the various scenes and episodes Fuller provides the reader with is a detailed
               and minute description of Niagara Falls. She stands directly above the falls and looks
               down, trying to convey her impressions at close range rather than in panorama as would
               have been familiar to most readers from countless engravings and postcards of the
               era. She looks directly down the cataract as if attempting to penetrate to the essence
               of violent nature. Looking down seems to be Fuller’s primary posture for description
               as she constantly describes the plants and flowers at her feet. Rarely does she look
               up into the sunshiny vistas above. Only when she gets to the wide-open Illinois prairies
               does she step back and take in the large horizon in her descriptive writing.
            

            
         

         
         	“SWEDENBORG; OR THE MYSTIC”

         
         	
            Ralph Waldo Emerson includes this chapter in his 1850 volume Representative Men. Emmanuel Swedenborg (1688–1772), as do the other representative men, partakes of
               the central attributes of the Emerson’s Ideal Scholar and Great Man. The essay on Swedenborg has been the least popular of Representative Men primarily because Emerson could show only limited enthusiasm for the man as a projected
               moral hero. Swedenborg does, however, earn Emerson’s admiration as an embodiment of
               Man Thinking. He was not a delegated intellect, but he was whole; he led the most real life of
               any man then in the world.
            

            
            Moreover, he seemed to be a composition of several persons. This mystic studied thoroughly
               the learning of the past. He was a scholar from early childhood. Much of Swedenborg’s
               philosophy resulted from his own experience. Like Plato, like Emerson’s Ideal Scholar,
               he was a man of action. His mysticism did not begin until he was 54 years old. Prior
               to that he had led the most active of lives. As an engineer he was at various times
               inspector of mines and smelting works. In l718 he hauled two galleys, five boats,
               and a sloop 14 miles overland for the royal service. Emerson says that after Swedenborg’s
               mystical illumination, all his metallurgy and transportation of ships overland was
               absorbed into his ecstasy.
            

            
            In the Swedenborg essay, the self-trust of the mystic is asserted in Swedenborg’s
               originating various doctrines such as the doctrine of correspondence. He was born
               into an atmosphere of great ideas with little left for him to discover. Yet he did
               not become a mere thinker. He verified and united previous thought, transforming it
               into his own doctrine. Unfortunately, in other respects Swedenborg failed to uphold
               the office of self-trust.
            

            
            See also “GOETHE; OR THE WRITER”; “MONTAIGNE; OR, THE SKEPTIC”; “NAPOLEON; OR, THE MAN OF THE WORLD”; “PLATO; OR THE PHILOSOPHER”; “SHAKESPEARE; OR, THE POET”; “USES OF GREAT MEN”.
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         	TABULA RASA

         
         	
            See LOCKE, JOHN (1632–1704).
            

            
         

         
         	TALES, CHIEFLY ORIENTAL

         
         	
            These tales were some of Lord Byron’s most popular works with his public prior to his self-imposed exile in 1816. For
               much of the 20th century their reputation suffered at the hands of modernist critics
               and readers unwilling to grant literary value to the poems’ powerful pull at elementary
               passion, intense and often illicit love, vivid color, fast action, and strange adventure.
               In these tales we see Byron the revolutionary aiming at political as well as social
               change. We see an almost abrasive disregard of even the most common social customs.
               Above all else, postmodern readers can now appreciate the superb egotism of the characters
               and the author and discover what recent generations found inexplicable—the passion
               and romance of Lord Byron that “took England and Europe by storm in those early expansive
               days and gave to these poems a popularity almost unparalleled” (Moore 1933: 309).
               The oriental tales are The Bride of Abydos; The Corsair; Lara, a Tale; The Giaour; Mazeppa; Parisina; The Prisoner of Chillon; Sardanapalus; and The Siege of Corinth.
            

            
         

         
         	TALES OF A TRAVELLER: STRANGE STORIES BY A NERVOUS GENTLEMAN

         
         	
            Washington Irving published this book of tales, his only volume devoted exclusively to fiction, in
               London in 1824. Among the selections are the introduction, titled “To the Reader,” and “Adventures of the German Student.” As with The Sketch Book, Irving uses the whimsical persona of Geoffrey Crayon.
            

            
         

         
         	TALLEYRAND-PÉRIGORD, CHARLES MAURICE DE (1754–1838)

         
         	
            “The famous French diplomat who managed by means of a brilliant mind and conniving
               personality, to make himself useful during some of the most tumultuous history of
               French politics” (Lynch, Deidre Shauna 2009: 5). Mary Wollstonecraft dedicated A Vindication of the Rights of Woman to Talleyrand.
            

            
            See also “TO M. TALLEYRAND-PÉRIGORD, LATE BISHOP OF AUTUN”.
            

            
         

         
         	“TAM O’ SHANTER”

         
         	
            Robert Burns’s short narrative poem in octysyllabic couplets has been praised as one of the best
               comic narrative poems of the 18th century. The Gothic and macabre elements place it
               squarely within the Romantic tradition.
            

            
            Tam, despite the barmaid’s advice, drinks well beyond his limit before riding home
               on his horse Meg from Ayr. Passing Kirk Alloway, the local Scottish Presbyterian church,
               he is horrified as he accidentally sees a witches’ dance inside flames within the
               church. The witches partake of all sorts of human grotesquery, but several young female
               witches appear sexually attractive. At a signal they all strip naked in a demonic
               frenzy, including Nanny, by far the most alluring of the witches, who was wearing
               an exceptionally short skirt to begin with. Tam cannot help himself and calls out,
               “Weeldone, Cutty-Sark.” Immediately the devil’s music stops and the witches start
               chasing Tam o’ Shanter down the road. Fortunately Meg reaches the middle of Brig o’
               Doon, the bridge over the River Doon. But as everyone knows, Burns points out, demons
               and witches cannot pursue anyone beyond the middle of a running stream. So the crowd
               is thwarted but not before Nanny pulls off the tail of Meg. Of course, the narrative
               maintains ambiguity as to whether Tam o’ Shanter was really drunk or not. The true
               interest of the poem lies not with Tam but with the speaker, probably Burns himself,
               as he gives out the story as if he were in a tavern himself impressing his listeners
               with his comically suspenseful tale.
            

            
         

         
         	TANCRED AND SIGISMUNDA

         
         	
            James Thomson’s last play, the blank-verse tragedy Tancred and Sigismunda performed in 1745, proved his most successful. It remained in the repertoire throughout
               the rest of the century. Thomson’s blank verse bears little resemblance to the works
               of earlier Restoration and 18th-century playwrights such as Thomas Otway’s Venice Preserv’d (1682), Joseph Addison’s Cato (1713), and, later, John Home’s Douglas (1756). Tancred and Sigismunda bears a closer relationship to Nicholas Rowe’s tragedies, but it especially looks
               to the tradition Thomson began with Edward Young and Young’s tragedies The Revenge (1721) and The Brothers (1756). Midcentury theater audience tastes were changing rapidly from staid Classical
               fare, following Aristotle’s rules to the letter, to plays of feeling, emotion, and
               sentiment. Tancred and Sigismunda along with Edward Young’s The Brothers in 1753 changed the nature of 18th-century tragedy from classicism to Romanticism.
            

            
            James Thomson’s Tancred and Sigismunda is a Romantic tragedy that pits warring passion against calm, practical reason. The
               play certainly can be seen as part of the 18th-century sentimental tradition, but
               the sentimentality is not gratuitous.
            

            
            The setting is Sicily long ago, perhaps the late-medieval period. The old king dies
               as the play begins. Tancred and Sigismunda are deeply in love and with seemingly no
               impediments to their love. However, when the king dies it comes about that Tancred
               is the legitimate heir to the throne. Sigismunda’s father, Siffredi, a man of pure
               reason and pragmatism, realizes that a marriage between his daughter and the new king,
               Tancred, would have no political or practical benefit for the kingdom. Reason dictates
               that it would be far better for Tancred to marry Constantia, sister of Osmond, who
               had assumed he was next in line to the throne. Siffredi thus tricks Tancred into accepting
               publicly the old king’s will and all its provisions without question. Unfortunately,
               the will demands that Tancred marry Constantia.
            

            
            When Sigismunda realizes that Tancred has rejected her for mere exigencies of the
               kingdom, she rages against him with her confidante, Laura. Her father offers her a
               way to wreak revenge upon her former lover. She marries Osmond. Tancred meanwhile
               vows to repudiate the will, expose the perfidy of Siffredi, annul Sigismunda’s marriage
               to Osmond, and make Sigismunda his queen. She refuses. Her honor demands she keep
               her vows to her despised husband. At the end Tancred fights and kills Osmond, and
               Sigismunda dies of passionate despair. Siffredi recognizes the evil he has wrought
               upon his daughter, his king, and the kingdom.
            

            
         

         
         	THALABA THE DESTROYER

         
         	
            Robert Southey’s epic was published in 1801. It tells the story of how despite the evil plotting
               of Abdaldar, Lobaba, and Mohareb, three magicians who conspire against him, Thalaba,
               a Moslem whose life is consecrated to warfare on the evil spirits of Domdaniel, finally
               achieves his goal. By so doing he sacrifices his life and is received into heaven,
               where he is reunited with his beloved Oneiza, who had died on their wedding night.
            

            
         

         
         	THALIA

         
         	
            In 1784 Friedrich Schiller established the literary magazine Thalia, which featured subjects connected with poetry and especially drama. Schiller’s “Ode
               to Joy” first was published in Thalia. The early acts of Don Carlos were in Schiller’s magazine long before he completed the play, and they raised curiosity
               about the remainder of the play, which Schiller had lost interest in. When Schiller
               returned to complete the play, he felt constrained because the first three acts were
               already public and he was forced to write a conclusion that fit the early published
               acts. Schiller continued to edit his Thalia irregularly during his various moves from Weimar to Jena to Leipzig. Its last issue
               came out at the end of 1793.
            

            
         

         
         	“THANATOPSIS”

         
         	
            Perhaps his most enduring poem, American poet William Cullen Bryant wrote “Thanatopsis” when he was 17 years old. In spite of Bryant’s puritan background,
               this is not particularly a Christian poem. Ideas of the resurrection or of immortality
               of the soul are not expressed. It resembles a work from the Graveyard School of poetry,
               in the tradition of Robert Blair, William Cowper, Edward Young, and Robert Southey, and it reflects as well William Wordsworth’s attitude toward nature. Moreover, the poem expresses Bryant’s early rejection of orthodox Calvinism: he
               compares death with the crumbling of an insensible clod of dirt.
            

            
            The poet points out that nature speaks “a various language” to one who loves her and
               holds communion with her. She can be glad and sympathetic. Yet as the last hour approaches,
               she teaches that one will join patriarchs and kings. The hills, woods, rivers, and
               “Old ocean’s gray and melancholy waste,— / Are but the solemn decorations all / Of
               the great tomb of man.” All who tread the earth are but a handful to those who sleep
               in its bosom. Upon death all will share that destiny. Therefore, one should live in
               such a manner that when the summons comes,
            

            
            
               Thou go not, like the quarry slave at night,

               
               Scourged to his dungeon, but sustained and soothed

               
               By an unfaltering trust, approach thy grave

               
               Like one who wraps the drapery of his couch

               
               About him, and lies down to pleasant dreams.

               
            

         

         
         	THERE IS NO NATURAL RELIGION

         
         	
            William Blake produced his first illuminated writings in 1783. There Is No Natural Religion is an attack on Deism and shows Blake’s early rejection of fundamental Enlightenment
               thought.
            

            
            See also “ALL RELIGIONS ARE ONE”.
            

            
         

         
         	THINGS AS THEY ARE; OR, THE ADVENTURES OF CALEB WILLIAMS

         
         	
            Published in 1794, William Godwin’s most famous novel begins with the tale of 18-year-old Caleb Williams, secretary
               to Mr. Falkland. Williams is known by all for his virtue, honesty, and loyalty to
               his employer. Even so, Williams by nature is obsessively curious. Falkland’s backstory
               is that he once was accused of murder, but he was exonerated when the blame turned
               toward a farmer and his son. As a result, Falkland is a morose, bitter man as the
               novel opens. Williams, upon hearing the story from a third party, gets the notion
               in his head that Falkland might actually be guilty. He obsesses over the possibility
               and one day is discovered by Falkland rifling through a trunk of his personal papers.
               Deflated by what he thinks Williams knows, Falkland confesses to the murder but swears
               Williams to silence. Williams, however, runs away from his employer (who then accuses
               him of robbery) and falls into the hands of a rough crowd. After that Caleb Williams’s
               adventures really begin, ending years later in a final encounter with Falkland. Godwin’s
               style in this novel at times can become involved and is rarely direct, and the story
               is a blend of adventure, mystery, and suspense.
            

            
            Caleb Williams is a by-product of Godwin’s earlier philosophical treatise An Enquiry Concerning Political Justice. Seemingly Godwin would have been the last writer suited to be a good novelist. He
               was, after all, completely at home in a world of unqualified abstraction. He had been
               a political writer for the Whigs, and he eventually expounded philosophical anarchism.
               Now in Caleb Williams, as would be the case in all his other novels, Godwin had an express purpose, stated
               in his preface, of setting forth his judgment on existing society in the context of
               his radical political philosophy. He writes less of an abstract sociology and more
               a sort of Gothic romance. The dominant idea throughout the novel is what he says is
               “the idea of terror and suspense and their extraordinary power over the mind.”
            

            
         

         
         	“THIS LIME-TREE BOWER MY PRISON”

         
         	
            Samuel Taylor Coleridge in this conversation poem addresses his friend Charles Lamb. The incident described in the poem occurred in July 1797 after Coleridge accidentally
               spilled a skillet of boiling milk upon his foot. He sits incapacitated in a beautiful
               bower of lime trees at the home of Thomas Poole while his friends, Lamb, Dorothy Wordsworth, and William Wordsworth set out upon a cross-country walk. Coleridge imagines the joy they are experiencing
               while he is confined to his “prison.” Yet his thoughts about the walking party further
               sustain him as he abides outdoors himself in nature as well. In one sense, the poem
               is a meditation on the powers of the imagination and observation and on the sustaining
               influence of the speaker’s relationship to the natural world.
            

            
         

         
         	“THIS LIVING HAND”

         
         	
            Perhaps the last lines John Keats ever wrote, this fragment of a poem contains the last lines of a dying, unrequited,
               and maddened lover: Keats himself. In a letter to Fanny Brawne in August 1820, Keats wrote,
            

            
            
               I do not think my health will improve much while I am separated from you. For all
                  this I am averse to seeing you—I cannot bear flashes of light and return to my glooms
                  again . . . If my health would bear it, I could write a Poem which I have in my head,
                  which would be a consolation for people in such a situation as mine.
               

               
            

         

         
         	THOMSON, JAMES (1700–1748)

         
         	
            Scottish and English poet James Thomson in his lifetime associated himself with Alexander
               Pope and his circle, but today he is more associated with the later Romantics by temperament
               and aesthetic achievement. Thomson was born on September 11, 1700, in Ednam, Roxburghshire,
               Scotland, only a few miles from the English border. After his education at Edinburgh
               University he traveled to London in 1726 where he entered literary life in earnest.
            

            
            Upon arriving in London, according to Samuel Johnson in his Lives of the Poets, the naïve young Scot promptly had his pocket picked. Besides his money he more importantly
               lost a packet containing letters of introduction essential for his success in London
               society. But young Thomson’s self-confidence carried him through. He managed to sell
               his poem Winter to a reluctant buyer and the rest is history. The poem, eventually a part of the
               longer poem The Seasons, soon was recognized for its genius, and Thomson’s literary life began.
            

            
            Over the next two years Thomson composed and published Summer and Spring. He also began his career as a dramatist. In 1727 he produced the tragedy Sophonisba, a play based on the French neoclassic model, thus following the rules. The play
               drew a large crowd but, as Johnson noted, “It was observed, however, that nobody was
               much affected, and that the company rose as from a moral lecture” (1781). His 1737
               Edward and Eleonora was one of the first plays prohibited a performance license under the new Licensing
               Act of 1737. The tragedy was never performed. In 1738 he produced a different kind
               of tragedy, more closely aligned with the new sentimental drama of the day than Sophonisba. It was his tragedy Agamemnon, a much-anticipated play. Alexander Pope came to opening night to lend his friend
               support. James Thomson’s last play, Tancred and Sigismunda, performed in 1745, proved his most successful. It remained in the repertoire throughout
               the rest of the century. By midcentury, theater audience tastes were changing rapidly
               from a preference for staid, classical fare, following Aristotle’s rules to the letter,
               to one for plays of feeling, emotion, and sentiment. Tancred and Sigismunda along with Edward Young’s The Brothers in 1753 changed the nature of 18th-century tragedy from classicism to Romanticism.
            

            
            With the composition of Autumn in 1730, Thomson collected his seasonal poems together into The Seasons, the work that much of his reputation rests upon. While the poem generally maintains
               a conventional neoclassic or Augustan elevated diction, the subject matter and its
               treatment quickly set the poem apart from other poetry of the 1830s.
            

            
            By temperament, James Thomson was a man of his age. Alexander Pope and Samuel Johnson
               both admired his work, yet Johnson recognized that Thomson’s poetry was, in Edward
               Young’s sense of the word and in the sense of the word adopted by the later Romantics,
               “original”: “As a writer, he is entitled to one praise of the highest kind: his mode
               of thinking and of expressing his thoughts is original.” Johnson never uses that word
               for any other writer in his Lives of the Poets except as he discusses it in his entry on originality in his chapter on Edward Young.
               Johnson further says about Thomson’s atypical poetic style that
            

            
            
               his blank verse is no more the blank verse of Milton, or of any other poet, than the
                  rhymes of Prior are the rhymes of Cowley. His numbers, his pauses, his diction, are
                  of his own growth, without transcription, without imitation. He thinks in a peculiar
                  train, and he thinks always as a man of genius; he looks round on Nature and on Life
                  with the eye which Nature bestows only on a poet; the eye that distinguishes in everything
                  presented to its view whatever there is on which imagination can delight to be detained,
                  and with a mind that at once comprehends the vast and attends to the minute. (1781)
               

               
            

            During his last years came Rule Britannia, a work that endeared him to the public, and The Castle of Indolence, his last work and part of a fashionable Spenserian revival. His last years were
               times of ease and, as he said, of “indolence.” According to Johnson, Thomson was “of
               stature above the middle size, and ‘more fat than bard beseems,’ of a dull countenance
               and a gross, unanimated, uninviting appearance; silent in mingled company, but cheerful
               among select friends, and by his friends very tenderly and warmly beloved” (1781).
               Shortly after the publication of The Castle of Indolence, he caught a cold that through his carelessness developed into a fever. James Thomson
               died on August 27, 1748. He was widely mourned. William Collins wrote “Ode Occasioned
               by the Death of Mr. Thomson.” He is buried in the church of Richmond, and he has a
               monument to his memory in Westminster Abbey.
            

            
            James Thomson’s significance in literary history has always rested upon the relationship
               of his poetry and drama to the age succeeding his own. Despite being a member of the
               literary establishment of his day, his own poetry departed markedly from that of his
               contemporaries. For Thomson, nature is not a backdrop for a poem. It is the poem in The Seasons. He does not provide natural description merely for ornamentation as Alexander Pope
               did. And his nature is not the nature of cultivated gardens. Thomson’s nature can
               be wild and savage, sublime and beautiful, integral to human intercourse, yet separate
               and independent as well. Thomson’s best tragedies on stage, though not as celebrated
               as his poetry, are substantially different from older Restoration tragedies such as
               those of Thomas Otway as well as the more recent tragedies such as William Congreve’s
               The Mourning Bride. Thomson’s plays strike deep in the heart of sensitive souls. Emotion takes precedence
               over rationality and runs deep to the essence of the drama.
            

            
         

         
         	THOREAU, HENRY DAVID (1817–1862)

         
         	
            Henry David Thoreau was born in Concord, Massachusetts, on July 12, 1817. His family
               moved from Concord to Chelmsford and Boston in his early childhood, but they eventually
               settled in Concord permanently by 1823. He received his education at Harvard College
               from 1833 to 1837. Upon his return to Concord from college, Thoreau and Ralph Waldo Emerson developed an abiding friendship that lasted the rest of Thoreau’s life.
            

            
            The two had met when Thoreau was only 17. Their close acquaintance developed with
               Thoreau’s membership in the Transcendental Club and his contributions to the Dial. On two separate extended occasions, Thoreau resided with the Emersons, at times
               as a paid handyman. Some early rumors held that Thoreau may have had more than a brotherly
               affection for Lydia Emerson and her sister (Canby 1939: 18–32), which may have led to tension in his relationship
               with Thoreau in Thoreau’s final years.
            

            
            In 1838 Thoreau taught school in Concord and gave his first lecture for the Concord
               Lyceum. His patience did not endure teaching for long, and while Thoreau was competent
               as a speaker, his life was not to be in a public forum but in solitude. In 1839 he
               and his brother John traveled for a week on the Concord and Merrimack rivers, the
               result was thoroughly Transcendental account in his first book, A Week on the Concord and Merrimack Rivers. John was to die in 1842. With no income forthcoming, Thoreau worked in the family
               pencil factory in 1844.
            

            
            But the great years of Henry Thoreau’s life were to be 1845 to 1847, the years he
               spent at Walden Pond during his famous experiment in frugal living by returning to
               the basics of life in relative solitude. Walden itself was not published until 1854, however. It was the second and last book published
               in his lifetime.
            

            
            By 1861 Thoreau’s health had declined permanently. A trip to Minnesota that year for
               his health brought no improvement. With his sister Sophia he spent his last months
               dictating rapidly a series of magazine articles for the Atlantic Monthly, all of which were published shortly after his death at Concord on May 6, 1862. Emerson
               delivered a tribute at his funeral, later published in the Atlantic as “Thoreau,” in which he praised his friend as the ultimate example of self-reliance
               and lauded Thoreau as a genius of perceptivity.
            

            
            In retrospect, most readers have seen Henry David Thoreau’s life and writings as the
               embodiment, as Emerson said in his tribute, of what Emerson sought in his essay Self-Reliance. But Thoreau was also the epitome of Man Thinking as Emerson sought in The American Scholar, and one could easily find Thoreau in Emerson’s The Poet and even in his The Divinity School Address.
            

            
            Thoreau never received serious recognition for his work until the very end of his
               life when his health prevented him from recognizing what his ultimate reputation would
               be. Yet here was one of the dominant voices of the United States in the 19th century.
               His reputation still rivals that of his best friend Ralph Waldo Emerson. In A Week on the Concord and Merrimack Rivers and in Walden, Thoreau embodied the best of the American Transcendental movement. In his essay Civil Disobedience, he inspired worldwide movements for peace and social justice. As an artist of the
               first rank in the worldwide Romantic movement, Thoreau developed a prose style with
               a foundation in the great works of English literature as well as European and Asian
               literature. The influence of Emerson is everywhere, but Thoreau’s influence on Emerson
               pervades Emerson’s later works. Even so, both exude their own originality. Thoreau’s
               prose is colorful, crisp, vigorous, and full of allusion, paradox, parable, and Transcendental
               perception of eternal essences.
            

            
         

         
         	THOUGHTS ON THE EDUCATION OF DAUGHTERS; WITH REFLECTIONS ON FEMALE CONDUCT, IN THE MORE IMPORTANT DUTIES OF LIFE

         
         	THOUGHTS ON THE EDUCATION OF DAUGHTERS

         
         	
            Mary Wollstonecraft’s first book was published in 1787 by Joseph Johnson, then the most famous publisher in England, who would publish all her works and who
               would serve as her mentor throughout her career. Thus when Johnson published Thoughts on the Education of Daughters, he provided a major boost to Wollstonecraft’s reputation at the start of her career.
               The book took six weeks to write, and it would presage many of the major themes developed
               in greater detail in her major works. In it Wollstonecraft “shows the dire effects
               of an education based on accomplishments rather than intellectual rigor on middle-class
               girls who were ‘left without a fortune’ and clearly reflected her experiences as a
               companion and teacher” (Montgomery 2001).
            

            
            Among the topics that Wollstonecraft develops, she points chiefly to education as
               the key for young women’s sustainability. But she also makes a case for mothers breastfeeding
               their young, an uncommon practice at the time for middle-class and upper-class families.
               Further, she “deplores the consequences that ensue when parents abandon child care
               to their servants: ‘the first notions [the children] imbibe are mean and vulgar. They
               are taught cunning, the wisdom of that class of people’” (Lynch, Deidre Shauna 2009:
               135).
            

            
            See also WOMEN.
            

            
         

         
         	“THUNDER”

         
         	
            Joanna Baillie in this poem shows her support for the French Revolution, particularly as she writes
               of the angry energy of a storm which serves as an analogy of angry French revolutionaries.
            

            
         

         
         	TINTERN ABBEY

         
         	
            The full title of William Wordsworth’s poem is Lines Composed a Few Miles above Tintern Abbey, on Revisiting the Banks of the Wye during a Tour, July 13, 1798. The poem’s title merely indicates the occasion of the poem. The actual Tintern Abbey
               is not part of the subject matter of the poem. First published in 1798 as the concluding
               poem of Lyrical Ballads, Tintern Abbey was composed while Wordsworth and his sister Dorothy Wordsworth were returning by the valley of the Wye, in south Wales, to Bristol after a walking
               tour of several days. “Not a line of it was altered and not any part of it written
               down till I reached Bristol,” Wordsworth wrote. The poems planned for Lyrical Ballads were already in the hands of the printer in Bristol when Tintern Abbey, so different in theme and style, was added to the volume.
            

            
            The poem has become one of Wordsworth’s most important and most commented-upon poems.
               Although a monumental work with extraordinary craftsmanship and complexity, the subject
               of the evolution of the poet’s imagination invariably comes into the conversation.
            

            
            The occasion of the poem is the Wordsworths’ visit to the Wye River. Wordsworth sets
               the scene for his meditative explorations by first describing the landscape visually
               while striking the note of deep meditation that dominates the poem. Then he expresses
               “thoughts of more deep seclusion,” or his present thoughts about the meaning and significance
               of the landscape. The recollections of “these beauteous forms” have restored his humanity
               when it seemed in danger of being overwhelmed by “the din / Of towns and cities” and
               “the fever of the world.”
            

            
            Subsequently in the heart of the poem, Wordsworth turns to the meaning the landscape
               has had for him at various stages in his life, from his boyish days of minimal pleasure
               to the haunted, thoughtless love of early manhood to his present state of reflective
               maturity in which the meaning of nature is inseparable from the meaning of human life. While the poet has lost that youthful
               response of “aching joys” and “dizzy raptures,” the loss is more than made up for
               by the greater depth of his present perceptions. Now he sees not just nature but “something
               far more deeply interfused” in nature, a motion and a spirit of religious significance.
               He comes to this pantheism and the realization that man “half creates” the world he
               sees. Nature, in this profound sense, is the interfusion of the mind of man with the
               sublime spirit of the landscape.
            

            
            In the final stanzas, Wordsworth addresses his beloved sister Dorothy, whose appreciation
               of nature is still like the poet’s when he was a youth. He feels deeply moved to observe
               his earlier self in her and assures his sister that she, too, will discover the power
               of nature to restore the spirit and faith crushed by “the dreary intercourse of daily
               life.” And if, after she has grown into a sober maturity, life brings her “solitude,
               or fear, or pain, or grief,” the remembrance of “this green pastoral landscape” and
               what it meant to him will restore her troubled spirit.
            

            
            See also THE ESDAILE NOTEBOOK.
            

            
         

         
         	TIRIEL

         
         	
            William Blake’s first prophetic book and first with the fourteener line was written in 1789–1790,
               shortly before The Book of Thel. Blake never developed it into an illuminated book, although 12 sepia drawings which
               are straight details with no symbolism exist (Damon 1965: 405). Tiriel is William Blake’s rousing declaration that an old age is dying away and a new age
               is dawning.
            

            
            The poem opens with the aged Tiriel standing before the gates of his palace and holding
               his dying wife, Myratona, in his arms. He calls out to his sons in the most belligerent
               terms to look upon their dying mother. The sons come forth but care not for the curse
               he has put upon them. Why, they ask, should they care for his curses? Tiriel again
               pronounces a curse upon them as his wife dies in his arms. He begins to dig a grave
               with his hands but the sons push him aside and bury her themselves. Disgusted and
               raining curses upon them, Tiriel sets out on a journey to the mountains. The journey
               takes over the narrative for the rest of the poem.
            

            
            As with all Blake’s prophetic books, Tiriel has elicited many varying interpretations. One of the standard approaches is stated
               by David V. Erdman (1954).
            

            
            
               The evils of inequality and the fallacy of attempting to live for oneself alone are
                  elaborately demonstrated in Tiriel, a murky parable of the decline and fall of a tyrant prince who learns to his sorrow
                  that one law for “the lion and the patient ox” is oppression, and under whose visionless
                  dictatorship the arts of life, Poetry and Painting as represented in the idle sports
                  of his parents Har and Heva, have not flourished. (133)
               

               
            

         

         
         	TIUTCHEV, FEDOR IVANOVICH (1803–1873)

         
         	
            Considered one of the Big Three of Russian Romanticism prior to 1841 along with Alexander Pushkin and Mikhail Lermontov, Tiutchev was born on December 5, 1803. He graduated from Moscow University in 1821.
               Soon after graduation he entered government service in the Department of Foreign Affairs
               and was sent to the Russian Embassy in Bavaria. With a few brief interruptions he
               remained abroad in Germany and North Italy for the next 22 years. He only returned
               in 1843 to Moscow and St. Petersburg and spent the last years of his life in the Bureau
               of Censorship. Fedor Tiutchev died on July 27, 1873.
            

            
            For much of the 1820s and 1830s he was associated with the German Romantics and was
               close friends with Heinrich Heine and part of Johann Wolfgang von Goethe’s and Friedrich Schelling’s circles.
            

            
            He knew French literature intimately, spoke the language almost to the exclusion of
               Russian during his 22 years abroad, wrote his letters in French, and even wrote much
               of his poetry in French. However, much of the French poetry has been lost. He was
               an enthusiastic follower of Lord Byron and an admirer of Napoleon before Napoleon’s march upon Russia.
            

            
            Tiutchev’s poetry first reached national attention in 1836 when at the urging of friends
               he sent poems to Pushkin’s new periodical, The Contemporary. Pushkin published 24 of his poems that year under the title “Poems Sent from Germany”
               under the pseudonym “Mr. F. T.” After Pushkin’s death The Contemporary continued to publish Tiutchev’s poetry. Eventually 39 poems were published in Pushkin’s
               magazine. Beyond this publication, Tiutchev’s poetry did not attract much more notice
               until 1850 when a long critical review of “Poems Sent from Germany” appeared, the
               poet’s name still not known. In 1854 The Contemporary published separately a collection of 92 Tiutchev poems edited by Ivan S. Turgenev.
               Ultimately, in Tiutchev’s own lifetime, the Complete Verse of F. I. Tyutchev was published, edited by Tiutchev’s son and his son-in-law in 1868.
            

            
         

         
         	“TO ——”

         
         	
            This lyric poem by the Russian poet Mikhail Yuryevich Lermontov is written with the poet as speaker and lover who is trapped by memories of his past
               but unwilling to expose that to his lover. He clings to suffering more strongly than
               to the tie of a friend or brother. The poet asks his beloved to restrain herself.
               He pleads with her to retreat from vulnerability. He promises her that nothing he
               could say about his past would ignite more feelings for him. He would be distraught
               if his love continued to pursue his past more than he is comfortable with. If all
               the hidden secrets of his past were revealed, his “soul . . . would be twisted.” The
               poet recites a list of things he will not do to her, including ruining her happiness
               with the truth, lying about the significance of things he values, and asking her to
               pray that he becomes reconciled with the old desires of his past. His last word is
               a plea for his beloved to ask anything of him but the revelation of his past because
               that is for no one but himself to remember.
            

            
         

         
         	“TO ——” (MUSIC, WHEN SOFT VOICES DIE)

         
         	
            One of Percy Bysshe Shelley’s most popular lyrics, this poem of two four-line stanzas has been published also
               as “Memory,” which is an identical poem except the two stanzas are reversed. “To ——”
               was first published in Posthumous Poems in 1824. The poem develops a parallel between the poet’s thoughts, music, and the
               fragrances of violets and rose leaves. As music lives in our memory, the fragrance
               of violets lives in the senses they stimulate, that they enliven. When roses die,
               their petals form a bed for them. Similarly, love will sleep on in thoughts of the
               beloved. Or, as the music lingers in our memory, so the thoughts of the beloved in
               the soul of the speaker will provide a “bed” for love itself. The poem’s appeal arises
               not from the simple, almost clichéd comparisons but from the music of the poem itself.
               The rhythm and melody of the poem develop a melancholy mood.
            

            
         

         
         	“TO ——” (OH THERE ARE SPIRITS IN THE AIR)

         
         	
            Percy Bysshe Shelley published this poem in Alastor; or, The Spirit of Solitude and Other Poems in 1816. He addresses the poem to Samuel Taylor Coleridge, whose change of opinions and consequent unhappiness he deplores as he had for similar
               reasons deplored those of Wordsworth when writing “To Wordsworth” in 1814. Shelley
               did not know Coleridge personally, but he alludes to him in several other poems.
            

            
         

         
         	“TO A LOUSE”

         
         	
            Robert Burns wrote this poem in his familiar standard Habbie stanza form. Since Burns rarely attended Scottish Presbyterian assemblies, this poem is
               his imagining of a church service with its hypocritical churchgoers. The speaker sits
               in a pew behind a respectable young lady during the service. She has dressed in her
               finery for Sunday church. The speaker notices a louse crawling in her hair. The fine
               lady is, of course unaware and would be utterly horrified to know someone has spotted
               lice in her hair. The poem’s obvious theme is that we seldom see ourselves as others
               see us.
            

            
         

         
         	“TO A MOUNTAIN-DAISY”

         
         	
            Robert Burns’s poem demonstrates his early ecocentric view of nature and humanity. Similar to his more popular “To a Mouse,” written about the same time in 1786, Burns, representing humanity in general, has
               disrupted the natural order of things. He has turned down a flower with his plow.
               The poem’s first few lines resemble the first few lines of “To a Mouse”:
            

            
            
               Wee, modest, crimson-tipped flow’r,

               
               Thou’s met me in an evil hour;

               
               For I maun crush amang the stour

               
               Thy slender stem.

               
            

            The flower is “wee” and “modest”; that is, small in comparison to its destroyer—a
               man, a ploughman. It is humanity who has disrupted the natural order by turning down
               the daisy. Now that the flower has been destroyed, the skylark is bereft of its “companion
               meet.” The skylark, of course, is a common Romantic symbol of spiritual aspirations
               or poetic creativity. Perhaps the poem suggests that nature and poetry go together.
               Each is the companion of the other. Humanity can stifle poetic genius by destroying
               or neglecting nature; therefore, poets are dependent on nature for their art.
            

            
            The flower grew up despite the cold winter weather: “Cauld blew the bitter-biting
               north.” The weather could not stop this flower from coming to its full life; it raised
               its head “cheerfully” from the earth. Left to itself, the flower was content, but
               humanity killed it. Nature decreed this flower should live, but humanity bypassed
               natural laws. Burns ends the poem by showing that human pride causes us to look forward
               to tomorrow. Yet every day many of us die, and many of us shall by our own “cunning”
               be driven “To mis’ry’s brink.” The fate of the daisy will be our fate.
            

            
         

         
         	“TO A MOUSE”

         
         	
            In this poem the Scottish poet Robert Burns puts forth his theme about what humanity’s relation to nature really is. As such it bears remarkable similarity to his “To a Mountain-Daisy.” Both poems were composed in a period of five months in 1785 and 1786. In both cases,
               while plowing in a field, the speaker has destroyed a product of nature with his plow.
               These incidents cause him to contemplate the order of nature. The result is Burns’s
               ecocentric reading of nature applied directly to his readers.
            

            
            In “To a Mouse,” the speaker, presumably Burns, laments the fate of the “wee, sleekit,
               cowrin, tim’rous beastie,” who is running in panic from the poet-farmer. He is sorry
               for disrupting the creature’s winter nest, but even more he is “truly sorry man’s
               dominion, / Has broken nature’s social union.” At one time humanity and beast lived
               in peace, but society, or “man’s dominion,” ruined the original social order. It was
               humanity, not nature, that ruined this order. The speaker realizes that very few would
               think twice about ruining the mouse’s nest.
            

            
            He compares the mouse to himself, and hence to all humans, by calling himself “thy
               poor earth-bound companion, / An’ fellow mortal!” We humans are destined to die, just
               as the mouse is. The mouse, our “fellow-mortal,” being a representative of nature,
               is on the same level as us. We both possess life, and through the fate of the beast’s
               life, Burns sees the fate of all people. By destroying her winter nest, Burns probably
               sentenced the mouse to death.
            

            
            We look ahead to the future, but it is often a future based on pride and often it
               is in vain.
            

            
            
               The best-laid schemes o’ mice an’ men

               
               Gang aft agley,

               
               An’ lea’e us nought but grief an’ pain,

               
               For promis’d joy!

               
            

            The mouse had counted on a comfortable winter in its well-planned nest, but as often
               happens in life, untimely disaster spelled the mouse’s doom.
            

            
            There is a difference, though, between mice and people because the mouse has no foresight
               or hindsight. Only the present affects it. Burns, however, looks back at his own life
               in horror, and to the future with dread.
            

            
         

         
         	“TO A SKY-LARK”

         
         	
            Percy Bysshe Shelley wrote this poem at Leghorn in the summer of 1820 and published it in Prometheus Unbound; A Lyrical Drama in Four Acts with Other Poems the same year. He conceived the idea during an evening walk with Mary Shelley among myrtle hedges, while a skylark was singing overhead. Here as in “Ode to the West Wind” and other poems, yet very unlike “Stanzas Written in Dejection—December 1818, near Naples,” Percy Shelley displays the strong personal element that led him like William Wordsworth to draw hope and comfort for humanity from nature. The poem can easily be compared
               to Wordsworth’s own “To a Skylark” and John Keats’s “Ode to a Nightingale.”
            

