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PREFACE. 

A SELECTION like this is naturally. based on accepted 
anthologies. The editor has especially referred to 
Mr. Henley's all-inclusive book of English Lyrics and 
Mrs. Meynell's more fastidious choice, TM Flower of tl~ 
Mind, the notes to which he has found most stimulating. 
Only one piece, the first chosen from Keats, has been 
included on other grounds than those of recognized 
poetic worth. It appeared important, as an illustration 
both of one element in Keats' poetic genius and of 
certain aspects of essential poetic theory, which the 
editor seemed to find more clearly exemplified in Keats 
than elsewhere in English verse .. 

That theory, in so far as he seems to himself to 
comprehend it, the editor has endeavoured to formulate 
in the first introduction, both because he considered this 
little book as likely to be, for some students, an iu
troduction to poetry, and in need, therefore, of some 
expositions of the aims and means of that art, and 
because he himself derived no little benefit from the 
necessity of expressing, in connected sequence, thoughts 
which have been for some time habitual with him. He 
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vi PREFACE. 

need hardly say that he counts on the generous 
co-operation of teachers in elucidating these consider
ations to the student. 

Books to which he feels bound to express especial 
indebtedness are: Messrs. Ellis & Yeats' edition of 
Blake, Gilchrist's Life of Blake, and Mr. Laurence 
Housman's W1'itings of William Blake; Matthew -Arnold's 
Poems of Wordsworth -; Mr. Colvin's Selectionsf1'Om Larulol' 
and his Keats; Patmore's P1'inciple in Art; the French 
translations of Poe by Baudelaire &. Mallarme; Professor 
Saintsbury's lIfatthew A1'1wld; and in merely philological 
matters, the Oxford and Century Dictionaries, and the 
concordances to Shakespeare of Mr. Bartlett, and to 
Milton of Bradshaw. The bulk of the linguistic notes is 
due to Messrs. Pickburn & Brereton; and Mr. Brereton 
has been especially helpful in comparing the text with 
that of the authentic editions. 

SYDNEY, September 25th, 1899. 
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INTRODUCTION. 

1 THEORETICAL. 

IF the British race had never gained glory by any other 
feat, ~ts name would still have gone down to.the ages yet 
to come as that of the nation possessing the greatest 
body of high poetry, after the Greeks; and when I say 
after the Greeks, I would limit the preposition to its 
time-meaning, since it would be difficult to say which of 
the two literatures, Greek and English, is superior ,to the 
other in poetic value. And this is remarkable in the 
case of English poetic genius,_that, even after the unique 
phenomenon of Shakespeare and the luxuriant Eliza
bethan period, after the solemn splendour of Milton
and these would have sufficed for the glory of a literature 
-these latter times were to exhibit a continuous blossom
ing of the imagination, in at least half-a-dozen poets of 
the first rank and how many others of high value. 

It is to the men who revived poetry at the beginning . 
of our century that this book would introduce you: 
before passing to chosen specimens of. their work, I 
would present to you, first, a few reflections on the 

xi 



xii FROM BLAKE TO ARN01;.D. . 

nature of the poetic art; secondly, certain remarks on 
their relation to their direct predecessors in literature. 

It is not here my intention to offer you any final all
embracing theory of poetry: apart from the inoppor
tunity of such argument in a work of this kind, there is 
enough difficulty in the task to terrify him who would 
attempt it, and many a strong spirit has failed therein. 
Seeing that most often the philosopher or artist who has 
set out to expound .the nature of art, and especially of 
poetry, has been happiest in isolated remarks, I would 
limit my ambition to the statement of a few general· con
siderations on the most important points of our subject, 
considerations which are not necessarily novel, yet have 
been thought out consistently by the author of their 
present statement. To some amount of coherence they 
do therefore pretend j they must, however, be regarded as 
being merely the enveloping. lines, as it were, of a figure 
not strictly defined. 

The definitions of poetry are already many. From the 
artist's special point of view, that of Edgar Poe, The 
rhythmical creation of Beauty, is the most alluring. Of 
late definitions the most popular seems to be that which 
would reduce poetry, with all art, to the mere expression 
of emotion; poetry being distinguished from other art 
merely by its medium of speech, and from the ordinary 
expression of emotion in language by the rhythmical 
quality of its utterance. The statement of this theory 
is its sufficient refutation; to consider it more closely, 
however, will carry us over a part of our consideration 
of poetry. 

