
Sinko, A. Zgorzelski). Students' other obligations severely delimit the 
number of the further reading suggestions; the choice of the interpre- 
tative propositions is governed here more strictly by the methodologi- 
cal precepts. 

In light of the above, the proposed functions of the LECTURES are, 
first,thatofa c h r o n o I o g i c a I I y  o r i e n t e d  g u i d e  
to a systematic inquiry into primary texts and secondary sources, and, 
second,thatofa b r i e f  c o n s p e c t u s  o f  t h e  s t u d i e d  
m a t e r i a I, to help the student to m?morize it before a colloquy or 
an examination. 

The SURVEY is a compilation of citftions. It was not feasible to 
acknowledge all sources (especially when they were numerous hand- 
books) or even to determine what is an abstract and what a word-by- 
word quotation. Only in the case of some monograph topics, major 
writers and more significant titles was it possible to mark the pertinent 
passages on the margin with the initials of the author from whose work 
the abstractlquotation is taken (see in each case the Bibliography). The 
responsibility for any alterations of the idea or in the drift of the argument 
is, of course, that of the compiler. 

Special words of gratitude go to Professor Graiyna Bystydziehska, 
the critical reader of volumes I and I1 of the LECTURES, both for her 
support of the project and for a number of suggestions as to what the 
students should know more about. Or David Duff - although he thought 

I 
1 ,  

the students should know less and think more - read both volumes 
patiently and his help with the crude English manuscript was invaluable 

1 '  

, , in making it presentable. I also owe many thanks to Marek CieSlik - the 
' 1  computer expert - for his outstanding professionalism and personal 

involvement. 

General view of neoclassicism. 
The Augustan Age (1700-1740) 

Neoclassicism is a long and fruitful epoch in the history of British 
literature and culture. Its most characteristic features began to mould 
intellectual trends and artistic phenomena in the Restoration - more 
influentially at  the cnd of the period - to dominate fully the culture of the 
country in the 18th century. 
-- Most generally speaking, neoclassicism may be vie~ved as a kind of 
continuation of the Renaissance tradition. First, it worshipped antiquity, 
tried to model its achievements on classical examples, and attempted to 
follow classical standards. The first neoclassical-period, the ~ u g u s t a n  
Age, was so called by analogy to the Golden Age of Roman letters, the 
ageof Emperor Augustus, which was well remembered due to such names 
as Virgil, Ovid, and Horace. 

Second, neoclassicism \was also characterized by intellectual curiosity 
concerning details of the surrounding world. The drive ttowards the ac- 
quisition and sprcad of knowledge wasso powerful that the epoch is often 
called the Enlightenment (cf. the Polish ierm for the corresponding 
period). This general thirst for knowledge immediately influenced lit- 
erature: its aesthetic function ra~ id lv  diminished and literature was con- 

. A  - 
sidered primarily as a means of education, becoming mostly didactic and 
moral. Here neoclassicism loses its similarity to the Renaissance. mani- 
festing additionally the further shift of empiasis from the heavenly, the 
philosophic and the abstract towards the wordly, the phenomenal and the 
concrete. This shift - gcnerated, among others, by JOHN LOCKE's "An 
Essay Concerning IIuman Understanding" (1690) and by its stress o n  
direct experience as the source of all knowledge (cf. "Lectures on  British 
Literature", part I, p. 107) - is bcst observed in two dominant intellectual 
trends of the epoch. 

One  of the trends was rationalism. The people of those years were 
chiefly interested in human beings and in the observation of human 
activities. They thought that man's greatness lies primarily in his being a 
rational entity. Rationalism - the belief in reason and experiment - led Lo 
the observation of life as it was, to "the contemplation of things them- 
selves". Imagination was controlled - it was enclosed in the frame of 



probability and verisimilitude; a sober air of attempted objectivism domi- 
nated the works of Defoe and Pope, Fielding and Smollett, and even those 
of Swift. Neoclassical literature was, as a whole, rational and mimetic - if 
by mi~net ic  we understand the acceptance of the model of phenomenal 
reality as the dominating design of the fictional universe. 

In time.this tendency underwent slight modification: The imposed 
burden of didactic duties not only madethe authors strive for clarity of 
thought and elegance of style in order to be better understood and 
enioved. but also forced them to look for new waG to interest and move 
A' - 
t heir readers: in the course of time more And more works began to temper 
strict rationalis~n smuggling in a substitute for the expression of feelings 
in the  form of sentiment. - b  

Observation of reality - even with restrained emotion under the disci- 
pline of reason - often led to a critical view of individuals and to critical 
attitudes towards society: in truth, criticism of life became one of the most 
popular sources of literary inspiration. In effect, the neoclassical poetry 
dontinued the Restoration emphasis on satiric and argumentative genres 
- the lyricalmost died out. But prose appeared a still better instrument of 
reason: among the literati of the period we meet a number of journalists, 
diarists, letter writers, essayists, and then, novelists. 