            
            Shelley identifies his own spirit of high aspiration with that of the soaring skylark’s
               spirit. The identification with the skylark is appropriate because the skylark is
               one of the few birds to sing in flight. Not only is the skylark’s song the most beautiful
               and liberating the speaker has ever heard, but it flows without effort, spontaneously,
               fulfilling one of Shelley’s and other Romantic poets’ primary poetic ideals. The skylark,
               additionally, is not bound to the earth but disdains concrete reality for the ethereal.
               Its reality is Shelley’s imaginative ideal. The poetic ideal is an imitation of the
               skylark.
            

            
            Shelley’s main theme, then, is the spiritual joy he hears in the song of the skylark
               as it soars to the heights of its physical limits. Its song is heard in all regions
               of earth and air. It is like a poet, a maiden in love, a glow-worm spreading joy with
               its light, and a rose whose scent is spread by the wind. Where does its song come
               from? The poet asks the bird to teach him. If he could possess even a part of the
               skylark’s soaring soul, he too would sing with “harmonious madness” that would cause
               the world to listen as he listens to the skylark.
            

            
         

         
         	“TO A WATERFOWL”

         
         	
            One of American poet William Cullen Bryant’s most popular poems, “To a Waterfowl” uses an iambic trimeter and pentameter stanza
               rhyming abab that visually resembles the flight of the bird itself. As night falls, the poet asks
               the waterfowl where it pursues its solitary way. He warns of the fowler watching its
               flight who might contemplate doing it wrong. But then he realizes that a power teaches
               the waterfowl its way “along the pathless coast,” and soon in its summer home it will
               rest among its fellows. Still addressing the bird, the poet says that now it may be
               out of sight, but it has taught him a lesson. And thus, typical for Bryant but untypical
               for most Romantic poetry, “To a Waterfowl” ends with a moral.
            

            
            
               He who, from zone to zone,

               
               Guides through the boundless sky thy certain flight,

               
               In the long way that I must tread alone

               
               Will lead my steps aright.

               
            

            Most readers see a closer connection to William Wordsworth’s view of benevolent nature than to conventional Christian views of God and nature, which Bryant’s poems rarely
               reflect.
            

            
         

         
         	“TO A YOUNG ASS, ITS MOTHER BEING TETHERED NEAR IT”
         

         
         	
            Samuel Taylor Coleridge published this poem in 1794, and Lord Byron ridiculed it in English Bards and Scotch Reviewers. Coleridge had a great deal of sympathy for animals in his Wordsworthian view of
               nature. Here he uses the donkey because it is often presented as a humble, lowly animal
               in fables.
            

            
            This intense sympathy changed during Coleridge’s later years, however. The poet ascribes
               human qualities to the donkey by saying it is a “Meek Child of Misery” from an “oppressed
               Race.” He believes that the animal’s master should show pity to it because the master
               knows just as much about hardships as the animal. The “fellowship of Woe” is for animals
               and mankind.
            

            
         

         
         	“TO AUTUMN”

         
         	
            One of his Great Odes, John Keats finished this poem on September 19, 1819, and published it in his last volume of
               poetry, Lamia, Isabella, The Eve of St. Agnes, and Other Poems in 1820. Keats knew he was dying as he wrote his last great ode. As such the poem has much to say about mortality as natural, as part of a cycle
               of earthly loss and gain that has no end. Autumn brings fullness to life for only
               in autumn can we finally understand what spring and summer have been for us. This
               poem is noted for its lush, sensuous imagery and the positioning at the center of
               the poem of a fully embodied, personified autumn in the form of a beautiful young
               woman in from the fields at the end of the day “sound asleep, / Drowsed with the fume
               of poppies, while thy hook / spares the next swath and all its twined flowers.”
            

            
         

         
         	“TO COLE, THE PAINTER, DEPARTING FOR EUROPE”

         
         	
            The American poet William Cullen Bryant and his close friend the novelist James Fenimore Cooper were closely associated with the Hudson River School of American painters, and thus it was inevitable that Bryant would include the painters
               and their work in his poetry since his poetry as well as Cooper’s novels inspired
               a perspective on nature in the new world in their painting: grand vistas of primeval forests and wide-ranging
               prairies, breath-taking mountain ranges, enormous cascades, and deep-shaded river
               valleys seen or described from above. Thomas Cole himself painted a picture of himself
               and Bryant standing far above a precipice overlooking a deep ravine in the Catskill
               Mountains. The occasion of this sonnet was Cole’s trip to Europe. Bryant tells Cole
               not to forget his own land.
            

            
         

         
         	“TO HARRIET”

         
         	
            See QUEEN MAB.
            

            
         

         
         	“TO HELEN”

         
         	
            Edgar Allan Poe published “To Helen” in Poems in 1831. The Helen of the poem is Helen of Troy. Evidently Poe wrote this 15-line
               poem when he was only 14 years old. In Helen’s window niche she is like a statue with
               an agate lamp in her hand: “Thy Naiad airs have brought me home / To the glory that
               was Greece / And the grandeur that was Rome.”
            

            
            “To Helen” may have been inspired by Jane Stith Stanard of Richmond, Virginia, mother of a school friend. She died in 1824 when Poe was 15.
               In letters, he later spoke of her as “the first purely ideal love of my soul” and
               as “an angel to my forlorn and darkened nature.” That said, Helen in the poem represents
               Poe’s ideal of beauty in a woman. She is a spiritual, classical, aesthetic figure,
               not human or physically sexual at all, but one who evokes the glory and grandeur of
               the past.
            

            
         

         
         	“TO HIMSELF”

         
         	
            The Italian poet Giacomo Leopardi wrote this poem in 1833, when he was bitterly unhappy in the aftermath of a deeply
               felt but unrequited love. The uncharacteristically short lines and lack of metaphors
               express formally the bleakness that the poem describes. The poet addresses not merely
               himself but his heart, here considered more a motor than the locus of love. “Rest,
               rest, forever, / You have beaten long enough.” The last shred of hope in life is dead.
               There is nothing else to live for, not even the desire to be given false hope. Nothing
               in life is worth the effort of living. The best part of life is death. Nature should
               be ashamed of itself. It promotes nothing but death, the whole world over. There is
               no point to anything.
            

            
         

         
         	“TO JANE: THE INVITATION”; “TO JANE: ‘THE KEEN STARS WERE TWINKLING’”; AND “TO JANE:
            THE RECOLLECTION”
         

         
         	
            See JANE POEMS; SHELLEY, PERCY BYSSHE (1792–1822).
            

            
         

         
         	“TO M. TALLEYRAND-PÉRIGORD, LATE BISHOP OF AUTUN”

         
         	
            Mary Wollstonecraft dedicated A Vindication of the Rights of Woman to Charles Maurice de Talleyrand-Périgord (1754–1838), the French revolutionary whose country had gone further than any country
               in history in granting equality of the sexes. As one would expect, the dedication
               serves as an abstract and a justification for the book ahead. Essentially, Wollstonecraft
               writes that in revolutionary France women cannot be forced to be “domestic”; equitable
               laws for both husband and wife have created a more sanctified marriage pact that allows
               men and women to choose their own partners instead of it being dictated by family
               and politics. If husbands and wives are equal to each other, then wives will be better
               mothers to their children. They will teach their children the “virtue” they have acquired
               and provide examples of righteous marriages for them—when they and their husband are
               friends.
            

            
         

         
         	“TO MARY WOLLSTONECRAFT GODWIN (‘MINE EYES WERE DIM’)”

         
         	
            Percy Bysshe Shelley wrote this very early poem in June 1814, but it was not published until Mary Shelley issued it in Posthumous Poems in 1824. The poem is notable as an expression of Percy Shelley’s feelings a few weeks
               before his separation from Harriet Westbrook Shelley.
            

            
         

         
         	“TO NIGHT”

         
         	
            Percy Bysshe Shelley’s poem personifies the spirit of night as the poet asks night, the weaver of dreams,
               to come swiftly over sea and land, for he has longed for the day to pass. It is not
               “Thy brother Death” that he wants nor “The sweet child Sleep” but only beloved night.
               Mary Shelley published the poem in Posthumous Poems in 1824. Percy Shelley evidently wrote it in 1820.
            

            
         

         
         	“TO ONE IN PARADISE”

         
         	
            Edgar Allan Poe published this poem in its final form in the Saturday Museum on February 25, 1843. This poem is an elegy upon a false beloved who is fancied as
               having died. Poe wrote six versions of this dirge. It may refer to Sarah Elmira Royster,
               whom he loved but who married a man of wealth. He considered her symbolically dead.
               The two had been close prior to Poe’s entering the University of Virginia.
            

            
         

         
         	“TO SPRING”

         
         	
            The opening poem of William Blake’s first book, Poetical Sketches, printed in 1783, shows early indications of Blake’s visionary powers to which he
               referred as fourfold vision. The first quatrain of the Blakean canon is a statement of pure visionary experience,
               what Blake called twofold vision: “O thou, with dewy locks, who lookest down / Thro’
               the clear windows of the morning; turn / Thine angel eyes upon our western isle, /
               Which in full choir hails thy approach, O Spring!” At first glance this poem and others
               of this mode in Poetical Sketches might appear to be an imitation of the 18th-century fashion of personification. However,
               Blake is not simply giving spring the qualities of life that are necessary for personification.
               He is saying that spring does have “dewy locks.” It is human because he can see that it is.
            

            
            When Blake in “To Spring” says “all our longing eyes are turned / Up to thy bright
               pavilions: issue forth, / And let thy holy feet visit our clime,” the “longing eyes”
               are not turned to any material object. Therefore, since he is visualizing an immaterial
               object, that is, his concept of spring, he is having a threefold vision.
            

            
         

         
         	“TO SPRING, OR CONCERNING THE ANCIENT MYTHS”

         
         	
            Giacomo Leopardi developed a deep, emotional attachment to the myths of ancient Greece, and as with
               other Romantic poets such as Lord Byron, John Keats, and Friedrich Hölderlin, he looked back nostalgically to the past. In “To Spring; or, Concerning the Ancient
               Myths,” Leopardi finds no modern substitute for the loss of the ancient gods. He despairs
               that once “The very grass and flowers / And every thicket lived, in former days! /
               The gentle airs, the clouds. And Titan’s lamp / Were mindful of the race of Man.”
               But no more. Now, according to Michael Ferber, “he mourns the loss of ‘that fair former
               age’ when gods danced on the mountain tops and the shepherd heard Pan’s pipes along
               the river bank” (2010: 72). No longer does humanity have a relationship with ancient
               divinity. No longer does Mount Olympus have divine significance. Nature now is a substitute for the panoply of the ancient gods. The poem ends with a plea,
               “But, O fair Nature, heed our griefs, and this / destiny undeserved, / And touch my
               spirit once more with the ancient fire.”
            

            
         

         
         	“TO SYLVIA”

         
         	
            Written in April 1828, the Italian poet Giacomo Leopardi’s “To Sylvia” pays tribute to an idealized image of a village girl who died young.
               Although her “perpetual song” is from the start set against the insistence in the
               first stanza on the evanescence of her “mortal lifetime,” the poet’s nostalgic recollections
               of Sylvia at her “woman’s tasks” give us an image of the young Leopardi turning away
               from his scholarly labors in his father’s library to listen to her song and look around
               him at the beauty of the natural landscape. But of course, because of his condition,
               he felt he could never express himself to a woman such as Sylvia.
            

            
            In the poem the speaker asks his departed Sylvia whether or not she remembers her
               “mortal lifetime” and how they were happy growing up together. Does she remember her
               ordinary daily life as a woman, doing expected tasks, singing, and thinking about
               her future? The poet recalls how he used to leave his studies to gaze at her and hear
               her sing from the balcony. He speaks in despair about the “anticipations” they had
               for a bright life and how nature broke its promises and took her away. There she was, dying, stricken by illness.
               She died before she was praised for her attributes, before the poet told her how he
               felt about her. Now the poet admits that his youth was denied because of the death
               of his companion, yet her destiny is the destiny of all: “My poor one, when / The
               truth rose up, you fell, And from afar you pointed me the way / To coldest death and
               the stark sepulcher.”
            

            
            The accusation of nature is all the more bitter because of this sense of disappointed
               hope: “why / Do you not keep the promises you gave? / Why trick the children so?”
               Such an idea is reminiscent of Jean-Jacques Rousseau. From Rousseau on, childhood has been a sacred component of the Romantic understanding
               of life. To violate it is one of the cardinal sins. Time too is a villain here, depriving
               Sylvia of her allotted years: “Before winter struck the summer grass,” before her
               natural “flowering,” she has been deprived of life.
            

            
         

         
         	“TO THE FATES”

         
         	
            In this often-anthologized poem, Friedrich Hölderlin provides a short, first-person conversation between the narrator and the “lords of
               all.” He asks that they give him one summer and one fall to finish, so that when the
               time comes, he can go. His soul will not rest in Hell unless he follows his heart
               and finishes this poem. Welcome death, he says. Even if he goes, he will be happy
               like the gods for he needs nothing else.
            

            
         

         
         	“TO THE POOR”

         
         	
            Anna Barbauld wrote this poem in 1795 after hearing a sermon demanding relief for the poor after
               a bad harvest that had led to bread riots in England. The 1790s were a time in England
               of political radicalism. The revolution in France was working through its various
               phases, and hope for liberation was in the air in London and elsewhere. Barbauld addresses
               the poor directly and empathizes with their plight: “Bear, bear thy wrongs, fulfill
               thy destined hour, / Bend thy meek neck beneath the foot of power.” These lines obviously
               have disturbing implications.
            

            
         

         
         	“TO THE READER”

         
         	
            This work was to become the introduction to Washington Irving’s Tales of a Traveller. Irving wrote under the name here, as in The Sketch Book, of Geoffrey Crayon. Crayon states that he is waylaid in Mentz, Germany, through
               illness. After working at everything to relieve the boredom, he decides to try his
               hand at writing. At one time writing a book involved “toil and difficulty,” but nowadays,
               he says, even “the most trifling lucubration was denominated a ‘work,’ and the world
               talked with awe and reverence of ‘the labors of the learned.’” Today “everybody is
               an author,” so why not him?
            

            
            The second major aspect of this introduction is Crayon’s comment on the didactic qualities
               of his work, especially in reference to the moral of his tales. He says, “I value
               myself on the sound moral which each of them contains.” Later he continues, “I am
               not, therefore, for those barefaced tales which carry their moral on the surface,
               staring one in the face; they are enough to deter the squeamish reader.” For his tales
               he has hidden his “moral from sight, and disguised it as much as possible by sweets
               and spices” so that the naïve reader listening with an open mouth to one of his ghost
               stories “may have a bolus of sound morality popped down his throat, and he never the
               wiser for the fraud.”
            

            
            Geoffrey Crayon ends his introduction by citing some of his sources and stating that
               the variety of his tales should make interesting reading if nothing else.
            

            
         

         
         	“TO WINTER”

         
         	
            This poem from William Blake’s first book, Poetical Sketches, printed in 1783, shows early indications of Blake’s visionary powers. Blake referred
               to his visionary powers as fourfold vision. Perhaps the most prominent reflection of divine vision in Poetical Sketches is this prophetic vision, “To Winter.” Here winter, which is an early version of
               Urizen (Shorer 1946: 368), is prophesied to force repression upon the earth: “Lo!
               now the direful monster, whose skin clings / To his strong bones, strides o’er the
               groaning rocks: / He withers all in silence, and in his hand / Unclothes the earth,
               and freezes up frail life.” “Frail life” is the vision, which is a product of the
               imagination as well as a divine source. Since winter freezes up frail life, or vision,
               then winter can be equated with reason, as Urizen later on is, since reason destroys
               the imagination.
            

            
         

         
         	“TO WORDSWORTH”

         
         	
            A poem by Percy Bysshe Shelley. See also ALASTOR; OR, THE SPIRIT OF SOLITUDE AND OTHER POEMS

            
         

         
         	A TOUR IN SWITZERLAND

         
         	
            See WILLIAMS, HELENA MARIA (1762–1827).
            

            
         

         
         	A TOUR OF THE PRAIRIES

         
         	
            In 1833 and 1834 Washington Irving became, essentially, the first major American writer to travel to the far reaches
               of the American frontier. A Tour of the Prairies, published in 1835 and based on Irving’s travel journal, is one of the earliest major
               descriptions of the West based upon a Wordsworthian imaginative transformation of natural materials. Irving’s travels took him as far
               into the interior of the North American continent as what later became known as the
               Oklahoma territories, or Indian Territory. H. L. Ellsworth had written of a similar
               journey near the same time, but it was a prosaic, factual account.
            

            
            Irving romanticizes his travels, writing for the drawing room a story of rough and
               heady adventures. Here the buffalo are scenic props, the Osage Indian customs are
               sentimentalized, and the plains are filled with breathtaking views of wild horses
               charging. Irving tells with charm and endearingly of fording rough waters and eating
               skunk meat by a campfire. Like the forests of James Fenimore Cooper and William Cullen Bryant, Irving’s forests are Gothic temples with sweeping arches pointing upward. Further,
               “the glimmering lights of campers, the picturesque dress of the ranger, the bee hunt,
               the hostile Indians, the undulating reaches of prairie and forest, he refined into
               a Europeanized idealization of the wilderness” (Spiller et al. 1974, 1:250). The title,
               then, accurately portrays Irving’s objective. His was not a journey of exploration
               but a tour for a curious traveler. A Tour of the Prairies is Washington Irving’s greatest achievement in the Romantic tradition.
            

            
         

         
         	TRANSCENDENTAL CLUB

         
         	
            The heart of the Transcendental movement in the United States was the Transcendental Club in Concord, Massachusetts. Not really
               a club but an informal gathering for discussion and promotion of the Transcendentalist
               philosophy, the club included the important New England intellectuals of the 1830s
               and 1840s. Prominent members included Ralph Waldo Emerson, Margaret Fuller, Henry David Thoreau, Nathaniel Hawthorne, Bronson Alcott, and Elizabeth and Sophia Peabody. The two ventures most associated
               with the Transcendental Club were the utopian scheme of Brook Farm and its unofficial journal, the Dial, which ran from 1840 to 1844 under the editorship of Fuller, Emerson, and, unofficially,
               Thoreau.
            

            
         

         
         	TRANSCENDENTAL MOVEMENT

         
         	
            The American Transcendental movement, associated most commonly with Ralph Waldo Emerson, Henry David Thoreau, Margaret Fuller, and Nathaniel Hawthorne, was the primary link between the Romantic movement in the United States and the
               movement in Europe and England. Whatever might be called the American Romantic movement,
               a term now out of fashion, consisted primarily of members of the Transcendental Club, which flourished in the 1830s and 1840s.
            

            
            Originally composed of disaffected members of Unitarianism who were reacting against
               traditional New England Puritanism, the movement received its inspiration from the
               German Transcendentalism of the Jena Circle and the philosophers Johann Gottfried Herder, Johann Gottlieb Fichte, and Friedrich Schleiermacher. The movement took its name from Immanuel Kant’s Critique of Pure Reason, in which Kant defined transcendental knowledge as a mode of knowing objects.
            

            
            As part of the Romantic movement, the Transcendentalists rejected the empiricism of
               John Locke, Calvinism, deism, trinitarianism, materialism, rationalism, and capitalism and replaced
               these with a doctrine based on idealism and intuition. The Transcendentalists saw
               Emerson’s Nature as their manifesto (Brooks 1936: 191ff). Emerson’s essay on the Over-Soul contains their doctrine of God in its stress on the foundational doctrine of individualism
               and self-reliance as well as self-examination. All human souls experience a mystical
               union with God and the Over-Soul, and every soul contains within itself a spark of
               divinity and the pathway to all knowledge. Nature provides the means for communion with God, not a church or a sacred text. Thus all
               have the means for direct experience with God and no need to base worship upon the
               secondary experiences of others who claim to be telling of their own experiences with
               God.
            

            
         

         
         	TRELAWNY, EDWARD JOHN (1792–1881)

         
         	
            Trelawny was a flamboyant English adventurer and friend and biographer of Lord Byron and Percy Bysshe Shelley and Mary Shelley. His romantic biography, full of exaggerations but a fabulous account of himself,
               is The Adventures of a Younger Son. He was part of the Byron-Shelley Circle and wrote from that his Recollections of the Last Days of Shelley and Byron. In later years he married Claire Clairmont.
            

            
            See also “WITH A GUITAR, TO JANE”.
            

            
         

         
         	TUCKER, ELLEN (1811–1831)

         
         	
            Ralph Waldo Emerson’s first wife.
            

            
         

         
         	“TWICE-TOLD TALES, BY NATHANIEL HAWTHORNE: A REVIEW”
         

         
         	
            Edgar Allan Poe published this book review of Nathaniel Hawthorne’s book in Graham’s Magazine of May 1842. This review is essential for understanding Poe’s theory of the short
               story. For Poe, a short story must be only so long as can be read at one sitting so
               that the affairs of the world must not break the spell. Also authors by the novelty
               and beauty of their ideas and the rhythm of their sentences create tone and mood and
               completely control the reader for the length of the tale. Terror and horror, Poe finds,
               are better suited to prose than verse. In Hawthorne, Poe objects to the melancholy
               and the mysticism of the tales. He perceives a lack of versatility, but he also perceives
               Hawthorne’s faultless style and true genius.
            

            
         

         
         	THE TWO FOSCARI

         
         	
            One of Lord Byron’s tragedies, The Two Foscari was published in 1821.The tragedy is based upon a premise from Venetian history in
               which the Doge of Venice Francis Foscari of the 15th century must sentence his son
               Jacobo to death.
            

            
         

         
         	“THE TWO SPIRITS—AN ALLEGORY”

         
         	
            Mary Shelley first published this poem by Percy Bysshe Shelley in her 1820 edition of the Posthumous Poems. It was probably written between October 1818 and February 1819. The poem generally
               typifies much of Shelley’s complex Platonic idealism. It is presented dramatically
               with the two spirits as speakers and a final passage from a third-person point of
               view. As the poem opens the second spirit has just returned from a spiritual visit
               to the earth. The first spirit warns of the danger of coming earthly night. The second
               spirit assures the first that he knows what day will be like, yet he seems unsure.
               The first spirit then figuratively invokes the elements of hail, of lightning, and
               of rain as night is coming.
            

            
            As with many of Percy Shelley’s poems, political messages always seem to underlie
               seemingly obvious meanings. Shelley may here be suggesting a battle fought by armies.
               By now the difference between the two spirits’ outlooks, one pessimistic and one optimistic,
               is obvious. The last two stanzas, however, either change everything or they hold the
               key to the poem’s meaning. They are a commentary delivered by someone other than the
               first or second spirit. The question now posed by Shelley is which spirit seems to
               have the deeper understanding of its own ambitions, of the truth of what its antagonist
               says, and of its destiny.
            

            
         

         
         	“THE TYGER”

         
         	
            One of William Blake’s most famous lyrics, “The Tyger” is part of The Songs of Innocence and of Experience. The speaker is an adult who posits a series of questions from the voice of experience:
               “Tyger Tyger, burning bright, / In the forests of the night; / What immortal hand
               or eye, / Could frame thy fearful symmetry?” For the speaker, the important matter
               is the creator of the tiger, not the tiger itself. Thus the speaker, in a sardonic
               tone, asks what such a creator could possibly be like. Such a creator must partake
               of the assumed evil of this beast it created: “And what shoulder, & what art, / Could
               twist the sinews of thy heart? / And when thy heart began to beat, / What dread hand?
               & what dread feet?” Then the speaker turns the question back to the paradox of innocence
               and creation for he asks, When all was finished did this creator “smile his work to
               see? / Did he who made the Lamb make thee?” Was this the same creator who created
               the innocent little lamb of the contrary poem “The Lamb”? Obviously the creator was the same. So now the poem ends by repeating the first
               stanza exactly but with one word replaced; instead of “could” the speaker now uses
               “dare”: “Tyger Tyger burning bright, / In the forests of the night: / What immortal
               hand or eye, / Dare frame thy fearful symmetry?”
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         	“ULALUME”

         
         	
            Edgar Allan Poe published this poem in Colton’s American Review in December 1847 under the name N. P. Willis. It is a good example of Poe’s wishing
               to create a mood of suggestion. The poet is conversing with Psyche, his soul, in a
               mysterious landscape. It is October in the “ghoul-haunted woodland of Were.” They
               have wandered here before, and this night marks a significant anniversary for them.
               Suddenly a bright star rises, which the speaker believes to be Astarte, not Diana—or
               love, not chastity. But Psyche says that she distrusts the star and suggests that
               they flee. The speaker insists that the star will lead them aright. So they go on.
               Finally they come upon a tomb, which Psyche explains is the tomb of Ulalume, the speaker’s
               lost love. Then the speaker remembers that just a year before, on that very night,
               he had carried this burden there.
            

            
            The poem seems to be a Platonic rendering of absolute beauty and love. No physical
               love can possibly requite this ideal of excellence. And evidently, Poe seems to be
               saying, such idealization of love is attainable only in death. It was poetry such
               as “Ulalume” with its effect arising from implication rather than overt statement
               that attracted the next generation of poets in France, the Symbolists. Stéphane Mallarmé
               wrote his poem “At the Tomb of Poe” looking back on such poems as this.
            

            
            Poe relies heavily here on a trisyllabic meter, emphasizing the anapests but occasionally
               alternating with dactylic and with iambic feet to begin several lines. However, he
               is not regular in this pattern within the stanza or through the stanza forms themselves.
               This trisyllabic meter gives a soft, rolling effect, which is common in Poe.
            

            
         

         
         	THE UNSEX’D FEMALES

         
         	
            This conservative satire by Richard Polwhele was published in 1797. In it Polwhele
               disparaged female intellectuals such as Anna Barbauld, Mary Wollstonecraft, Mary Robinson, and Charlotte Smith for their revolutionary sympathies, thus giving all Romantics unexpected boosts in
               fame.
            

            
         

         
         	“USES OF GREAT MEN”

         
         	
            This is the opening chapter of Ralph Waldo Emerson’s 1850 volume Representative Men. In this chapter, which serves as a general introduction to the work, Emerson not
               only defines his concept of the Great Man but also shows the functions and the value
               of the Great Man. Great men, of course, stand out in history. Men believe in them,
               and it is natural for them to do so. Echoing a sentiment in The American Scholar that the scholar is the world’s eye, Emerson says, “Other men are lenses through
               which we read our own minds.” As for a definition of the Great Man, Emerson writes,
               “I count him a great man who inhabits a higher sphere of thought, into which other
               men rise with labor and difficulty; he has but to open his eyes to see things in a
               true light and in large relations, whilst they must make painful corrections and keep
               a vigilant eye on many sources of error.”
            

            
            Throughout “Uses of Great Men” Emerson praises action and active men, especially the
               builders and inventors: The knowledge that in the city is a man who invented the railroad
               raises the credit of all the citizens. All these things are qualities of the ideal
               scholar, the great man, and they are qualities of all six of Emerson’s representative
               men.
            

            
            See also “GOETHE; OR THE WRITER”; “MONTAIGNE; OR, THE SKEPTIC”; “NAPOLEON; OR, THE MAN OF THE WORLD”; “PLATO; OR THE PHILOSOPHER”; “SHAKESPEARE; OR, THE POET”; “SWEDENBORG; OR THE MYSTIC”.
            

            
         

         
         	UT PICTORIA POESIS; OR, THE ENRAGED MUSICIAN

         
         	
            George Colman the Elder’s last play, produced in 1789 for the Haymarket Theatre outside of London, uses the same comic techniques as those in his other burletta, The Portrait. The lyrics are deliberately awkward. Also, like that of The Portrait, the plot is based on one simple, humorous intrigue. As old Castruccio instructs
               Castriccina and Picalina in their music lessons, he is constantly distracted by a
               noise outside his window. In the street below, young Quaver sings of his love for
               Castriccina. So moving is his song that a knife grinder promises to help him take
               the girl from her ill-tempered father. In a few minutes the noise below Castruccio’s
               window so angers the old musician that he runs to his window to curse the noise. It
               turns out to be a mob. Quaver, as a lamplighter, puts his ladder in Castruccio’s face,
               and as the old man turns his back the daughter runs to the window and climbs down
               the ladder with Quaver and the mob below protecting them from the father’s pursuit.
               Later the two lovers return and kneel at the window, asking Castruccio’s blessing,
               but the musician is just enraged all the more. The entire plot exists for this ladder
               scene, an even flimsier premise than the portrait scene from The Portrait. In no way should the play be taken seriously, yet as Colman tries to show throughout
               his burlettas and theatrical satires, plays almost exactly like these are taken seriously
               by people with poor taste.
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         	VALPERGA

         
         	
            Mary Shelley’s second novel, following Frankenstein, was first published in 1823. Its full title is Valperga; or, The Life and Adventures of Castruccio, Prince of Lucca, and it is based on the life of Castruccio Castracani (1281–1328), Prince of Lucca.
               Set in the period of Dante’s lifetime, Valperga portrays Castracani as a brilliant soldier and cruel tyrant. He successfully commands
               Ghibelline forces in Tuscany against the Guelphs, threatening Florence, their stronghold.
               But the real story is the fictional conflict with tragic consequences between Ethanasia,
               Countess of Valperga, and the heretic Beatrice. Ethanasia finds herself increasingly
               torn between loyalty to her Guelph roots and her affection for Castruccio, which began
               in childhood, while Beatrice struggles with her passions as Castruccio falls in love
               only to abandon her.
            

            
         

         
         	VANCENZA; OR, THE DANGERS OF CREDULITY

         
         	
            Mary Robinson published this novel in 1792. Because of Robinson’s celebrity, the first edition
               sold out in one day. Ultimately it would run to five editions. It is a Gothic novel
               involving the typical characters and settings of the genre as well as seduction and
               coincidental plots. “Along with autobiographical elements and personal reflections,
               there is an implicit critique in the novel of aristocratic profligacy and power, as
               its conclusion revolves around the revelation of the infidelity of the father and
               authority figure” (Tye 1996).
            

            
         

         
         	THE VICAR OF WAKEFIELD

         
         	
            Oliver Goldsmith published his sentimental novel in 1766. Among the characters are
               the Reverend Dr. Primrose, a charitable vicar who is Job-like in his misfortunes;
               Mrs. Deborah Primrose, who boasts of her housewifery and aspires to gentility; Olivia
               Primrose, who is seduced by Squire Thornhill but is eventually found to be married
               to him; Moses Primrose, who is famous for the adventure of the green spectacles; and
               Sophia Primrose, who is twice saved by Mr. Burchell (Sir William Thornhill), whom
               she marries.
            

            
         

         
         	VIGNY, ALFRED VICTOR, COMTE DE (1792–1863)

         
         	
            Vigny was a French dramatist, poet, and writer of historical novels. He was an officer
               in the army during the Restoration. He has often been compared in spirit to Matthew
               Arnold.
            

            
         

         
         	A VINDICATION OF THE RIGHTS OF MEN, IN A LETTER TO THE RIGHT HONOURABLE EDMUND BURKE

         
         	
            Mary Wollstonecraft published her first major revolutionary work anonymously in 1790. For the second
               edition, publisher Joseph Johnson placed her name on the title page. Wollstonecraft wrote her A Vindication of the Rights of Men in response to Edmund Burke’s Reflections on the Revolution in France, published in November 1790. She reproaches Burke for his rhetorical emphasis on
               an appeal to reason which, she points out, ultimately becomes superficially, perhaps
               unintentionally, emotional, thus undermining his conservative argument against the
               revolution. She also redefines the revolutionary concept of “the rights of man” and
               attacks Burke for misunderstanding the concept altogether. Also Wollstonecraft attacks
               Burke’s views on property and on the correct way to deal with poverty, developing
               her argument against relying too much on property rights.
            

            
            In his Reflections, Burke had written a moving account of the last days of King Louis XVI and his queen
               Marie Antoinette before they were beheaded. Wollstonecraft responds by accusing Burke
               of privileging the beautiful queen and her troubles yet showing no concern for the
               troubles of working-class mothers. Wollstonecraft then constructs an argument showing
               aristocratic, wealthy women to be only half human because their entire lives are pledged
               to pleasing men, undermining their powers of perception and reason, making them weak
               and contemptible. Instead of pursuing physical beauty, women should cultivate moral
               virtue. Thus the seed of thought that became A Vindication of the Rights of Woman was already developing in Wollstonecraft’s thought.
            

            
            When after the second edition it was realized that the author was a woman, the public
               and critical response was outrage. Wollstonecraft was on the one hand condemned by
               the majority conservative opinion of her time, but she was also seen by a small minority
               of radical intellectuals as a new and promising voice in the debate over revolution.
            

            
         

         
         	A VINDICATION OF THE RIGHTS OF WOMAN

         
         	
            The full title of Mary Wollstonecraft’s most famous work is A Vindication of the Rights of Woman: With Strictures on Political and Moral Subjects. Joseph Johnson published the book in January 1792 in London. A Vindication of the Rights of Woman is the foundational text of 18th-century feminism, and many of Wollstonecraft’s observations,
               though perhaps not as often her solutions to the problems, unfortunately remain valid
               today. A Vindication of the Rights of Woman emerged from the French Revolution, and the book remains revolutionary and controversial
               into the 21st century.
            

            
            As a woman committed to the principles of the French Revolution, Wollstonecraft interprets
               feminism in political terms. She associated women’s condition with the political and
               social structures of the 18th-century society of her time. She develops an exhaustive
               demonstration of the unequal treatment of women, taken for granted at the time, and argues how to rectify the problem. At the core
               of the problem are the inequities of basic systems, attitudes, and expected outcomes
               of education for 18th-century young women as opposed to young men. Thus in A Vindication of the Rights of Woman, she argues for equality of education and attacks stereotypes of women. She further
               attacks the still common argument that God created woman as inferior to man, and she
               especially condemns Milton’s various portrayals of Eve as being an afterthought and
               offshoot of Adam, or “mankind.”
            

            
            One of the primary reasons for the enduring power of A Vindication of the Rights of Woman is the mature, sophisticated rhetoric and style Wollstonecraft develops, well beyond
               anything she had thus far displayed in her previous works. In her introduction she
               lays out her argument for the entire book and she plainly states rhetorical strategies
               she will employ, among them “episodical observations,” anecdotes, personal references,
               and catalogs of related personal observations and views. She uses a leisurely style
               common in 18th-century prose, yet, curiously, when she criticizes other writers’ views
               on feminism, she often is sharply critical of, specifically, florid styles. Ultimately
               Wollstonecraft puts forth compelling examples to illustrate the evils incumbent upon
               women in society and allows her readers to evaluate them. Inevitably her readers will
               see that each of her examples really does “validate her claims.” Yet her casual style
               prevents readers from bristling defensively before she has a chance to make her point.
               She censures men and women equally.
            

            
            The dedication of the book is titled “To M. Talleyrand-Périgord, Late Bishop of Autun.” Talleyrand-Périgord was a French revolutionary, and his country had gone further
               than any country in history in granting equality of the sexes. In revolutionary France,
               she notes, women cannot be forced to be “domestic”; equitable laws for both husband
               and wife had created a marriage pact that allowed men and women to choose their own
               partners instead of having the choice dictated by family and politics. If husbands
               and wives are equal to each other, then wives will be better mothers to their children.
               They will teach their children the “virtue” they have acquired and provide examples
               of righteous marriages for them—when they and their husband are friends.
            

            
            In her introduction, besides justifying her rhetorical strategies, Wollstonecraft
               outlines the work ahead. With an aim at her audience, both men and women, which she
               will assume to be antagonistic, she early on deals with the issue of “masculine women,”
               and she will define differences between “ladies” and men. Above all else she will
               examine the current state of education for women and provide remedies.
            

            
            Chapter 1 is titled “The Rights and Involved Duties of Man Considered.” Man is differentiated from animals by reason, virtue and knowledge. Wollstonecraft
               treats British politics—the monarchy, men’s professions, the war in Europe—in this
               chapter as she does throughout the book, and she introduces her criticism of John
               Milton and Jean-Jacques Rousseau in chapter 1 and all that they misunderstood in treating of relations between men
               and women.
            

            
            Chapters 2 and 3, titled “The Prevailing Opinion of a Sexual Character Discussed,” begin Wollstonecraft’s argument about the importance of education and its relation
               to human nature. In chapter 4, “Observation on the State of Degradation to Which Woman
               Is Reduced by Various Causes,” Wollstonecraft develops analogies between women and
               the wealthy and argues for “naturalization” of perceived gender differences. Here
               she also deals with the concept of love and discusses how romantic and physical love
               get in the way of a woman’s development.
            

            
            In chapter 5, “Animadversions on Some of the Writers Who Have Rendered Women Objects
               of Pity, Bordering on Contempt,” Wollstonecraft provides detailed responses to Milton’s
               attempt to define woman as secondary to man; to Rousseau’s ideas of education for
               girls; and to authors of recent books on proper women’s conduct, such as John Gregory and Hannah More.
            

            
            Chapter 6, “The Effect Which an Early Association of Ideas Has upon the Character,”
               relates 18th-century theories of associationism to feminism. Chapter 7, “Modesty—Comprehensively Considered, and Not as a Sexual
               Virtue” and chapter 8, “Morality, Undermined by Sexual Notions of the Importance of
               a Good Reputation,” deal with women’s issues hardly questioned at the time: questions
               of chastity and maintaining one’s virginity, and questions of virtuous womanhood as
               opposed to fallen womanhood.
            

            
            Chapter 9, “Of the Pernicious Effects Which Arise from the Unnatural Distinctions
               Established in Society,” is perhaps the most anthologized chapter of A Vindication of the Rights of Woman. Here Wollstonecraft debunks one myth of womanhood after another with wit, sarcasm,
               irony, and a tone of innocent but bitter incredulousness. Chapters 10–12 deal with
               major social structures: “Parental Affection,” “Duty to Parents,” and “On National
               Education.” Chapter 13, “Some Instances of the Folly Which the Ignorance of Women Generates; With Concluding
                  Reflections on the Moral Improvement That a Revolution in Female Manners Might Naturally
                  Be Expected to Produce,” finishes the book.
            

            
            Most readers, men and women, found Mary Wollstonecraft’s A Vindication of the Rights of Woman commonplace and uncontroversial when it first appeared. “It was only after Wollstonecraft
               died in 1797 and her husband, William Godwin, published his tactless, tell-all memoir of his late wife in 1798 that the radical
               proposals the Vindication makes for altering the relative positions of the sexes and so altering British society
               came to overshadow the book’s account of the shortcomings in the contemporary practices
               of female education,” according to Regina M. Janes (qtd. in Lynch, Deidre Shauna 2009:
               221).
            