The direct motive in poetry, as in all art, is emotion. 
It may be emotion arising from any occurrence in human 
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life, whether that occurrence belong to external ex-. 
istence, as the encounter with a person who becomes 
dear to the poet, or to the intimate life, as the devotion 
to an idea. The emotion, as expressed in poetry, must 
explain its accompanying or generating conditions, as a 
love-poem must contain some reference to the beloved: 
thus, then, in the higher poetry, other spiritual elements 
besides emotion are. not excluded..,..the poet's ideas and 
conception of the universe, for instanc~since ideas are 
interesting, perhaps, only as parts of man's passional 
life, as beliefs. But emotion must exist and be ex
pressed, otherwise there is no poetry. Such is the 
necessary place of emotion in poetry, that of the motive, 
of the directing power. But the definition we are to 
consider would make it the sole subject:matter, its mere 
expression the whole art. Against which there are two 
fatal objections: the first, that out of the mere fact 
of emotion, general and unqualified, one can draw no 
necessary reason for the use of rhythmical language; 
seeing that, if our sole business be to express emotion, 
we can do so in all cases without employing rhythm, in 
many without employing articulate language at all, pain, 
for instance, being fully expressed in a cry; that it then 
becomes necessary to qualify the emotion as "poetical," 
thus retuming to the original state of the question: 
the second, that we can cite many passages wherein 
emotion is uttered in rhythmical language. and wherein 
there is yet no poetry: it is then insufficient to call this 
art the expression of human emotion in rhythmical 
language. Thus, many a poet, under stress of 'emotion, 
in itself most noble, has produced verse rhythmical and 
technically faultless, in which yet there is no satisfaction 
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for the poetic spirit. Thus, Wordsworth (whom I choose 
because none has more sinned in this respect than he): 

o for the coming of that glorious time 
When, prizing knowledge as her noblest wealth 
And best protection, this Imperial Realm, 
While she exacts allegiance, shall admit 
An obligation, on her part, to teach 
Them who are born to serve her and obey. 

(Quoted by Matthew Arnold, Preface to 
Poems oj Wordsworth, p. xx.) 

We recognize that the poet was here inspired by .most 
generous emotion and that he has undoubtedly expressed 
it: yet we cannot but confess that his words are merely 
so much prose, that there is no evident reason why 
'he shouJd have chosen the rhythmical language of verse. 

The definition of Mr. Theodore Watts-Dunton is at 
least fuller: Poetry is the concrete and artistic expressiun of 
the hwman mind in emotiunal and rhythmical language. 
The word concrete here is the word which the other 
definition lacked. But even it is vague, as inaeed the 
whole definition is. We find here various qualities of 
Poetry-the essential ones, it is true-but merely 
juxtaposed: the definition in no way makes cl~ar how 
or why they demand each other's presence. But this 
perhaps 'is what no definition can do. 'It will be more 
useful for. us to follow the course we have already 
begun. We found that the definition which we first 
took into consideration failed in that it did not qualify 
the word emotion. Let us ask: What is required to 
fit emotion for poetic expression ¥ What, for instance, 
was it that Wordsworth lacked when writing the pas
sage quoted ~ 1\'hat is it that is necessary to convert 
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an .impulse, already admirable in itself, into true poetical 
inspiration I The answer is, Imagination. A trans
formation of force is necessary, in the spiritual world; 
before an enthusiasm, moral 01' sensuous, can produce 
poetry; just as, In the material world, transformation of 
force must take place before heat can result from motion. 
Moral enthusiasm, love, anger, all belong to one kind 
of emotion, the extra-poetical: recast and altered by the 
imagination, they become poetry. 

Let us then say that poetry is the expression of 
imagination in language, acknowledging that this is not 
a definition, but a text for explanation. ' 

In the first place, seeing that the word imagination is 
used to denote· the invention of things not existing in 
experience, and the creation of characters-which is part 
of the novelist's task-we do not advance much by its 
bare use. . Let us, however, distinguish between imagi
nation, pure and simple, and the invention of incident, 
either in verse or prose, Invention properly so called, 
and the creation of character, a dramatic gift and quite 
unessential to poetry. 

Considering now imagination, we shall find its simplest 
function, technically envisaged, to consist in the put
ting of thought and emotion into concrete iIma.qes,l 

1 The definftion is empiricaL Imagination has nothing to do 
with the fictions idea, emotion, senaa.tion: it deals directly with 
the living spiritual unity or "mood" (p. xxii.), to which it gives 
the only possible expression. When you can extract from the 
expressed poem any residue of .. idea." or the like, you may be 
Bure either that you have Dot properly rea.d the poem (which is 
most probable), or that the poem contains unpoetic elements. Of 
course you will find Buch residue carefully extracted for you in 
the Dote. to this book: but here all is empiricaL 
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which images must be images of/Jeauty, giving pleasure 
to a ·certain sense, the sense ol\beauty. There is no 
possible definition of beauty in terms of aDfthing other 
than itself: one can only ask, Does this or this affect me 
in a certain way 1 Just so there is no other defini
tion of light than that which enables the eye to see, 
and the seeing eye is final arbiter, We shall, at least, 
fiild out a little more concerning the nature of Beauty in 
the course of our inquiry, 

Imagination is best explained by citing instances. 
Take Wordsworth when his moral enthusiasm has be
come poetical : 

Stern Lawgiver! yet dost thou wear 
i'he Godhead;s most benignant grace r 
Nor know we anything so fair 
As is the smile upon thy face: 
Flowers laugh before thee on their beds 
And fragrance in thy footing treads; 
ThOll dost preserve the stars from wrong; 
And the most ancient Heavens, through Thee, are 

fresh and strong. (Ode to Duty.) 

This is quite different from the prosiness of the passage 
abo~e quoted. The idea of Duty is not here an abstract 
conception, it has found vivid expression in concrete 
imagery. Flowers laughing in their beds are a beautiful 
living s.ymbol of the joy which the poet conceives as 
attending on obedience to law; the ordered courses of 
the stars are no longer an object of dull measurement, 
but part of a living who~e informed with an idea. 
Thought, emotion, and sense are here inseparably united, 
and their union is beauty. 

It must not be thought that, because the poet should 
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deal with concretes instead of with abstracts, the .mere 
ingenious handling of detail, however beautiful it may 
be in itself, is imagination.l Imagination deals with 
beauty as significance, the union of sense and spirit. It 
is a lower fac\l~ty, Fancy, which manipulates beautiful 
detail in an ingenious and charming fashion. (I need 
not allude to mere description, which is not literature 
at all, but journalism.) Thus, in a song of Shakespeare's, 
the opening lines 

Full fathom five thy father lies: 
Of his hones is coral made ; 

Those are pearls that were his eyes: 

are merely fanciful; whereas the following: 

Nothing of him that doth fade, 
Bnt doth sufi"r a sea-change 
Into something rich and strange ; 

just because they are more abstract and more mysterious 
than the others, while yet keeping close to the. concrete 
fact, are purely imaginative. They express the inner 
idea of all the beautiful fact explained in the first three 
lines. 

Returning now to the statement that imagination is a 
unity of the spirit in beauty, I would from that point 
lead the student to a nearer apprehension of its nature, 
by way of a discussion of certain aspects of poetic form. 
The student will observe that & large part of the texture 
of every poem consists of what are technically termed 
similes and metaphors-comparisons, that is, between 

1 Mr. Watts-Dunton insists so strongly on the concreteness of 
poetry that he makes the highest, or "absolute," poetic visioll to 
cODsist ill .seeing the detait. of IlDother person's SD1~l. 

/J 
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spiritual and material fact. Thus the passage of Words
worth above quoted assumes many such comparisons, a 
general belief in kinship ·between the voice of conscience 
and natural law. Compare the little' Song by Shelley, 
Music when soft voices die; or W ordswor~h's lines on the 
" immortal sea" in his Ode on Intimations of Im'TJ1Qftality. 
All poetry is built up on such simple comparisons, how
ever much the comparison may be subtilized in expression. 
Each true poem gathers the images which are akin to 
the emotion prompting it. But this implies, does it not, 
the belief in a universal kinship of all heauty, of all 
beautiful natural and material objects with the pure 
impulses of the spirit 7 It is impossible for the poet to 
celebrate anyone. thing singly, without reference to its 
kin. Poetry is the evidence of the adequacy of the 
human soul to all that is beautiful: in it there is an 
exchange between the two, the soul receiving II! body 
of beauty, and conferring on the material world true 
significance. 

This I hold to be the fundamental imaginative act, and 
I perceive implied in it the creation of a perfect life. 
Were the spirit in each of us thoroughly adequate to all 
beauty, the strife between soul' and' sense, between man 
and nature, would be abolished-the paradisal state would 
be now a reality. The tendency of all true poetry is 
to free from the manifold small disturbances of life the 
large, rhythmical states or "moods" of the soul-the 
abiding figures whose union is the type, the ideal or 
perfect human figure, which it is not given to anyone 
man to be: poetry is inspired by what Shelley calls 
the "life of life." Since we do not live such a life we 
create it in art, and poetry becomes our" complementary 
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life." It can now be understood why beauty is the 
object of poetry, since such perfect life is not a thing to 
be proven by argument, nor to be inculcated by moral 
precept, but to be felt spiritually as a divine pleasure. 
Perfection is always Beauty. Further, to recur to a· 
technical question, we perceive the necessity of the 
rhythmical form of verse, since what is really expressed 
in poetry, the kinship of all beauty, is a system of 
harmonies and rhythms, the relations between all 
elements of beauty. And the directing emotion of a 
poem, in obedience to whicb these elements unite, is 
always expressed more by the music of the verse than 
by the logic of the words. . 