            
            See also TALLEYRAND-PÉRIGORD, CHARLES MAURICE DE (1754–1838).
            

            
         

         
         	THE VISION OF DON RODERICK

         
         	
            Sir Walter Scott’s poems in the years 1810–1814 were less successful with his contemporary public
               as well as with the critical audience than were Marmion and The Lady of the Lake. The Vision of Don Roderick, published in 1811, a frivolous piece, was written to satisfy a demand. Plot, character,
               and setting are of little consequence. Indeed, Scott in his preface says, “The object
               of the poem is less to commemorate or detail particular incidents than to exhibit
               a general and impressive picture of the several periods brought upon the stage.”
            

            
         

         
         	A VISION OF JUDGMENT

         
         	
            Robert Southey published in 1821 his long poem in hexameters in memory of King George III, who had
               died the previous year. In his preface he bitterly attacks Lord Byron. In a trance the poet sees King George arise from his tomb and ascend to the gates
               of heaven where George Washington provides a testimonial for him. The king enters
               heaven, welcomed by the worthy monarchs of England’s glorious history and by his family.
               Southey’s poem is slow and dull, but Byron wrote a rejoinder in his A Vision of Judgment which is witty and amusing at Southey’s expense.
            

            
         

         
         	THE VISION OF JUDGMENT

         
         	
            Lord Byron wrote his most successful satire after Don Juan in 1821 in response to Robert Southey’s shamefully jingoistic A Vision of Judgment, published just months before upon the death of King George III. In the preface to
               that poem Southey had savaged Byron’s poetry and his personal reputation, referring
               to him as part of a newly risen “Satanic School” of poetry. Byron retaliated as a
               matter of self-defense. In Byron’s poem, when the king’s soul reaches the gates of
               heaven, Satan comes to fetch it. St. Peter quickly agrees to hand over the mad old
               king, but Michael the archangel demands to hear witnesses against King George. The
               witnesses come forth along with Robert Southey, who is summoned from the Lake District.
               Southey recites some of his poetry, which causes confusion among the heavenly host
               as they try to flee. In the commotion King George slips through the slightly opened
               gate into heaven.
            

            
            Byron of course won the contest as to which vision of judgment would be remembered.
               His poem, written in the ottava rima that he had mastered, takes on a flippant and
               highly comic tone compared to Southey’s dull hexameter poem with what Byron considered
               its artificiality. The arrival of the king in Byron’s poem barely wakes up St. Peter,
               and Satan is almost a mouthpiece of Byron himself. George III does sneak into heaven,
               but the focal point of poem is Southey, not King George III.
            

            
         

         
         	VISIONS OF THE DAUGHTERS OF ALBION

         
         	
            Written in 1793, Visions of the Daughters of Albion is an illuminated work by William Blake, one of the prophecies written in a long, 14-syllable line. The poem opens with one
               of his famous epigraphs: “The Eye sees more than the Heart knows.”
            

            
            The speaker of the opening “Argument” is Oothoon; she gives the essence of the narrative:
               she loved Theotormon unashamedly, but in her virgin fears she hid herself in “Leutha’s
               vale,” the valley of sexual desire thwarted by guilt. There she plucked Leutha’s flower
               and trembling left the vale.
            

            
            Oothoon, we find, is the “soft soul of America,” and the chorus of the Daughters of
               Albion waft their “sighs toward America,” the source of the 18th century’s first political
               revolution. So early on, Blake makes clear that although this poem will show a vision
               of radical female liberation, it also is a vision of political liberation. One cannot
               happen without the other.
            

            
            The narrative is simple. Oothoon is an innocent young virgin, curious and unafraid.
               She plucks a marigold and places it between her breasts and, unlike the bashful Thel
               in The Book of Thel, steps out of the realm of innocence and deliberately attempts to make her way in
               the realms of experience. She is not afraid. Theotormon is her equally innocent lover,
               but he has dwelt in a world of masculine expectations just as Oothoon has dwelt in
               the Vale of Leutha, where sexual guilt threatens young virgins. Before she can find
               Theotormon, though, Bromion appears out of a thunderstorm and brutally rapes her.
               Theotormon, scorning Oothoon for her loss of virginity, binds her to the back of Bromion.
            

            
            The narrative of Visions of the Daughters of Albion is secondary to the rest of the poem in which each of the three characters in a Job-like,
               fixed tableau recites a monologue bewailing their fate and justifying their motives.
               Interspersed throughout are choruses of the Daughters of Albion. Of all Blake’s prophecies,
               Visions of the Daughters of Albion is the most melodic.
            

            
            The long poem opens itself to numerous interpretations, but given the fact of Blake’s
               close relationship with Mary Wollstonecraft, no doubt she exerted a powerful influence over his thinking. He had illustrated
               two of her works, “Introductory Address to Parents” and Original Stories from Real Life. In the latter Blake worked especially closely with Wollstonecraft. Also, one year
               earlier she had published A Vindication of the Rights of Woman, which Blake had read. Perhaps Visions of the Daughters of Albion is Blake’s rendering in his illuminations and poetry of the essentials of Mary Wollstonecraft’s
               ideas concerning the liberation of women enslaved to the brutality of ultra-masculine Bromions together with emasculated,
               weak Theotormons, the chorus of the Daughters of Albion being the entrapped women
               of England.
            

            
         

         
         	VITET, LUDOVIC (1802–1873)

         
         	
            Vitet was a French critic, politician, and early partisan of the Romantics. He was
               a contributor to the Romantic journal The Globe in 1824.
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         	WALDEN; OR LIFE IN THE WOODS

         
         	
            In March 1845 Henry David Thoreau set out to live his life in a new way. He borrowed an axe, built himself a very small
               wooden cabin on the banks of Walden Pond just outside Concord, Massachusetts, and
               lived there until September 1847. Thoreau’s book is his record of his experiment in
               simple living. Ultimately, Walden was to become the most important of all works to come out of the American Transcendental movement save perhaps Ralph Waldo Emerson’s Nature, which inspired Thoreau.
            

            
            
               When in 1836 Emerson published his little book Nature, it became almost at once the bible of Transcendentalism. Clearly Thoreau read it
                  with closest attention; its ideas informed his early writing. But he went on to pen
                  many hundreds of pages and to pass many years before finally sending the manuscript
                  of Walden to the printer. Thoreau reshaped it seven times after leaving his hut; at the end
                  the book was uniquely his. Ticknor & Fields issued it in August 1854. By then Transcendentalism
                  was a dying movement, but its greatest document was at last in type. (Bode 1982: 258)
               

               
            

            In Walden Thoreau develops at length his concept of nature, in many ways a Romantic consideration of benevolent nature, yet a view that looks
               forward to literary naturalism as well. Thoreau pitches nature’s simplicity against
               his view of “civilized society.” This was not to be a simple nature book, and Thoreau
               establishes the tone with his famous epigraph printed on the title page: “I do not
               propose to write an ode to dejection, but to brag as lustily as chanticleer in the
               morning, standing on his roost, if only to wake my neighbors up.”
            

            
            Walden consists of 18 chapters. Among some of the most frequently cited chapters are Economy; Where I Lived and What I Lived For; Solitude; Spring; and the famous Conclusion.
            

            
         

         
         	WALKING

         
         	
            By the time Walking was published in the Atlantic Monthly in 1861, Henry David Thoreau was too ill to be interested in the national recognition coming his way at last.
               The Atlantic had requested new material from him, and together with his sister Sophia, Thoreau
               from his sickbed put together several articles taken with little revision from his
               journals. When the proofs came back, Thoreau had to dictate all his correspondence
               to Sophia. When Walking was published, Thoreau had already been dead a month. “There is no sign in the essay
               itself, though, that its author had been moribund; its tone is vigorous and vital”
               (Bode 1982: 592).
            

            
         

         
         	WALPOLE, HORACE (1717–1797)

         
         	
            Walpole was educated at Eton and King’s College, Cambridge. He traveled through France
               and Italy with Thomas Gray in 1739–1741. From 1741 to 1767 he served in Parliament. In 1747 he settled at Strawberry
               Hill. He published The Castle of Otranto in 1764.
            

            
         

         
         	THE WALTZ

         
         	
            Serwood, Neeley & Jones published Lord Byron’s anonymous satire in 1813. The full title is The Waltz: An Apostrophic Hymn. Byron, still writing in the nonchalant mode expected of a young gentleman with a
               hereditary title, disdained to claim credit for his own work. He even had John Murray deny its publication. The preface is written with comic verve under the pseudonym
               of a country gentleman named Horace Hornem. Byron had first met Annabella Milbanke at Lady Caroline Lamb’s morning party on March 25, 1812, in which the invitees were to practice their steps
               to a dizzy new German dance. The two of them were not formally introduced until later.
               At the party Byron, who always despised dancing because of his misshapen foot, was
               disgusted at having to watch what he called this “Voluptuous Waltz,” which had the
               novelty of being the first in which dancing partners found themselves in each other’s
               arms.
            

            
            Satirists are often unsympathetic to innovation, so the poem develops with mock-epic
               technique but without consistency. It uses an elevated form to treat a trivial subject.
               The Waltz is in the tradition of familiar essays of the Spectator and Rambler tradition. While Byron was perhaps one of the most famous libertines in history, he
               could at times prudishly exert his Calvinist heritage with regard to conventional
               standards of morality. Here he views the new dance, a German waltz that would sweep
               Europe in the 19th century, as being immoral like all new dances.
            

            
         

         
         	WANDERING JEW

         
         	
            The theme of the Wandering Jew fascinated several Romantic writers. Samuel Taylor Coleridge structures The Rime of the Ancient Mariner—with its legend of an ancient mariner who is cursed to travel endlessly telling his
               tale—on the legend of the Wandering Jew. Percy Bysshe Shelley refers to the legend in Queen Mab, Hellas, and Laon and Cythna as well as in his poem devoted to the legend directly, The Wandering Jew; or, The Victim of the Eternal Avenger. According to legend, as Jesus staggered under his cross on the road to Calvary, he
               collapsed at the door of Ahasuerus, a tradesman. Ahasuerus indignantly drove the Christian
               savior from his door. Thereafter an angel of death appeared to Ahasuerus and condemned
               him to wander the earth until Judgment Day, denied the consolation of death, recounting
               his sin to all who would listen. Percy Shelley in Queen Mab portrays Ahasuerus as a sympathetic figure, much like John Milton’s Satan, because
               Ahasuerus refuses to submit to God.
            

            
         

         
         	“WASHING-DAY”

         
         	
            Anna Barbauld’s lengthy poem, published in 1797 and based upon the everyday chore of doing laundry,
               develops its complexity through gendered narrative, modified mock-epic genre, and
               blank verse that alternates between seeming amateurishness and mock seriousness and
               gravity and domestic childhood simplicity. Instead of beginning her poem with an invocation
               of one of the nine classical muses, the speaker invokes a domestic muse: “Come, Muse,
               and sing the dreaded Washing-Day.” The poem then moves into a quick-paced description
               of the washerwomen rising at dawn and looking to the cloudy skies in fear of a coming
               storm. If the storm and rain come then their work will be increased. The scene is
               reminiscent of Jonathan Swift’s “Description of a City Shower” from earlier in the
               century. In all the hurrying to and fro, hanging clotheslines over every available
               object, the master of the house who perhaps was looking forward to a quiet day in
               his study is displaced and out of sorts now himself.
            

            
            The poem ends with a shift to first person and a reminiscence of the speaker’s childhood
               when she and her little friends would sit around the washing water bowl and with pipes
               blow soap bubbles, little dreaming that within their lifetime the Montgolfier brothers
               would fly in a hot air balloon.
            

            
         

         
         	THE WATCHMAN

         
         	
            A radical newspaper written, edited, and distributed by Samuel Taylor Coleridge, which ran for 10 issues from March to May 1796. The motto was that “all might know
               the truth, and that the truth might make them free.” The Watchman was to serve as a guardian of public liberty against the encroachments of the conservative
               British Tory ministry. In January Coleridge had begun traveling to various cities
               soliciting subscriptions, but he was received so coolly that publication had to be
               moved from a February target date to March. Among notable issues, number 3 included
               the article “Historical Sketch of the Manners and Religion of the Ancient Germans,
               Introductory to a Sketch of the Manners, Religion, and Politics of Present Germany”;
               number 4 critically assessed the great pulpit orators of the 17th century; and number
               7, devoted to the slave trade, is a passionate appeal for humane thinking on the subject.
               With number 10, on May 13, 1796, Coleridge as editor gave notice that The Watchman would cease publication immediately due to financial difficulties. “Part of my readers,”
               he said, “relinquished it because it did not contain sufficient original composition,
               and a still larger part because it contained too much.”
            

            
         

         
         	WAVERLEY

         
         	
            Sir Walter Scott’s first novel, written after a successful career as a writer of popular narrative
               poems and first novel of the Waverley series, shows Scott’s successful transition
               from poet to novelist. In his preface to the novel, Scott, with his usual modesty,
               disclaimed artistic greatness in the writing of Waverley.
            

            
            
               And here I must frankly confess, that the mode in which I conducted the story scarcely
                  deserved the success that the romance afterwards attained. The tale of Waverley was
                  put together with so little care, that I cannot boast of having sketched any distinct
                  plan for the work. The whole adventures of Waverley in his movements up and down the
                  country with the highland cateran, Bean Lean, are managed without much skill. It suited
                  best, however, the road I wanted to travel, and permitted me to introduce some descriptions
                  of scenery and manners, to which the powers of the author might have otherwise failed
                  to attain for them. And though I have been in other instances a sinner in this sort,
                  I do not recollect any of these novels, in which I have transgressed so widely as
                  in the first of the series.
               

               
            

            Critics have often agreed with Scott. John Lauber (1966), for example, who is no apologist
               for Scott, says, “Waverley approaches the picaresque form, and it perhaps would be a more successful work if
               Scott had not only recognized his limitation but also taken advantage of it by adhering
               completely to the picaresque and by abandoning the conventional baggage of a love
               story and a mystery” (53). Careful readers of the novel, though, will disagree with
               such an opinion. D. D. Devlin (1971) claims the novel has a “unified total movement
               in which meaning chiefly lies” (58).
            

            
            There is a unified plot in the novel centering on the hero, Edward Waverley. The first
               six chapters carefully prepare the reader with a detailed though dull account of Waverley’s
               background and education. The emphasis on the Jacobite influence of Sir Everard and
               Aunt Rachel in addition to Waverley’s disorganized studies in legend, history, and
               popular romances point to Waverley’s inevitable attraction to anything romantic. His
               excursion into the Highlands is solely for the purpose of escaping from reality into
               a land of romance. Scott carefully notes this for the reader. Commenting on Edward’s
               situation as he sits on the bank of a Highland lake, Scott says, “He had now time
               to give himself up to the full romance of his situation. Here he sate on the banks
               of an unknown lake, under the guidance of a wild native, whose language was unknown
               to him . . . What a variety of incidents for the exercise of a romantic imagination.”
            

            
            Through the circumstances which cause Waverley’s decision to join Fergus Mac-Ivor
               in the Jacobite rebellion, the hero is giving in to his dream of the romantic—the
               Scotland of the past. It is through the Jacobite defeat that he rejects outwardly
               the romantic dream of a feudal Highlands and accepts the reality of the life of an
               English gentleman. The novel derives its unity from Edward’s acceptance and subsequent
               rejection of a romantic ideal. The scene of Flora Mac-Ivor and Waverley by the waterfall
               in chapter 22 has been disparaged because of its superfluity (Devlin 1971: 59), but
               its purpose is to support the effect of romanticism upon Edward. In Waverley, then, Scott has developed the best plot of all his narratives to date.
            

            
            In like manner Scott also achieves greater success with his characters than he had
               in the poems. He does, however, retain the passive hero from The Lay of the Last Minstrel and The Lady of the Lake. Although the plot is unified around Waverley, Waverley performs no action himself;
               he is acted upon. Circumstances are responsible for each of his movements. It is only
               through the author’s explanatory interruptions that the reader sees any action by
               Edward. At the ball in Jacobite-occupied Edinburgh, Edward, Scott reveals, “exerted
               his powers of fancy, animation, and eloquence, and attracted the general admiration
               of the Company. The conversation gradually assumed the tone best qualified for the
               display of his talents and acquisitions.”
            

            
            In other words, Scott “tells” but does not “show.” This action that the narrator describes
               is not demonstrated in any way. The other major characters are of interest as they
               relate to each other, Scott’s most important achievements of character portrayal in
               the novel being incidental glimpses of minor characters. The dialect speech of Evan
               Dhu at his trial with Fergus is far more successful than the standard English of his
               chief. After his offer to go back to the Highlands and return with six men to hang
               in place of Fergus, Evan, turning to the crowd, says, “If the Saxon gentlemen are
               laughing . . . because a poor man, such as me, thinks my life, or the life of six
               of my degree, is worth that of Vich Ian Vohr, it’s like enough they may be very right;
               but if they laugh because they think I would not keep my word and come back to redeem
               him, I can tell them they ken neither the heart of a Highlandman, nor the honour of
               a gentleman.”
            

            
            Scott’s portrayal of other minor characters, such as Bailie Macwheeble and Callum
               Beg, has often been admired. Lauber (1966) says, “Whenever a lower-class character
               appears, speaking his native Scots, the person comes instantly and memorably to life,
               no matter how brief his appearance” (57).
            

            
            The use of setting is also more refined in Waverley than in the poems, primarily because it is not the major element of the work. Scott
               retains the settings of romance that stand out in the poems, but he also develops
               in Waverley realistic description. This is especially evident in Edward’s entrance into Tully-Veolon
               for the first time: “The houses seemed miserable in the extreme, especially to an
               eye accustomed to the smiling neatness of English cottages. They stood, without any
               respect for regularity, on each side of a struggling kind of unpaved street, where
               children, almost in a primitive state of nakedness, lay sprawling, as if to be crushed
               by the hoofs of the first passing horse.” This type of scenic description is in contrast
               to that of the waterfall in chapter 22, which echoes scenes from the poems.
            

            
            
               Eddying round this reservoir, the brook found its way over a broken part of the ledge,
                  and formed a second fall, which seemed to seek the very abyss; then, wheeling out
                  beneath from among the smooth dark rocks, which it had polished for ages, it wandered
                  murmuring down the glen, forming the stream up which Waverley had just ascended. The
                  borders of this romantic reservoir corresponded in beauty; but it was beauty of a
                  stern and commanding cast, as if in the act of expanding into grandeur.
               

               
            

            The description of Waverley’s entrance to the Highlands abounds in romantic allusions
               also. Besides scenic description, Scott’s treatment of the battle scene in chapter
               47 minimizes the actual fighting, devoting only one paragraph to it: “The rest is
               well known. The horse, who were commanded to charge the advancing Highlanders in the
               flank, received an irregular fire from their fusees as they ran on, and, seized with
               a disgraceful panic, wavered, halted, disbanded, and galloped from the field.” Scott
               does not dwell on the battle scene in order to produce an effect as he does in The Lady of the Lake and Marmion. He devotes the chapter instead to Waverley’s rescue of Colonel Talbot.
            

            
            Scott’s first novel, then, was not an abrupt change from his poetry. In fact, major
               elements of Waverley can be found throughout the longer poems though not as well developed as in the novel.
               Scott’s first novel is the logical culmination of his experiments with plot, character,
               and setting in narrative poetry.
            

            
         

         
         	“WE ARE SEVEN”

         
         	
            See LYRICAL BALLADS.
            

            
         

         
         	THE WEDDING DAY

         
         	
            Elizabeth Inchbald’s comedy is based upon the intrigues of Lady Contest, Sir Adam Contest’s young wife
               from the country whom Sir Adam, thinking himself a widower, has married more or less
               at random in order to disinherit his son. Alas, the original and legitimate Lady Contest
               turns up; she has not drowned after all. The cheery heroine, so far from regretting
               her predecessor’s reappearance, welcomes her cordially, tells her (as is the case)
               that Sir Adam has already bored her with his praises of the “dear departed,” and promises
               the audience that her next husband will be of her own age and that she will hold her
               wedding ring sacred even if it should “pinch her finger.” The Wedding Day proved to be one of Inchbald’s most popular plays—Richard Brinsley Sheridan actually
               paid her in advance—and “had a most happy reception, was extremely well acted, and
               brought Mrs Inchbald all sorts of fresh fame and favor” (Littlewood 1921: 87–88).
            

            
            See also THE SCHOOL FOR SCANDAL.
            

            
         

         
         	A WEEK ON THE CONCORD AND MERRIMACK RIVERS

         
         	
            The first of the only two books of Henry David Thoreau published in his lifetime, A Week on the Concord and Merrimack Rivers (1849) is a beautiful account of Thoreau’s boat trip with his brother, John, from
               August 31 to September 13, 1839. The seven-chapter book is organized as a book of
               days, with one chapter for each of the seven days of the week. Thus the two-week trip
               is condensed into one week. It is a record of the two brothers’ “fluvial excursions,”
               but
            

            
            
               the travel account is mere framework. The scholar is much more apparent than the traveler,
                  for the original narrative has been weighted down with learned allusions and quotations.
                  Thoreau sees a certain stretch of river, for example, and describes it; but he is
                  also apt to remind the reader of its history, of the settlers who suffered on its
                  banks, and of the classical parallels to their misadventures. It is true that Thoreau’s
                  allusive, ornamented style is at times the sign of the thinker, seeking the universals
                  behind the particulars. But at other times the thrifty journalizer is also apparent,
                  utilizing his old essays and random pieces by stuffing them into the story. (Bode
                  1982: 138)
               

               
            

            In this most Transcendental of all Thoreau’s writings, the permanent flow of the river
               evidently represents all that in nature remains constant and thus is most rewarding to navigate. Lichen on rocks, croaking
               frogs, cool water running endlessly, all are the Transcendentalist’s means to perceive
               the invisible behind the visible, the eternal behind the temporal. The book’s theme
               is that of the quest for the spiritual essences of all things, found through inspiration.
            

            
         

         
         	WELLINGTON, DUKE OF (1769–1852)

         
         	
            Sir Arthur Wellesley, the Duke of Wellington, was the great English statesman and
               soldier best known for being the general who defeated Napoleon at Waterloo. He later served as prime minister from 1828 to 1830.
            

            
            See also THE MISFORTUNES OF ELPHIN; REFORM BILL OF 1832.
            

            
         

         
         	WESTBROOK, HARRIET (1795–1816)

         
         	
            See SHELLEY, HARRIET WESTBROOK (1795–1816).
            

            
         

         
         	“WHEN I HAVE FEARS”

         
         	
            John Keats wrote this sonnet at the same time he wrote “On Sitting Down to Read King Lear Once Again” in January 1818. Lord Houghton published both poems posthumously in 1848. “When
               I Have Fears” is one of Keats’s few Shakespearean sonnets. When the poet realizes
               that death may prevent him from achieving poetic fame and enjoying passionate love,
               he understands that love and fame are of no consequence ultimately. They sink to nothingness
               before the threat of oblivion.
            

            
         

         
         	WHERE I LIVED AND WHAT I LIVED FOR: CHAPTER 2 OF WALDEN

         
         	
            In the second chapter of his most famous work, Henry David Thoreau develops the classic Transcendentalist plea for, as he says, “plain living and high thinking.” Essentially, he claims, “I
               went to the woods to live.” He wishes to live by “sound economy.” In other words,
               he seeks to satisfy the basic needs of living not merely by surviving but sensibly
               by identifying and ranking the essentials of daily livelihood: “I went to the woods
               because I wished to live deliberately, to front only the essential facts of life,
               and see if I could not learn what it had to teach, and not, when I came to die, discover
               that I had not lived.”
            

            
            Although Thoreau is very serious throughout Walden, he is also humorous, ironic, and an incorrigible punster. Paradox, especially, is
               essential to Thoreau’s style; for example, “How can he remember well his ignorance—which
               his growth requires—who has so often to use his knowledge?” or “What demon possessed
               me that I behaved so well?” as well as the idea that the savage is more civilized
               and that the rich are poorer for their possessions.
            

            
            But as always, Thoreau treats his facts in an Emersonian, Transcendental way of looking
               behind them for eternal truths: “My imagination carried me so far that I even had
               the refusal of several farms—the refusal was all I wanted—but I never got my fingers
               burned by actual possession . . . But I retained the landscape, and I have since annually
               carried off what it yielded without a wheelbarrow.”
            

            
            In a series of his famous paradoxes, Thoreau redefines awakening, morning, and time:
               “The millions are awake enough for physical labor; but only one in a million is awake
               enough for effective intellectual exertion, only one in a hundred millions to a poetic
               or divine life. To be awake is to be alive. I have never yet met a man who was quite
               awake. How could I have looked him in the face?”
            

            
            For most people, the morning has not yet come: “I do not propose to write an ode to
               dejection, but to brag as lustily as chanticleer in the morning, standing on his roost,
               if only to wake my neighbors up.” Moreover, “that man who does not believe that each
               day contains an earlier, more sacred, and auroral hour than he has yet profaned, has
               despaired of life, and is pursuing a descending and darkening way.”
            

            
            Time may be a fact, but in the Transcendental sense, “Time is but the stream I go
               a-fishing in.” As such, “let us spend one day as deliberately as Nature, and not be
               thrown off the track by every nutshell and mosquito’s wing that falls on the rails
               . . . If the engine whistles, let it whistle till it is hoarse for its pains. If the
               bell rings, why should we run?”
            

            
            See also EMERSON, RALPH WALDO (1803–1882); NATURE.
            

            
         

         
         	WHO’S THE DUPE?

         
         	
            Hannah Cowley’s third play, although delayed by theater manager Richard Brinsley Sheridan until
               she could not profit from it, ultimately became one of her most popular, being performed
               126 times between 1779 and 1800. With Who’s the Dupe? Cowley showed that she had learned much from the master of English farce, David Garrick, for the play surely rivals such Garrick farces as The Lying Valet and Miss in Her Teens. Once again, Cowley develops a strong female character, Elizabeth, who is being forced
               to marry the pedantic Gradus by a father desperate for a son-in-law who is highly
               learned, unlike himself. Of course, Elizabeth manipulates matters so that her true
               love, Granger, earns her father’s approval. The best scene in the play, no doubt,
               occurs as Granger fools Elizabeth’s father by displaying his impressive but utterly
               bogus learning while outwitting him. Farce works by denying its intellectual significance
               through dehumanizing all characters into mere mechanical props for producing laughter.
               Who’s the Dupe? meets these expectations perfectly.
            

            
         

         
         	“WHY DID I LAUGH TONIGHT?”

         
         	
            John Keats wrote this Shakespearian sonnet in March 1819. Lord Houghton published it posthumously
               in 1848. The poem considers the paradox of laughter in a manner reminiscent of Lord Byron in Don Juan, canto 4: “I laugh that I might not weep.” The first ten lines note the curious mixture
               within the soul for romance and the capacity for both suffering and high imagining.
               Nevertheless, the last four lines conclude that the poet’s imaginative grasp of all
               that life has to offer cannot make him less despondent: “Verse, Fame, and Beauty are
               intense indeed, / But Death intenser—Death is life’s high meed.”
            

            
         

         
         	WILHELM MEISTER’S APPRENTICESHIP

         
         	
            Johann Wolfgang von Goethe’s novel, written in 1795–1796, “strongly influenced the Jena Romantics, and it established
               the model for the Bildungsroman, the type of novel concerned with the education and
               maturing of a young protagonist” (Breckman 2008: 78n). Friedrich Schlegel said in his essay “On Incomprehensibility,” “Whoever can’t find Goethe’s whole spirit
               in Wilhelm Meister won’t be able to find it anywhere else.”
            

            
            See also JENA CIRCLE.
            

            
         

         
         	“WILLIAM GODWIN”

         
         	
            William Hazlitt’s assessment of William Godwin in the chapter by this name in The Spirit of the Age, published in 1825, shows much of Godwin’s reputation late in life, but even more,
               it shows how Godwin’s writings and ideas were part of what English Romanticism was
               all about. Godwin represents the spirit of the age. Hazlitt was a longtime friend
               of Godwin’s and an acquaintance of Godwin’s daughter Mary Shelley. By 1825 Godwin was virtually forgotten.
            

            
            
               Mr. Godwin’s person is not known, he is not pointed out in the street, his conversation
                  is not courted, his opinions are not asked, he is at the head of no cabal, he belongs
                  to no party in the State, he has no train of admirers, no one thinks it worth his
                  while even to traduce and vilify him, he has scarcely friend or foe, the world makes
                  a point (as Goldsmith used to say) of taking no more notice of him than if such an
                  individual had never existed; he is to all ordinary intents and purposes dead and
                  buried; but the author of Political Justice and of Caleb Williams can never die, his name is an abstraction in letters, his works are standard in the
                  history of intellect.
               

               
            

            For Hazlitt, “The fault, then, of Mr. Godwin’s philosophy, in one word, was too much
               ambition—‘by that sin fell the angels!’”
            

            
            See also AN ENQUIRY CONCERNING POLITICAL JUSTICE.
            

            
         

         
         	WILLIAMS, HELENA MARIA (1762–1827)

         
         	
            Williams lived chiefly in France after 1788 and wrote from there Letters, published from 1790 to 1795. The letters contain interesting information on the
               state of Paris and France just before and during the revolution. One of her most delightful
               works is A Tour in Switzerland, published in 1798, which compares favorably with the more famous Letters Written during a Short Residence in Sweden, Norway, and Denmark by Mary Wollstonecraft. Here Williams describes the landscape she encounters in her travels and considers
               that it is possible to locate both the sublime and the beautiful within the natural
               landscape itself. Williams goes on to describe the Alps and her crossing of the Rhine
               River. She crosses the Devil’s Bridge and works her way with her readers through a
               cavern. The book concludes as Williams contemplates the progress of the human race
               since the French Revolution.
            

            
         

         
         	A WINTER WALK

         
         	
            This essay by Henry David Thoreau was first published by Ralph Waldo Emerson in the October 1843 issue of the Dial. When Emerson sent the essay to the printer, he wrote Thoreau that
            

            
            
               he liked “its faithful observation and its fine sketches of the pickerel-fisher and
                  the woodchopper.” There were some other things he did not like as well, so he took
                  an editor’s privilege and cut them out. But he left the pleasant, even writing and
                  the warm, still untechnical appreciation of nature. (Bode 1982: 57)
               

               
            

         

         
         	“A WINTER’S DAY”

         
         	
            Joanna Baillie in this poem focuses upon the rural landscape and its farm life using nature in a similar way to William Wordsworth. She describes a typical domestic scene of the hardworking farmer as he cares for
               both his farm and his family. Everything and everyone on the farm depends upon each
               other. The farm animals depend upon the farmer as he depends upon them. But a “wand’ring
               fowler” interferes with the landscape when he shoots a bird merely for the fun of
               killing it. The bird, Baillie says, brings no reward to the hunter. Clearly Baillie
               here is taking a common Romantic approach to rural life in comparison to the life
               of the hunter. The way of life of the farmer is superior to the way of life of the
               wealthy hunter with his destructive and meaningless acts.
            

            
         

         
         	THE WITCH OF ATLAS

         
         	
            Percy Bysshe Shelley wrote The Witch of Atlas in three days, August 14–16, 1820, in an impassioned frenzy. Here is a poem of pure
               abstraction. Mary, according to his dedication to her at the head of the poem, was
               “critic-bitten” over the poem and objected to Percy’s “visionary rhyme” because it
               lacked human interest. The stanzas describe the birth of the Witch of Atlas and how
               she kept company with all things living: wild beasts, fawns, nymphs, Pan, Priapus,
               centaurs, satyrs, and shepherds. She dwells upon Mount Atlas among its stores of treasures,
               visions, aromas, chalices, and spices. Her magic boat is scooped out of a gourd, and
               her attendant is her own creation, Hermaphroditus. She takes voyages to the “Austral
               lake,” “Old Nilus,” and cloud-land. The poem winds down with descriptions of her playful
               visits among humanity and her special blessings poured upon poets and lovers.
            

            
         

         
         	“WITH A GUITAR, TO JANE”

         
         	
            This poem by Percy Bysshe Shelley, part of a group of poems to Jane Williams usually considered the Jane Poems, accompanied the gift of a guitar. The characters in the poem are borrowed from Shakespeare’s
               The Tempest. “Ariel” was already a nickname for Shelley in his circle of friends at Pisa; Miranda
               is Jane; and Ferdinand is Edward Williams. Edward John Trelawny writes in Recollections of the Last Days of Shelley and Byron that he accompanied Shelley to Leghorn to purchase the guitar as a present to Jane,
               and he also gives an account of finding Shelley writing this poem in the pine forest
               near Pisa.
            

            
         

         
         	WOLLSTONECRAFT, MARY (1757–1797)

         
         	
            One of the mothers of modern feminism, Mary Wollstonecraft was born in London on April
               27, 1757, into lower-middle-class poverty. Her father’s heavy drinking ruined the
               family of seven siblings. Her mother remained passive and submissive to the family
               misfortunes and the father’s unremitting authority. The six daughters were all forced
               to work to support the family. The one son, Edward, or “Ned,” was favored and privileged
               by the parents. The young Mary, observant, curious, analytical, and indignant, developed
               early her radical ideas of social, political, and gendered injustice.
            

            
            In desperate efforts to escape from her family authority, poverty, and incessant moving
               about, Wollstonecraft took employment wherever she could. First she served as a paid
               companion for a relatively wealthy young widow, then as a teacher in her own school,
               and then as a governess in a family of nobility before establishing her writing career.
            

            
            In 1775 Wollstonecraft had met Fanny Blood, the dearest friend of her younger years. In 1784, along with two of her sisters,
               Everina and Eliza, and Blood, Wollstonecraft established a school in Newington Green,
               London. In Newington Green she entered the circle of Richard Price, a dissenting minister
               who was rising rapidly to national fame for his revolutionary views on parliamentary
               reform. Later his views on the French Revolution would influence Wollstonecraft permanently.
               The school did not prosper, however, and by 1786 Wollstonecraft was heavily in debt
               and saddled with a failing school. During the same time her friend, Fanny Blood, had
               entered declining health, married quickly, and sailed to Lisbon, where she became
               pregnant. Wollstonecraft felt forced to leave the school and follow Blood to Lisbon.
               Blood died in Wollstonecraft’s arms during childbirth.
            

            
            Upon her return to England, Wollstonecraft closed the school and, again in desperation,
               began her writing career. Within weeks after closing the school she wrote Thoughts on the Education of Daughters, published in 1787 by Joseph Johnson, one of the most respected publishers of the day and publisher of many of the most
               notable figures of the Romantic movement. Johnson was to become a lifelong friend,
               publisher of all her works, and promoter of Wollstonecraft’s career.
            

            
            While serving as a governess from 1786 to 1787, Wollstonecraft wrote her first novel,
               Mary: A Fiction, published by Johnson in 1788. The novel is based on her own childhood and relationship
               with Fanny Blood. Johnson now had taken an interest in Wollstonecraft and her career.
               He found her living quarters, gave her work as a translator, and later made her his
               assistant for his journal the Analytical Review.
            

            
            More importantly, Wollstonecraft’s association with Johnson brought her into contact
               with some of the most important political radicals, thinkers, and artists of the day,
               such as Thomas Paine, Henry Fuseli, Joseph Priestley, William Blake, Thomas Holcroft, and eventually William Godwin.
            

            
            From 1788 to 1789, Wollstonecraft published Original Stories from Real Life; With Conversations, Calculated to Regulate the Affections, and Form the Mind to Truth and Goodness; and an anthology, The Female Reader; Miscellaneous Pieces in Prose and Verse; Selected from the Best
                  Writers and Disposed under Proper Heads; For the Improvement of Young Women.
            

            
            Mary Wollstonecraft’s national reputation began to develop after the French Revolution
               began in 1789. Motivated by Richard Price’s quickly publicized views on the revolution
               and Edmund Burke’s savage attacks in Reflections on the Revolution in France, Wollstonecraft wrote the strongly worded A Vindication of the Rights of Men, in a Letter to the Right Honourable Edmund Burke and published it anonymously in 1790. Thus began what was later called the Wollstonecraft
               Controversy, once the anonymous author was revealed to be a woman. Johnson published
               a second edition in 1791 with Wollstonecraft’s name on the title page. Criticism was
               severe.
            

            
            Nevertheless the success of A Vindication of the Rights of Men emboldened her to write her most famous work, A Vindication of the Rights of Woman: With Strictures on Political and Moral Subjects, published simultaneously for the first time in London and in the United States.
               Today, A Vindication of the Rights of Woman is considered a foundational text of the 18th century and of the Romantic movement.
            

            
            As Wollstonecraft was developing an international reputation, mostly controversial,
               her personal life, never great, deteriorated. She began a relationship with Fuseli,
               a painter, who was married. The affair grew in intensity to such a point that Wollstonecraft
               advocated bringing his wife into the picture and having a polyamorous household. The
               Fuselis rejected the proposal and ended the situation abruptly.
            

            
            Partly as a result of this rejection, seemingly, and out of a curiosity derived from
               her revolutionary impulse, Wollstonecraft, soon thereafter, in December 1792, traveled
               alone to France, then at the height of the revolution. From her window opening onto
               the streets of Paris, Wollstonecraft witnessed the king being driven by a mob on his
               way to trial. Louis XVI and Marie Antoinette would be guillotined during the Reign
               of Terror the next year. Though sympathetic to the revolutionary ideals, she was horrified
               when she saw the guillotine splattered with blood. Her optimistic faith in human perfectibility
               was shaken, only temporarily, however. In the posthumously published “Letter on the Present Character of the French Nation,” written to Joseph Johnson in London, she expressed her disappointment in the revolution.
               However, soon after, in 1794, she wrote An Historical and Moral View of the Origins and Progress of the French Revolution;
                     And the Effect It Has Produced in Europe, in which she gave a considerably modified and different response.
            

            
            While in Paris Wollstonecraft met an American and a sympathizer with the Revolution,
               Gilbert Imlay. Imlay had fought in the American Revolution and was in France as a man of business.
               The affair was passionate on Wollstonecraft’s part, not so much on Imlay’s part. Their
               daughter Fanny Imlay was born to them in 1795. When Imlay proved unfaithful, Mary failed in her first
               suicide attempt to overdose on laudanum, and she returned to London.
            