An'instinctive feeling of thiS mysterious correspond
ence of things guided those anonymous poets, the 
creators of the ancient myths. Their personages, frag~ 
mentary expressions of the perfect human type implied 
in all poetic creation, are always human interpretations 
of natural fact, embodiments in oute~ beauty of human 
life, of those ideal "moods" which alone are vast, 
clear, and simple enough to be adequate ,to natural 
aspects. Not . merely because- the sun sets, but because 
the splendours of the sunset evoke vast feelings of dying 
magnificence, fading glory, and passion come to its term, 
did the setting sun become the hero going to his great 
doom after a life of kindly might. Not merely because 
the dawn fades in the brilliancy of morn, but because 
the dawn-light suggests shy tenderness, did the dawn. 
become the trusting maiden abandoned by the hero 
called to glorious life. The student may consult the 
introduction and notes to the poems selected from Keats 
to see how a great poet may reinforce his own natural 
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gift by feeling back along the myths towards that 
instinctive insight into the idea which man and nature 
go to make up. And our belief in this fundamental 
poetic reality, this intimate and complete cohesion of all
that is beautiful, is strengthened when we see how the 
old simple myths have, under the treatment of great
poets, been found yet capable of expressing the deepest 
and highest thought and emotion to which humanity has 
iu later times arrived. Witness the old fairy-tale of Eros 
and Psyche, of the princess wedded to a spouse whose 
form she does not know, whether divine or monstrous, 
wham to look upon is to lose, found adequate, ·while yet 
remaining unchanged and ever fresh, to adumbrate all 
the secret experiences of the soul in the myste;ies of 
love, human or divine .. 

Another aspect of imagination then is that, by its 
nnion aud intension of all mental forces; by its pre
occupation with the great "moods," it returns to, or 
tends towards, the well-springs and . sources of life, 
where all life is lovely and free from strife or discord, 
which is ugliness. But just because no man may be 
complete or perfect, and si!;'ce none therefore may 
become in life or poetry a final symbol.of ideal humanity, 
we must seek the expression of that life, not in anyone 
poem nor in anyone poet's work, but in "that great 
Poem," as Shelley called it, "which all poets, like the 
co-operating thoughts of one great mind, have built up 
since the beginning of the world "-and are still building 
up, since the work can only be finished with humanity. 
The man who should write that Poem, otherwise than in 

-the hints of scattered imperfect poems (imperfect in the 
light of the poetic idea), would cease to .be man, being a 
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paradox, an artificialIy natural creature-since poetry is 
an artifice whereby to gain glimpses of a naturalness 
denied us in lif~a divine monster. But in this Poem, 
as it is being created, even the work of the meanest has 
its place: if once he has had a moment of unalloyed 
simplicity and singleness of soul, of communion with 
a "mood," one true lyric emotion, he has caught a 
ray of that light which none can see In its entirety. 
Since, then, we must. accept ou1' humanity, since we 
cannot always, or even often, live the perfect life, since 
there is in our existence a great residue of imperfect 
days, it follows that our poetry has largely Beauty 
not as its direct subject, but as its justifying aim. 
We use poetry to express· not the perfect Beauty, but 
our want of it, our aspiration towards it. Setting it far 
off in some imagined empyrean, the poet may even by a 
paradox, treat with fierce irony of life devoid of all 
shadow of it or desire for it. More often his theme will 
be the tragedy of such beauty as this world affords, or 
the fate that dogs the soul intoxicated with perfection. 

I have not defined poetry: I disavowed, at the outset, 
all intention to do so. I have wandered, rather than 
pursued any fixed course, round the -boundaries of our 
subject. Yet I trust that the wanderings have been over 
firm ground, and not too devious. If you should ask me, 
after all, to define poetry, I should say that it is a 
beautiful mystery, and perhaps the definition would be 
found not incomplete. 
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II. HISTORICAL. 

English poetry, at the period which we are about to 
study-by specimens, it is true-was largely romantic, as 
before at its other great time .of blossoming, the Eliza
bethan period. 

The history of nearly all modern literature is that .of a 
conflict between what are known as the classical and 
romantic ideals. The first name is used to designate 
a -method .of art which rules the literatures .of Greece 
and Rome, the second to denote the characteristics of 
mediaeval literature. The distinction is by no means 
an exhaustive one: nor are we to suppose· that the 
works of antiquity are purely classical-Euripides and 
Virgil are largely· romantic-Qr that modern romantic 
poetry is altogether de~oid of the classical virtues, for 
the best tragedies of Shakespeare, for all their profusion 
of incident, are as rigorously arranged in accordance 
with a controlling idea as any Greek drama. 

Classic art is the product .of a mind believing in a 
settled world .of reality, order, and law, a world in 
which .one habitually lives, feeling at home there. 
This spirit expresses itself in literature by a certain 
air .of peace, rest, composure: and from it a noble 
style is most easily born. Milton is, in English 
poetry, the great representative thereof. The technical 
qualities of classic art are a clearness .of style and, 
particularly, a simplicity of arrangement. The parts 
are subordinated to the whole in order that the idea 
may become evident. Beauty of incident and detail 
is often sacrificed, if it -should even seem to threaten 
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the absolute plainness of the idea. The classic artist 
is distinguished from the romantic, not by the pos
session of ideas, but by the quality he chooses to 
insist upon of those ideas. He will have no idea 
that cannot be seen, as it were, in clear everyday 
light, without mystery or penumbra. No one disputes 
his right to have them so. But he would be wI·ong 
if he argued that such ideas alone allswer to reality. 
All ideas, and more particularly clear ideas, are a 
creation of the intellect. What we possess in reality 
is not such concepts, ideas, or thoughtS, but moods 
or states of mind, which exist as united, and are of 
varying degrees of clearness, from the most mysterious 
to the most everyday. The intellect is an instrument 
for analyzing and decomposing them. Thus we dis
integrate them into idea, emotion, and sensation. But 
the 'imagination should rather deal with the unity, the 
living reality. The fictive processes. of science exist 
merely to l1elp the imagination towards better appre
hension of this unity. Of course, the classic poet 
does not put us off with pure idea, or he would be 
no poet. But he accentuates one aspect of the imagina
tive reality, subordinating and restraining his emotion. 