            
            Returning from France, Wollstonecraft became close friends with William Blake and
               Catherine Boucher Blake, with Thomas Paine, and ultimately with the well-known political philosopher William
               Godwin—all political radicals of the day.
            

            
            Her attempts at reconciliation with Imlay led to her traveling with Fanny to Scandinavia
               as Imlay’s business representative. During her travels she wrote a renunciation of
               capitalism in Letters Written during a Short Residence in Sweden, Norway, and Denmark, published in 1796. The work once again proved popular and showed Wollstonecraft’s
               thought to be comprehensive and not confined to the single, albeit complex issue of
               women’s education and rights.
            

            
            Her attempts to save Imlay’s business ventures, which turned out to be smuggling,
               failed and Wollstonecraft returned to London and to Imlay in 1795 only to find him
               now living with a young actress. Again Wollstonecraft attempted suicide, this time
               by jumping off a bridge into the Thames. Two boatmen rescued her. Not until the next
               year would she find the internal resources finally to end all connections with Gilbert
               Imlay.
            

            
            Resuming her friendships with Johnson’s circle, Wollstonecraft this time became romantically
               attracted in 1796 to William Godwin, then known as a political anarchist and author
               of the unconventional An Enquiry Concerning Political Justice and Its Influence on Morals and Happiness, published in 1793. Godwin insisted Wollstonecraft continue writing, so she began
               writing Maria; or, The Wrongs of Woman. Intended as a sequel to A Vindication of the Rights of Woman, Maria treated the same issues in novel form. Wollstonecraft and Godwin soon became lovers,
               and in December Wollstonecraft was pregnant.
            

            
            A fundamental tenant of both Godwin’s and Wollstonecraft’s philosophy had always been
               that marriage was not necessary for romantic happiness. Both had railed against matrimony.
               However, the two married on March 29, 1797, to the amusement of their friends. They
               still lived apart in order to keep up their writing, but the marriage was evidently
               a happy one.
            

            
            On August 30, 1797, their daughter Mary was born. However, the placenta was not fully
               expelled. Physicians took desperate measures to no avail, as Godwin describes in his
               Memoirs of Mary Wollstonecraft Godwin, Author of “A Vindication of the Rights of Woman.” On September 10, 1797, Mary Wollstonecraft died of puerperal fever, and five days
               later she was buried in the churchyard of Old St. Pancras, London.
            

            
            Wollstonecraft’s daughter Fanny Imlay committed suicide in 1816, and Mary Godwin later married Percy Bysshe Shelley and achieved fame in her own right as one of the important Romantic novelists and
               critics.
            

            
            After his wife’s death, William Godwin attempted to manage Wollstonecraft’s reputation
               and justify her life and works to the world. In 1798 he published through Joseph Johnson
               the Memoirs, which included the unfinished novel Maria, letters to Imlay, and his own memoirs. The account was essentially accurate but
               the accounts of her love affair with Imlay and its consequent issue of an “illegitimate”
               child, her two suicide attempts, and her financial problems proved scandalous to readers
               eager to read about the controversial woman writer. Strong language describing Wollstonecraft
               in such terms as “whore” was common in reviews and informal published reactions. As
               a result of her husband’s good intentions, Mary Wollstonecraft’s reputation diminished
               and suffered complete neglect for most of the 19th century. Different waves of feminist
               movements subsequently rediscovered Wollstonecraft and established her reputation
               firmly in the canon of Romantic writers.
            

            
            See also BIG FIVE.
            

            
         

         
         	WOMEN

         
         	
            Late 18th- and early 19th-century England, France, Germany, and the United States
               saw the emergence of strong female writers, artists, intellectuals, and thinkers.
               For the first time in modern history, middle-class women with little personal income,
               such as Mary Wollstonecraft and Margaret Fuller, could have a powerful influence over their culture and national politics through
               their writing. Wollstonecraft, in fact, would write perhaps the most important feminist
               manifesto prior to the 20th century. Because of the rise of a large middle-class readership
               that primarily was female, numerous opportunities presented themselves for women novelists.
            

            
            This change of attitude toward women appears in the literature of the period, primarily
               in fiction and drama, but also quite often in poetry. Novels by female authors usually
               featured strong female protagonists, at least in comparison to previous times. Ann Radcliffe and Jane Austen, for example, present their fiction usually through the point of view of a young
               woman who will, though presented with numerous obstacles, resolve the novel’s dilemma
               in ways not possible for the male characters. Even male writers such as Sir Walter Scott in both his poetry and fiction, Alexander Pushkin, Freidrich Schiller, and dramatists George Colman the Elder and David Garrick developed strong and frequently independent women characters in their narratives
               as a result of changing sensibilities and tastes in their readership.
            

            
            Feminist criticism of the late 20th century recovered numerous unrecognized female
               authors of the Romantic era and developed a body of work whose importance to literary
               history is now assumed as standard with previously recognized male authors. Mary Robinson, Charlotte Smith, Anna Petrovna Bunina, and even such now major figures as Mary Wollstonecraft and Mary Shelley, maintained significant reputations and were fully recognized as major writers in
               their lifetimes only to be neglected almost immediately after their deaths. The neglect
               arose primarily because they were women, but often the neglect arose because of misreading
               and undervaluing due to the fact that their work departed from the aesthetics and
               tastes of male critics and scholars, as Sandra Gilbert and Susan Gubar (1979) show.
               Feminist criticism has brought into the Romantic canon seemingly lost female writers
               and made them essential components of Romanticism.
            

            
            See also BAILLIE, JOANNA (1762–1851); BARBAULD, ANNA LETITIA (1743–1825); BIG FIVE; BIG SIX; BLESSINGTON, LADY MARGUERITE, COUNTESS OF (1789–1849); BLOOD, FANNY (1756?–1785); THE BOOK OF THEL; BOUCHER, CATHERINE (1762–1831); BRAWNE, FANNY (1800–1865); THE BRIDE OF LAMMERMOOR; BUNINA, ANNA PETROVNA (1774–1829); CASTRO, ROSALÍA DE (1837–1885); CLAIRMONT, CLAIRE (1798–1879); THE CLANDESTINE MARRIAGE; CLEMM, MARIA POE (1790–1871); CLEMM, VIRGINIA (1823–1847); COWLEY, HANNAH (1743–1809); INCHBALD, ELIZABETH (1753–1821); LAMB, LADY CAROLINE (1785–1828); LAMB, MARY ANN (1764–1847); MORE, HANNAH (1745–1833); THE UNSEX’D FEMALES; A VINDICATION OF THE RIGHTS OF WOMAN; WORDSWORTH, DOROTHY (1771–1855).
            

            
         

         
         	WORDSWORTH, DOROTHY (1771–1855)

         
         	
            William Wordsworth’s younger sister was born in Cockermouth, Cumberland, on December 25, 1771. For the
               most part, Dorothy’s life parallels William’s. Beginning in 1795 when she was 24,
               she spent her entire life with William and later with William and his wife Mary Hutchinson
               until William’s death five years before her own. With William, she became essentially
               his secretary, transcribing, editing, and recopying his manuscript poems and prose.
               At one point she developed a short-lived intimacy with Samuel Taylor Coleridge, but for the most part her entire life was spent subordinating her genius to that
               of her brother and Coleridge. Yet everyone knew that among the Lake Poets, Dorothy was an equal with the male poets. Coleridge observed in a letter on 3 July
               1797 that her observant eye was “watchful in minutest observation of nature—and her
               taste a perfect electrometer—it bends, protrudes, and draws in, at subtlest beauties
               & most recondite faults.”
            

            
            William considered his sister his intellectual soulmate, although this never affected
               his love for and marriage to Mary. Coleridge always had Dorothy in mind in any creative
               project he might have that included William. Lyrical Ballads, the revolutionary collaboration by both men was, we now know, a collaboration among
               the three, William, Samuel, and Dorothy.
            

            
            Dorothy and William were also part of a discussion that inspired Coleridge to write
               The Rime of the Ancient Mariner. She mentions in a letter to Mary Hutchinson dated November 20, 1797, that the previous
               week on November 13, a Friday, the three had walked several miles from Alfoxden to
               the rugged coastline near the Bristol Channel. On this excursion the three talked
               of collaborating on a literary ballad in the style of Thomas Percy’s Reliques of Ancient English Poetry. The idea was merely that they would sell the poem for £5 to defray some current expenses.
            

            
            For several years with her brother in the Lake District, Dorothy kept regular journals.
               One of the great stories of 20th-century scholarship in Romanticism has been the rediscovery
               of the Journals of Dorothy Wordsworth and the coming of awareness that in her journals she not only records her own inner,
               intellectual life, but also the intellectual life of her brother, and sometimes of
               Coleridge, which, as it turns out, were lives very much under the spell of the genius
               of Dorothy.
            

            
            In 1835 Dorothy Wordsworth suffered a mental collapse. For the next 20 years her personality
               transformed from that of the joyful, sprightly woman who loved walking the beautiful
               Lake country more than anything in life to that of a bitter, morose, mean-spirited,
               and violent old woman. In her final years she reverted to childhood as she often played
               with bowls of soap bubbles and hid from visitors. Dorothy Wordsworth died in Rydal
               Mount on January 25, 1855.
            

            
            See also BIG FIVE; BOUCHER, CATHERINE (1762–1831); “EXPOSTULATION AND REPLY”; THE FRAGMENTED WORDSWORTH; GRAY, THOMAS (1716–1771); JOURNALS OF RALPH WALDO EMERSON; MICHAEL; THE PRELUDE; PROBLEMS IN THE STUDY OF WORDSWORTH; THE RIME OF THE ANCIENT MARINER; TINTERN ABBEY.
            

            
         

         
         	WORDSWORTH, WILLIAM (1770–1850)

         
         	
            Traditional interpretations of the history of the Romantic movement in England usually
               consider Romanticism to have seriously begun with the work of William Wordsworth and
               his close friend Samuel Taylor Coleridge and especially with their collaborative 1798 Lyrical Ballads.
            

            
            Wordsworth was born into the middle class in Cockermouth, Cumberland, the beautiful
               Lake District of England near the Scottish border. But when his father, an attorney,
               died in 1783, William and his siblings developed pressing financial needs. Nevertheless,
               William was able to enter St. John’s College of Cambridge University in 1787, though
               he soon dropped out and took a walking tour of Europe, primarily through France and
               Switzerland. He missed, however, the traditional tour through Italy, common for a
               young man’s Grand Tour. Returning to England and to Cambridge, he graduated in 1791
               without distinction.
            

            
            Soon after the French Revolution began, Wordsworth returned to Paris in 1791, earning
               his living as a tutor in French. There he developed a political radicalism in support
               of the revolution. Between 1791 and 1792 Wordsworth developed a sexual relationship
               with Annette Vallon, the daughter of a solidly middle-class, politically conservative
               family. The relationship bore one child. Embarrassed, Wordsworth left France quickly
               and for years refused to acknowledge the existence of his daughter. Due to the war
               between France and England, Wordsworth was prevented from returning to France. Nine
               years later he returned to visit Annette and his daughter. By now the years had wrought
               too many changes between them, and they mutually decided against marriage.
            

            
            Back in England, Wordsworth began publishing his poetry: An Evening Walk and Descriptive Sketches in 1793. Coleridge read the two poems before meeting Wordsworth and offered exuberant
               praise. Even in this early, fairly typical verse for the 1790s, Coleridge detected
               a new direction for English poetry, according to the earliest hagiographers of the
               two men. Coleridge and Wordsworth met in 1795, beginning a lifelong relationship.
               In 1798 they collaborated and published the first edition of Lyrical Ballads, and later that year, along with William’s sister Dorothy Wordsworth, they traveled to Germany and encountered German Romanticism first hand.
            

            
            When Wordsworth decided to bring out a new edition of Lyrical Ballads in 1800, he added his revolutionary preface. This Preface to Lyrical Ballads was destined to change the direction of English poetry.
            

            
            After his return from France in 1802 to visit Annette Vallon, Wordsworth married Mary
               Hutchinson. The other woman in his life was, famously, his sister Dorothy. Together
               they formed a sibling bond that served them both in their writings and in the development
               of their literary genius. Together they walked the trails of their beloved Lake District,
               both writing from their observations. For William, Dorothy was the only person sensitive
               enough to experience nature as he did. Along with Coleridge, the three formed one of the great threesomes of
               English literary history. Other writers associated with this group of Lake Poets were Robert Southey and Thomas De Quincey. Women of the group besides Mary were Sara Fricker Coleridge and her daughter Sarah Coleridge, Edith Fricker Southey, and Sarah Hutchinson.
            

            
            As early as 1798 Wordsworth had begun developing what would be his lifelong project,
               a long autobiographical poem titled posthumously The Prelude. In 1802 he wrote The Excursion, part of a longer philosophical work to be called The Recluse, and by 1805 he had finished his first draft of The Prelude.
            

            
            By 1810 the close friendship between Coleridge and Wordsworth had cooled considerably,
               but in 1817 Coleridge’s Biographia Literaria portrayed his old friend favorably, and Wordsworth began to receive recognition far
               beyond the small literary circle that had once been together in the Lake District.
            

            
            Unlike other poets associated with the English Romantic movement, William Wordsworth
               lived a long life, well into the years usually associated with Tennyson and the Brownings.
               In 1843 he succeed to the poet laureateship upon the death of Robert Southey. He died
               at Rydal Mount in 1850. Shortly thereafter, The Prelude was published for the first time.
            

            
            The early Wordsworth was certainly a revolutionary poet compared to many of his 18th-century
               predecessors. Of course, studies of his sources and influences and surveys of the
               popular poetry most immediately contemporary to Wordsworth’s reveal that he did not
               do anything completely new. But William Wordsworth was really the first significant,
               the first important poet to make, ultimately, a sharp break from conventional 18th-century
               standards. He cast off the shackles of the heroic couplet after “An Evening Walk”
               and “Descriptive Sketches.” Instead, he opted for ballad forms and unconventional
               verse forms. Indeed, his part of Lyrical Ballads, ballads such as “Simon Lee,” was subjective in nature.
            

            
            This infusion of the poet’s self was itself unconventional and, essentially, new.
               Wordsworth was one of the most egoistical of all poets excepting, perhaps William Blake. He changed what was appropriate for poetic subject matter. His pastorals were not
               ideal. The world of “Michael” is far different from the world of Alexander Pope’s pastorals. Wordsworth wrote
               of humble and rustic life, glorifying simple folk as being closer to nature than urbane
               sophisticates. Hence we see in “We Are Seven” and “Ode: Intimations of Immortality” the glorying of the child as being wiser than world-weary adults. Perhaps William
               Wordsworth was a man of his times carrying out the inevitable result of late Enlightenment
               trends in poetry, but he was the first publicly known poet to do what he did as well
               as he did it.
            

            
            See also BIG SIX; “ON THE LIVING POETS”.
            

            
         

         
         	THE WRONGS OF WOMAN; OR, MARIA

         
         	
            See MARIA; OR, THE WRONGS OF WOMAN.
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         	A YANKEE IN CANADA

         
         	
            Henry David Thoreau’s A Yankee in Canada records the impact of a Catholic culture on him. Thoreau stands much more aloof than
               he did during his trip to Maine in Maine Woods, and he reacts with what Horace Greeley termed a “defiant pantheism” (Bode 1982:
               242). This work is significant for what it shows of a prominent early writer from
               the United States reacting to Canada.
            

            
         

         
         	“YEARNING FOR DEATH”

         
         	
            See HYMNS TO THE NIGHT; NOVALIS (1772–1801).
            

            
         

         
         	“THE YELLOW VIOLET”

         
         	
            American poet William Cullen Bryant’s poem is similar to Philip Freneau’s “The Wild Honeysuckle”—from the previous generation
               of American poets—and to William Wordsworth’s “To the Daisy.” The poem is clearly Romantic in subject matter but the diction
               partakes of the older 18th-century tradition that Wordsworth argued against in his
               Preface to the Lyrical Ballads. The standardized structure is that of four quatrains rhyming abab. This yellow violet is the first flower of spring, the poet says. It is not so lofty
               as other flowers, and it will scarcely be noticed in May, but in April it does not
               fail to attract the eye. Unlike most Romantic poems, “The Yellow Violet” ends with
               an explicit moral.
            

            
            
               So they, who climb to wealth, forget

               
               The friends in darker fortunes tried.

               
               I copied them—but I regret

               
               That I should ope the ways of pride.

               
            

         

         
         	“A YOUNG MAN LOVES A MAIDEN”

         
         	
            One of Heinrich Heine’s lyric poems from his Romantic period. The title is taken from the first line of
               the untitled poem. A young man loves a maiden, but she has chosen another man. That
               man marries yet another woman and is happy. The maiden then marries out of anger the
               first man she sees, and the young man, who loved her first, takes it hard. It is a
               story that keeps repeating, and it breaks the heart of the young man.
            

            
         

         
         	YOUNG, EDWARD (1683–1765)

         
         	
            The poet, critic, and dramatist Edward Young was born at Upham, near Winchester, England,
               probably in early July 1683, the son of Edward Young, rector of Upham and a fellow
               of Winchester. Young probably deserved the comment of Alexander Pope that he had “a
               foolish youth, the sport of peers and poets.” He very likely was not then the pious
               man of religion and morality that he later became.
            

            
            Young graduated from Oxford with a doctorate of civil law on June 10, 1719. Thereafter
               he capitalized on his friendships and acquaintances as he attempted to make his way
               in the world and gain admittance to literary circles. He wrote many and various works
               on many and various subjects, from literature to politics, some of which he later
               regretted. In 1724 he took holy orders, and in 1730 he obtained the rectorate of Welwyn,
               Hertfordshire. There he spent the rest of his life.
            

            
            Edward Young would have been amazed that long after his death he would be much more
               associated with the English Romantic movement than with the “neoclassic” literature
               of his own generation. Yet the body of his work that posterity has chosen to remember
               was widely read, admired, and imitated by the later Romantics and their audiences.
               Two of his plays, The Revenge, first performed on April 18, 1721, at Drury Lane Theatre, and The Brothers, first performed March 3, 1753, were successful on the stage as well as in publication
               because they exhibited the fiery passion and sentimentality that readers and theatergoers
               were beginning to seek as the 18th century progressed.
            

            
            Young is primarily remembered, however, for his long, blank-verse meditation on death,
               The Complaint; or, Night Thoughts on Life, Death, and Immortality, usually known as Night Thoughts, which was published from 1742 to 1746. The poem penetrated deeply into the soul
               of an emerging generation that would soon create an ideal cultural and intellectual
               context for the development of the Romantic movement in England. Night Thoughts went through hundreds of reprints, editions, and translations during the following
               centuries, and it was most famously illustrated by William Blake in 1796.
            

            
            By the early 1740s Young had become wealthy, but though he continued to write, his
               creative powers weakened and he produced nothing more of note with the exception of
               his play The Brothers (1753). He eventually sank into melancholy and irritability. Edward Young died in
               Welwyn on April 5, 1765.
            

            
            The standard biography of Edward Young is Harold Foster’s Edward Young: The Poet of the “Night Thoughts” 1683–1765 (1986). His letters have been edited by Henry Pettit (1971).
            

            
            See also NIGHT THOUGHTS.
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      Introduction

      
      A basic assumption of understanding art, whether visual, literary, or film, is that
         art cannot exist without criticism for criticism is the natural response to art. The
         literature of the Romantic movement has always had its following with readers. But
         those searching the scholarship in the field must always keep in mind the wide disparity
         of critical and scholarly approaches from one time period to another.
      

      
      The earliest reviews of the Romantics’ works as they were published nearly always
         are suspect because their political and personal biases are more evident now than
         they were at the time. Often the early reviews rely far more heavily on plot summary
         for presenting the works to readers than is the custom with reviewers today. An extensive
         web database of contemporary reviews of English Romantic literature can be found in
         the massive English Poetry 1579–1830.
      

      
      Later 19th-century scholars and critics were infatuated by the Romantic movement decades
         before. Some treated the Romantics as antiquated and perhaps even naïve sentimentalists.
         Most, however, maintained an attitude close to idolatry for the writers of their youth.
         Current scholars and critics need to be wary of material published in the later 19th
         century except, of course, for criticism by the prominent writers of the period themselves.
         It matters what Matthew Arnold thought about William Wordsworth or what Thomas Carlyle
         thought about Freidrich Schiller, for example, if only because what Arnold and Carlyle
         thought matters. Biographies and other purely scholarly productions from the later
         19th century rarely matter simply because almost always their scholarship has been
         updated many times in the intervening decades.
      

      
      The 20th century, as is well known, was a period which, because of the rapid expansion
         of universities and academic publishing, produced huge quantities of critical studies,
         biographies, edited editions of texts, letters, and other material for just about
         every writer no matter how “minor,” except for women writers. But readers must be
         aware of the vast difference between critical approaches of the modernist period and
         those of our own postmodern period.
      

      
      The primary critical approach through most of the 20th century was New Criticism,
         sometimes called formalism. New Criticism based its judgment of what made a work of
         literature great strictly on the text itself, independent of any historical or social
         considerations. The complexity of the individual parts fitting perfectly together
         was what mattered for most critics prior to the 1980s. Such basic assumptions about
         the nature of art worked well with the great literary texts of English, American,
         and French literature. But critics grounded in formalist assumptions of art generally
         rejected outright any kind of memoir, political writing, journal, or prose text as
         not having literary value. The phrase “imaginative literature” came to serve as a
         means of excluding nearly all literary texts not readily identifiable as poetry, fiction,
         or drama. A few kinds of informal, popular prose essays were acceptable, but not necessarily.
         The 20th century assumed the existence of a rigid canon of major and minor writers,
         virtually all white males. Virtually all entries in the following bibliography that
         are dated from the 1930s to the 1980s work with the assumptions of New Criticism.
         It was not until New Criticism lost its influence that critics could even begin to
         consider the literature of women and non-white authors seriously.
      

      
      Late in the 20th century a small movement of modernist scholars and critics began
         questioning the validity of any concepts of Romanticism and canon structures. Much
         of the work by scholars such as Marilyn Butler began advocating that Romanticism was
         merely an extension of the Enlightenment. Others attempted not merely to expand the
         canon of Romantic writers but to displace those formerly considered major writers.
         Thus Mary Shelley might be considered more major than her husband Percy Bysshe Shelley.
         While little remains of these ideas in early postmodernism, the late 20th century
         did see a major expansion of the canon with formerly neglected women and non-white
         authors. Today few would fail to consider Mary Wollstonecraft and Margaret Fuller
         as major canonical authors. But all the formerly major canonical writers have retained
         their major canonical status.
      

      
      Postmodern 21st-century scholarship is in the early process of reevaluating modernist
         assessments of Romanticism. Trends now point to less separation of the various Romantic
         movements by geographic location and nationality. Among the various introductions
         to the period, Michael Ferber’s Romanticism: A Very Short Introduction and Aidan Day’s Romanticism from the New Critical Idiom series will serve readers in providing an overview of
         early postmodern scholarship.
      

      
      It is important, then, for those doing research in the Romantic period to realize
         the contexts of secondary sources. While the literature of the Romantic movement might
         possibly be timeless, not all criticism of this literature is equally timeless.
      

      
      For matters of theory, aesthetics, and history, two foundational studies that develop
         two major approaches to Romanticism that have dominated theoretical discourse are
         those of M. H. Abrams in Natural Supernaturalism and The Mirror and the Lamp. The two major approaches Abrams examines are the idea of Romanticism and revolution
         and the idea of a dichotomy of Romanticism and Classicism. Abrams lays out the essential
         issues and problems, and while many disagree with his basic theoretical assumptions,
         these two works must be examined in order to see what positions are being disputed.
      

      
      The question of the very foundation of Romanticism, whether or not ideology negates
         the concept, began to become a common point of debate in the 1980s based upon Jerome
         J. McGann’s The Romantic Ideology. However, anyone reading McGann should also consult Morse Peckham’s Romanticism and Ideology for a very different approach to the question.
      

      
      Perhaps the greatest shift in emphasis for critical studies of Romanticism in recent
         decades has related to new studies in gender and sexuality. Good introductions and
         examinations of gender matters in the Romantic era are the various studies by Anne
         K. Mellor; Mary Poovey’s The Proper Lady and the Woman Writer: Ideology as Style in the Works of Mary Wollstonecraft,
            Mary Shelley, and Jane Austen; and Susan Wolfson’s Borderlines: The Shiftings of Gender in British Romanticism.

      
      A good introduction to Continental Romanticism is Warren Breckman’s European Romanticism: A Brief History with Documents, an anthology with a massive introduction and extensive headnotes to the writers
         and texts, all indexed in detail.
      

      
      One of the most surprising changes of emphasis in Romantic studies since the 1990s
         has been a rediscovery of Romantic drama. Several of the most prominent playwrights
         of the period were women, but also scholars now generally see most 18th-century English
         drama from the 1750s forward as being essentially Romantic rather than extensions
         of Enlightenment drama. German drama, especially that of Freidrich Schiller, has been
         subject to new interest as well. Misty G. Anderson’s Female Playwrights and Eighteenth-Century Comedy: Negotiating Marriage on the London
            Stage; Betsy Bolton’s Women, Nationalism, and the Romantic Stage: Theatre and Politics in Britain, 1780–1800; Daniel O’Quinn’s Staging Governance: Theatrical Imperialism in London, 1770–1800; and David Worrall’s Theatric Revolution: Drama, Censorship and Romantic Period Subcultures 1773–1832 will provide good introductions to current scholarship in Romantic drama. Allardyce
         Nicoll’s A History of English Drama 1660–1900 in four volumes is still a standard of massive scholarship of virtually all plays
         and playwrights of the period.
      

      
      Casebooks containing multiple independent critical essays are a staple of literary
         criticism more than ever since literary journals are becoming integrated with online
         resources. In print, many volumes of the Cambridge Introductions series, the Dictionary
         of Literary Biography, and the Nineteenth-Century Literary Criticism series include
         hundreds of critical essays, some reprinted from journals, but many published nowhere
         else. Often these works are indexed in detail.
      

      
      This bibliography isolates numerous studies of the individual writers treated in the
         dictionary. Readers should look for the most recent studies of the writers, which
         nearly always will contain reviews of recent scholarship and will show what the current
         state of scholarship seems to be. The best resource for the lesser writers is always
         the Dictionary of Literary Bibliography, which frequently will contain the only critical
         treatments in decades. But each essay of the Dictionary of Literary Bibliography contains
         extensive bibliographies of secondary sources and bibliographies of original publications
         in the authors’ lifetimes.
      

      
      The Web naturally contains hundreds of sites devoted to Romanticism and Romantic authors.
         Many such sites are nonscholarly, almost fan sites. However, quite a few websites
         do have solidly credentialed academic domains. This bibliography lists numerous such
         scholarly sites. Problems frequently arise with out-of-date links, however. Hopefully,
         the list contained below will at least serve as a starting point for searching the
         vast amount of material on the Web. Most major university libraries and many nonacademic
         libraries also subscribe to enormous subscription databases that are beginning to
         contain probably most of the print sources listed below. The Information Age truly
         is becoming an enormous element of all academic research.
      

      
      This bibliography attempts to list the major scholarly material up to 2014 that is
         relevant to the Romantic period. But despite the large numbers of sources listed in
         the various categories, it can only be suggestive. For the most part, it lists book-length
         entries with publication data referring to the most accessible editions. References
         to journal articles generally are to articles cited in the dictionary.
      

      
      Romanticism: Theory, Aesthetics, and History

      
      Abrams, M. H. The Mirror and the Lamp: Romantic Theory and the Critical Tradition. London: Oxford University Press, 1953.
      

      
      ———. Natural Supernaturalism: Tradition and Revolution in Romantic Literature. New York: Norton, 1971.
      

      
      Ball, Patricia. The Central Self: A Study in Romantic and Victorian Imagination. London: Athlone, 1968.
      

      
      Bainbridge, Simon. Napoleon and English Romanticism. Cambridge: Cambridge University Press, 1995.
      

      
      Barker-Benfield, G. J. The Culture of Sensibility: Sex and Society in Nineteenth-Century Britain. Chicago: University of Chicago Press, 1992.
      

      
      Barzun, Jacques. Classic, Romantic, and Modern. London: Secker and Warburg, 1962.
      

      
      Batchelor, John, ed. The Art of Literary Biography. New York: Oxford University Press, 2003.
      

      
      Bate, Jonathan. Shakespeare and the English Romantic Imagination. Oxford: Clarendon, 1989.
      

      
      Bate, Walter Jackson. From Classic to Romantic. Cambridge: Cambridge University Press, 1946.
      

      
      Bateson, F. W.  English Comic Drama, 1700–1750. 1929; rpt. New York: Russell and Russell, 1963.
      

      
      Benton, Michael. Literary Biography: An Introduction. Malden, Mass.: Wiley-Blackwell, 2009.
      

      
      Bloom, Harold. Romanticism and Consciousness. New York: Norton, 1970.
      

      
      ———. The Visionary Company: A Reading of English Romantic Poetry. New York: Doubleday, 1961.
      

      
      Bostetter, Edward E. The Romantic Ventriloquists: Wordsworth, Coleridge, Keats, Shelley, Byron. Seattle: University of Washington Press, 1963.
      

      
      Bredvold, Louis I., et al., eds. Eighteenth Century Poetry & Prose. 3rd ed. Prepared by John M. Bullitt. New York: Ronald Press, 1973.
      

      
      Brooks, Van Wyck. The Flowering of New England 1815–1865. Random House, 1936.
      

      
      Brown, Marshall. Preromanticism. Stanford, Calif.: Stanford University Press, 1991.
      

      
      ———, ed. The Cambridge History of Literary Criticism. Volume V: Romanticism. Cambridge: Cambridge University Press, 2000.
      

      
      Butler, Marilyn. Romantics, Rebels, and Reactionaries: English Literature and Its Background 1760–1830. Oxford: Oxford University Press, 1981.
      

      
      Buell, Lawrence. Literary Transcendentalism: Style and Vision in the American Renaissance. Ithaca, N.Y.: Cornell University Press, 1973.
      

      
      Canuel, Mark. Shadow of Death: Literature, Romanticism, and the Subject of Punishment. Princeton, N.J.: Princeton University Press, 2007.
      

      
      Chandler, James. England in 1819: The Politics of Literary Culture and the Case of Romantic Historicism. Chicago: University of Chicago Press, 1998.
      

      
      Chaplin, Sue, and Joel Faflak. The Romanticism Handbook. Literature and Culture Handbooks Series. London: Continuum, 2011.
      

      
      Charney, Maurice. Comedy High and Low: An Introduction to the Experience of Comedy. New York: Oxford University Press, 1978.
      

      
      Chase, Cynthia. Decomposing Figures: Rhetorical Readings in the Romantic Tradition. Baltimore: Johns Hopkins University Press, 1986.
      

      
      Clark, Kenneth. The Romantic Rebellion: Romantic versus Classic Art. New York: Harper, 1973.
      

      
      Connell, Phillip. Romanticism, Economics and the Question of ‘Culture.’ Oxford: Oxford University Press, 2001.
      

      
      Cooke, Michael G. The Romantic Will. New Haven, Conn.: Yale University Press, 1976.
      

      
      Cranston, Maurice. The Romantic Movement. Oxford: Blackwell, 1994.
      

      
      Day, Aidan. Romanticism. The New Critical Idiom Series. 2nd ed. London: Routledge, 2012.
      

      
      Derry, John W. Reaction and Reform: England in the Ear1y Nineteenth Century. London: Blandford Press, 1963.
      

      
      Duff, David. Romanticism and the Uses of Genre. Oxford: Oxford University Press, 2009.
      

      
      Elfenbein, Andrew. Romanticism and the Rise of English. Stanford, Calif.: Stanford University Press, 2009.
      

      
      Ferber, Michael. Romanticism: A Very Short Introduction. Oxford: Oxford University Press, 2010.
      

      
      Furst, Lillian R. The Contours of European Romanticism. Lincoln: University of Nebraska Press, 1979.
      

      
      Gaull, Marilyn. English Romanticism: The Human Context. New York: Norton, 1988.
      

      
      Gilbert, Sandra, and Susan Gubar. The Madwoman in the Attic. New Haven, Conn.: Yale University Press, 1979.
      

      
      Goode, Mike. Sentimental Masculinity and the Rise of History, 1790–1890. New York: Cambridge University Press, 2009.
      

      
      Harris, R. W. Romanticism and the Social Order 1780–1830. London: Blandford Press, 1969.
      

      
      Heffernan, James A. W. The Re-creation of Landscape: Wordsworth, Coleridge, Constable, and Turner. Hanover: University of New England, 1985.
      

      
      Jackson, Wallace. The Probable and the Marvelous: Blake, Wordsworth, and the Eighteenth-Century Critical
            Tradition. Athens: University of Georgia Press, 1978.
      

      
      James, D. G. The Romantic Comedy. New York: Oxford University Press, 1949.
      

      
      Jones, Steven E. The Satiric Eye: Forms of Satire in the Romantic Period. New York: Palgrave Macmillan, 2003.
      

      
      Keeran, Peggy, and Jennifer Bowers. Literary Research and the British Romantic Era: Strategies and Sources. Lanham, Md.: Scarecrow, 2005.
      

      
      Kelly, Gary. English Fiction of the Romanic Period, 1789–1830. London: Longman, 1989.
      

      
      Kermode, Frank. The Romantic Image. London: Collins, 1957.
      

      
      Kiely, Robert. The Romantic Novel in England. Cambridge, Mass.: Harvard University Press, 1972.
      

      
      Kipperman, Mark. Beyond Enchantment: German Idealism and English Romantic Poetry. Philadelphia: University of Pennsylvania Press 1985.
      

      
      Löwy, Michael, and Robert Sayre. Romanticism Against the Tide of Modernity. Trans. Catherine Porter. Durham, N.C.: Duke University Press, 2001.
      

      
      Martin, Robert K., and Eric Savoy, eds. American Gothic: New Interventions in a National Narrative. Iowa City: University of Iowa Press, 1998.
      

      
      Matthiessen, F. O. American Renaissance: Art and Expression in the Age of Emerson and Whitman. New York: Oxford University Press, 1941.
      

      
      Maxwell, Richard, and Katie Trumpener. Fiction in the Romantic Period. New York: Cambridge University Press, 2008.
      

      
      McCann, Andrew. Cultural Politics in the 1790s: Literature, Radicalism and the Public Sphere. Basingstoke, U.K.: Palgrave Macmillan, 1999.
      

      
      McFarland, Thomas. Romantic Cruxes: The English Essayists and the Spirit of the Age. Oxford: Clarendon Press, 1987.
      

      
      McGann, Jerome J. The Romantic Ideology: A Critical Investigation. Chicago: University of Chicago Press, 1983.
      

      
      McKusick, James C. Green Writing: Romanticism and Ecology. New York: St. Martin’s Press, 2002.
      

      
      Mee, John. Romanticism, Enthusiasm and Regulation: Poetics and the Policing of Culture. Oxford: Oxford University Press, 2003.
      

      
      Mullan, John. Sentiment and Sociability: The Language of Feeling in the Eighteenth Century. Oxford: Oxford University Press, 1988.
      

      
      Newlyn, Lucy. Reading, Writing, and Romanticism: The Anxiety of Reception. Oxford: Oxford University Press, 2000.
      

      
      Peckham, Morse. Romanticism and Ideology. Hanover, N.H.: Wesleyan University Press, 1995.
      

      
      Perkins, David. The Quest for Permanence: The Symbolism of Wordsworth, Shelley, and Keats. Cambridge, Mass.: Harvard University Press, 1959.
      

      
      Praz, Mario. The Romantic Agony. Cleveland: Meridian, 1968.
      

      
      Rajan, Tilottama. Dark Interpreter: The Discourse of Romanticism. Ithaca, N.Y.: Cornell University Press, 1980.
      

      
      Redfield, Marc. The Politics of Aesthetics: Nationalism, Gender, Romanticism. Stanford, Calif.: Stanford University Press, 2003.
      

      
      Reed, Arden, ed. Romanticism and Language. Ithaca: Cornell University Press, 1984.
      

      
      Richards, Robert J. The Romantic Conception of Life: Science and Life in the Age of Goethe. Chicago: University of Chicago Press, 2002.
      

      
      Richardson, Alan. British Romanticism and the Science of Mind. Cambridge, Mass.: Cambridge University Press, 2001.
      

      
      Robinson, Jeffrey C. The Current of Romantic Passion. Madison: University of Wisconsin Press, 1991.
      

      
      Ross, Marlon. The Contours of Masculine Desire: Romanticism and the Rise of Women’s Poetry. New York: Oxford University Press, 1989.
      

      
      Rzepka, Charles J. The Self as Mind: Vision and Identity in Wordsworth, Coleridge, and Keats. Cambridge: Harvard University Press, 1986.
      

      
      Siskin, Clifford. The Historicity of Romantic Discourse. New York: Oxford University Press, 1988.
      

      
      Spacks, Patricia Meyer. The Insistence of Horror: Aspects of the Supernatural in Eighteenth-Century Poetry. Cambridge, Mass.: Harvard University Press, 1962.
      

      
      Spiller, Robert E., et al., eds. Literary History of the United States. 4th ed., rev. New York: Macmillan, 1974.
      

      
      St. Clair, William. The Reading Nation in the Romantic Period. Cambridge: Cambridge University Press, 2004.
      

      
      Steele, Jeffrey. The Representations of the Self in the American Renaissance. Chapel Hill: University of North Carolina Press, 1987.
      

      
      Trumpener, Katie. Bardic Nationalism: The Romantic Novel and the British Empire. Princeton, N.J.: Princeton University Press, 1997.
      

      
      Ty, Eleanor. Unsex’d Revolutionaries: Five Women Novelists of the 1790’s. Toronto: University of Toronto Press, 1993.
      

      
      Weiskel, Thomas. The Romantic Sublime: Studies in the Structure and Psychology of Transcendence. Baltimore: Johns Hopkins University Press, 1976.
      

      
      White, R. S. Natural Rights and the Birth of Romanticism. Basingstoke, U.K.: Palgrave Macmillan, 2006.
      

      
      Willey, Basil. The Eighteenth Century Background: Studies on the Idea of Nature in the Thought of
            the Period. New York: Columbia University Press, 1953.
      

      
      Wilson, Carol Shiner, and Joel Haefner, eds. Re-Visioning Romanticism. Philadelphia: University of Pennsylvania Press 1994.
      

      
      Gender and Sexuality

      
      Behrendt, Stephen C. British Women Poets and the Romantic Writing Community. Baltimore: Johns Hopkins University Press 2009.
      

      
      Copeland, Edward. Women Writing about Money: Women’s Fiction in England, 1790–1820. Cambridge: Cambridge University Press, 1995.
      

      
      Craciun, Adriana, and Kari E. Lokke, eds. Rebellious Hearts: British Women Writers and the French Revolution. Albany: State University of New York Press, 2001.
      

      
      Fay, Elizabeth. A Feminist Introduction to Romanticism. Oxford: Blackwell, 1998.
      

      
      Gilbert, Sandra, and Susan Gubar. The Madwoman in the Attic. New Haven, Conn.: Yale University Press, 1979.
      

      
      Guest, Harriet. Small Change: Women, Learning, Patriotism, 1750–1810. Chicago: University of Chicago Press, 2000.
      

      
      Kipp, Julie. Romanticism, Maternity, and the Body Politic. Cambridge: Cambridge University Press, 2003.
      

      
      Mellor, Anne K. Gender and Romanticism. London: Routledge, 1993.
      

      
      ———. Mothers of the Nations: Women’s Political Writing in England, 1780–1830. Bloomington: Indiana University Press, 2001.
      

      
      ———, ed. Romanticism and Feminism. Bloomington: Indiana University Press, 1988.
      

      
      Poovey, Mary. The Proper Lady and the Woman Writer: Ideology as Style in the Works of Mary Wollstonecraft,
            Mary Shelley, and Jane Austen. Chicago: University of Chicago Press, 1984.
      

      
      Sha, Richard. Perverse Romanticism: Aesthetics and Sexuality in Britain, 1750–1832. Baltimore: Johns Hopkins University Press, 2009.
      

      
      Wolfson, Susan. Borderlines: The Shiftings of Gender in British Romanticism. Stanford, Calif.: Stanford University Press, 2006.
      

      
      Continental Romanticism

      
      Allen, James. Popular French Romanticism: Authors, Readers, and Books in the 19th Century. Syracuse, N.Y.: Syracuse University Press, 1981.
      

      
      Arendt, Dieter. Der poetische Nihilismus in de Romantik: Studien zum Verhältnis von Dichtung und Wirklichkeit
            in der Frühromantik. Tübingen: Niemeyer, 1972.
      

      
      Bales, Richard. Persuasion in the French Personal Novel: Studies of Chateaubriand, Constant, Balzac,
            Nerval and Fromentin. Birmingham, Ala.: Summe, 1997.
      

      
      Bann, Stephen. Romanticism and the Rise of History. New York: Twayne, 1995.
      

      
      Behler, Ernst. German Romantic Literary Theory. New York: Cambridge University Press, 1993.
      

      
      Beiser, Frederick C. The Early Political Writings of the German Romantics. New York: Cambridge University Press, 1996.
      

      
      ———. Enlightenment, Revolution, and Romanticism: The Genesis of Modern German Political
            Thought, 1790–1800. Cambridge, Mass.: Harvard University Press, 1992.
      

      
      ———. The Romantic Imperative: The Concept of Early German Romanticism. Cambridge, Mass.: Harvard University Press, 2003.
      

      
      Beizer, Janet. Ventriloquized Bodies: Narratives of Hysteria in Nineteenth-Century France. Ithaca, N.Y.: Cornell University Press, 1994.
      

      
      Benichou, Paul. The Consecration of the Writer, 1750–1830. Trans. Mark K. Jensen. Lincoln: University of Nebraska Press, 1999.
      

      
      Berlin, Isaiah. The Roots of Romanticism. Princeton, N.J.: Princeton University Press, 1999.
      

      
      Bernheimer, Charles. Figures of Ill Repute: Representing Prostitution in Nineteenth-Century France. Cambridge, Mass.: Harvard University Press, 1989.
      

      
      Bietak, Wilhelm. Lebenslehre und Weltanschauung der jügeren Romantik. Darmstadt: Wissenschaftliche Buchgesellschaft, 1968.
      

      
      Bishop, Lloyd. The Romantic Hero and His Heirs in French Literature. Oxford: Peter Lang, 1984.
      

      
      Bony, Jacques. Lire le romantisme. Paris: Dunod, 1992.
      

      
      Breckman, Warren. European Romanticism: A Brief History with Documents. Boston: Bedford St. Martin’s, 2008.
      

      
      ———, ed. Nineteenth-Century French Fiction Writers: Romanticism and Realism, 1800–1860. Detroit: Gale Research, 1992.
      

      
      Brombert, Victor. The Romantic Prison. Princeton, N.J.: Princeton University Press, 1978.
      

      
      Brown, Marshall. The Shape of German Romanticism. Ithaca: Cornell University Press, 1979.
      

      
      Brown, William Edward. A History of Russian Literature of the Romantic Period. Ann Arbor, Mich.: Ardis, 1986.
      

      
      Burt, E. S. Poetry’s Appeal: Nineteenth-Century French Lyric and the Political Space. Stanford, Calif.: Stanford University Press, 1999.
      

      
      Burwick, Frederick. The Haunted Eye: Perception and the Grotesque in English and German Romanticism. Heidelberg: Winter, 1987.
      

      
      Busse, Günther. Romantik: Personen, Motive, Werke. Freiburg im Breisgau: Herder, 1982.
      

      
      Carlson, Marvin. The German Stage in the Nineteenth Century. Metuchen, N.J.: Scarecrow Press, 1972.
      

      
      Charlton, Donald C., ed. The French Romantics. 2 vols. Cambridge: Cambridge University Press, 1984.
      

      
      Cox, Jeffrey. In the Shadows of Romance: Romantic Tragic Drama in Germany, England, and France. Athens: Ohio University Press, 1987.
      

      
      Dedner, Burghard, and Ulla Hofstaetter. Romantik im Vormärz. Marburg: Hitzeroth, 1992.
      

      
      Denneler, Iris. Die Kehrseite der Vernunft: Zur Widersetzlichkeit der Literatur in Spätaufklärung
            und Romantik. Munich: W. Fink, 1996.
      

      
      Didier, Béatrice, and Jacques Neefs, eds. Sortir de la Révolution: Casanova, Chénier, Staël, Constant, Chateaubriand. Paris: Presses universitaires de Vincennes, 1994.
      

      
      Didier, Béatrice. La littérature française sous le Consulat et l’Empire. Paris: Presses universitaires de France, 1992.
      

      
      Donovan, Siobhán, and Robin Elliot. Music and Literature in German Romanticism. Rochester, N.Y.: Camden House, 2004.
      

      
      Downing, Lisa. Desiring the Dead: Necrophilia and Nineteenth-Century French Literature. Leeds, UK: Legenda, 2003.
      

      
      Fairlie, Alison, and Malcolm Bowie, eds. Imagination and Language: Collected Essays on Constant, Baudelaire, Nerval and Flaubert. Cambridge: Cambridge University Press, 1981.
      

      
      Ferber, Michael, ed. European Romantic Poetry. New York: Longman, 2005.
      

      
      Finch, Alison. Women’s Writing in Nineteenth Century France. Cambridge: Cambridge University Press, 2000.
      

      
      Frank, Manfred. The Philosophical Foundations of Early German Romanticism. Trans. Elizabeth Millán-Zaubert. Albany: State University of New York Press, 2004.
      

      
      Frazier, Melissa. Frames of Imagination: Gogol’s Arabesques and the Romantic Question of Genre. New York: Lang, 2000.
      

      
      ———. Romantic Encounters: Writers, Readers, and the Library for Reading. Stanford, Calif.: Stanford University Press, 2007.
      

      
      Freeborn, Richard. The Rise of the Russian Novel; Studies in the Russian Novel from Eugene Onegin to
            War and Peace. Cambridge: Cambridge University Press, 1973.
      

      
      Garland, H. B. Storm and Stress. London: Harrap, 1952.
      

      
      Gibian, George, ed. The Portable Nineteenth-Century Russian Reader. New York: Penguin, 1993.
      

      
      Gordon, Rae. Ornament, Fantasy and Desire in Nineteenth-Century French Literature. Princeton, N.J.: Princeton University Press, 1992.
      

      
      Greenleaf, Monika. Pushkin and Romantic Fashion: Fragment, Elegy, Orient, Irony. Stanford, Calif.: Stanford University Press, 1994.
      

      
      Greenleaf, Monika, and Stephen Moeller-Sally, eds. Russian Subjects: Empire, Nation, and the Culture of the Golden Age. Evanston, Ill.: Northwestern University Press, 1998.
      

      
      Harrow, Susan, and Andrew Watts, eds. Mapping Memory in Nineteenth-Century French Literature and Culture. Amsterdam: Rodopi, 2012.
      

      
      Hayman, Ronald, ed. The German Theatre. New York: Barnes & Noble, 1975.
      

      
      Heimrich, Bernhard. Fiktion und Fiktionsironie in Theorie und Dichtung der deutschen Romantik. Tübingen: Niemeyer, 1968.
      

      
      Heitner, R. R. German Tragedy in the Age of Enlightenment. Berkeley: University of California Press, 1984.
      

      
      Hughes, Glyn Tegai. Romantic German Literature. New York: Holmes & Meier, 1979.
      

      
      Hugo, Howard E., ed. The Portable Romantic Reader. New York: Viking, 1957.
      

      
      Isbell, John Claiborne. The Birth of European Romanticism: Truth and Propoganda in de Staël’s De l’Allemagne, 1810–1813. New York: Cambridge University Press, 1994.
      

      
      Japp, Uwe, and Stefan Scherer. Das romantische Drama: Productive Synthese zwischen Tradition und Innovation. Tübingen: Niemeyer, 2000.
      

      
      Jones, Malcolm V., and Robin Feuer Miller. The Cambridge Companion to the Classical Russian Novel. Cambridge: Cambridge University Press, 1998.
      

      
      Kelly, Dorothy. Fictional Genders: Role and Representation in Nineteenth-Century French Narrative. Lincoln: University of Nebraska Press, 1989.
      

      
      Kirkpatrick, Susan. Las Romanticas: Women Writers in Spanish Literature. Edinburgh: Edinburgh University Press, 1989.
      

      
      Kluckhohn, Paul. Die Auffassung de Liebe in der Literatur des 18. Jahrhunderts und in der deutschen
            Romantik. Tübingen: Niemeyer, 1966.
      

      
      Lacoue-Labarthe, Philippe, and Jean-Luc Nancy. The Literary Absolute: The Theory of Literature in German Romanticism. Albany: State University of New York Press, 1988.
      

      
      Lawall, Sarah, ed. The Norton Anthology of Western Literature. 8th ed. Volume 2: The Enlightenment through the Twentieth Century. New York: Norton, 2006.
      

      
      Leighton, Lauren G. Russian Romanticism: Two Essays. The Hague: Mouton, 1975.
      

      
      Lloyd, Rosemary. The Land of Lost Content: Children and Childhood in Nineteenth-Century French Literature. Oxford: Clarendon Press, 1992.
      

      
      Lüthi, Kurt. Feminismus und Romantik: Sprache, Gesellschaft, Symbole, Religion. Vienna: Böhlau, 1985.
      

      
      Mahoney, Dennis F. The Literature of German Romanticism. Rochester, N.Y.: Camden House, 2004.
      

      
      Mann, Iurri V. Poetika russkogo romantizma. Moscow: Nauka, 1976.
      

      
      McEachern, Patricia. Deprivation and Power: The Emergence of Anorexic Nervosa in Nineteenth-Century French
            Literature. Westport, Conn.: Greenwood Press, 1998.
      

      
      Menhennet, Alan. The Romantic Movement. Totowa, N.J.: Barnes & Noble, 1981.
      

      
      Mersereau, John. Russian Romantic Fiction. Ann Arbor, Mich.: Ardis, 1983.
      

      
      Mittenzwei, Johannes, and Karl Heinz Berger. Romantik. East Berlin: Volk und Wissen, 1967.
      

      
      Pasco, Allan. Novel Configurations: A Study of French Fiction. Stendhal, Balzac, Zola, Gide. Birmingham, Ala.: Summa, 1987.
      

      
      ———. Revolutionary Love in Eighteenth- and Early Nineteenth-Century France. Farnham, UK: Ashgate, 2009.
      

      
      ———. Sick Heroes: French Society and Literature in the Romantic Age, 1750–1850. Exeter, UK: Exeter University Press, 1997.
      

      
      Pratt, Sarah. Russian Metaphysical Romanticism: The Poetry of Tiutchev and Boratynskii. Stanford, Calif.: Stanford University Press, 1984.
      

      
      Prendergast, Christopher. The Order of Mimesis: Balzac, Stendhal, Nerval, Flaubert. Cambridge: Cambridge University Press, 1986.
      

      
      ———. Paris and the Nineteenth Century. Oxford: Blackwell, 1992.
      

      
      Raser, Timothy, ed. Peripheries of Nineteenth-Century French Studies. Newark: University of Delaware Press, 2002.
      

      
      Reeve, F. D. The Russian Novel. New York: McGraw-Hill, 1966.
      

      
      Reid, Robert. Problems of Russian Romanticism. Aldershot, UK: Gower, 1986.
      

      
      Riasanovsky, Nicholas V. The Emergence of Romanticism. New York: Oxford University Press, 1992.
      

      
      Richards, Robert J. The Romantic Conception of Life: Science and Philosophy in the Age of Goethe. Chicago: University of Chicago Press, 2002.
      

      
      Riou, Jeanna. Imagination in German Romanticism: Re-thinking the Self and Its Environment. New York: Peter Lang, 2004.
      

      
      Rosenwald, Henry M. The Age of Romanticism. New York: Ungar, 1959.
      

      
      Saul, Nicholas. The Cambridge Companion to German Romanticism. New York: Cambridge University Press, 2009.
      

      
      Schamber, Ellie Nower. The Artist as Politician: The Art and Politics of the French Romantics. New York: University Press of America, 1984.
      

      
      Schmitt, Hans-Jürgen, ed. Romantik. Stuttgart: Reclam, 1974.
      

      
      Schmitz-Emans, Monika. Einführung in die Literatur der Romantik. Darmstadt: Wissenschaftliche Buchgesellschaft, 2004.
      

      
      Schultz, Franz. Klassik und Romantik der Deutschen. Stuttgart: Metzler, 1952.
      

      
      Schultz, Gretchen. The Gendered Lyric: Subjectivity and Difference in Nineteenth-Century French Poetry. West Lafayette, Ind.: Purdue University Press, 1999.
      

      
      Scott, Clive. A Question of Syllables: Essays in Nineteenth-Century French Verse. Cambridge: Cambridge University Press, 1986.
      

      
      Stenzel, Gerhard, ed. Die deutschen Romantiker. Salzburg: Bergland, 1954.
      

      
      Strand, Mary R. I/you: Paradoxical Constructions of Self and Other in Early German Romanticism. New York: Peter Lang, 1998.
      

      
      Taylor, Ronald. The Romantic Tradition in Germany. London: Methuen, 1970.
      

      
      Thompson, Christopher. Walking and the French Romantics: Rousseau to Sand and Hugo. Oxford: Peter Lang, 2003.
      

      
      Todd, William Mills. The Familiar Letter as a Literary Genre in the Age of Pushkin. Evanston, Ill.: Northwestern University Press, 1999.
      

      
      ———, ed. Fiction in the Age of Pushkin. Cambridge, Mass.: Harvard University Press, 1986.
      

      
      ———, ed. Literature and Society in Imperial Russia, 1800–1914. Stanford, Calif.: Stanford University Press, 1978.
      

      
      Tymms, Ralph. German Romantic Literature. London: Methuen, 1955.
      

      
      Von Wiese, Benno. Deutsche Dichter der Romantik: Ihr Leben und Werk. Berlin: Schmidt, 1971.
      

      
      Wakefield, David. The French Romantics: Literature and the Visual Arts, 1800–1840. London: Chaucer Press, 2007.
      

      
      Waller, Margaret. The Male Malady: Fictions of Impotence in the French Romantic Novel. New Brunswick, N.J.: Rutgers University Press, 1993.
      

      
      Walton, Whitney. Eve’s Proud Descendants: Four Women Writers and Republican Politics in Nineteenth-Century
            France. Stanford, Calif.: Stanford University Press, 2000.
      

      
      Watson, Lawrence, and Rosemary Lloyd, eds. Patterns of Evolution in Nineteenth-Century French Poetry. Cambridge: Tallents Press, 1991.
      

      
      Winock, Michel. Les voix de la liberté: Les écrivains engages au XIXe siècle. Paris: Le Seuil, 2001.
      

      
      Wistoff, Andreas. Die deutsche Romantik in der öffentlichen Literaturkritik. Bonn: Bouvier, 1992.
      

      
      Yee, Jennifer. Exotic Subversions in Nineteenth-Century French Fiction. Leeds, UK: Legenda, 2008.
      

      
      Zhirmunskii, Victor Maksimovich. Bairon i Pushkin: Pushkin i zapadnye literatury. Leningrad: Nauka, 1978.
      

      
      Ziolkowski, Theodore. German Romanticism and Its Institutions. Princeton, N.J.: Princeton University Press, 1990.
      

      
      Romantic Theater and Drama

      
      Altick, Richard D. The Shows of London. Cambridge: Harvard University Press, 1978.
      

      
      Anderson, Misty G. Female Playwrights and Eighteenth-Century Comedy: Negotiating Marriage on the London
            Stage. New York: Palgrave, 2002.
      

      
      Ashley, Leonard. Nineteenth-Century British Drama. Glenview, Ill.: Scott, Foresman, 1967.
      

      
      Austin, Gayle. Feminist Theories for Dramatic Criticism. Ann Arbor: University of Michigan Press, 1990.
      

      
      Bernbaum, Ernest. The Drama of Sensibility: A Sketch of the History of English Sentimental Comedy and
            Dramatic Tragedy 1696–1780. Gloucester, Mass.: Peter Smith, 1958 [orig. pub. 1915].
      

      
      Bevis, Richard W., ed. Eighteenth-Century Drama: Afterpieces. London: Oxford University Press, 1970.
      

      
      Boas, Frederick S. An Introduction to Eighteenth-Century Drama 1700–1780. Oxford: Clarendon Press, 1953.
      

      
      Bolton, Betsy. Women, Nationalism, and the Romantic Stage: Theatre and Politics in Britain, 1780–1800. Cambridge: Cambridge University Press, 2001.
      

      
      Booth, Michael R., et al. The Revels History of Drama in English. 7 vols. London: Methuen, 1975.
      

      
      Burwick, Frederick. Illusion and the Drama: Critical Theory of the Enlightenment and Romantic Era. University Park, Pa.: Pennsylvania State University Press, 1991.
      

      
      Connoly, L. W. The Censorship of the English Drama 1737–1834. San Marino, Calif.: Huntington Library, 1976.
      

      
      Donkin, Ellen. Getting into the Act: Women Playwrights in London 1776–1829. New York: Routledge, 1995.
      

      
      Donohue, Joseph W., Jr. Dramatic Character in the English Romantic Age. Princeton, N.J.: Princeton University Press, 1970.
      

      
      Evans, Bertrand. Gothic Drama from Walpole to Shelley. Berkeley: University of California Press, 1947.
      

      
      Fletcher, Richard M. English Romantic Drama 1795–1843: A Critical History. New York: Exposition, 1976.
      

      
      Gould, Evlyn. Virtual Theater: From Diderot to Mallarmé. Baltimore: Johns Hopkins University Press, 1989.
      

      
      Heller, Janet Ruth. Coleridge, Lamb, Hazlitt, and the Reader of Drama. Columbus: University of Missouri Press, 1990.
      

      
      Hogan, Charles Beecher. The London Stage, 1776–1800: A Critical Introduction. Carbondale: Southern Illinois University Press, 1968.
      

      
      Hughes, Leo. A Century of English Farce. Princeton, N.J.: Princeton University Press, 1956.
      

      
      Klancher, Jon. The Making of English Reading Audiences: 1790–1832. Madison: University of Wisconsin Press, 1987.
      

      
      Loftis, John. Sheridan and the Drama of Georgian England. Cambridge, Mass.: Harvard University Press, 1977.
      

      
      Meisel, Martin. Realizations: Narrative, Pictorial, and Theatrical Arts in Nineteenth-century England. Princeton, N.J.: Princeton University Press, 1983.
      

      
      Nicoll, Allardyce. A History of English Drama 1660–1900. 4 vols. Cambridge: Cambridge University Press, 1955.
      

      
      ———. The Garrick Stage: Theatres and Audience in the Eighteenth Century. Edited by Sybil Rosenfeld. Athens: University of Georgia Press, 1990.
      

      
      O’Quinn, Daniel. Staging Governance: Theatrical Imperialism in London, 1770–1800. Baltimore: Johns Hopkins University Press, 2005.
      

      
      O’Quinn, Daniel, and Jane Moody, eds. The Cambridge Companion to British Theatre, 1730–1830. Cambridge: Cambridge University Press, 2007.
      

      
      Otten, Terry. The Deserted Stage: The Search for Dramatic Form in Nineteenth-Century England. Athens: Ohio University Press, 1972.
      

      
      Richardson, Alan. A Mental Theater: Poetic Drama and Consciousness in the Romantic Age. University Park: Pennsylvania State University Press, 1988.
      

      
      Russell, Gillian. The Theatres of War: Performance, Politics, and Society, 1793–1815. Oxford: Clarendon Press, 1995.
      

      
      Schelling, Felix E. English Drama. New York: E. P. Dutton, 1914.
      

      
      Sherbo, Arthur. English Sentimental Drama. East Lansing: Michigan State University Press, 1957.
      

      
      West, Shearer. The Image of the Actor: Verbal and Visual Representation in the Age of Garrick and
            Kemble. New York: St. Martin’s, 1991.
      

      
      Worrall, David. Theatric Revolution: Drama, Censorship and Romantic Period Subcultures 1773–1832. Oxford: Oxford University Press, 2006.
      

      
      Casebooks

      
      Beer, John, ed. Questioning Romanticism. Baltimore: Johns Hopkins University Press, 1995.
      

      
      Cave, Richard Allen, ed. The Romantic Theatre: An International Symposium. Totowa, N.J.: Barnes and Noble, 1986.
      

      
      Craciun, Adriana, and Kari Lokke, eds. Rebellious Hearts: British Women Writers and the French Revolution. Albany: State University of New York Press, 2001.
      

      
      Curran, Stuart, ed. The Cambridge Companion to British Romanticism. New York: Cambridge University Press, 1993.
      

      
      Daiches, David, Peter Jones, and Jean Jones, eds. A Hotbed of Genius: The Scottish Enlightenment 1730–1790. Edinburgh: Edinburgh University Press, 1986.
      

      
      Favret, Mary, and Nicola Watson, eds. At the Limits of Romanticism: Essays in Cultural, Feminist and Material Criticism. Bloomington: Indiana University Press, 1994.
      

      
      Feldman, Paula, and Theresa Kelley, eds. Romantic Women Writers: Voices and Countervoices. Hanover, N.H.: University Press of New England, 1995.
      

      
      Furst, Lilian, ed. European Romanticism: Self-Definition. New York: Methuen, 1980.
      

      
      Hilles, F. W., and Harold Bloom, eds. From Sensibility to Romanticism: Essays Presented to Frederick A. Pottle. New York: Oxford University Press, 1965.
      

      
      Janowitz, Anne, ed. Romanticism and Gender: Essays and Studies 1998. Cambridge: D. S. Brewer, 1998.
      

      
      Keimer, Thomas, and John Mee, eds. The Cambridge Companion to English Literature, 1740–1830. Cambridge: Cambridge University Press, 2004.
      

      
      Maxwell, Richard, and Katie Trumpener, eds. The Cambridge Companion to Fiction in the Romantic Period. New York: Cambridge University Press, 2008.
      

      
      Mellor, Anne, ed. Romanticism and Feminism. Bloomington: Indiana University Press, 1988.
      

      
      Rawes, Alan, ed. Romanticism and Form. Basingstoke, UK: Palgrave Macmillan, 2007.
      

      
      Russell, Gillian, and Clara Tuite, eds. Romantic Sociability: Social Networks and Literary Culture in Britain, 1770–1840. Cambridge: Cambridge University Press, 2006.
      

      
      Wilson, Carol Shiner, and Joel Haefner. Re-Visioning Romanticism: British Women Writers, 1776–1837. Philadelphia: University of Pennsylvania Press, 1994.
      

      
      Wu, Duncan, ed. A Companion to Romanticism. Oxford: Blackwell, 1999.
      

      
      Critical Studies of Individual Writers

      
      Jane Austen

      
      Bate, Jonathan. Romantic Ecology: Wordsworth and the Environmental Tradition. London: Routledge, 1991.
      

      
      Bush, Douglas. Jane Austen. New York: Macmillan, 1975.
      

      
      Butler, Marilyn. Jane Austen and the War of Ideas. Revised ed. Oxford: Clarendon, 1987.
      

      
      Castellanos, Gabriela. Laughter, War, and Feminism: Elements of Carnival in Three of Jane Austen’s Novels. New York: P. Lang, 1994.
      

      
      Copeland, Edward, and Juliet McMaster, eds. The Cambridge Companion to Jane Austen. New York: Cambridge University Press, 1997.
      

      
      Davidson, Jenny. Hypocrisy and the Politics of Politeness: Manners and Morals from Locke to Austen. Cambridge: Cambridge University Press, 2004.
      

      
      Deresiewicz, William. Austen and the Romantic Poets. New York: Columbia University Press, 2004.
      

      
      Duckworth, Alistair. The Improvement of the Estate: A Study of Jane Austen’s Novels. Baltimore: Johns Hopkins University Press, 1971.
      

      
      Fergus, Jan. Jane Austen and the Didactic Novel: Northanger Abbey, Sense and Sensibility and Pride and Prejudice. Totowa, N.J.: Barnes and Noble, 1983.
      

      
      Fraiman, Susan. Northanger Abbey: Backgrounds, Criticism. New York: W.W. Norton, 2004.
      

      
      Fulford, Tim, Debbie Lee, and Peter J. Kitson. Literature, Science and Exploration in the Romantic Era: Bodies of Knowledge. Cambridge: Cambridge University Press, 2004.
      

      
      Galperin, William H. The Historical Austen. Philadelphia: University of Pennsylvania Press, 2003.
      

      
      Gard, Roger. Jane Austen’s Novels: The Art of Clarity. New Haven, Conn.: Yale University Press, 1992.
      

      
      Gay, Penny. Jane Austen and the Theatre. New York: Cambridge University Press, 2002.
      

      
      Giffin, Michael. Jane Austen and Religion: Salvation and Society in Georgian England. New York: Palgrave Macmillan, 2002.
      

      
      Gill, Richard, and Susan Gregory. Mastering the Novels of Jane Austen. New York: Palgrave Macmillan, 2003.
      

      
      Harris, Jocelyn. Jane Austen’s Art of Memory. Cambridge: Cambridge University Press, 1989.
      

      
      Heydt-Stevenson, Jillian. Austen’s Unbecoming Conjunctions: Subversive Laughter, Embodied History. New York: Palgrave Macmillan, 2005.
      

      
      Honan, Park. Jane Austen: Her Life. New York: St. Martin’s, 1987.
      

      
      Johnson, Claudia L. Equivocal Beings: Politics, Gender, and Sentimentality in the 1790s. Chicago: University of Chicago Press, 1995.
      

      
      ———. Jane Austen: Women, Politics, and the Novel. Chicago: University of Chicago Press, 1988.
      

      
      Johnson, Claudia L., and Clara Tuite. A Companion to Jane Austen. Malden, Mass.: Wiley-Blackwell, 2009.
      

      
      Kaplan, Deborah. Jane Austen Among Women. Baltimore, Md.: Johns Hopkins University Press 1992.
      

      
      Kelly, Gary. “Jane Austen.” Dictionary of Literary Biography: 116: British Romantic Novelists, 1789–1832. Ed. Bradford K. Mudge. Detroit: Gale, 1992.
      

      
      Kirkham, Margaret. Jane Austen, Feminism and Fiction. Totowa, N.J.: Barnes & Noble, 1983.
      

      
      Lambdin, Laura C., and Robert T. Lambdin. A Companion to Jane Austen Studies. Westport, Conn.: Greenwood, 2000.
      

      
      Littlewood, Ian, ed. Jane Austen: Critical Assessments. 4 vols. Mountfield, East Sussex, UK: Helm Information, 1998.
      

      
      Looser, Devoney. Jane Austen and Discourses of Feminism. New York: St. Martin’s, 1995.
      

      
      MacDonagh, Oliver. Jane Austen: Real and Imagined Worlds. New Haven, Conn.: Yale University Press, 1991.
      

      
      Miller, D. A. Jane Austen, or, the Secret of Style. Princeton, N.J.: Princeton University Press, 2003.
      

      
      Morgan, Susan. In the Meantime: Character and Perception in Austen’s Fiction. Chicago: University of Chicago Press, 1980.
      

      
      Southam, B. W., ed. Jane Austen: The Critical Heritage. London: Routledge, 1968,
      

      
      Swisher, Clarice. Readings on Jane Austen. Westport, Conn.: Greenhaven, 1997.
      

      
      Tave, Stuart. Some Words of Jane Austen. Chicago: University of Chicago Press, 1973.
      

      
      Todd, Janet M. Jane Austen in Context. New York: Cambridge University Press, 2005.
      

      
      ———, ed. The Cambridge Introduction to Jane Austen. New York: Cambridge University Press, 2006.
      

      
      Tomalin, Claire. Jane Austen: A Life. New York: Vintage, 1999.
      

      
      Trumpener, Katie. Bardic Nationalism: The Romantic Novel and the British Empire. Princeton, N.J.: Princeton University Press, 1997.
      

      
      Tuite, Clara. Romantic Austen: Sexual Politics and the Literary Canon. Cambridge: Cambridge University Press, 2002.
      

      
      Waldron, Mary. Jane Austen and the Fiction of Her Time. Cambridge: Cambridge University Press, 1999.
      

      
      Wiltshire, John. Jane Austen and the Body. Cambridge: Cambridge University Press, 1992.
      

      
      Robert Bage

      
      Beasley, Jerry C. “Robert Bage.” Dictionary of Literary Biography 39: British Novelists, 1660–1800. Ed. Martin C. Battestin. Detroit: Gale, 1985. Web.
      

      
      Joanna Baillie

      
      Burroughs, Catherine B. Closet Stages: Joanna Baillie and the Theater Theory of British Romantic Women Writers. Philadelphia: University of Pennsylvania Press, 1997.
      

      
      Carhart, Margaret. The Life and Work of Joanna Baillie. New Haven, Conn.: Yale University Press, 1923.
      

      
      Crochunis, Thomas C., ed. Joanna Baillie, Romantic Dramatist: Critical Essays. New York: Routledge, 2004.
      

      
      Henderson, Andrea. “Passion and Fashion in Joanna Baillie’s Introductory Discourse,”
         PMLA 112 (March 1997): 198–213.
      

      
      McMillan, Dorothy. “‘Dr. Baillie,” in 1798: The Year of the Lyrical Ballads. Ed. Richard Cronin. New York: St. Martin’s Press, 1998: 68–92.
      

      
      Mellor, Anne K. “Joanna Baillie and the Counter-Public Sphere.” Studies in Romanticism 33 (Winter 1994): 559–67.
      

      
      Noble, Aloma E. Joanna Baillie as a Dramatic Artist. Ann Arbor, Mich.: UMI, 1983.
      

      
      Noe, Nancy. “Joanna Baillie.” Dictionary of Literary Biography 344: Nineteenth-Century British Dramatists. Ed. Angela Courtney. Detroit: Gale, 2008.
      

      
      Purinton, Marjean. Romantic Ideology Unmasked: The Mentally Constructed Tyrannies in Dramas of William
            Wordsworth, Lord Byron, Percy Shelley and Joanna Baillie. Newark: University of Delaware Press, 1994.
      

      
      Ross, Marlon B. “Joanna Baillie.” Dictionary of Literary Biography 93: British Romantic Poets, 1789–1832. Ed. John R. Greenfield. Detroit: Gale, 1990.
      

      
      Yudin, Mary F. “Joanna Baillie’s Introductory Discourse as a Precursor to Wordsworth’s
         Preface to Lyrical Ballads,” Compar(a)ison: An International Journal of Comparative Literature 1 (1994): 101–11.
      

      
      Anna Barbauld

      
      Barbauld, Anna L. Anna Letitia Barbauld: Selected Poetry and Prose. Eds. William McCarthy and Elizabeth Kraft. Peterborough, Ont.: Broadview Press,
         2002.
      

      
      ———. The Poems of Anna Letitia Barbauld. Eds. William McCarthy and Elizabeth Kraft. Athens: University of Georgia Press,
         1994.
      

      
      Coleman, Deirdre. “Firebrands, Letters and Flowers: Mrs. Barbauld and the Priestleys.”
         Romantic Sociability: Social Networks and Literary Culture in Britain, 1770–1840. Eds. Gillian Russell and Clara Tuite. Cambridge: Cambridge University Press, 2006.
      

      
      Cox, Philip. Gender, Genre and the Romantic Poets: An Introduction. Manchester, UK: Manchester University Press, 1996.
      

      
      Eger, Elizabeth, and Lucy Peltz, eds. Brilliant Women: Eighteenth-Century Bluestockings. London: National Portrait Gallery, 2008.
      

      
      Janowitz, Anne. Women Romantic Poets: Anna Barbauld and Mary Robinson. Tavistock, UK: Northcote House, 2004.
      

      
      McCarthy, William. Anna Letitia Barbauld. Voice of the Enlightenment. Baltimore: Johns Hopkins University Press, 2008.
      

      
      Wolfson, Susan. Formal Charges: the Shaping of Poetry in British Romanticism. Stanford, Calif.: Stanford University Press, 1997.
      

      
      Gustavo Bécquer

      
      Bynum, B. Brant. The Romantic Imagination in the Works of Gustavo Adolfo Bécquer. Chapel Hill: University of North Carolina Press, 1993.
      

      
      Havard, Robert. From Romanticism to Surrealism: Seven Spanish Poets. Totowa, N.J.: Barnes and Noble, 1988.
      

      
      Isaac Bickerstaff

      
      Rudolph, Valerie C. “Isaac John Bickerstaff.” Dictionary of Literary Biography 89: Restoration and Eighteenth-Century Dramatists,
            Third Series. Ed. Paula R. Backscheider. Detroit: Gale, 1989. Web.
      

      
      Tasch, Peter A. Bickerstaff: The Dramatic Cobbler, The Life and Works of Isaac Bickerstaff. Lewisburg, Pa.: Bucknell University Press, 1971.
      

      
      William Blake

      
      Adams, Hazard. William Blake: A Reading of the Shorter Poems. Seattle: University of Washington Press, 1963.
      

      
      Bentley, G. E., Jr. The Stranger from Paradise: A Biography of William Blake. New Haven, Conn.: Yale University Press, 2001.
      

      
      Bogen, Nancy. The Book of Thel: A Facsimile and a Critical Text. Providence, R.I.: Brown University Press, 1971.
      

      
      Curran, Stuart, and Joseph Anthony Wittreich Jr., eds. Blake’s Sublime Allegory. Madison: University of Wisconsin Press, 1973.
      

      
      Damon, Foster. William Blake: His Philosophy and Symbols. Forge Village, Mass.: Murray, 1958.
      

      
      Damon, S. Foster. A Blake Dictionary: The Ideas and Symbols of William Blake. Boulder, Colo.: Shambala, 1985.
      

      
      Drake, Dee. Searing Apparent Surfaces: Infernal Females in Four Early Works of William Blake. Stockholm: Almquist and Wiksell, 2000.
      

      
      Eaves, Morris, ed. The Cambridge Companion to William Blake. Cambridge: Cambridge University Press, 2003.
      

      
      Eaves, Morris, Robert N. Essick, and Joseph Viscomi. The Early Illuminated Books. Princeton, N.J.: Princeton University Press, 1993.
      

      
      Erdman, David V. Blake: Prophet against Empire. Princeton, N.J.: Princeton University Press, 1954.
      

      
      ———, ed. The Poetry and Prose of William Blake. Garden City, N.Y.: Doubleday, 1965.
      

      
      Essick, Robert N., and Donald Pearce, eds. Blake in His Time. Bloomington: Indiana University Press, 1978.
      

      
      Frye, Northrop. Fearful Symmetry: A Study of William Blake. Boston: Beacon, 1947.
      

      
      Hilton, Nelson, ed. Essential Articles for the Study of William Blake, 1970–1984. Hamden, N.Y.: Shoestring Press, 1986.
      

      
      Hutchings, Kevin. Imagining Nature: Blake’s Environmental Poetics. Montreal: McGill-Queen’s University Press, 2002.
      

      
      Johnson, Mary Lynn, and John E. Grant. Blake’s Poetry and Designs: Authoritative Texts, Illuminations in Color and Monochrome,
            Related Prose, Criticism. New York: Norton, 1979.
      

      
      Keynes, Sir Geoffrey, ed. Blake: Complete Writings. New York: Oxford University Press, 1966.
      

      
      Larrissy, Edward. William Blake. Oxford: Blackwell, 1985.
      

      
      Margoliouth, H. M. William Blake. Hamden, Conn.: Archon, 1967.
      

      
      Murry, John Middleton. William Blake. New York: McGraw-Hill, 1933.
      

      
      Reinhart, Charles. “William Blake.” Dictionary of Literary Biography 93: British Romantic Poets, 1789–1832. Ed. John R. Greenfield. Detroit: Gale, 1990.
      

      
      Shorer, Mark. William Blake: The Politics of Vision, 1946.
      

      
      Swinburne, Algernon Charles. William Blake: A Critical Essay. London: John Camden Hotten, 1868.
      

      
      William Cullen Bryant

      
      Boylan, James. “William Cullen Bryant.” Dictionary of Literary Biography 43: American Newspaper Journalists, 1690–1872. Ed. Perry J. Ashley. Detroit: Gale, 1985.
      

      
      Brodwin, Stanley, and Michael D’Innocento, eds. William Cullen Bryant and His America. New York: AMS Press, 1983.
      

      
      Brown, Charles H. William Cullen Bryant. New York: Scribners, 1971.
      

      
      Free, William J. “William Cullen Bryant.” Dictionary of Literary Biography 59: American Literary Critics and Scholars, 1800–1850. Ed. John W. Rathburn and Monica M. Grecu. Detroit: Gale, 1987.
      