This is a great and noble method of art, as much 
in accordance with' human nature as any other. But 
it is not the whole method, and is consequently 
capable of faults. Such are, in the classicists (as dis
tinguished from the true classics) an insipidity, arising 
from the demand tbat everything should be· presented 
under an aspect of immediateness and clarity, when, 
perhaps, the nature of certain things is that they 
cannot, without losing their true character, be made 
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immediate: and an artificiality, since the classic method 
tends to impose upon the inspiration a law from-with
out, a ready-made convention, instead of a law growing 
directly out of it. All art is in som"e degree con
ventional, but the convention should be found in the 
matter of art itself. 

Now the romantic artist is distinguished from the 
classical by his sense of mystery and wonder: His 
art often begins in naive curiosity, the desire to 
explore strange outlying realms-real or legendary
to escape" from the world of fixed law, which often 
wearies him. He therefore naturally accepts the reality· 
of spiritual states which can only be suggested or 
adumbrated. All means of expression and suggestion 
are welcome to. him. An often used comparison, drawn 
from the graphic arts, illustrates this: the romantic 
is like' a colourist in painting, using that means of 
expression which is most emotional-and, let us add, 
most natural-whereas the classic is more of" a draughts, 
man, the line being an intellectual means of expression 
and as much a fiction as the clear concept, since nature 
does not bound or separate objects by lines-unless it 
be by Euclidean lines of no breadth. The possession 
of the romantic inspiration by no means prevents the 
acquisition of the classic merit of arrangement: Keats' 
Ode to a Nightingale and La belle da'TM sans mercy, 
both poems of pure romance, are as rigorously ordered 
as any classicist exercise. Indeed, all good poetry of 
this century unites both kinds of qualities. The faliIts 
of the romantic spirit are: that in its quest for beauty 
with ali element of strangeness in it, it often is satisfied 
with the merely strange and sometimes with the purely 
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horrible, where the classic might miss beauty by over
much attention to the formal concept; . also, that its 
childish curiosity and delight in strangebllauty causes 
it often to forget the significance of beauty, the idea.. 
Thus, to recur again to the myths, a classic may miss 
the signification of a myth, but not through want of 
having Bought for it: whereas the puerile ·mediaeval 
imagination often took the creatures of mythology as 
given, as existing per se in an amusing world of fancy, 
and, half believing in them, played with them, often 
distorting them into grotesques. This tendency to be 
absorbed in incident and detail, without reference to 
the necessary idea, is a besetting sin of the romantic 
spirit, and some.times becomes mere brainlessness. 
From neglect of the intellectual element in art comes 
again a lack of control, of composure, and consequently 
of style; emotion, being unrestrained by thought, runs 
loose into trouble, restlessness, and vulgar rant. 

Another point of difference between the two schools; 
and one of significance for this period of English verse, 
is their treatment of nature. The classic poet generally 
relegates nature to the b.ackground: the romantic makes 
of it an integral and intimate part of his mood; the 
earlier part of this introduction will give the studen~ 
what I conceive to be the right view of this subject. 
The true art, embracing man and nature, is the symbolic, 
which both classic and romantic art become, at their 
best. By it the mood, in its essence, is always presented 
(or suggested) completely, as a unity, and its beauty is 
constituted by all those correspondences between nature 
and spiritual life, out of which the myths arise. The 
difference between the romantic and classical treatment 
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of nature is so marked that by, this test alone we can 
distinguish the romantic passages in 'Greek or Latin 
poetry. 

In the Elizaliethan age, to which Blake and Keats 
during the period which we are about to study, turned, 
English poetry was romantic, exaggeratedly so. Its 
·character is largely lyrical, even when dramatic: thus 
the personages of Shakespeare and of many of his con
temporaries not merely express themselves in dramatic 
verse, but in moments of crisis become, on their. own 
account, poets, and vent their feelings lyrically. This 
disrespect for literary form-peculiarly English, as far 
as the drama is concerned-was allied with a tendency 
to exaggerate individual oddities 1 (hu'TIUJ'Urs, as they 
were called) and a tendency towards preciousness and 
conceits, an affectation of ingenuity which everywhere 
accompanies the youth of romantic literature. Eliza
bethan literature· itself, threatened to be choked by 
the conceit and the romantic poetry written after 
Shakespeare's death, finally died of its own ingenuity. 
The "conceit" arises from this, that a poet is not 
content to limit his image to the natural relations 
constituting it, but, dwelling on it with absurd affection 
and drawing it out with perverse cleverness, loses him
self in a labyrinth of remote analogies, fantastically 
strange and sometimes absolutely silly. The extreme 
example, perhaps, of the "conceit" in English verse 
is the often beautiful poetry of Richard Crashaw 
(1615-1652), and the classic instance is. his ode on· 