      
      Gado, Frank. “William Cullen Bryant.” Dictionary of Literary Biography 250: Antebellum Writers in New York. Ed. Kent P. Ljungquist. Detroit: Gale, 2001.
      

      
      Harrington, Kristine. “William Cullen Bryant.” Dictionary of Literary Biography 189: American Travel Writers, 1850–1915. Ed. Donald Ross and James J. Schramer. Detroit: Gale, 1998.
      

      
      McLean, Albert F. William Cullen Bryant. Boston: Twayne, 1964.
      

      
      Ringe, Donald A. The Pictorial Mode: Space and Time in the Art of Bryant, Irving and Cooper. Lexington: University of Kentucky Press, 1971.
      

      
      Tomlinson, David. “William Cullen Bryant.” Dictionary of Literary Biography 3: Antebellum Writers in New York and the South. Ed. Joel Myerson. Detroit: Gale, 1979.
      

      
      Edmund Burke

      
      Blakemore, Steven. Burke and the Fall of Language: The French Revolution as a Linguistic Event. Hanover, N.H.: Brown University Press, 1988.
      

      
      ———. Intertextual War: Edmund Burke and the French Revolution in the Writings of Mary Wollstonecraft,
            Thomas Paine, and James Mackintosh. Madison, N.J.: Fairleigh Dickinson University Press, 1997.
      

      
      Crowe, Ian, ed. Edmund Burke: His Life and Legacy. Dublin: Four Courts Press, 1997.
      

      
      Furniss, Tom. Edmund Burke’s Aesthetic Ideology: Language, Gender, and Political Economy in Revolution. Cambridge: Cambridge University Press, 1993.
      

      
      Stanlis, Peter J. Edmund Burke: The Enlightenment and Revolution. New Brunswick, N.J.: Transaction, 1991.
      

      
      Welsh, Keith E. “Edmund Burke.” Dictionary of Literary Biography 252: British Philosophers, 1500–1799. Ed. Philip B. Dematteis and Peter S. Fosl. Detroit: Gale, 2001.
      

      
      Robert Burns

      
      Brown, Mary Ellen. “Robert Burns.” Dictionary of Literary Biography 109: Eighteenth-Century British Poets. Ed. John Sitter. Detroit: Gale, 1991.
      

      
      ———. Burns and Tradition. London: Macmillan, 1984.
      

      
      Burns, Robert. The Poems and Songs of Robert Burns. 3 vols. Ed. James Kinsley. Oxford: Clarendon Press, 1968.
      

      
      Jack, R. D. S., and Andrew Noble, eds. The Art of Robert Burns. Totowa, N.J.: Barnes and Noble, 1982.
      

      
      Lindsay, Maurice. The Burns Encyclopedia. 3rd ed. New York: St. Martin’s Press, 1980.
      

      
      Lord Byron

      
      Auden, W. H. “Don Juan.” The Dyer’s Hand and Other Essays. New York: Random House, 1962.
      

      
      Barton, Anne. “Byron and the Mythology of Fact.” University of Nottingham Byron Lecture.
         1968. Rpt. in Byron’s Poetry and Prose: A Norton Critical Edition. Ed. Alice Levine. New York: W. W. Norton, 2010.
      

      
      Bernhard Jackson, Emily A. The Development of Byron’s Philosophy of Knowledge: Certain in Uncertainty. New York: Palgrave Macmillan, 2011.
      

      
      Bigland, Eileen. Passion for Excitement: The Life and Personality of the Incredible Lord Byron. New York: Coward-McCann, 1956.
      

      
      Bone, Drummond, ed. The Cambridge Companion to Byron. Cambridge: Cambridge University Press, 2004.
      

      
      ———. Byron. Plymouth, UK: Northcote-British Council, 2000.
      

      
      Borst, William. Lord Byron’s First Pilgrimage. Rpt. New York: Archon, 1969.
      

      
      Boyd, Elizabeth French. Byron’s Don Juan: A Critical Study. New York: Humanities Press, 1958.
      

      
      Bruhm, Steven. “Byron and the Choreography of Queer Desire.” Palgrave Advances in Byron Studies. Ed. Jane Stabler. London: Macmillan, 2007.
      

      
      Butler, E. M. Byron and Goethe: Analysis of a Passion. London: Bowes & Bowes, 1956.
      

      
      Butler, Marilyn. “The Orientalism of Byron’s Giaour.” Byron and the Limits of Fiction. Eds. Bernard Batty and Vincent Newey. Liverpool, UK: Liverpool University Press,
         1988. Rpt. in Byron’s Poetry and Prose: A Norton Critical Edition. Ed. Alice Levine. New York: W. W. Norton, 2010.
      

      
      Byron, Lord. Byron: Poetical Works. Ed. John Jump. London: Oxford University Press, 1970.
      

      
      ———. Lord Byron: Selected Letters and Journals. 1973. Ed. Leslie A. Marchand. Cambridge, Mass.: Harvard University Press, 1982.
      

      
      ———. Lord Byron’s Cain: Twelve Essays and a Text with Variants and Annotations. Ed. Truman Guy Steffan. Austin: University of Texas Press, 1968.
      

      
      Chandler, James. “Man Fell with Apples”: The Moral Mechanics of Don Juan.” Rereading Byron: Essays Selected from Hofstra University’s Byron Bicentennial Conference. Eds. Alice Levine and Robert N. Keane. New York: Garland, 1993. Rpt. in Byron’s Poetry and Prose: A Norton Critical Edition. Ed. Alice Levine. New York: W. W. Norton, 2010.
      

      
      Cheeke, Stephen. Byron and Place: History, Translation, Nostalgia. New York: Palgrave Macmillan, 2003.
      

      
      Chew, Samuel C. The Dramas of Lord Byron: A Critical Study. New York: Russell, 1964.
      

      
      Christensen, Jerome. “The Shaping Spirit of Ruin: Childe Harold IV.” Lord Byron’s Strength: Romantic Writing and Commercial Society. Baltimore, Md.: Johns Hopkins University Press, 1995. Rpt. in Byron’ s Poetry and Prose: A Norton Critical Edition. Ed. Alice Levine. New York: W. W. Norton, 2010.
      

      
      ———. Lord Byron’s Strength: Romantic Writing and Commercial Society. Baltimore, Md.: Johns Hopkins University Press, 1993.
      

      
      Cochran, Peter. “Byron and the Politics of Editing.” Palgrave Advances in Byron Studies. Ed. Jane Stabler. London: Macmillan, 2007.
      

      
      ———. Byron’s Romantic Politics: The Problem of Metahistory. Newcastle upon Tyne, UK: Cambridge Scholars, 2011.
      

      
      Cooke, M. G. The Blind Man Traces the Circle: On the Patterns and Philosophy of Byron’s Poetry. Princeton, N.J.: Princeton University Press, 1969.
      

      
      Curran, Stuart. Poetic Form and British Romanticism. New York: Oxford University Press, 1986.
      

      
      Douglass, Paul. “Byron’s Life and His Biographers.” The Cambridge Companion to Byron. Ed. Drummond Bone. Cambridge: Cambridge University Press, 2004.
      

      
      Eisler, Benita. Byron: Child of Passion, Fool of Fame. New York: Knopf, 1999.
      

      
      Elledge, Paul. Lord Byron at Harrow School: Speaking Out, Talking Back, Acting Up, Bowing Out. Baltimore, Md.: Johns Hopkins University Press, 2000.
      

      
      ———. Byron and the Dynamics of Metaphor. Nashville, Tenn.: Vanderbilt University Press, 1968.
      

      
      Elwin, Malcolm, and Peter Thomson. Lord Byron’s Family: Annabella, Ada and Augusta, 1816–1824. London: Murray, 1975.
      

      
      ———. Lord Byron’s Wife. New York: Harcourt, Brace & World, 1962.
      

      
      Franklin, Caroline. “‘A Soulless Toy for Tyrant’s Lust?’: The Heroine as Passive Victim.”
         Byron’s Heroines. Oxford: Oxford University Press, 1992. Rpt. in Byron’s Poetry and Prose: A Norton Critical Edition. Ed. Alice Levine. New York: W. W. Norton, 2010.
      

      
      ———. Byron: A Literary Life. New York: Macmillan; St. Martin’s, 2000.
      

      
      Giuliano, Cheryl Fallon. “Marginal Discourse: The Authority of Gossip in Beppo.” Rereading Byron: Essays Selected from Hofstra University’s Byron Bicentennial Conference. Eds. Alice Levine and Robert N. Keane. New York: Garland, 1993. Rpt. in Byron’ s Poetry and Prose: A Norton Critical Edition. Ed. Alice Levine. New York: W. W. Norton, 2010.
      

      
      Gleckner, Robert F. Byron and the Ruins of Paradise. Baltimore, Md.: John Hopkins University Press, 1967.
      

      
      Graham, Peter W. “Nothing So Difficult [Opening Signals in Don Juan].” Don Juan and Regency England. Charlottesville: University of Virginia Press, 1990. Rpt. in Byron’ s Poetry and Prose: A Norton Critical Edition. Ed. Alice Levine. New York: W. W. Norton, 2010.
      

      
      ———. Lord Byron. New York: Twayne, 1998.
      

      
      Hirst, Wolf Z., ed. Byron, the Bible, and Religion: Essays from the Twelfth International Byron Seminar. Newark: University of Delaware Press, 1991.
      

      
      Kelsall, Malcom. “Byron’s Politics.” The Cambridge Companion to Byron. Ed. Drummond Bone. Cambridge: Cambridge University Press, 2004. Rpt. in Byron’s Poetry and Prose: A Norton Critical Edition. Ed. Alice Levine. New York: W. W. Norton, 2010.
      

      
      Knight, G. Wilson. “From Lord Byron: Christian Virtues.” Lord Byron: Christian Virtues. London: Routledge and Kegan Paul, 1953; reissued, New York: Barnes & Noble, 1967.
         Rpt. in Byron’s Poetry and Prose: A Norton Critical Edition. Ed. Alice Levine. New York: W. W. Norton, 2010.
      

      
      Lang, Cecil Y. “Narcissus Jilted: Byron, Don Juan  and the Biographical Imperative.” Historical Studies and Literary Criticism. Ed. Jerome J. McGann. Madison: University of Wisconsin Press, 1985. Rpt. in Byron’s Poetry and Prose: A Norton Critical Edition. Ed. Alice Levine. New York: W.W. Norton, 2010.
      

      
      Levine, Alice, ed. Byron’s Poetry and Prose: A Norton Critical Edition. New York: W. W. Norton, 2010.
      

      
      Longford, Elizabeth. Lord Byron. London: Weidenfeld and Nicolson, 1974.
      

      
      MacCarthy, Fiona. Byron: Life and Legend. New York: Farrar, Straus & Giroux, 2002.
      

      
      Manning, Peter J. “The Sublime Self and the Single Voice.” Byron and His Fictions. Detroit: Wayne State University Press, 1978. Rpt. in Byron’s Poetry and Prose: A Norton Critical Edition. Ed. Alice Levine. New York: W. W. Norton, 2010.
      

      
      Mayne, Ethel. The Life and Letters of Anne Isabella Lady Noel Byron: From Unpublished Papers in
            Possession of the Late Ralph, Earl of Lovelace. New York: Scribner’s, 1929.
      

      
      McGann, Jerome J. “The Book of Byron and the Book of a World.” The Beauty of Inflections: Literary Investigations in Historical Method and Theory. Oxford: Clarendon Press, 1985.Rpt. in Byron’s Poetry and Prose: A Norton Critical Edition. Ed. Alice Levine. New York: W. W. Norton, 2010.
      

      
      ———. Fiery Dust: Byron’s Poetic Development. Chicago: University of Chicago Press, 1968.
      

      
      ———. The Romantic Ideology: A Critical Investigation. Chicago: University of Chicago Press, 1983.
      

      
      Mole, Tom. Byron’s Romantic Celebrity: Industrial Culture and the Hermeneutic of Intimacy. New York: Palgrave Macmillan, 2007.
      

      
      Moore, Paul Elmer, ed. The Poems of Byron. Riverside Cambridge Edition. New York: Houghton Mifflin, 1933.
      

      
      O’Brien, Edna. Byron in Love: A Short Daring Life. New York: Norton, 2009.
      

      
      Peterfreund, Stuart. “The Politics of ‘Neutral Space’ in Byron’s Vision of Judgment.” Modern Language Quarterly  40 (1979): 275–91. Rpt. in Byron’s Poetry and Prose: A Norton Critical Edition. Ed. Alice Levine. New York: W. W. Norton, 2010.
      

      
      Plumb, J. H. Introduction. Byron, by Elizabeth Longford. Boston: Little, Brown, 1976.
      

      
      Reiman, Donald. “Byron and the ‘Other’: Poems 1808–1814.” Intervals of Inspiration: The Skeptical Tradition and the Psychology of Romanticism. Greenwood, Fla.: Penkevill Publishing, 1988. Rpt. in Byron’s Poetry and Prose: A Norton Critical Edition. Ed. Alice Levine. New York: W. W. Norton, 2010.
      

      
      Rutherford, Andrew, ed. Bryon: Augustan and Romantic. New York: St. Martin’s, 1990.
      

      
      ———, ed. Byron: The Critical Heritage. New York: Barnes & Noble, 1970.
      

      
      Shilstone, Frederick W. Byron and the Myth of Tradition. Lincoln: University of Nebraska Press, 1988.
      

      
      Stabler, Jane. “Byron, Postmodernism and Intertextuality.” The Cambridge Companion to Byron. Ed. Drummond Bone. Cambridge: Cambridge University Press, 2004. Rpt. in Byron’s Poetry and Prose: A Norton Critical Edition. Ed. Alice Levine. New York: W. W. Norton, 2010.
      

      
      ———. Byron, Poetics and History. Cambridge: Cambridge University Press, 2002.
      

      
      Trueblood, Paul G. Lord Byron. New York: Twayne, 1977.
      

      
      Wolfson, Susan J. “‘Their She Condition’: Cross-Dressing and the Politics of Gender
         in Don Juan.” English Literary History  54, no. 3 (1987): 585–617. Rpt. of “Gender as Cross-Dressing Don Juan: Men & Women/Male & Female/Masculine & Feminine.” Borderlines: The Shiftings of Gender in British Romanticism. Stanford: Stanford University Press, 2006. Rpt. in Byron’ s Poetry and Prose: A Norton Critical Edition. Ed. Alice Levine. New York: W. W. Norton, 2010.
      

      
      Rosalía de Castro

      
      Dever, Aileen. The Radical Insufficiency of Human Life: The Poetry of R. de Castro and J. A. Silva. Jefferson, N.C.: McFarland, 2000.
      

      
      Kulp-Hill, Kathleen. Manner and Mood in Rosalía de Castro: A Study of Themes and Style. Madrid: Ediciones José Porrua Turanzas, 1968.
      

      
      ———. Rosalía de Castro. Boston: Twayne, 1977.
      

      
      François Rene, Vicomte de Chateaubriand

      
      Clément, Jean-Paul. Chateaubriand. Paris: Flammarion, 1998.
      

      
      Conner, Tom. Chateaubriand’s Mémoires d’outre-tombe: A Portrait of the Artist as Exile. Oxford: Peter Lang, 1995.
      

      
      Hoffenberg, Juliette. L’enchanteur malgré lui: Poétique de Chateaubriand. Paris: Harmattan, 1998.
      

      
      Samuel Taylor Coleridge

      
      Fruman, Norman. Coleridge, the Damaged Archangel. New York: Braziller, 1971.
      

      
      Goodson, A. C. “Samuel Taylor Coleridge.” Dictionary of Literary Biography 93: British Romantic Poets, 1789–1832. Ed. John R. Greenfield. Detroit: Gale, 1990.
      

      
      Hamilton, Paul. Coleridge’s Poetics. Stanford: Stanford University Press, 1983.
      

      
      Hill, John Spencer. A Coleridge Companion: An Introduction to the Major Poems and the Biographia Literaria. London: Macmillan, 1983. Web.
      

      
      Holmes, Richard. Coleridge: Darker Reflections, 1804–1834. New York: Pantheon, 2000.
      

      
      ———. Coleridge: Early Visions. New York: Penguin, 1990.
      

      
      Keane, Patrick. Coleridge’s Submerged Politics: The Ancient Mariner and Robinson Crusoe. Columbia: University of Missouri Press, 1994.
      

      
      Matlak, Richard. The Poetry of Relationship: The Wordsworths and Coleridge: 1797–1800. New York: Palgrave MacMillan, 1997.
      

      
      McFarland, Thomas. Romanticism and the Forms of Ruin: Wordsworth, Coleridge, and the Modalities of Fragmentation. Princeton, N.J.: Princeton University Press, 1981.
      

      
      Newlyn, Lucy, ed. The Cambridge Companion to Coleridge. Cambridge: Cambridge University Press, 2002.
      

      
      Roberts, Daniel Sanjiv. Revisionary Gleam: De Quincey, Coleridge and the High Romantic Argument. Liverpool: Liverpool University Press, 2000.
      

      
      Worthen, John. The Gang: Coleridge, the Hutchinsons, and the Wordsworths in 1802. New Haven, Conn.: Yale University Press, 2001.
      

      
      William Collins

      
      Sigworth, Oliver F. William Collins. New York: Twayne, 1965.
      

      
      Sitter, John. “William Collins.” Dictionary of Literary Biography 109: Eighteenth-Century British Poets, Second Series. Ed. John Sitter. Detroit: Gale, 1991.
      

      
      Wendorf, Richard. William Collins and Eighteenth-Century English Poetry. Minneapolis: University of Minnesota Press, 1981.
      

      
      George Colman the Elder

      
      Page, Eugene R. George Colman the Elder: Essayist, Dramatist, and Theatrical Manager, 1732–1794. Rpt. New York: AMS Press, 1966.
      

      
      Peake, Richard Brinsley. Memoirs of the Colman Family, Including Their Correspondence with the Most Distinguished
            Personages of Their Time, Vol. 1. London: R. Bentley, 1841.
      

      
      Sondergard, Sid. “George Colman the Elder.” Dictionary of Literary Biography 89: Restoration and Eighteenth-Century Dramatists,
            Third Series. Ed. Paula R. Backscheider. Detroit: Gale, 1989.
      

      
      George Colman the Younger

      
      Bagster-Collins, Jeremy F. George Colman the Younger, 1762–1836. New York: King’s Crown Press, 1946.
      

      
      Boswell, James. London Journal, 1762–63. Ed. Frederick A. Pottle. New York: McGraw-Hill Book Co., 1950.
      

      
      Hazlitt, William. A View of the English Stage. London: Stodart, Anderson, 1818.
      

      
      Peake, Richard Brinsley. Memoirs of the Colman Family, Including Their Correspondence with the Most Distinguished
            Personages of Their Time, Vol. 2. London: R. Bentley, 1841.
      

      
      Tasch, Peter A. Introduction to The Plays of George Colman the Younger. Ed. Peter A. Tasch. New York: Garland, 1981.
      

      
      Wood, Martin J. “George Colman the Younger.” Dictionary of Literary Biography, 89: Restoration and Eighteenth-Century Dramatists,
            Third Series. Ed. Paula R. Backscheider. Detroit: Gale, 1989.
      

      
      James Fenimore Cooper

      
      Adams, Charles Hansford. The Guardian of the Law: Authority and Identity in James Fenimore Cooper. University Park: Pennsylvania State University Press, 1990.
      

      
      Baker, Martin, and Roger Sabin, The Lasting of the Mohicans: History of an American Myth. Jackson: University Press of Mississippi, 1995.
      

      
      Clark, Robert, ed. James Fenimore Cooper: New Critical Essays. London: Vision, 1985.
      

      
      Darnell, Donald. James Fenimore Cooper: Novelist of Manners. Newark: University of Delaware Press, 1993.
      

      
      Dekker, George, and John P. McWilliams, eds. James Fenimore Cooper: The Critical Heritage. London: Routledge & Kegan Paul, 1973.
      

      
      Fiedler, Leslie. Love and Death in the American Novel. New York: Criterion, 1960.
      

      
      McWilliams, John. The Last of the Mohicans: Civil Savagery & Savage Civility. New York: Twayne, 1995.
      

      
      Motley, Warren. The American Abraham: James Fenimore Cooper and the Frontier Patriarch. New York: Cambridge University Press, 1987.
      

      
      Railton, Stephen. Fenimore Cooper: A Study of His Life and Imagination Princeton, N.J.: Princeton University Press, 1978.
      

      
      ———. “James Fenimore Cooper.” Dictionary of Literary Biography 250: Antebellum Writers in New York, Second Series. Ed. Kent P. Ljungquist. Detroit: Gale, 2001.
      

      
      Rans, Geoffrey. Cooper’s Leather-Stocking Novels. Chapel Hill: University of North Carolina Press, 1991.
      

      
      Smith, Henry Nash. Virgin Land: The American West as Symbol and Myth. Cambridge, Mass.: Harvard University Press, 1950.
      

      
      Verhoeven, W. M., ed. James Fenimore Cooper: New Historical and Literary Contexts. Amsterdam: Rodopi, 1993.
      

      
      Hannah Cowley

      
      Anderson, Misty G. Female Playwrights and Eighteenth-Century Comedy: Negotiating Marriage on the London
            Stage. New York: Palgrave, 2002.
      

      
      Bolton, Betsy. Women, Nationalism, and the Romantic Stage: Theatre and Politics in Britain, 1780–1800. Cambridge: Cambridge University Press, 2001.
      

      
      Donkin, Ellen. Getting Into the Act: Women Playwrights in London 1776–1829. New York: Routledge, 1995.
      

      
      Link, Frederick M., ed. The Plays of Hannah Cowley. New York: Garland, 1979.
      

      
      Varner, Paul. “Hannah Cowley.” Great Lives from History: The 18th Century. Pasadena, Calif.: Salem, 2006.
      

      
      Hector St. John Crèvecoeur

      
      Adams, Percy G. Introduction. Crèvecoeur’s Eighteenth-Century Travels in Pennsylvania & New York. Lexington: University of Kentucky Press, 1961.
      

      
      McElroy, John Harmon. “Michel Guillaume Jean de Crèvecoeur.” Dictionary of Literary Biography 37: American Writers of the Early Republic. Ed. Emory Elliot. Detroit: Gale, 1985.
      

      
      Philbrick, Thomas. St. John de Crèvecoeur. New York: Twayne, 1970.
      

      
      Thomas De Quincey

      
      Abrams, M. H. The Milk of Paradise: The Effect of Opium Visions on the Works of De Quincey, Crabbe,
            Francis Thompson and Coleridge. Cambridge, Mass.: Harvard University Press, 1934.
      

      
      Agis, Ayse. “Thomas De Quincey.” Dictionary of Literary Biography 144: Nineteenth-Century British Literary Biographers. Ed. Steven Serafin. Detroit: Gale, 1994.
      

      
      Barrell, John. The Infection of Thomas De Quincey: A Psychopathology of Imperialism. New Haven, Conn.: Yale University Press, 1991.
      

      
      Baxter, Edmund. De Quincey’s Art of Autobiography. Edinburgh: Edinburgh University Press, 1990.
      

      
      Cafarelli, A. W. Prose in the Age of Poets: Romanticism and Biographical Narrative from Johnson to
            De Quincey. Philadelphia: University of Pennsylvania Press, 1990.
      

      
      Lindop, Grevel. The Opium-Eater: A Life of Thomas De Quincey. New York: Taplinger, 1981.
      

      
      Lyon, John S. Thomas De Quincey. New York: Twayne, 1969.
      

      
      Snyder, Robert L., ed. Thomas De Quincey: Bicentenary Studies. Norman: University of Oklahoma Press, 1985.
      

      
      Whale, John C. Thomas De Quincey’s Reluctant Autobiography. Totowa, N.J.: Barnes & Noble, 1984.
      

      
      Woolsey, Linda Mills. “Thomas De Quincey.” Dictionary of Literary Biography 110: British Romantic Prose Writers, 1789–1832, Second
            Series. Ed. John R. Greenfield. Detroit: Gale, 1991.
      

      
      Ralph Waldo Emerson

      
      Allen, Gay Wilson. Waldo Emerson: A Biography. New York: Viking, 1981.
      

      
      Baker, Carlos. Emerson among the Eccentrics: A Group Portrait. New York: Penguin, 1997.
      

      
      Barish, Evelyn. Emerson: The Roots of Prophecy. Princeton, N.J.: Princeton University Press, 1989.
      

      
      Bercovitch, Sacvan. The Rites of Assent. New York: Routledge, 1993.
      

      
      Canby, Henry Seidel. “Two Women.” North American Review 248 (1939–1940): 18–32.
      

      
      Cavell, Stanley. Conditions Handsome and Unhandsome: The Constitution of Emersonian Perfectionism. Chicago: University of Chicago Press, 1990.
      

      
      Cayton, Mary Kupiec. Emerson’s Emergence: Self and Society in the Transformation of New England, 1800–1845. Chapel Hill: University of North Carolina Press, 1989.
      

      
      Ellison, Julie. Emerson’s Romantic Style. Princeton, N.J.: Princeton University Press, 1984.
      

      
      Field, Peter S. Ralph Waldo Emerson: The Making of a Democratic Intellectual. Lanham, Md.: Rowman & Littlefield, 2002.
      

      
      Gougeon, Len. Virtue’s Hero: Emerson, Antislavery, and Reform. Athens: University of Georgia Press, 1990.
      

      
      Hodder, Alan D. Emerson’s Rhetoric of Revelation: Nature, the Reader, and the Apocalypse Within. University Park: Pennsylvania State University Press, 1989.
      

      
      Hopkins, Vivian C. Spires of Form: A Study of Emerson’s Aesthetic Theory. Cambridge, Mass.: Harvard University Press, 1951.
      

      
      Lopez, Michael. Emerson and Power: Creative Antagonism in the Nineteenth Century. DeKalb: Northern Illinois University Press, 1996.
      

      
      Michael, John. Emerson and Skepticism: The Cipher of the World. Baltimore, Md.: Johns Hopkins University Press, 1988.
      

      
      Myerson, Joel, ed. A Historical Guide to Ralph Waldo Emerson. New York: Oxford University Press, 2000.
      

      
      ———, ed. The Selected Letters of Ralph Waldo Emerson. New York: Columbia, 1997.
      

      
      O’Keefe, Richard R. Mythic Archetypes in Ralph Waldo Emerson: A Blakean Reading. Kent, Ohio: Kent State University Press, 1995.
      

      
      Packer, B. L. Emerson’s Fall: A New Interpretation of the Major Essays. New York: Continuum, 1982.
      

      
      Paul, Sherman. Emerson’s Angle of Vision: Man and Nature in the American Experience. Cambridge, Mass.: Harvard University Press, 1952.
      

      
      Perry, Bliss, ed. The Heart of Emerson’s Journals. Minneola, N.Y.: Dover Press, 1995.
      

      
      Pommer, Henry F. Emerson’s First Marriage. Carbondale: Southern Illinois University Press, 1967.
      

      
      Porte, Joel, ed. Emerson in His Journals. Cambridge, Mass.: Harvard University Press, 1982.
      

      
      ———. Emerson and Thoreau: Transcendentalists in Conflict. Middletown, Conn.: Wesleyan University Press, 1966.
      

      
      ———. Representative Man: Ralph Waldo Emerson in His Time. New York: Columbia University Press, 1988.
      

      
      Porte, Joel, and Saundra Morris, eds. The Cambridge Companion to Ralph Waldo Emerson. Cambridge: Cambridge University Press, 1999.
      

      
      ———, eds. Emerson, Ralph Waldo: Essays and Lectures. New York: Library of America, 1983.
      

      
      ———, eds. Emerson, Ralph Waldo: Essays and Poems. New York: Library of America, 1996.
      

      
      Richardson, Robert D., Jr. Emerson: The Mind on Fire. Berkeley: University of California Press, 1995.
      

      
      Rusk, Ralph L. The Life of Ralph Waldo Emerson. New York: Scribners, 1949.
      

      
      Sealts, Merton M., Jr. Emerson on the Scholar. Columbia: University of Missouri Press, 1992.
      

      
      Van Cromphout, Gustaaf. Emerson’s Ethics. Columbia: University of Missouri Press, 1999.
      

      
      ———. Emerson’s Modernity and the Example of Goethe. Columbia: University of Missouri Press, 1990.
      

      
      Von Frank, Albert J. “Ralph Waldo Emerson.” Dictionary of Literary Biography 223: The American Renaissance in New England, Second
            Series. Ed. Wesley T. Mott. Detroit: Gale, 2000.
      

      
      Waggoner, Hyatt. Emerson as Poet. Princeton, N.J.: Princeton University Press, 1974.
      

      
      Whicher, Stephen E. Freedom and Fate: An Inner Life of Ralph Waldo Emerson. Philadelphia: University of Pennsylvania Press, 1953.
      

      
      Yoder, R. A. Emerson and the Orphic Poet in America. Berkeley: University of California Press, 1978.
      

      
      Zwarg, Christina. Feminist Conversations: Fuller, Emerson, and the Play of Reading. Ithaca, N.Y.: Cornell University Press, 1995.
      

      
      Margaret Fuller

      
      Albrecht, James M. “Margaret Fuller.” Dictionary of Literary Biography 223: The American Renaissance in New England, Second
            Series. Ed. Wesley T. Mott. Detroit: Gale, 2000.
      

      
      Capper, Charles. Margaret Fuller: An American Romantic Life. New York: Oxford University Press, 1992.
      

      
      Dickenson, Donna. Margaret Fuller: Writing a Woman’s Life. New York: St. Martin’s Press, 1993.
      

      
      Duckworth, Alistair M. “William Godwin.” Dictionary of Literary Biography 39: British Novelists, 1660–1800. Ed. Martin C. Battestin. Detroit: Gale, 1985.
      

      
      Mehren, Joan Von. Minerva and the Muse: A Life of Margaret Fuller. Amherst: University of Massachusetts Press, 1994.
      

      
      Mitchell, Thomas R. Hawthorne’s Fuller Mystery. Amherst: University of Massachusetts Press, 1998.
      

      
      Myerson, Joel, ed. Critical Essays on Margaret Fuller. Boston: G. K. Hall, 1980.
      

      
      Purchase, Eric. “Margaret Fuller.” Dictionary of Literary Biography 239: American Women Prose Writers, 1820–1870. Ed. Katharine Rodier and Amy E. Hudock. Detroit: Gale, 2001.
      

      
      Spencer, Susan. William Godwin. Dictionary of Literary Biography 262: British Philosophers, 1800–2000. Ed. Philip B. Dematteis, Peter S. Fosl, and Leemon B. McHenry. Detroit: Gale, 2002.
      

      
      Zwarg, Christina. Feminist Conversations: Fuller, Emerson, and the Play of Reading. Ithaca, N.Y.: Cornell University Press, 1995.
      

      
      David Garrick

      
      Bevis, Richard W. The Laughing Tradition: Stage Comedy in Garrick’s Day. Athens: University of Georgia Press, 1980.
      

      
      Dircks, Phyllis. David Garrick. Boston: Twayne, 1985.
      

      
      Stein, Elizabeth P. David Garrick, Dramatist. New York: Modern Language Association, 1937.
      

      
      Stone, George Winchester, and George M. Kahrl. David Garrick: A Critical Biography. Carbondale: Southern Illinois University Press, 1979.
      

      
      Théophile Gautier

      
      Henry, Freeman, ed. Relire Théophile Gautier: Le plaisir du texte. Amsterdam: Rodopi, 1997.
      

      
      Senninger, Claude-Marie. Théophile Gautier: Une vie, une oeuvre. Paris: SEDES, 1994.
      

      
      William Godwin

      
      Klancher, Jon. “Godwin and the Genre Reformers: On Necessity and Contingency in Romantic
         Narrative Theory.” Romanticism, History, and the Possibilities of Genre. Ed. Tilottama Rajan and Julia M. Wright. Cambridge: Cambridge University Press,
         1998.
      

      
      Montanaro, Ann R. “William Godwin.” Dictionary of Literary Biography 163: British Children’s Writers, 1800–1880. Ed. Meena Khorana. Detroit: Gale, 1996. Web.
      

      
      Smith, Elton Edward, and Esther Greenwell Smith. William Godwin. New York: Twayne, 1965.
      

      
      St. Clair, William. The Godwins and the Shelleys: The Biography of a Family. Baltimore, Md.: Johns Hopkins University Press, 1989.
      

      
      Tysdahl, B. J. William Godwin as Novelist. London: Athlone, 1981.
      

      
      Johann Wilhelm von Goethe

      
      Bennett, Benjamin. Goethe’s Theory of Poetry: Faust and the Regeneration of Language. Ithaca, N.Y.: Cornell University Press, 1986.
      

      
      Blackall, Eric A. Goethe and the Novel. Ithaca, N.Y.: Cornell University Press, 1976.
      

      
      Boyle, Nicholas. Goethe. Oxford: Oxford University Press, 1991.
      

      
      Brown, Jane K. Goethe’s Faust: The German Tragedy. Ithaca, N.Y.: Cornell University Press, 1986.
      

      
      Burwick, Frederick. The Damnation of Newton: Goethe’s Color Theory and Romantic Perception. New York: de Gruyter, 1986.
      

      
      Lange, Victor. Introduction. The Sorrows of Young Werther. Victor Lange, trans. New York: Holt, 1949.
      

      
      Muenzer, Clark S. Figures of Identity: Goethe’s Novels and the Enigmatic Self. University Park: Pennsylvania State University Press, 1984.
      

      
      Nikolai Gogol

      
      Adams, Amy Singleton. “Nikolai Vasil’evich Gogol.” Dictionary of Literary Biography 198: Russian Literature in the Age of Pushkin and
            Gogol: Prose. Ed. Cristine A. Rydel. Detroit: Gale, 1999.
      

      
      Fanger, Donald. The Creation of Nikolai Gogol. Cambridge, Mass.: Harvard University Press, 1979.
      

      
      Fusso, Susanne. Designing Dead Souls: An Anatomy of Disorder in Gogol. Stanford, Calif.: Stanford University Press, 1993.
      

      
      Fusso, Susanne, and Priscilla Meyer, eds. Essays on Gogol: Logos and the Russian Word. Evanston, Ill.: Northwestern University Press, 1992.
      

      
      Rancour-Laferriere, Daniel. Out from Under Gogol’s Overcoat. Ann Arbor, Mich.: Ardis, 1982.
      

      
      Shapiro, Gavriel. Nikolai Gogol and the Baroque Cultural Heritage. University Park: Pennsylvania State University Press, 1993.
      

      
      Stilman, Leon. Gogol. Tenafly, N.J.: Hermitage, 1990.
      

      
      Thomas Gray

      
      Golden, Morris. Thomas Gray. Rpt. New York: Twayne, 1988.
      

      
      Jackson, Wallace. “Thomas Gray.” Dictionary of Literary Biography 109: Eighteenth-Century British Poets, Second Series. Ed. John Sitter. Detroit: Gale, 1991. Web.
      

      
      Ketton-Cremer, Robert W. Thomas Gray: A Biography. Cambridge: Cambridge University Press, 1955.
      

      
      Nathaniel Hawthorne

      
      Bell, Millicent. Hawthorne and the Real: Bicentennial Essays. Columbus: Ohio State University Press, 2005.
      

      
      Cohen, B. Bernard, ed. The Recognition of Nathaniel Hawthorne: Selected Criticism since 1828. Ann Arbor: University of Michigan Press, 1969.
      

      
      Erlich, Gloria. Family Themes and Hawthorne’s Fiction: The Tenacious Web. New Brunswick, N.J.: Rutgers University Press, 1984.
      

      
      Merish, Lori. Sentimental Materialism: Gender, Commodity Culture, and Nineteenth-Century American
            Literature. Durham, N.C.: Duke University Press, 2000.
      

      
      Miller, Edwin Haviland. Salem Is My Dwelling Place: A Life of Nathaniel Hawthorne. Iowa City: University of Iowa Press, 1991.
      

      
      Newman, Lea Bertani Vozar. A Reader’s Guide to the Short Stories of Nathaniel Hawthorne. Boston: G. K. Hall & Co., 1979.
      

      
      Reynolds, Larry. The Province of Piety: Moral History in Hawthorne’s Early Tales. Durham, N.C.: Duke University Press, 1995.
      

      
      Wineapple, Brenda. Hawthorne: A Life. New York: Knopf, 2003.
      

      
      William Hayley

      
      Holmes, John R. “William Hayley.” Dictionary of Literary Biography 93: British Romantic Poets, 1789–1832, First Series. Ed. John R. Greenfield. Detroit: Gale, 1990. Web.
      

      
      William Hazlitt

      
      Bromwich, David. Hazlitt: The Mind of a Critic. New York: Oxford University Press, 1984.
      

      
      Houck, James A. William Hazlitt: A Reference Guide. Boston: G. K. Hall, 1977.
      

      
      Jones, Stanley. Hazlitt: A Life. Oxford: Clarendon Press, 1989.
      

      
      Mulvihill, James. “William Hazlitt.” Dictionary of Literary Biography 158: British Reform Writers, 1789–1832. Ed. Gary Kelly and Edd Applegate. Detroit: Gale, 1996.
      

      
      Park, Roy. Hazlitt and the Spirit of the Age. Oxford: Clarendon Press, 1971.
      

      
      Ready, Robert. Hazlitt at Table. Rutherford, N.J.: Fairleigh Dickinson University Press, 1981.
      

      
      Skarda, Patricia L. “William Hazlitt.” Dictionary of Literary Biography 110: British Romantic Prose Writers, 1789–1832, Second
            Series. Ed. John R. Greenfield. Detroit: Gale, 1991. Web.
      

      
      Uphaus, Robert W. William Hazlitt. Boston: Twayne, 1985.
      

      
      Wu, Duncan. William Hazlitt: The First Modern Man. New York: Oxford, 2008.
      

      
      Heinrich Heine

      
      Holub, Robert C. “Heinrich Heine.” Dictionary of Literary Biography 90: German Writers in the Age of Goethe, 1789–1832. Ed. James Hardin and Christoph E. Schweitzer. Detroit: Gale, 1989.
      

      
      Sammons, Jeffrey L. Heinrich Heine: A Modern Biography. Princeton, N.J.: Princeton University Press, 1979.
      