1 The classic tendency being to turn the moods into abstract 
types of character, psychological sculptures: whereas they are 
really intellectual raptures. 
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the Werping of the Magdalen, wherein the eyes of 
Magdalen become "two walking baths," "portable and 
compendious oceans," and her tears, being drawn oft' in 
bottles by the angels, are" a brisk cherub's breakfast."- . 

Against such ingenuity run mad a reaction followed. 
What is known as the classical school of English litera
ture began in the midd1e of the seventeenth an<;l 
extended down to the later decades of the eighteenth 
century. Its best poet' is Dryden, its best-known 
glory Pope. But it should rather be called the 
classicist school. The true classical master in English 
verse is Milton, and he reacted against none, being 
himself, as Shakespeare, whom he loved, was. The 
so-called "classical" school was not classical, because 
imagination was wanting in its verse. The verse of 
this period is an elegant presentation of the ideas of 
the market-place and the court, with refined and witty 
comment thereon: or it satirizes mere circumstance 
of social life.' A striking characteristic is· that 
writers of this time entitled their works, Poems on 
several occo,siqns: there being no "occasion" for writing 
true poetry except the poetic genius and inspiration 
of the writer. Another is the amount of literary 
criticism now done in verse: Pope; as, just. before 
him, Boileau ,in France, imitated with his Essays and 
Epistles that least poetic among well·known, and even 
among some less-known, Latin poets, Horace. Since 
common-sense-they called it "wit"-was the most
prized quality of these "classical" poets) their style 
was formal, ruled by laws from without. They even 
renounced all the rich possibilities' of English rhythm 
for the monotonous measure of the rhymed heroic 
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.line ambling along by couplets. The worst fault of 
this school was that, resolving after all to be poetic, 
it invented that misbegotten jargon known as "poetic 

. diction." The seventeenth-century conceit was bad 
enough, but then the seventeenth-century poet had 
not bound himself down to the use of one everlasting 
~onceit. He could be natural, imaginative, fantastic, 
affected, precious, and silly by turns. Now to call a 
horse "an impatient courser," a cold bath "a gelid 
cistern," a caterpillar" the crawling scourge that smites 
the leafy plain," i~ the operation of a mind more 
prosaic than that which begets conceits. And to con
fine oneself for ever to· the use of such " elegant" . 
periphrasis, and never even by any chance to call a 
spade a spade, is to end in a dull silliness from which 
the older maker of conceits was preserved by his own 
ingenuity. This end was an honour reseryed to the 
later classicists of the eighteenth century. And if such 
language as theirs be not "conceit" in a worse sense, 
mechanical, joyless, unimaginative, then the word 
should not be attached to the seventeenth century 
extravagance. 

This indolence of style was the effect .of poverty 
of imagination and the cause of further impoverish
ment of imagination, which in turn reacted on style. 
Certain it is that when Blake sounded his "trumpet
note before dawn," the poem To the Muses, English 
poetry was in a state of extravagant impoverishment. 
Blake's lucky ignorance of most "classical" poetry 
and his early acquaintance with' the Elizabethans made 
of him the precursor of a poetic age, second to th~ 
Elizabethan only in that it possesses no Shakespeare, 
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superior to it in number of individual geniuses. 
Burns, in Scotland,re-awakened the lyrical spirit as 
Blake had aroused it in England. Then came Cole
ridge and 'Wordsworth, the latter waging inexpiable 
war on the "poetic diction." 1 These men had had 
their earlier precursors, Gray and Collins, in the very 
midd.1e of the eighteenth century: -but their work was 
too small in bulk to come with large impact on the 
inert age. The real change in English verse dates, 
from the two last decades of the last century. 

It must not be supposed that all the poetry written 
during the period under survey was romantic. There 
is no incompatibility between the excellences of classical· 
and those -of romantic art. It is also peculiar to the 
nineteenth century, the heir of all the ages, that classical 
and romantic style should exist. side by side, that 
both should unite to form the style of a single poet. 
Lyrism, the lonely and personal note, the worship of 
beauty-these things are not necessarily romantic.. It 
was an accident of English literary. history that the 
so-called "classical" school should pass over them, 
choosing rather goodsen~e, Ii social" and "clear" 
style, satire. The fact that they were explorers and dis
coverers aroused in the writers before us a romantic
enthusiasm, strengthened when they found themselves 
akin to the great romantics of Elizabethan times. 
That they ore-discovered nature, forgotten during the 
" pqlite" and urban days of literature, was another 
potent factor therein. 