      
      Spencer, Hanna. Heinrich Heine. Boston: Twayne, 1982.
      

      
      Friedrich Hölderlin

      
      Constantine, David. Hölderlin. Oxford: Clarendon Press, 1988.
      

      
      Fioretos, Arts, ed. The Solid Letter: Readings of Friedrich Hölderlin. Stanford, Calif.: Stanford University Press, 1999.
      

      
      Heidegger, Martin. Elucidations of Holderlin’s Poetry. Trans. Keith Hoeller. Amherst, Mass.: Humanity Books, 2000.
      

      
      Henrich, Dieter, ed. The Course of Remembrance, and Other Essays on Hölderlin. Stanford, Calif.: Stanford University Press, 1997.
      

      
      Lernout, Geert. The Poet as Thinker: Hölderlin in France. Columbia, S.C.: Camden House, 1994.
      

      
      Ryan, Lawrence. “Friedrich Hölderlin.” Dictionary of Literary Biography, Volume 90: German Writers in the Age of Goethe,
            1789–1832. Ed. James Hardin and Christoph E. Schweitzer. Detroit: Gale, 1989.
      

      
      Santner, Eric L. Friedrich Hölderlin: Narrative Vigilance and the Poetic Imagination. New Brunswick, N.J.: Rutgers University Press, 1986.
      

      
      Ungar, Richard. Friedrich Hölderlin. Boston: Twayne, 1984.
      

      
      Victor Hugo

      
      Brombert, Victor. Victor Hugo and the Visionary Novel. Cambridge, Mass.: Harvard University Press, 1984.
      

      
      Frey, John Andrew. A Victor Hugo Encyclopedia. Westport, Conn.: Greenwood Press, 1999.
      

      
      Grossman, Kathryn M. Les Misérables: Conversion, Revolution, Redemption. New York: Twayne, 1996.
      

      
      Halsall, A. W. Victor Hugo and the Romantic Drama. Buffalo, N.Y.: University of Toronto Press, 1998.
      

      
      Hiddleston, J. A., ed. Victor Hugo: Romancier de l’abîme. Oxford: Legenda, 2002.
      

      
      Ireson, J. C. Victor Hugo: A Companion Guide to His Poetry. New York: Clarendon Press, 1997.
      

      
      Ludmila, Charles-Wurtz. Poétique du sujet lyrique dans l’oeuvre de Victor Hugo. Paris: Champion, 1998.
      

      
      Maurois, André. Olympio: The Life of Victor Hugo. Trans. Gerard Hopkins. New York: Harper & Row, 1956.
      

      
      ———. Victor Hugo and His World. London: Thames & Hudson, 1966.
      

      
      Peyre, Henri. Victor Hugo: Philosophy and Poetry. Trans. Roda P. Roberts. Tuscaloosa: University of Alabama Press, 1980.
      

      
      Porter, Laurence M. Victor Hugo. New York: Twayne, 1999.
      

      
      Richardson, Joanna. Victor Hugo. New York: St. Martin’s Press, 1976.
      

      
      Robb, Graham. Victor Hugo. New York: W. W. Norton, 1998.
      

      
      Roche, Isabel. Character and Meaning in the Novels of Victor Hugo. West Lafayette, Ind.: Purdue University Press, 2007.
      

      
      Stephens, Bradley. Victor Hugo, Jean-Paul Sartre, and the Liability of Liberty. London: Legenda, 2011.
      

      
      Vargas Llosa, Mario, and John King, trans. The Temptation of the Impossible: Victor Hugo and Les Misérables. Princeton, N.J.: Princeton University Press, 2007.
      

      
      Ward, Patricia. The Medievalism of Victor Hugo. University Park: Pennsylvania State University Press, 1975.
      

      
      Leigh Hunt

      
      Cheney, David R. “Leigh Hunt.” Dictionary of Literary Biography 96: British Romantic Poets, 1789–1832, Second Series. Ed. John R. Greenfield. Detroit: Gale, 1990.
      

      
      Lulofs, Timothy J., and Hans Ostrom. Leigh Hunt: A Reference Guide. Boston: G. K. Hall, 1985.
      

      
      Roe, Nicholas, ed. Leigh Hunt: Life, Poetics, Politics. London: Routledge, 2003.
      

      
      Thompson, James R. Leigh Hunt. Boston: Twayne, 1977.
      

      
      Elizabeth Inchbald

      
      Boaden, James. Memoirs of Mrs. Inchbald. London: Richard Bentley, 1833.
      

      
      Littlewood, Samuel Richardson. Elizabeth Inchbald and Her Circle: The Life Story of a Charming Woman (1753–1821). London: Daniel O’Connor, 1921.
      

      
      Manvell, Roger. Elizabeth Inchbald. Lanham, Md.: University Press of America, 1987.
      

      
      Sigl, Patricia. “Elizabeth Inchbald.” Dictionary of Literary Biography 89: Restoration and Eighteenth-Century Dramatists,
            Third Series. Ed. Paula R. Backscheider. Detroit: Gale, 1989.
      

      
      Washington Irving

      
      Aderman, Ralph M., ed. Critical Essays on Washington Irving. Boston: G. K. Hall, 1990.
      

      
      ———, ed. Washington Irving Reconsidered. Hartford, Conn.: Transcendental Books, 1969.
      

      
      Antelyes, Peter. Tales of Adventurous Enterprise: Washington Irving and the Poetics of Western Expansion. New York: Columbia University Press, 1990.
      

      
      Bowden, Mary Weatherspoon. Washington Irving. Boston: Twayne, 1981.
      

      
      Brodwin, Stanley, ed. The Old World and New World Romanticism of Washington Irving. Westport, Conn.: Greenwood Press, 1986.
      

      
      Kasson, Joy S. Artistic Voyagers: Europe and the American Imagination in the Works of Irving, Allston,
            Cole, Cooper, and Hawthorne. Westport, Conn.: Greenwood Press, 1982.
      

      
      Rubin-Dorsky, Jeffrey. Adrift in the Old World: The Psychological Pilgrimage of Washington Irving. Chicago: University of Chicago Press, 1988.
      

      
      Rust, Richard Dilworth. “Washington Irving.” Dictionary of Literary Biography 250: Antebellum Writers in New York, Second Series. Ed. Kent P. Ljungquist. Detroit: Gale, 2001.
      

      
      Williams, Stanley T. The Life of Washington Irving. New York: Oxford University Press, 1935.
      

      
      Francis Jeffrey

      
      Carlyle, Thomas. “Francis Jeffrey.” Reminiscences. Ed. Kenneth Fielding and Ian Campbell. Oxford: Oxford University Press, 1997.
      

      
      Christie, William. “Francis Jeffrey in Recent Whig Interpretations of Romantic Literary
         History.” English Literary History 76, now. 3 (Fall 2009): 577–97.
      

      
      Joseph Johnson

      
      Tyson, Gerald P. Joseph Johnson: A Liberal Publisher. Iowa City: University of Iowa Press, 1979.
      

      
      John Keats

      
      Barnard, John. John Keats. Cambridge: Cambridge University Press, 1987.
      

      
      Bate, Walter Jackson, ed. Keats: A Collection of Critical Essays. Englewood Cliffs, N.J.: Prentice Hall, 1964.
      

      
      ———. John Keats. Cambridge, Mass.: Harvard University Press, 1963.
      

      
      Bennett, Andrew. Keats, Narrative and Audience: The Posthumous Life of Writing. Cambridge: Cambridge University Press, 1994.
      

      
      Clark, Tom. Junkets on a Sad Planet: Scenes from the Life of John Keats. Santa Rosa, Calif.: Black Sparrow Press, 1994.
      

      
      Colvin, Sir Sidney. John Keats: His Life and Poetry, His Friends, Critics and After-Fame. Rpt. New York: Octagon, 1970.
      

      
      Cox, Jeffrey N. Poetry and Politics in the Cockney School. Cambridge: Cambridge University Press, 1998.
      

      
      Keach, William. Arbitrary Power: Romanticism, Language, Politics. Princeton, N.J.: Princeton University Press, 2004.
      

      
      Levinson, Marjorie. Keats’s Life of Allegory: The Origins of a Style. New York: Basil Blackwell, 1988.
      

      
      Lowell, Amy. John Keats. New York: Houghton Mifflin, 1925.
      

      
      Matthews, G. M., ed. Keats: The Critical Heritage. New York: Barnes & Noble, 1971.
      

      
      McGann, Jerome. Social Values and Poetic Acts: The Historical Judgment of Literary Work. Cambridge, Mass.: Harvard University Press, 1988.
      

      
      Najarian, James. Victorian Keats: Manliness, Sexuality, and Desire. Basingstoke, UK: Palgrave Macmillan, 2002.
      

      
      O’Rourke, James L. Keats’s Odes and Contemporary Criticism. Gainesville: University of Florida Press, 1998.
      

      
      Rhodes, James Wright. Keat’s Major Odes: An Annotated Bibliography of the Criticism. Wesport, Conn.: Greenwood, Pa., 1984.
      

      
      Ricks, Christopher. Keats and Embarrassment. Oxford: Oxford University Press, 1974.
      

      
      Ridley, H. R. Keat’s Craftsmanship: A Study in Poetic Development. Oxford: Clarendon Press, 1933.
      

      
      Stillinger, Jack. The Hoodwinking of Madeline and Other Essays on Keats’s Poems. Chicago: University of Illinois Press, 1971.
      

      
      Thorpe, Clarence DeWitt Thorpe, ed. John Keats: Complete Poems and Selected Letters. New York: Odyssey, 1935.
      

      
      Vendler, Helen. The Odes of John Keats. Cambridge, Mass.: Harvard University Press, 1983.
      

      
      Wasserman, Earl. The Finer Tone. Baltimore, Md.: Johns Hopkins University Press, 1953.
      

      
      Wolfson, Susan J. Formal Charges: The Shaping of Poetry in British Romanticism. Stanford, Calif.: Stanford University Press, 1997.
      

      
      ———, ed. The Cambridge Companion to Keats. Cambridge: Cambridge University Press, 2004.
      

      
      Alphonse de Lamartine

      
      Anselmo, Frank A. “Alphonse de Lamartine.” Dictionary of Literary Biography 217: Nineteenth-Century French Poets. Ed. Robert Beum. Detroit: Gale, 1999.
      

      
      Araujo, Norman. In Search of Eden: Lamartine’s Symbols of Despair and Deliverance. Brookline, Mass.: Classical Folia Editions, 1976.
      

      
      Bernard-Griffiths, Simone, and Christian Croisille, eds. Relire Lamartine aujord’hui. Paris: Nizet, 1993.
      

      
      Birkett, Mary Ellen. Lamartine and the Poetics of Landscape. Lexington, Ky.: French Forum, 1982.
      

      
      Fortescue, William. Alphonse de Lamartine: A Political Biography. New York: St. Martin’s Press, 1983.
      

      
      Loiseleur, Aurélie. L’Harmoine selon Lamartine: Utopie d’un lieu commun. Paris: Champion, 2005.
      

      
      Lombard, Charles. Lamartine. New York: Twayne, 1973.
      

      
      Unger, Gérard. Lamartine. Poéte et home d’État. Paris: Flammarion, 1998.
      

      
      Caroline Lamb

      
      Garver, Joseph. “Gothic Ireland: Lady Caroline Lamb’s ‘Glenarvon.’” Irish University Review 10, no. 2 (Autumn 1980): 213–28.
      

      
      Judson, Barbara. “Roman à Clef and the Dynamics of Betrayal: The Case of Glenarvon.” Genre 33 (2000): 151–69.
      

      
      Lamb, Lady Caroline. Glenarvon. Ed. Deborah Lutz. Kansas City, Ks.: Valancourt, 2007.
      

      
      Lutz, Deborah. Introduction. Glenarvon. Ed. Deborah Lutz. Kansas City, Ks.: Valancourt, 2007.
      

      
      Charles and Mary Lamb

      
      Aaron, Jane. A Double Singleness: Gender and the Writings of Charles and Mary Lamb. New York: Oxford University Press, 1991.
      

      
      Barnett, George Leonard. Charles Lamb. Boston: Twayne, 1976.
      

      
      Burton, Sarah. A Double Life: A Biography of Charles and Mary Lamb. New York: Viking, 2003.
      

      
      Hitchcock, Susan Tyler. Mad Mary Lamb: Lunacy and Murder in Literary London. New York: Norton, 2005.
      

      
      James, Felicity. Charles Lamb, Coleridge, and Wordsworth: Reading Friendship in the 1790s. New York: Palgrave, 2008.
      

      
      Park, Roy, ed. Lamb as Critic. London: Routledge, 1980.
      

      
      Riehl, Joseph E. That Dangerous Figure: Charles Lamb and the Critics. Columbia, S.C.: Camden House, 1998.
      

      
      Walter Savage Landor

      
      Dilworth, Ernest. Walter Savage Landor. New York: Twayne, 1974.
      

      
      Field, Jean. Landor. Studley, Warwickshire, UK: Brewin Books, 2000.
      

      
      Hanley, Keith. Introduction. Walter Savage Landor: Selected Poetry and Prose. Manchester, UK: Carcanet Press, 1981.
      

      
      Pinsky, Robert. Landor’s Poetry. Chicago: University of Chicago Press, 1968.
      

      
      Super, Robert H. Walter Savage Landor: A Biography. New York: New York University Press, 1954.
      

      
      Giacomo Leopardi

      
      Perella, Nicholas J. Night and the Sublime in Giacomo Leopardi. Berkeley: University of California Press, 1970.
      

      
      Whitfield, J. H. Leopardi. Oxford: Oxford University Press, 1954.
      

      
      Mikhail Lermontov

      
      Allen, Elizabeth Cheresh. A Fallen Idol Is Still a God: Lermontov and the Quandaries of Cultural Transition. Stanford, Calif.: Stanford University Press, 2007.
      

      
      Briggs, A. D. P., ed. Mikhail Lermontov: Commemorative Essays. Birmingham, Ala.: University of Birmingham, 1992.
      

      
      Eikhenbaum, Boris. Lermontov. Trans. Ray Parrot and Harry Weber. Ann Arbor, Mich.: Ardis, 1981.
      

      
      Garrard, John. Mikhail Lermontov. Boston: G. K. Hall, 1982.
      

      
      Golstein, Vladimir. Lermontov’s Narratives of Heroism. Evanston, Ill.: Northwestern University Press, 1998.
      

      
      Kelly, Laurence. Lermontov: Tragedy in the Caucasus. New York: George Braziller, 1977.
      

      
      L’Ami, C. E., and Alexander Welikotny. Michael Lermontov: Biography and Translation. Winnipeg: University of Manitoba Press, 1967.
      

      
      Vickery, Walter N. Lermontov: His Life and Work. Munich: O. Sagner, 2001.
      

      
      Matthew (Monk) Lewis

      
      Peck, Louis F. A Life of Matthew G. Lewis. Cambridge, Mass. Harvard University Press, 1961.
      

      
      Wordsworth, Jonathan. Introduction. The Castle Spectre. New York: Woodstock, 1990.
      

      
      Henry Mackenzie

      
      Duckworth, Alistair M. “Henry Mackenzie.” Dictionary of Literary Biography 39: British Novelists, 1660–1800. Ed. Martin C. Battestin. Detroit: Gale, 1985.
      

      
      Ellis, Markman. The Politics of Sensibility: Race, Commerce, and Gender in the Sentimental Novel. New York: Cambridge University Press, 1996.
      

      
      Lilley, James D. “Henry Mackenzie’s Ruined Feelings: Romance, Race, and the Afterlife
         of Sentimental Exchange.” New Literary History 38, no. 4 (2007): 649–66.
      

      
      Mackenzie, Henry. Henry Mackenzie, Letters to Elizabeth Rose of Kilravock (on Literature, Events, and
            People, 1768–1815). Ed. Horst W. Drescher. Edinburgh: Oliver and Boyd, 1967.
      

      
      ———. The Man of Feeling. New York: Oxford University Press, 2001.
      

      
      Schmitt, Carl. Political Romanticism. Cambridge, Mass.: MIT Press, 1986.
      

      
      Spencer, David G. “Henry Mackenzie, a Practical Sentimentalist.” Papers in Language and Literature 3 (1967).
      

      
      Thompson, Harold W. A Scottish Man of Feeling: Some Account of Henry Mackenzie, Esq. London: Oxford University Press, 1931.
      

      
      Vickers, Brian, ed. Introduction. Henry Mackenzie: The Man of Feeling. London: Oxford University Press, 1967.
      

      
      Hannah More

      
      Collingwood, Jeremy, and Margaret Collingwood. Hannah More. Oxford: Lion, 1990.
      

      
      Hobart, Ann. “Hannah More.” Dictionary of Literary Biography 116: British Romantic Novelists, 1789–1832. Ed. Bradford K. Mudge. Detroit: Gale, 1992.
      

      
      Kowaleski-Wallace, Elizabeth. Their Fathers’ Daughters: Hannah More, Maria Edgeworth, and Patriarchal Complicity. New York: Oxford University Press, 1991.
      

      
      Lynch, Deidre Shauna, ed. “Hannah More: From Strictures on the Modern System of Female Education.” The Vindication of the Rights of Woman: A Norton Critical Edition. 3rd ed. New York: Norton, 2009.
      

      
      Myers, Mitzi. “Reform or Ruin: ‘A Revolution in Female Manners.’” Studies in Eighteenth-Century Culture 11 (1982): 199–216. Rpt. in A Vindication of the Rights of Woman: A Norton Critical Edition. 3rd ed. Ed. Deidre Shauna Lynch. New York: Norton, 2009.
      

      
      ———. “Hannah More’s Tracts for the Times: Social Fiction and Female Ideology.” Fetter’d or Free? British Women Novelists, 1630–1815. Ed. Mary Anne Schofield and Cecelia Macheski. Athens: Ohio University Press, 1986,
         264–84.
      

      
      Pedersen, Susan. “Hannah More Meets Simple Simon: Tracts, Chapbooks and Popular Culture
         in Late Eighteenth-Century England.” Journal of British Studies 25 (1986): 84–113.
      

      
      Poovey, Mary. The Proper Lady and the Woman Writer. Chicago: University of Chicago Press, 1984.
      

      
      Alfred de Musset

      
      Bishop, Lloyd. The Poetry of Alfred de Musset: Styles and Genres. New York: Peter Lang, 1987.
      

      
      Diaz, José-Luis, ed. Alfred de Musset: Poésies. Paris: SEDES, 1995.
      

      
      Gérard de Nerval

      
      Dubruck, Alfred. Gérard de Nerval and the German Heritage. The Hague: Mouton, 1965.
      

      
      Edwards, Peter J. “Gérard de Nerval.” Dictionary of Literary Biography 217: Nineteenth-Century French Poets. Ed. Robert Beum. Detroit: Gale, 1999.
      

      
      Glatigny, Sandra. Gérard de Nerval: Mythe et lyrisme. Paris: Harmattan, 2008.
      

      
      Godo, Emmanuel. Nerval, ou la raison du rêve. Paris: Cerf, 2008.
      

      
      Jones, Robert Emmet. Gérard de Nerval. New York: Twayne, 1974.
      

      
      Knapp, Bettina L. Gérard de Nerval: The Mystic’s Dilemma. Tuscaloosa: University of Alabama Press, 1980.
      

      
      Lokke, Kari. Gérard de Nerval: The Poet as Social Visionary. Lexington, Ky.: French Forum, 1987.
      

      
      MacLennan, George. Lucid Interval: Subjective Writing and Madness in History. Rutherford, N.J.: Fairleigh Dickinson University Press, 1992.
      

      
      Pichois, Claude, and Michel Brix. Gérard de Nerval. Paris: Fayard, 1995.
      

      
      Rinsler, Norma. Gérard de Nerval. London: Athlone Press, 1973.
      

      
      Strauss, Jonathan. Subjects of Terror: Nerval, Hegel, and the Modern Self. Stanford, Calif.: Stanford University Press, 1998.
      

      
      Tyers, Meryl. Critical Fictions: Nerval’s Les Illuminés. Oxford: Legenda, 1998.
      

      
      Novalis

      
      Neubauer, John. Novalis. Boston: Twayne, 1980.
      

      
      Newman, Gail M. Locating the Romantic Subject. Detroit: Wayne State University Press, 1997.
      

      
      O’Brien, William Arctander. Novalis: Signs of Revolution. Durham, N.C.: Duke University Press, 1995.
      

      
      Von Molnár, Géza. Romantic Vision, Ethical Context: Novalis and Artistic Autonomy. Minneapolis: University of Minnesota Press, 1987.
      

      
      Thomas Paine

      
      Aldridge, Alfred O. Man of Reason: The Life of Thomas Paine. Philadelphia: Lippincott, 1959.
      

      
      Burriss, Larry L. “Thomas Paine.” Dictionary of Literary Biography 158: British Reform Writers, 1789–1832. Ed. Gary Kelly. Detroit: Gale 1996.
      

      
      Kaye, Harvey J. Thomas Paine and the Promise of America. New York: Hill & Wang, 2006.
      

      
      Nelson, Craig. Thomas Paine: Enlightenment, Revolution, and the Birth of Modern Nations. New York: Penguin, 2007.
      

      
      Williamson, Audrey. Thomas Paine: His Life, Work and Times. London: Allen & Unwin, 1973.
      

      
      Thomas Love Peacock

      
      Burns, Bryan. The Novels of Thomas Love Peacock. London: Croom Helm, 1985.
      

      
      Butler, Marilyn. Peacock Displayed: A Satirist in His Context. London: Routledge & Kegan Paul, 1979.
      

      
      Dawson, Carl. His Fine Wit: A Study of Thomas Love Peacock. Berkeley: University of California Press, 1970.
      

      
      Madden, Lionel. Thomas Love Peacock. London: Evans Brothers, 1967.
      

      
      Mills, Howard. Peacock: His Circle and His Age. Cambridge: Cambridge University Press, 1969.
      

      
      Mulvihill, James D. Thomas Love Peacock. Boston: Twayne, 1987.
      

      
      Nicholes, Eleanor L. “Thomas Love Peacock.” Romantic Rebels: Essays on Shelley and His Circle. Ed. Kenneth Neill Cameron. Cambridge, Mass.: Harvard University Press, 1973, 121–45.
      

      
      Pritchett, V. S. “Thomas Love Peacock: The Proximity of Wine.” A Man of Letters: Selected Essays. New York: Random House, 1985.
      

      
      Rogers, John H. “Thomas Love Peacock.” Dictionary of Literary Biography 96: British Romantic Poets, 1789–1832, Second Series. Ed. John R. Greenfield. Detroit: Gale, 1990.
      

      
      Sage, Lorna, ed. Peacock: The Satirical Novels, A Casebook. New York: Longmans, Green, 1976.
      

      
      Edgar Allan Poe

      
      Carlson, Eric W., ed. A Companion to Poe Studies. Westport, Conn.: Greenwood Press, 1996.
      

      
      Jackson, David K., and Dwight Thomas. The Poe Log: A Documentary Life of Edgar Allan Poe, 1809–1849. Boston: G. K. Hall, 1987.
      

      
      Kennedy, J. Gerald, and Liliane Weissberg, eds. Romancing the Shadow: Poe and Race. New York: Oxford University Press, 2001.
      

      
      Ketterer, David. Edgar Allan Poe: Life, Work, and Criticism. Fredericton, New Brunswick, Canada: York, 1989.
      

      
      Meyers, Jeffrey. Edgar Allan Poe: His Life and Legacy. London: John Murray, 1992.
      

      
      John William Polidori

      
      Cooper, Andrew M. “John William Polidori.” Dictionary of Literary Biography 116: British Romantic Novelists, 1789–1832. Ed. Bradford K. Mudge. Detroit: Gale, 1992.
      

      
      Macdonald, D. L. Poor Polidori: A Critical Biography of the Author of The Vampyre. Toronto: University of Toronto Press, 1991.
      

      
      Praz, Mario. “The Metamorphoses of Satan.” The Romantic Agony, trans. Angus Davidson. 2nd ed. London: Oxford University Press, 1970.
      

      
      Rieger, James. “Dr. Polidori and the Genesis of Frankenstein.” The Mutiny Within: The Heresies of Percy Bysshe Shelley. New York: Braziller, 1967.
      

      
      Alexander Pushkin

      
      Bayley, John. Pushkin: A Comparative Commentary. Cambridge: Cambridge University Press, 1971.
      

      
      Bethea, David M. The Pushkin Handbook. Madison: University of Wisconsin Press, 2005.
      

      
      ———. Realizing Metaphors: Alexander Pushkin and the Life of the Poet. Madison: University of Wisconsin Press, 1998.
      

      
      Binyon, T. J. Pushkin: A Biography. New York: Alfred A. Knopf, 2003.
      

      
      Briggs, A. D. P. Alexander Pushkin: A Critical Study. London: Croom Helm, 1983.
      

      
      Debreczeny, Paul. The Other Pushkin: A Study of Alexander Pushkin’s Prose Fiction. Stanford, Calif.: Stanford University Press, 1983.
      

      
      ———. Social Functions of Literature: Alexander Pushkin and Russian Culture. Stanford, Calif.: Stanford University Press, 1997.
      

      
      Evdokimova, Svetlana. Pushkin’s Historical Imagination. New Haven, Conn.: Yale University Press, 1999.
      

      
      Gasparov, B. Poeticheskii iazyk Pushkina kak fakt istorii russkogo literaturnogo iazyka. Vienna: Wiener slawistischer Almanach, 1992.
      

      
      Gillespie, Alyssa Dinega, ed. Taboo Pushkin: Topics, Texts, Interpretations. Madison: University of Wisconsin Press, 2012.
      

      
      Greenleaf, Monika. Pushkin and Romantic Fashion: Fragment, Elegy, Orient, Irony. Stanford, Calif.: Stanford University Press, 1994.
      

      
      Gutsche, George J. “Aleksandr Sergeevich Pushkin.” Dictionary of Literary Biography 205: Russian Literature in the Age of Pushkin and
            Gogol: Poetry and Drama. Ed. Christine A. Rydel. Detroit: Gale, 1999.
      

      
      Hasty, Olga Peters. Pushkin’s Tatiana. Madison: University of Wisconsin Press, 1999.
      

      
      Kahn, Andrew. The Cambridge Companion to Pushkin. Cambridge: Cambridge University Press, 2006.
      

      
      ———. Pushkin’s Lyric Intelligence. Oxford: Oxford University Press, 2008.
      

      
      Levitt, Marcus C. Russian Literary Politics and the Pushkin Celebration of 1880. Ithaca, N.Y.: Cornell University Press, 1989.
      

      
      Lotman, Iurii M. Pushkin. St. Petersburg: Iskusstvo-SPB, 1995.
      

      
      Mirsky, D. S. Pushkin. New York: Haskell House, 1974.
      

      
      Sandler, Stephanie. Commemorating Pushkin: Russia’s Myth of a National Poet. Stanford, Calif.: Stanford University Press, 2004.
      

      
      ———. Distant Pleasures: Alexander Pushkin and the Writing of Exile. Stanford, Calif.: Stanford University Press, 1989.
      

      
      Todd, William Mills. The Familiar Letter as a Literary Genre in the Age of Pushkin. Princeton, N.J.: Princeton University Press, 1976.
      

      
      ———. Fiction and Society in the Age of Pushkin: Ideology, Institutions, and Narrative. Cambridge, Mass.: Harvard University Press, 1986.
      

      
      Vinogradov, V. V. Iazyk Pushkina: Pushkin i istoriia russkogo literaturnogo iazyka. Moscow: Nauka, 2000.
      

      
      Wachtel, Michael. A Commentary to Pushkin’s Lyric Poetry, 1826–1836. Madison: University of Wisconsin Press, 2011.
      

      
      Ann Radcliffe

      
      Dekker, George G. Tourism: Radcliffe, Scott, and Mary Shelley. Stanford, Calif.: Stanford University Press, 2005.
      

      
      McIntyre, Clara Frances. Ann Radcliffe in Relation to Her Time. Rpt. New York: Archon Books, 1970.
      

      
      Milbank, Alison. Introduction. Ann Radcliffe: A Sicilian Romance. Ed. Alison Milbanke. Oxford, Oxford University Press, 1993.
      

      
      Miles, Robert. Ann Radcliffe: The Great Enchantress. Manchester, UK: Manchester University Press, 1995.
      

      
      Murray, E. B. Ann Radcliffe. New York: Twayne, 1972.
      

      
      Norton, Rictor. The Mistress of Udolpho: The Life of Ann Radcliffe. New York: Leicester University Press, 1999.
      

      
      Rogers, Deborah D., ed. The Critical Response to Ann Radcliffe. Westport, Conn.: Greenwood Press, 1994.
      

      
      Smith, Nelson C. “Sense, Sensibility and Ann Radcliffe.” Studies in English Literature, 1500–1900 13, no. 4 (1973): 577–90.
      

      
      ———. The Art of the Gothic: Ann Radcliffe’s Major Novels. New York: Arno Press, 1980.
      

      
      Mary Robinson

      
      Curran, Stuart. “The I Altered.” Romanticism and Feminism. Ed. Anne Mellor. Bloomington: Indiana University Press, 1988.
      

      
      Delamotte, Eugenia. Perils of the Night: A Feminist Study of Nineteenth-Century Gothic. New York: Oxford University Press, 1990.
      

      
      Pascoe, Judith. “Mary Robinson and the Literary Marketplace.” Romantic Women Writers. Ed. Paula R. Feldman and Theresa M. Kelley. Hanover, N.H.: University Press of New
         England, 1995.
      

      
      Robinson, Mary. Lyrical Tales. London: Longman, 1800.
      

      
      Ty, Eleanor. “Mary Robinson.” Dictionary of Literary Biography 158: British Reform Writers, 1789–1832. Ed. Gary Kelly. Detroit: Gale, 1996. Web.
      

      
      Wilson, Carol Shiner, and Joel Haefner, eds. Re-Visioning Romanticism. Philadelphia: University of Pennsylvania Press, 1994.
      

      
      Jean-Jacques Rousseau

      
      Belle-Isle, Francine. Jean-Jacques Rousseau: Le défi de la perversion. Montreal: Notabene, 1999.
      

      
      Cranston, Maurice. Jean-Jacques: The Early Life and Work of Jean-Jacques Rousseau 1712–1754. New York: Norton, 1983.
      

      
      ———. The Noble Savage: Jean-Jacques Rousseau 1754–1762. Chicago: University of Chicago Press, 1991.
      

      
      ———. The Solitary Self: Jean-Jacques Rousseau in Exile and Adversity. Chicago: University of Chicago Press, 1997.
      

      
      Hall, Joy H. “Jean-Jacques Rousseau.” Dictionary of Literary Biography 314. Writers of the French Enlightenment II. Ed. Samia I. Spencer. Detroit: Gale, 2005.
      

      
      Havens, George R. Jean-Jacques Rousseau. Boston: Twayne, 1978.
      

      
      Jackson, Susan K. Rousseau’s Occasional Autobiographies. Columbus: Ohio State University Press, 1992.
      

      
      Kelly, Christopher. Rousseau as Author. Chicago: University of Chicago Press, 2002.
      

      
      Riley, Patrick, ed. The Cambridge Companion to Rousseau. Cambridge: Cambridge University Press, 2001.
      

      
      Starobinski, Jean. Jean-Jacques Rousseau: Transparency and Obstruction. Chicago: University of Chicago Press, 1988.
      

      
      Todorov, Tzvetan. Frail Happiness: An Essay on Rousseau. Trans. John T. Scott and Robert D. Zaretsky. University Park: Pennsylvania State
         University Press, 2001.
      

      
      Trouille, Mary Seidman. Sexual Politics in the Enlightenment: Women Writers Read Rousseau. Albany: State University of New York Press, 1997.
      

      
      George Sand

      
      Datlof, Natalie, Jeanne Fuchs, and David Powell, eds. The World of George Sand. New York: Greenwood Press, 1991.
      

      
      Harkness, Nigel. Men and Their Words: The Poetics of Masculinity in George Sand’s Fiction. London: Legenda, 2007.
      

      
      Powell, David, ed. Le Siècle de George Sand. Amsterdam: Rodopi, 1998.
      

      
      Reid, Martine. Signer Sand: L’oeuvre et le nom. Paris: Belin, 2003.
      

      
      Friedrich Schelling

      
      Bolman, Frederick de Wolfe. F. W. J. Schelling: The Ages of the World. Trans. Frederick de Wolfe Bolman. New York: AMS Press, 1942.
      

      
      Brown, Robert F. The Later Philosophy of Schelling: The Influence of Boehme on the Works of 1809–1815. London: Associated University Presses, 1977.
      

      
      Esposito, Joseph L. Schelling’s Idealism and Philosophy of Nature. London: Associated University Presses, 1977.
      

      
      Ferris, David S., ed. “Schelling and Romanticism.” Praxis (June 2000).
      

      
      Marx, Werner. The Philosophy of F. W. J. Schelling: History, System, and Freedom. Trans. Thomas Nenon. Bloomington: Indiana University Press, 1984.
      

      
      Vater, M. Introduction. F. W. J. Schelling: System of Transcendental Idealism. Trans. Peter Heath. Charlottesville: University Press of Virginia, 1978.
      

      
      White, Alan. Schelling: An Introduction to the System of Freedom. New Haven, Conn.: Yale University Press, 1983.
      

      
      Friedrich von Schiller

      
      Fisher, Jaimey. “Familial Politics and Political Families: Consent, Critique, and
         the Fraternal Social Contract in Schiller’s Die Räuber.” Goethe Yearbook 13 (2005): 75–103.
      

      
      Gray, Richard T. “Righting Writing: Semiotic Conflict, Hermeneutical Disjunction,
         and the Subl(im)ation of Revolt in Schiller’s The Robbers.” Stations of the Divided Subject: Contestation and Ideological Legitimation in German
            Bourgeois Literature, 1770–1914. Stanford, Calif.: Stanford University Press, 1995.
      

      
      Guthrie, John. “Schiller’s Early Styles: Language and Gesture in Die Räuber.” Modern Language Review 94, no. 2 (1999): 438–59.
      

      
      Pugh, David. Schiller’s Early Dramas: A Critical History. Rochester, N.Y.: Camden House, 2000.
      

      
      Reed, T. J. “Coming of Age in Prussia and Swabia: Kant, Schiller, and the Duke.” Modern Language Review 86 (1991): 613–26.
      

      
      Schweitzer, Christoph E. “Schiller’s Die Räuber: Revenge, Sacrifice, and the Terrible Price of Absolute Freedom.” Goethe Yearbook 15 (2008): 161–70.
      

      
      Seidlin, Oskar. “Schiller’s Treacherous Signs: The Function of the Letters in his Early Plays.” Schiller 1759/1959: Commemorative American Studies. Ed. John R. Frey. Urbana: University of Illinois Press, 1959.
      

      
      Stern, Dagmar C. “Amelia: The Third Extraordinary Person in Schiller’s Die Räuber.” Colloquia Germanica 27 (1994): 321–31.
      

      
      A. W. Schlegel

      
      Atkinson, Margaret E. August Wilhelm Schlegel as a Translator of Shakespeare. New York: Haskell House, 1977.
      

      
      Behler, Ernst. German Romantic Literary Theory. New York: Cambridge University Press, 1993.
      

      
      Heine, Heinrich. The Romantic School, and Other Essays. Ed. Jost Hermand and Robert C. Holub. New York: Continuum, 1985.
      

      
      Frederich Schlegel

      
      Behler, Ernst, and Roman Struc, trans. Friedrich Schlegel: Dialogue on Poetry and Literary Aphorisms. University Park: Pennsylvania State University Press, 1968.
      

      
      Eichner, Hans. Friedrich Schlegel. New York: Twayne, 1970.
      

      
      Firchow, Peter, trans. Friedrich Schlegel’s Lucinde and the Fragments. Minneapolis: University of Minnesota Press, 1971.
      

      
      Handwerk, Gary J. “Friedrich Schlegel’s Irony: From Negation to Conscience.” Irony and Ethics in Literature: From Schlegel to Lacan. New Haven, Conn.: Yale University Press, 1985.
      

      
      Sir Walter Scott

      
      Calder, Andus, and Jenni Calder. Scott. London: Evans, 1969.
      

      
      Crawford, Thomas. Scott. London: Oliver & Boyd, 1965.
      

      
      Curry, Kenneth. Sir Walter Scott’s Edinburgh Annual Register. Knoxville: University of Tennessee Press, 1977.
      

      
      Davie, Donald. “The Poetry of Sir Walter Scott.” Proceedings of the British Academy 47 (1961).
      

      
      Devlin, D. D. The Author of Waverley: A Critical Study of Walter Scott. London: MacMillan, 1971.
      

      
      Hayden, John O., ed. Scott: The Critical Heritage. New York: Barnes & Noble, 1970.
      

      
      Johnson, Edgar. Sir Walter Scott: The Great Unknown. New York: Macmillan, 1970.
      

      
      Lauber, John. Sir Walter Scott. New York: Twayne, 1966.
      

      
      Scott, Sir Walter. Lives of the Novelists. London: Oxford University Press, 1906.
      

      
      ———. Scott: Poetical Works. Ed. J. L. Robertson. Rpt. Oxford: Oxford University Press, 1967.
      

      
      Tulloch, Graham. The Language of Walter Scott: A Study of His Scottish and Period Language. London: André Deutsch, 1980.
      

      
      Mary Shelley

      
      Blamires, Harry. “Mary Shelley.” The Age of Romantic Literature. Harlow, Essex, UK: Longman/York Press, 1990.
      

      
      Butler, Marilyn. “Frankenstein and Radical Science.” Times Literary Supplement (1993). Rpt. in Frankenstein: A Norton Critical Edition. Ed. J. Paul Hunter. 2nd ed. New York: Norton, 2012. 404–16.
      

      
      Carlson, Julie A. England’s First Family of Writers: Mary Wollstonecraft, William Godwin, Mary Shelley. Baltimore, Md.: Johns Hopkins University Press, 2007.
      

      
      Clubbe, John. “The Tempest-Toss’d Summer of 1816: Mary Shelley’s Frankenstein.” Byron Journal 19 (1991): 26–40.
      

      
      Fisch, Audrey A., Anne K. Mellor, and Esther H. Schor, eds. The Other Mary Shelley beyond Frankenstein. Oxford: Oxford University Press, 1993.
      