Coleridge and Scott are, of all these men, the most 
thoroughly romantic. They'resemble particularly the 

1 The Btock periphrasis, namely . . 
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contemporary German romantics or, in France, Chateau
briand, in their cult of the legendary past. Byron 
was the turbulent romantic: the generation -that arose 
in France, within five years of his death, inherited 
his attitudinizing habit of revolt. Shelley was a 
romantic with a tincture of classic influen«e. 

The two men whose life and activity cover this 
whole period were thoroughly classic in their art. 
I mean Wordsworth and Landor, both of whom lived 
to the publication of Arnold's poetry, the term of 
Landor's existence - including even the period of all 
Arnold's good work, though Wordsworth's good work 
was done between the years 1798 and 1818, and 
Landor's work in verse was small in value compared 
to that of others. Of these two, Landor was classic 
by training, Wordsworth by some necessity of his 
own nature, though his attitude towards outer nature 
is thoroughly romantic. But. the bare simplicity of 
his mind, his preference of everyday life to legend, 
made for a classic style. 

There remains Keats, whom I hold to have been the 
best endowed of all, the most interesting phenomenon 
of his time in poetry. Beginning as a romantic, with
out any other ~han English models before him, he 
soon made his own the excellences of classic, without 
yielding. any of the powers of romantic, poetry. He 
died while on the way towards a great impersonal 
expression of Beauty, a magnificent symbolic art. .He 
is not merely the great poet of the Odes and Boone/s, 
of La belle dame sans mercy and Hypmon, but more 
-the_ greatest of all "the inheritors of unfulfilled 
renown." 
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likely to attract the reader instead of repelliug him." . 
-SAMSON AGONISTES. "By H. M. PERCIVAL, M.A. 29. 

The (luardian-" His notes are always of real literary value. . .. His Intro· 
duction is equally masterly, and touches all that can be said about the posm.· 
-LYCIDAS. By W. BELL. Sewed,6d. 
-LYCIDAS AND COMUS. By W. BELL. Is.6d. 
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JULTO.-TmI SHORTER POEMS. With Introduction and Notes. 
By A. J. GIIOBGII, M.A. 3s. 6d. 

-TBAarATB OP EDUCATION. By E. E. MORRIS, M.A. _ Is. 9d. 
PALGRAVE-GoLDEN TREASURY OP SONGS AND LYRICS. Book 

Second. By W. BELL, M.A. 3s. 6d. 
POEMS OF ENGLAND. A Selection of English Patriotic Poetry, 

with notes by HBBBPOBD B. GBORGB, M.A., and ARTHUR 
SIDGWICK, M.A. 28. 6d. 

POPE-EssAY ON MAN. Epistles L·IV. Edited by EDWARD E. 
MORRIS, M.A. Is. 3d.; sewed, Is. 

-ESSAY ON MAN. Epistle I., Sewed, 6d: 
-EssAy ON CRITICISM. Edited by J. C. COLLINS, M.A. Is. 94. 
SCOTT-THII LADY OP THE LAKII. By G. H. STUART, M.A. 

2s. 6d. ; sewed, 28. Canto I., sewed, 9d. 
-TmI LAy OP THB LAsT MINSTREL. By G. H. STuART, M.A., and 

E.H. ELLIOT, B.A. 28. Cauto I., sewed, 9d. UantosI.-III., 
and IV.-VI., Is. 3d. ea.ch; sewed, Is. each. 

The Joumal of Bdueatioft-u The text is well printed, :md the notes, 
wherever we have tested them, have proved at once scholarly and simple." 
-MARMION. By MICHAEL MACMILLAN, B.A. 3s.; sewed, 28. 6d. 

The Bptdatot"'-u • • • His introduction is admirable, alike for point 
and brevity:· , 

1'11e India'" Daily NtuI..-uThe present. volume contains the poem in 
:.r~~tY:r thaD 100 ,pages of notes, which .oom to most ovory 

-RoKEBY. By the orne. 3s.; sewed, 28. 6d. , ' 
The 9uam«zn-" The introduction is exceUent, and the notes show much 

csro and roooarch •• 

SHAKESPEARE-THII TEMPEST_ By K. DEIGHTON. Is. 9d. 
The Gtusrdicm.--U Speaking generally of Macmillan's- Series we may say 

that they approach more nearly than any other edition we know to the ideal 
IIChool Shakeflpcare. The introductory remarks are not too much burdened 
with controversial matter; the notes are abundant and to the point, scarcely 

:b~':rl!~e=~.:~et a!~e~th;:~!1~:::.~lanatiOD' either by a para-

-MUCH ADO ABoUT NOTHING. By the 8&IDe. ,28. 
The &hooLmaller-" The notes on words and phrases Fe full and clear." 