      
      Gilbert, Sandra M., and Susan Gubar. “Horror’s Twin: Mary Shelley’s Monstrous Eve.”
         The Madwoman in the Attic: The Woman Writer and the Nineteenth-Century Literary Imagination. New Haven, Conn.: Yale University Press, 1984. 213–47.
      

      
      ———. “Mary Shelley’s Monstrous Eve.” The Madwoman in the Attic. New Haven: Yale UP, 1979: 213, 221–27, 230–41. Rpt. in. Frankenstein: A Norton Critical Edition. Ed. J. Paul Hunter. 2nd ed. New York: Norton, 2012. 328–44.
      

      
      Goodall, Jane. “Electric Romanticism.” Frankenstein’s Science: Experimentation and Discovery in Romantic Culture, 1780–1830. Eds. Christa Knellwolf and Jane Goodall. Burlington, VT: Ashgate, 2008. 117–32.
         Rpt. in Frankenstein: A Norton Critical Edition. Ed. J. Paul Hunter. 2nd ed. New York: Norton, 2012. 490–506.
      

      
      Hoobler, Dorothy, and Thomas Hoobler. The Monsters: Mary Shelley and the Curse of Frankenstein. New York: Little, Brown and Company, 2006.
      

      
      Holmes, Richard. “[Mary Shelley and the Power of Contemporary Science].” The Age of Wonder: How the Romantic Generation Discovered the Beauty and Terror of
            Science. London: HarperPress, 2008. 325–36. Rpt. in Frankenstein: A Norton Critical Edition. Ed. J. Paul Hunter. 2nd ed. New York: Norton, 2012. 183–94.
      

      
      Knellwolf, Christa. “Geographic Boundaries and Inner Space: Frankenstein, Scientific Exploration, and the Quest for the Absolute.” From Frankenstein’s Science: Experimentation and Discovery in Romantic Culture, 1780–1830. 2008. 49–69. Rpt. in Frankenstein. Ed. J. Paul Hunter. New York: Norton, 2012. 506–20.
      

      
      Levine, George. “Frankenstein and the Tradition of Realism.” Novel: A Forum on Fiction 7.1 1973. 17–23. Rpt. in Frankenstein: A Norton Critical Edition. Ed. J. Paul Hunter. 2nd ed. New York: Norton, 2012. 311–16.
      

      
      Lew, Joseph W. “God’s Sister: History and Ideology in Valperga.” The Other Mary Shelley. Ed. Audrey Fisch, Anne Mellor, and Esther Schor. Oxford: Oxford University Press,
         1993. 159–81.
      

      
      Lokke, Kari. “Sibylline Leaves: Mary Shelley’s Valperga and the Legacy of Corinne.” Cultural Interactions in the Romantic Age: Critical Essays in Comparative Literature. Ed. Gregory Maertz. New York: University of New York Press, 1998.
      

      
      Marshall, David. The Surprising Effects of Sympathy: Marivaux, Diderot, Rousseau, and Mary Shelley. Chicago: University of Chicago Press, 1988.
      

      
      Mellor, Anne K. “The Female in Frankenstein.” Romanticism and Feminism. Ed. Anne K. Mellor. Bloomington: Indiana University Press, 1988.
      

      
      ———. “Frankenstein, Racial Science, and the Yellow Peril.” Nineteenth-Century Contexts 23.1. 2001. Rpt. in Frankenstein: A Norton Critical Edition. Ed. J. Paul Hunter. 2nd ed. New York: Norton, 2012. 481–90.
      

      
      ———. Mary Shelley: Her Life, Her Fiction, Her Monsters. New York: Methuen, 1988.
      

      
      ———. “Possessing Nature: The Female in Frankenstein. Romanticism and Feminism. Bloomington: Indiana UP, 1988. 220–32. Rpt. in Frankenstein: A Norton Critical Edition. Ed. J. Paul Hunter. 2nd ed. New York: Norton, 2012. 355–68.
      

      
      Moers, Ellen. “Female Gothic: The Monster’s Mother.” The New York Review of Books. NYREV, Inc. 1974. Rpt. Shelley, Mary. Frankenstein. New York: Norton. 1996. 317–27.
      

      
      Poovey, Mary. “‘My Hideous Progeny’: The Lady and the Monster.” The Proper Lady and the Woman Writer. Chicago: U of Chicago P, 1978. Rpt. in Frankenstein: A Norton Critical Edition. Ed. J. Paul Hunter. 2nd ed. New York: Norton, 2012. 344–55.
      

      
      Rajan, Tilottama. “Between Romance and History: Possibility and Contingency in Godwin,
         Leibniz, and Mary Shelley’s Valperga.” Mary Shelley in Her Times. Ed. Betty T. Bennett and Stuart Curran. Baltimore, Md.: Johns Hopkins University
         Press, 2001.
      

      
      Schor, Esther H., ed. The Cambridge Companion to Mary Shelley. Cambridge: Cambridge University Press, 2003.
      

      
      Shelley, Mary. Frankenstein: A Norton Critical Edition. Ed. J. Paul Hunter. 2nd ed. New York: Norton, 2012.
      

      
      ———. The Last Man. Ed. Hugh J. Luke. Lincoln: University of Nebraska Press, 1993.
      

      
      ———. Valperga. Ed. Jonathan Wordsworth. New York: Woodstock, 1995.
      

      
      Sherwin, Paul. “Frankenstein: Creation as Catastrophe.” PMLA 96, no. 5 (1981): 883–903.
      

      
      Smith, Johanna M., ed. Case Studies in Contemporary Criticism: Frankenstein. Boston: Bedford Books, 1992.
      

      
      Spark, Muriel. Mary Shelley. New York: Dutton, 1987.
      

      
      St. Clair, William. The Godwins and the Shelleys: The Biography of a Family. New York: Norton, 1989.
      

      
      Stewart, Garret. “In the Absence of Audience: Of Reading and Dread in Mary Shelley.”
         Dear Reader: The Conscripted Audience in Nineteenth-Century British Fiction. Baltimore: Johns Hopkins UP, 1996. Rpt. in Frankenstein: A Norton Critical Edition. Ed. J. Paul Hunter. 2nd ed. New York: Norton, 2012. 434–43.
      

      
      Sunstein, Emily W. Mary Shelley: Romance and Reality. Boston: Little, Brown, 1989.
      

      
      Veeder, William. Mary Shelley & Frankenstein: The Fate of Androgyny. Chicago: University of Chicago Press, 1986.
      

      
      Walling, William A. Mary Shelley. New York: Twayne, 1972.
      

      
      Youngquist, Paul. “Frankenstein: The Mother, the Daughter, and the Monster.” Philological Quarterly 70, no. 3 (Summer
         1991): 339–59.
      

      
      Percy Bysshe Shelley

      
      Blank, G. Kim. The New Shelley: Later Twentieth-Century Views. New York: St. Martin’s Press, 1991.
      

      
      Leighton, Angela. Shelley and the Sublime: An Interpretation of the Major Poems. Cambridge: Cambridge University Press, 1984.
      

      
      O’Neill, Michael. Percy Bysshe Shelley: A Literary Life. London: Macmillan, 1989.
      

      
      Pulos, C. E. The Deep Truth: A Study of Shelley’s Scepticism.” Lincoln: University of Nebraska Press, 1954.
      

      
      Rajan, T. The Supplement of Reading: Figures of Understanding in Romantic Theory and Practice. Ithaca, N.Y.: Cornell University Press, 1990.
      

      
      Reiman, Donald H., ed. Shelley, Keats, and London Radical Writers. In The Romantics Reviewed: Contemporary Reviews of British Romantic Writers, part c. New York: Garland, 1972.
      

      
      ———. Percy Bysshe Shelley. New York: Twayne, 1969.
      

      
      Reiman, Donald H., and Neil Freistat, eds. Shelley’s Poetry and Prose: Authoritative Texts, Criticism. A Norton Critical Edition. 2nd ed. New York: W.W. Norton, 2002.
      

      
      Salt, H. S. Shelley Primer. London: Reeves and Turner, 1887.
      

      
      Sperry, Stuart. Shelley’s Major Verse: The Narrative and Dramatic Poetry. Cambridge, Mass.: Harvard University Press, 1988.
      

      
      Wasserman, Earl. Shelley: A Critical Reading. Baltimore, Md.: Johns Hopkins University Press, 1971.
      

      
      Weinberg, Alan M. Shelley’s Italian Experience. New York: St. Martin’s, 1991.
      

      
      Charlotte Smith

      
      Curran, Stuart, ed., The Poems of Charlotte Smith. New York: Oxford University Press, 1993.
      

      
      Elliott, Pat, “Charlotte Smith’s Feminism: A Study of Emmeline and Desmond.” Living by the Pen: Early British Women Writers. Ed. Dale Spender. New York: Teachers College Press, 1992.
      

      
      Fletcher, Loraine. Charlotte Smith: A Critical Biography. New York: Palgrave Macmillan, 1998.
      

      
      Hoagwood, Terence Allan. Introduction to Beachy Head with Other Poems. Delmar, N.Y.: Scholars’ Facsimiles & Reprints, 1993. Web.
      

      
      Hunt, Bishop C. “Wordsworth and Charlotte Smith,” Wordsworth Circle 1, no. 3 (1970): 85–103.
      

      
      Napier, Elizabeth R. “Charlotte Smith.” Dictionary of Literary Biography 39: British Novelists, 1660–1800. Ed. Martin C. Battestin. Detroit: Gale, 1985.
      

      
      Rogers, Katharine M. “Inhibitions on Eighteenth-Century Women Novelists: Elizabeth
         Inchbald and Charlotte Smith,” Eighteenth Century Studies 11 (1977): 63–78.
      

      
      Wordsworth, Jonathan. Introduction. Charlotte Smith: Elegiac Sonnets 1789. Oxford: Woodstock Books, 1992.
      

      
      Robert Southey

      
      Bernhardt-Kabisch, Ernest. Robert Southey. Boston: Twayne, 1977.
      

      
      Carnall, Geoffrey. Robert Southey and His Age: The Development of a Conservative Mind. Oxford: Clarendon Press, 1960.
      

      
      Curry, Kenneth. Southey. London: Routledge & Kegan Paul, 1975.
      

      
      Smith, Christopher J. P. A Quest for Home: Reading Robert Southey. Liverpool, UK: Liverpool University Press, 1997.
      

      
      Speck, W. A. Robert Southey: Man of Letters. New Haven, Conn.: Yale University Press, 2006.
      

      
      Storey, Mark. Robert Southey: A Life. New York: Oxford University Press, 1997.
      

      
      Varner, Paul. “Robert Southey.” Cyclopedia of World Authors, 4th ed. Pasadena, Calif.: Salem Press, 2003.
      

      
      Madame de Staël

      
      Balayé, Simone. Madame de Staël et les Français. New York: Oxford University Press, 1996.
      

      
      Besser, Gretchen R. Germaine de Staël Revisited. New York: Twayne, 1994.
      

      
      Gutwirth, Madelyn, Avriel Goldberger, and Karyna Szmurlo, eds. Germaine de Staël: Crossing the Borders. New Brunswick, N.J.: Rutgers University Press, 1991.
      

      
      Herold, J. Christopher. Mistress to an Age: A Life of Madame de Staël. Rpt. Alexandria, Va.: Time-Life Books, 1981.
      

      
      Hogsett, Charlotte. The Literary Existence of Germaine de Staël. Carbondale: Southern Illinois University Press, 1987.
      

      
      Isbell, John Claiborne. The Birth of European Romanticism: Truth and Propaganda in Staël’s De l’Allemagne, 1810–1813. New York: Cambridge University Press, 1994.
      

      
      Marso, Lori Jo. (Un)Manly Citizens: Jean-Jacques Rousseau’s and Germaine de Staël’s Subversive Women. Baltimore, Md.: Johns Hopkins University Press, 1999.
      

      
      John Sterling

      
      Nye, Eric W. “John Sterling.” Dictionary of Literary Biography 116: British Romantic Novelists, 1789–1832. Ed. Bradford K. Mudge. Detroit: Gale, 1992. Web.
      

      
      Stendahl

      
      Didier, Béatrice. Stendhal autobiographe. Paris: Presses universitaires de France, 1983.
      

      
      Hage, Anne. Stendhal, deuil et symbolisation. Paris: Presses universitaires de France, 2001.
      

      
      Jefferson, Ann. Reading Realism in Stendhal. Cambridge: Cambridge University Press, 1988.
      

      
      James Thomson

      
      Campbell, Hilbert H. James Thomson. Boston: Twayne, 1979.
      

      
      Grant, Douglas. James Thomson, Poet of The Seasons. London: Cresset, 1951.
      

      
      Johnson, Samuel. “James Thomson.” Lives of the Poets. 1781. Project Gutenberg. Web.
      

      
      Knapp, Stephen. Personification and the Sublime: Milton to Coleridge. Cambridge, Mass.: Harvard University Press, 1985.
      

      
      McKillop, Alan Dugald. The Background of Thomson’s Seasons. Minneapolis: University of Minnesota Press, 1942.
      

      
      Pinch, Adela. Strange Fits of Passion: Epistemologies of Emotion, Hume to Austen. Stanford, Calif.: Stanford University Press, 1996.
      

      
      Spacks, Patricia Meyer. The Varied God: A Critical Study of Thomson’s The Seasons. Berkeley: University of California, 1959.
      

      
      ———. The Insistence of Horror: Aspects of the Supernatural in Eighteenth-Century Poetry. Cambridge, Mass.: Harvard University Press, 1962.
      

      
      Starr, G. Gabrielle. Lyric Generations: Poetry and the Novel in the Long Eighteenth Century. Baltimore, Md.: Johns Hopkins University Press, 2004.
      

      
      Terry, Richard. James Thomson: Essays for the Tercentenary. Liverpool, UK: Liverpool University Press, 2000.
      

      
      Henry David Thoreau

      
      Bode, Carl. The Portable Thoreau Reader. New York: Viking 1947; rpt. 1982.
      

      
      Buell, Laurence. The Environmental Imagination: Thoreau, Nature Writing, and the Formation of American
            Culture. Cambridge, Mass.: Harvard University Press, 1995.
      

      
      Cameron, Sharon. Writing Nature: Henry Thoreau’s Journal. Chicago: University of Chicago Press, 1985.
      

      
      Ferguson, Frances. Solitude and the Sublime: Romanticism and the Aesthetics of Individuation. New York: Routledge, 1992.
      

      
      Garber, Frederick. Thoreau’s Redemptive Imagination. New York: New York University Press, 1977.
      

      
      Golemba, Henry. Thoreau’s Wild Rhetoric. New York: New York University Press, 1990.
      

      
      McGill, Meredith. “Common Places: Poetry, Illocality, and Temporal Dislocation in
         Thoreau’s A Week on the Concord and Merrimack Rivers.” American Literary History 19 (2007): 369.
      

      
      Paul, Sherman. The Shores of America: Thoreau’s Inward Exploration. New York: Russell & Lowell, 1958.
      

      
      Sattlemeyer, Robert. Thoreau’s Reading: A Study in Intellectual History with Bibliographical Catalogue. Princeton, N.J.: Princeton University Press, 1988.
      

      
      Schneider, Richard J., ed. Thoreau’s Sense of Place: Essays in American Environmental Writing. Iowa City: University of Iowa Press, 2000.
      

      
      Thoreau, Henry David. A Week on the Concord and Merrimack Rivers, Walden, The Maine Woods, and Cape Cod. Notes by Robert F. Sayre. New York: Library of America, 1985.
      

      
      ———. A Week on the Concord and Merrimack Rivers. Ed. Carl F. Hovde, William L. Howarth, and Elizabeth Hall Witherell. Princeton,
         N.J.: Princeton University Press, 1980.
      

      
      Walls, Laura Dassow. Seeing New Worlds: Henry David Thoreau and Nineteenth-Century Science. Madison: University of Wisconsin Press, 1995.
      

      
      Fedor Tiutchev

      
      Conant, Roger. The Political Poetry and Ideology of F. I. Tiutchev. Ann Arbor, Mich.: Ardis, 1983.
      

      
      Gregg, Richard A. Fedor Tiutchev: The Evolution of a Poet. New York: Columbia University Press, 1965.
      

      
      Gustafon, Richard F. “Tyutchev’s Imagery and What It Tells Us.” Slavic and East European Journal 4 (1960): 1–16.
      

      
      Isupov, K. G., ed. F. I. Tiutchev: Pro et contra. St. Petersburg: RKhGI, 2005.
      

      
      Khagi, Sofya. “Silence and the Rest: The Inexpressible from Batiushkov to Tiutchev.”
         Slavic and East European Journal 48, no. 1 (2004): 41–61.
      

      
      Lane, Ronald C. “Tyutchev’s Place in the History of Russian Literature.” Modern Language Review 71 (1976): 344–56.
      

      
      Liberman, Anatoly. “Fedor Ivanovich Tiutchev.” Dictionary of Literary Biography 205: Russian Literature in the Age of Pushkin and
            Gogol: Poetry and Drama. Ed. Christine A. Rydel. Detroit: Gale, 1999.
      

      
      Pratt, Sarah Claflin. Russian Metaphysical Romanticism: The Poetry of Tyutchev and Boratynskii. Stanford, Calif.: Stanford University Press, 1984.
      

      
      ———. Semantics of Chaos in Tyutchev. Munich: Verlag Otto Sagner, 1983.
      

      
      Riasanovsky, Nicholas V. The Emergence of Romanticism. Oxford: Oxford University Press, 1928.
      

      
      Safonov, Sidonie H. “The Metaphors in Tiutchev’s Philosophical Poems.” Bulletin of the Rocky Mountain Modern Language Association 26 (1972): 55–64.
      

      
      Horace Walpole

      
      Ketton-Cremer, R. W. Horace Walpole: A Biography. 3rd ed. London: Methuen, 1964.
      

      
      Kiely, Robert. The Romantic Novel in England. Cambridge, Mass.: Harvard University Press, 1972.
      

      
      Smith, Warren Hunting, ed. Horace Walpole: Writer, Politician, and Connoisseur, Essays on the 250th Anniversary
            of Walpole’s Birth. New Haven, Conn.: Yale University Press, 1967.
      

      
      Mary Wollstonecraft

      
      Brody, Miriam. Mary Wollstonecraft: Mother of Women’s Rights. Oxford: Oxford University Press, 2000.
      

      
      Buss, Helen M., D. L. Macdonald, and Anne McWhir, eds. Mary Wollstonecraft and Mary Shelley: Writing Lives. Waterloo, Ontario: Wilfrid Laurier University Press, 2001.
      

      
      Craciun, Adriana, ed. A Routledge Literary Sourcebook on Mary Wollstonecraft’s A Vindication of the Rights of Woman. London: Routledge, 2002.
      

      
      Flexner, Eleanor. Mary Wollstonecraft. Baltimore, Md.: Penguin, 1973.
      

      
      Gordan, Lyndall. Vindication: A Life of Mary Wollstonecraft. New York: HarperCollins, 2006.
      

      
      Guralnick, Elissa S. “Radical Politics in A Vindication of the Rights of Woman.” Studies in Burke and his Time 18 (1977): 155–66. A Vindication of the Rights of Woman: A Norton Critical Edition. 3rd ed. Ed. Deidre Shauna Lynch. New York: Norton, 2009.
      

      
      Jacobs, Diane. Her Own Woman: The Life of Mary Wollstonecraft. New York: Simon & Schuster, 2001.
      

      
      Johnson, Claudia L., “The Distinction of the Sexes: The Vindications.” Equivocal Beings: Politics, Gender, and Sentimentality in the late 1790s. Chicago: University of Chicago Press, 1995. Rpt. in A Vindication of the Rights
         of Woman: A Norton Critical Edition. Ed. Deidre Shauna Lynch. New York: Norton, 2009.
      

      
      ———, ed. The Cambridge Companion to Mary Wollstonecraft. Cambridge: Cambridge University Press, 2002.
      

      
      Kaplan, Cora. “The Rights of Woman and Feminine Sexuality: Mary Wollstonecraft.” The Proper Lady and the Woman Writer. University of Chicago Press, 1984. Rpt. in A Vindication of the Rights of Woman: A Norton Critical Edition. Ed. Deidre Shauna Lynch. New York: Norton, 2009. 335–49.
      

      
      Kelly, Gary. Revolutionary Feminism: The Mind and Career of Mary Wollstonecraft. New York: Saint Martin’s, 1996.
      

      
      Lynch, Deidre Shauna, ed. A Vindication of the Rights of Woman: A Norton Critical Edition. New York: Norton, 2009.
      

      
      Montgomery, Fiona A. “Mary Wollstonecraft.” Dictionary of Literary Biography 252: British Philosophers, 1500–1799. Ed. Philip B. Dematteis, Detroit: Gale Group, 2001. Web.
      

      
      Myers, Mitzi. “Reform or Ruin: ‘A Revolution in Female Manners.’” Studies in Eighteenth-Century Culture 11 (1982): 199–216. Rpt. in A Vindication of the Rights of Woman: A Norton Critical Edition. 3rd ed. Ed. Deidre Shauna Lynch. New York: Norton, 2009. 319–35.
      

      
      Pollitt, Katha. Introduction. A Vindication of the Rights of Woman. By Mary Wollstonecraft. New York: Modern Library, 2001.
      

      
      Poovey, Mary. From “The Proper Lady and the Woman Writer.” A Vindication of the Rights
         of Woman: A Norton Critical Edition. Ed. Deidre Shauna Lynch. New York: Norton, 2009. 349–63.
      

      
      Taylor, Barbara. “The Religious Foundations of Mary Wollstonecraft’s Feminism.” The Cambridge Companion to Mary Wollstonecraft. Ed. Claudia L. Johnson. Cambridge: Cambridge University Press, 2003. Rpt. in A Vindication
         of the Rights of Woman: A Norton Critical Edition. Ed. Deidre Shauna Lynch. New York: Norton, 2009. 375–95.
      

      
      ———. Mary Wollstonecraft and the Feminist Imagination. Cambridge Studies in Romanticism 56. Cambridge: Cambridge University Press. 2003.
      

      
      Todd, Janet. Mary Wollstonecraft: A Revolutionary Life. New York: Columbia University Press, 2000.
      

      
      Tomalin, Claire. The Life and Death of Mary Wollstonecraft: The Outstanding Biography of a Brilliant
            and Radical Woman. Rev. ed. New York: Penguin, 1992.
      

      
      Dorothy Wordsworth

      
      Ellis, Amanda M. Rebels and Conservatives: Dorothy and William Wordsworth and Their Circle. Bloomington: Indiana University Press, 1968.
      

      
      Gittings, Robert, and Jo Manton. Dorothy Wordsworth. New York: Oxford University Press, 1985.
      

      
      Selincourt, Ernest de. Dorothy Wordsworth. London: Oxford University Press, 1933.
      

      
      ———, ed. Journals of Dorothy Wordsworth. Hamden, Conn.: Archon Books, 1970.
      

      
      Wilson, Frances. The Ballad of Dorothy Wordsworth: A Life. New York: Farrar, Straus, & Giroux, 2008.
      

      
      William Wordsworth

      
      Bate, Jonathan. Romantic Ecology: Wordsworth and the Environmental Tradition. London: Routledge, 1991.
      

      
      Gill, Stephen, ed. The Cambridge Companion to Wordsworth. Cambridge: Cambridge University Press, 2003.
      

      
      ———, ed. William Wordsworth: A Life. New York: Oxford, 1990.
      

      
      Hartman, Geoffrey. Romanticism, Writing, and Sexual Difference: Essays on The Prelude. New York: Oxford, 1989.
      

      
      ———. The Unremarkable Wordsworth. London: Metheun, 1987.
      

      
      ———. Wordsworth’s Poetry: 1787–1814. Rpt. Cambridge, Mass.: Harvard University Press, 1987.
      

      
      Johnston, Kenneth. The Hidden Wordsworth: Poet, Lover, Rebel, Spy. New York: Norton, 1998.
      

      
      ———. Wordsworth and The Recluse. New Haven, Conn.: Yale University Press, 1984.
      

      
      Kelley, Theresa M. Wordsworth’s Revisionary Aesthetics. Cambridge: Cambridge University Press, 1988.
      

      
      Worthen, John. The Gang: Coleridge, the Hutchinsons, and the Wordsworths in 1802. New Haven, Conn.: Yale University Press, 2001.
      

      
      Edward Young

      
      Bliss, Isabel St. John. Edward Young New York: Twayne, 1969.
      

      
      Forster, Harold. Edward Young: The Poet of the Night Thoughts 1683–1765. Alburgh Harleston, UK: Erskine, 1986.
      

      
      Grant, John E., Edward J. Rose, and Michael Tolley. William Blake’s Designs for Edward Young’s Night Thoughts: A Complete Edition. Ed. David Erdman. Oxford: Clarendon Press, 1980.
      

      
      Odell, Daniel W. “The Argument of Young’s Conjectures on Original Composition.” Studies in Philology 78 (1981): 87–106.
      

      
      Pettit, Henry, ed. The Correspondence of Edward Young 1683–1765. Oxford: Clarendon Press, 1971.
      

      
      Wicker, Cecil V. Edward Young and the Fear of Death: A Study of Romantic Melancholy. Albuquerque: University of New Mexico Press, 1952.
      

      
      Young, Edward. Night Thoughts. Ed. Stephen Cornford. Cambridge: Cambridge University Press, 1989.
      

      
      Web Pages and Resources

      
      Annand, Mark. Greenwood’s Map of London 1827. Bath Spa University. http://users.bathspa.ac.uk/greenwood/.
      

      
      Attributions of Authorship in the European Magazine. University of Virginia. www.bsuva.org/.
      

      
      Attributions of Authorship in Gentleman’s Magazine. University of Virginia. www.bsuva.org/.
      

      
      Bassett, Troy J. 18th- and 19th-Century British Women Writers Association. http://sites.ipfw.edu/bwwa/.
      

      
      Blake: An Illustrated Quarterly. University of Rochester. http://blake.lib.rochester.edu/blakeojs/index.php/blake.
      

      
      Bodleian Library Broadside Ballads. University of Oxford. www.bodley.ox.ac.uk/ballads/ballads.htm.
      

      
      Brady, Corey, et al. The Dictionary of Sensibility. University of Virginia. http://graduate.engl.virginia.edu/enec981/dictionary/intro.html.
      

      
      British Poetry Archive. University of Virginia Electronic Text Center. www.library.virginia.edu/organization/etext/.

      
      Bushell, Sally, and Jeff Cowton. From Goslar to Grasmere: William Wordsworth: Electronic Manuscripts. Lancaster University and the Wordsworth Trust. www.digitalwordsworth.org/.
      

      
      Byron Society of America. University of Delaware. www.byronsociety.org/bsa/.

      
      Byron Society Collection. University of Delaware. www.byronsociety.org/bsc/.

      
      Charlotte Turner Smith. University of Nebraska Lincoln Libraries. http://cdrh.unl.edu/ctsmithsite/index.html.
      

      
      Chaplin, Sue, and Joel Faflak, eds. Literature Compass: Romanticism. Wiley-Blackwell. http://literature-compass.com/romanticism/.
      

      
      Color Printing in the Nineteenth Century. University of Delaware Library. www.lib.udel.edu/ud/spec/exhibits/color/.
      

      
      Corvey Women Writers on the Web. Sheffield Hallam University. www2.shu.ac.uk/corvey/CW3/.
      

      
      Craciun, Adriana. Women Romantic Era Writers. University of California, Riverside. http://craciun.ucr.edu/women-romantic-era-writers/.
      

      
      Crochunis, Thomas C., and Michael Eberle-Sinatra. British Women Playwrights around 1800. University of Montreal. www.etang.umontreal.ca/bwp1800/.
      

      
      De Montluzin, Emily Lorraine. The Poetry of Gentleman’s Magazine, 1731–1800: An Electronic Database of Titles, Authors, and First Lines. Francis Marion University. www.gmpoetrydatabase.org/db/.
      

      
      Decker, Cathy. The Regency Fashion Page. Chaffey College. http://locutus.ucr.edu/~cathy/reg3.html.
      

      
      Donohue, Joseph. London Stage Project 1800–1900. University of Massachusetts, Amherst. http://people.umass.edu/~a0fs000/lsp.html.
      

      
      Eaves, Morris, Robert Essick, and Joseph Viscomi, eds. The William Blake Archive. University of North Carolina, Chapel Hill, and University of Rochester. www.blakearchive.org/blake/.
      

      
      Eberle-Sinatra and Michael and Dino Franco Felluga, eds. Romanticism and Victorianism on the Net. University of Montreal. http://ravonjournal.org/.
      

      
      Eighteenth-Century Database. www.theatredatabase.com/18th_century/.

      
      Fay, Elizabeth. The Bluestocking Archive. University of Massachusetts, Boston. www.faculty.umb.edu/elizabeth_fay/archive2.html.
      

      
      Ford, Susan Allen. The Jane Austen Society of North America. www.jasna.org/persuasions/.

      
      Frank, Frederick S. The Sickly Taper: A Bibliography of Gothic Scholarship. Allegheny College. www.thesicklytaper.com/.
      

      
      Freistat, Neil, Steven E. Jones, and Carl Stahmer. “‘Romanticism’ in Crisis: A Panel
         Discussion on Period and Profession.” Romantic Circles. University of Maryland. www.rc.umd.edu/sites/default/RCOldSite/www/features/crisis/crisis.html.
      

      
      The Friends of Coleridge Society. www.friendsofcoleridge.com/.

      
      Garrett, James M. Wordsworth Variorum Archive. California State University at Los
         Angeles. www.wordsworthvariorum.com/.
      

      
      Grimes, Kyle. The William Hone Bio Text, 1780–1817. University of Alabama. http://honearchive.org/.
      

      
      Hamberg, Cynthia. My Hideous Progeny: Mary Shelley’s Frankenstein. www.maryshelley.nl/.
      

      
      Hancher, Michael. British Periodicals at Minnesota: The Early Nineteenth Century. University of Minnesota. http://mh.cla.umn.edu/britper.html.
      

      
      Harris, Kathleen D. Forget Me Not: A Hypertextual Archive of Ackermann’s 19th-century Literary Annual. San Jose State University. www.orgs.muohio.edu/anthologies/FMN/.
      

      
      Hart, Michael. Project Gutenberg. www.gutenberg.org/.
      

      
      Hilton, Nelson. Blake Digital Text Project. University of Georgia. www.english.uga.edu/wblake/home1.html.
      

      
      Hootman, Harry E. British Annuals and Giftbooks. www.britannuals.com/mes/mesp1-2.php?siteID=britannuals&pageref=1.
      

      
      Institute for Advanced Technology in the Humanities. University of Virginia. http://jefferson.village.virginia.edu/.

      
      The International Association of Byron Societies. www.internationalbyronsociety.org/.

      
      International Conference on Romanticism. Brigham Young University. http://icr.byu.edu/.

      
      International Gothic Association. University of Stirling. www.iga.stir.ac.uk/.

      
      The Internet Library of Early Journals. Universities of Birmingham, Leeds, Manchester,
         and Oxford. www.bodley.ox.ac.uk/ilej/.
      

      
      Jane Austen Information Page. Republic of Pemberley. www.pemberley.com/janeinfo/janeinfo.html.
      

      
      Kazanjian, Michael H. French Revolution Pamphlet Collection. Emory University. http://beck.library.emory.edu/frenchrevolution/.
      

      
      Keats-Shelley Association of America. http://k-saa.org/.

      
      Kelly, Gary. Streetprint: Revolution & Romanticism. CRC Humanities Computing Studio. www.crcstudio.org/streetprint/index.php?c=1.
      

      
      Liu, Alan. British Newspaper Coverage of the French Revolution. University of California, Santa Barbara. http://oldsite.english.ucsb.edu/faculty/ayliu/research/around-1800/FR/.
      

      
      ———. Voice of the Shuttle: Romanticism. University of California, Santa Barbara. http://vos.ucsb.edu/browse.asp?id=2750.
      

      
      Liu, Alan, and Laura Mandell. The Romantic Chronology. http://rchrono.english.ucsb.edu/.
      

      
      Lynch, Jack. Literary Resources on the Net. Rutgers University. http://andromeda.rutgers.edu/~jlynch/Lit/.
      

      
      Mandal, Anthony, and Tim Killick, eds. Cardiff Corvey: Reading the Romantic Texts. Cardiff University. www.cardiff.ac.uk/encap/journals/corvey/.
      

      
      Mandell, Laura. The Poetess Archive. Texas A&M University. http://idhmc.tamu.edu/poetess/.

      
      Miall, David S., and Duncan Wu. Romanticism: The CD-ROM. University of Alberta. www.ualberta.ca/~dmiall/ROMCDINF.HTM.
      

      
      Moody, Ellen. Calendars for Jane Austen’s Novels. George Mason University. www.jimandellen.org/austen/emcalendars.html.
      

      
      Nichols, Ashton. Romantic Natural History. Dickinson College. http://blogs.dickinson.edu/romnat/.
      

      
      NINES: Nineteenth-century Scholarship Online. www.nines.org/.

      
      North American Society for the Study of Romanticism. University of Western Ontario.
         http://publish.uwo.ca/~nassr/.
      

      
      North American Society for the Study of Romanticism Listserv Archives. West Virginia
         University. https://listserv.wvu.edu/cgi-bin/wa?A0=NASSR-L.
      

      
      Ockerbloom, Mary Mark, ed. A Celebration of Women Writers. University of Pennsylvania. http://digital.library.uPa.edu/women/.
      

      
      ———, ed. A Celebration of Women Writers: Anna Letitia Aikin Barbauld (1743–1825). University of Pennsylvania. http://digital.library.uPa.edu/women/barbauld/biography.html.
      

      
      ———, ed. A Celebration of Women Writers: Felicia Hemans (1793–1835). University of Pennsylvania, 2014. http://digital.library.uPa.edu/women/hemans/biography.html.
      

      
      Online Gallery: John Keats. British Library. www.bl.uk/onlinegallery/features/keats/keats.html.

      
      Payne, Charlotte. British Women Romantic Poets, 1789–1832. University of California Davis General Library. http://digital.lib.ucdavis.edu/projects/bwrp/.
      

      
      Plamondon, Marc R. Representative Poetry Online. University of Toronto. http://rpo.library.utoronto.ca/.
      

      
      Richardson, Alan. Literature, Cognition & the Brain. Boston College. https://www2.bc.edu/~richarad/lcb/home.html#bib.
      

      
      Robin Hood Project. Robbins Library. University of Rochester. http://d.lib.rochester.edu/robin-hood.

      
      Runge, Laura L. Mary Darby Robinson Bibliography. University of South Florida. http://chuma.cas.usf.edu/~runge/MRobinson.htm.
      

      
      Sangster, Matthew. British Association for Romantic Studies. www.bars.ac.uk/.
      

      
      Simkin, John. British History 1700–1950. Spartacus Education. www.spartacus.schoolnet.co.uk/industry.html.
      

      
      Spenser and the Tradition: English Poetry 1579–1830, Search Commentary Records. http://spenserians.cath.vt.edu/SearchCommentary.php.
      

      
      The Thomas Love Peacock Society. www.thomaslovepeacock.net/.

      
      Vardy, Alan, ed. Essays in Romanticism. City University of New York. http://wfs.gc.cuny.edu/eir/.
      

      
      Vargo, Lisa, and Allison Muri, eds. The Anna Letitia Barbauld Website. University of Saskatchewan. www.usask.ca/english/barbauld/.
      

      
      Walter Scott Digital Archives. Centre for Research Collections, Edinburgh University
         Library. www.walterscott.lib.ed.ac.uk/.
      

      
      Ward, Dana. William Godwin Archive. Pitzer College. http://dwardmac.pitzer.edu/Anarchist_Archives/godwin/Godwinarchive.html.
      

      
      Watt, R. J. C. The Web Concordances. University of Dundee. www.concordancesoftware.co.uk/webconcordances/.
      

      
      Weir, Zach, and Laura Mandell, eds. Anna Letitia Barbauld, Prose Works. University of Miami, Ohio. www.orgs.muohio.edu/womenpoets/barbauld.
      

      
      White, Daniel E. Selected Bibliography: Anna Letitia Barbauld (1743–1825). University of Toronto. http://andromeda.rutgers.edu/~jlynch/C18/biblio/barbauld.html.
      

      
      William Blake Exhibit. Metropolitan Museum of Art, New York. www.metmuseum.org/exhibitions/listings/2001/william%20blake.
      

      
      The Wordsworth Circle. New York University. www.nyu.edu/gsas/dept/english/journal/wordsworth/.

      
      The Wordsworth Conference Foundation. http://wordsworthconferences.org.uk/.

      
      The Wordsworth Trust. https://wordsworth.org.uk/home.html.

      
      Wright, Julia. Bibliography of Nineteenth-Century Irish Literature. Dalhousie University. http://irish-literature.english.dal.ca/.
      

      
      
   
      About the Author

      
      
      Paul Varner was born in west Texas. After completing his undergraduate studies at Oklahoma Christian
         University in 1973, he attended the University of Tennessee in Knoxville from 1973
         to 1981 where, along with his wife, Jeanine, he completed his MA and PhD in English;
         he and Jeanine received their PhDs the same day. Professor Varner currently serves
         as scholar in residence for the English Department at Abilene Christian University
         in Abilene, Texas. He and Jeanine have two children—Bart, a musician, and Tess, a
         philosopher. Professor Varner has published widely on 18th-century English literature,
         the literature of the American West, current American poets, and the literature of
         the Beat Generation. He has written three previous volumes in this series—Historical Dictionary of Westerns in Cinema (2008), Historical Dictionary of Westerns in Literature (2010), and Historical Dictionary of the Beat Movement (2012)—all published by Scarecrow Press. He is also the editor of Westerns: Paperback Novels and Movies from Hollywood (2008) and New Wests and Post-Wests: Literature and Film of the American West (2013).

      
      
   toc_nav.xhtml

      
         
            		Title Page


            		A


            		B


            		C


            		D


            		E


            		F


            		G


            		H


            		I


            		J


            		K


            		L


            		M


            		N


            		O


            		P


            		Q


            		R


            		S


            		T


            		U


            		V


            		W


            		Y


            		Bibliography


            		About the Author


         


      
   

images/34-hd_logo.png
HIST ARY





images/35-logo_tm.tif.png





images/33-W01-cover.jpg
HISTO =il DI T IOBMARY of

ROMANTICISM
IN LITERATURE

PAuL VARNER