-A MIDSUMMER-NIGHT'S DREAM. By the sarnA. Is.9d. 
-THB MBRCIIANT 011 VIINICB. By the s .. me. Is.9d. 
-As You LIKII IT. By the same. Is.9d. 
-'fWELPT1I NIGHT. By the same'. Is.' 9d. 

Tho IIdUCGtitmal N.,..... .. This Is an ."oollont odition of a good play:· 
-THE WINTER'S TALII. By the same. 28. 
-KING JOHN. By the s&me. Is. 9d. 
-RICHARD II. By the ... me. Is. 9d. 
-HENRY IV., Part I. By the same. 28. 6d.; sewed, 2s. 
-HBNRY IV., Part II. By the same. 2s. 6d.; sewed,28. 
-HENRY V. By the same. Is. 9d. 
-RICHARD III. By C. H. TAWNEY, M.A. 28. 6d.; sewed, 28. 

The SCMol Guardian-" Of M.r. Tawney's work as an annotator we can 
speak in tenus of commendation. His notes are full snd always to the pOint." 
-HElfRY VIII. By K. DEIGHTON. Is. 9d. 
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SHAKESPEARE - CORIOLANUS, By - K. DBIGHTON, 2&, 6d.; 

sewed,2&, 
-ROMBO AND JULIBT. By the same. 2s. 6d.; sewed, 2&. 
-JULIUS CAESAR. By the same. Is. 9d. 
-MACBBTH. By the same. Is. 9d. 

The Bducational BtviriP-UTbia is an excellent edition for the student. 
The DOtes are suggestive, . . . and the vivid character sketches of Mac· 
beth and Lady Macbeth are excellent. .. 
-HAMLET. By the same. 2&. 6d.; sewed, 2s-
-KING LEAR. By the same. Is. 9d. 

_ -OTHBLW. By the same. 2s. 
-ANToNY AND CLEOPATRA. By the same. 2s. 6d. ; sewed, 2s. 
-CYMBBLINB. - By the same. 2s. 6d.; sewed, 2s. 

The &olmla_ulrIr. Deighton haa adapted his commentary, both in 
Ollwllo and in C,mb<li"", with great skill to the ",,!uiremente and capacities 
of the readers to whom the series is addressed." . 

SOUTHEY-LU'g OF NBLSON. By MICHAEL MACMILLAN, B.A. 
38.; sewed, 2s. 6d. 

SPENSER-THB FAlIB.I1I QUKBNB. Book I. By H. M. PBR.CIV-AL, 
M.A. 3s.; sewed, 2s. 6d. 

-THE SHEPHEARD'S CALENDER. By C. H. HERFORD, Litt.D. 
2&.6d. 

STEELE-SELB(''1'IONB. By L. E. STEELB, M.A. 2s. 
TENNYSON-SELIICTIONS. By F. J. RowB, M.A., and W. T. 

WEBB, M.A. 3s. 6d. Also in two Parts, 2s. 6d. each. 
Part I. Recollections of the Arabian Nights, -The Lady of 
Shalott,. The Lotos-Eaters, Dora, Ulysses, Tithonus, The 
Lord ot Burleigh, The Brook, Ode on the Death of the 
Duke of Wellington, The Revenge.-Part n. OeDone, The 
Palace of Art, A Dream of Fair Women, Morte d'Arthur, 
Sir Galahad, The Voyage, aud Demeter and Persephone. 

The J"",'IlGl oj Bducalifm-ult should find a wide Clirculation in 
English schools. • • • • The notes give just the requlsite amount of 
help for understanding Tennyson, exp1anations of the allusions with which his 
poems teem, and illustrations by meaDS of parallel passages. A short critical 
introduction gives the salient features of his style with apt examples. .. 

The Liltra,'Y W...u-u The book Is very complete, and will be a good 
introduction to the study of Tennyecn's works generalJy." 
-MORTE D'ARTHUB. By the same. Sewed, Is. 
-THE COMING OF ARTHUR; THB PASSING Oli' ARTHUR. By 

F. J. ROWI!, M.A. 2s. 6d. 
-ENOcn ARDEX. By W. T. WBBB, M.A.' 28. 6d. 
-AYLMER'S FIELD. By W. T. WBBB, M.A. 2s. 6d. 
-TUB PRIXCI!S~. By P. M. W AI.LAUB, M.A. 38. 6d. 
-GARET11 AND LYNETTB. By G. C. MACAULAY, M.A. 2s. 6d. 
-THE MARRIAGB OF GERAINT; GERAINT AND EIfID. By G. C. 

MAOAULAY, M.A. 2s. 6d. 
-THE HOLY GRAIL. By G. C. MACAULAY, M.A. 2s. 6d. 
-LANCELOT AND ELAINB. By F. J. ROWE, M.A. 2s. 6d. 
-GUINBVERE. By G. C. MACAULAY, M.A. 2s. 6d. 
WORDSWORTH-SELBCTIONB. By W. T. WI!RB, M.A. 2s, 6d.: 

also in two parts, Is, 9d. each. 
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