The  other trend - deism - manifested theshift towards the wordly in thc 
religious sphere, also bearing the stamp ofrational scepticism. Generally 
distrustful of emotions, people started to abhor the quality of enthusiasm 
in religion and began to suspect the fanatic Puritan attitudes. Many had 
troubles even with the belief in the divine nature of Christ and in 
Providence; they thought that God was the Creator, the  Constructor of 
Nature neither interested nor intervening directly in human affairs. It 
was a belief in a kind ofan "originitor of natural law" who was, of course, 
benevolent and great - and hence, necessarily, everything created by Him 
had the same values. No wonder that the Gcrman philosopher Leibnitz 
came to the conclusion that the existing universe was the best of all 
possible worlds. The same conclusion one  can m&t in Alexander Pope's 
"Essay on Man" (1733-1734); his famous statement "whatever is, is right" 
summarizes best the rationalistic complacence of the epoch. 

Third, when we compare neoclassicism to the Renaissance, we see that 
i t  is far more standardized and 'conventional. It is a colder and more 
restrained period, the epoch of the fixing of habits, marked by the strict 

following of the worked out rules of behaviour and writing, preoccupied 
mainly with manners and accepted standards which were defined pre- 
dominantly by detachment and moderation.- the writers try to reach "the 
golden mean" and attempt to achieve the classical model of orderliness 
and balance in the development of an argument, in style and diction. In 
. - 
short, the two periods of the neoclassical epoch, the Augustan Age and 
the Age of Johnson, are  perhaps best characterized by the key notions of 
imitation, rationalism, and convention. 

The forty years of the Augustan Age (1700-1740) - in spite of the War 
of the Spanish Succession and the Jacobite risings - seemed to be rather 
settled and prosperous. The country acquired firm control of the seas, 
stimulating assurance in thesafety of tradeandstrengthening the patriotic 
sclf-confidence of. the nation, especially aftcr the completed union be- 
tween Scotland and England; the peopleappearcd to be generally pleased 
with the existing state of things. 

The decisive factor in political and social lifewas the middle class which 
absorbed landowners and started to decide not only in politics. The new 
class was ambitious, and although the main motive in its activities was the 
accumulation of wealth, it wanted to know what to do  with the gathered 
riches, how to  spend money. A young bourgeois admired intellect, 
reason, logical thought; hc needed and demanded a new explanation 
of t h e  universe, dcrnanded new knowledge and new education not onlv 
in matters of science and art, but also in human conduct, in polish and 
elegance of social behaviour. Rising to political power and social 
dominance, the middle class wanted to bc monitored ~ r i m a r i l v  as far 
as moral standards were concerned, it wanted its own social norms and 
conventions established. 

Since the court as a focus of literary, cultural and artistic influences 
became relatively unimportant, the middle class worked out its own 
centres of public life, its own centres ofculture. Particular local groups of 
people began to mect in coffee-houses which took the function of both 
lunch or  refreshment rooms and meeting places, evolving into regional 
city clubs in which people discussed the most varied topics: they com- 
mentcd upon political events, talked on party strategies, re-told the news 
and [own gossip, dccided trade and insurance matters, exchanged opinions 
o n  cultural, artistic and literary events of the day. The institution of 
coffee-houses developed cliques and parties, taught people the art o f  



conversation, became the breeding place of the 18th century standards 
and tastes as well as started t\vo important cultural innovations. The 
coffee-house gave birth to the  typically British institution of a - club, and 
constituted the direct stimulusfor the riseand development of !hemodern 
British and European journalism. 

The existence of only local centres of public information created - in a 
natural way - the demand for the broader exchange of news and views. This 
demand was met by the rapid development of newspapers and periodicals. 
Newspapers appeared in England as early,as the Renaissance, periodicals 
- a t  the close of the 17th century. But the Augustan Age brought a sudden 
rise in the number of both newspapers a d periodicals published. This S development of English journalism owe much to the activity of SIR 
RICI-IARD STEELE (1672-1729) and JOSEPH ADDISON (1672-1719), 
the writers, editors and literary personages of the epoch. 

Sir Richard Steele wrote and edited at least seven periodicals, and his 
major journalistic contribution was the tri-weekly "The Tatler" (April 
1709-January 1711). Joseph Addison edited and worked o n  five peri- 
odicals, but his main and most famous daily was "The Spectator" (March 
171 1-December 1712; June 1714-December 1714). Besides passing infor- 
mation about the political affairs of the day and on social matters - as in 
the  first issues of "The Tatler" - the  periodicals evolved in time to an  essay 
a n  issue, trying to teach the middle class new morals o r  to ridicule manners 
in order to reform social behaviour and the prevalent mode of thinking. 
Main policy of "The Tatler" was "to recommend truth, honour and virtue 
as the  chief ornaments of life", while the purpose of "The Spectator" was 
"to enliven morality with wit and to temper wit with morality" as well as 
"to bring philosophy out of closets and libraries, schools and collegia, to 
dwell in clubs and assemblies, a t  the tea-tables and in the coffee-houses", 
In ashort  time the periodicals became theexquisite means of teaching the 
new class the most important virtues of a new type of a gentleman, not 
neglecting the matters of philosophy, among others the most essential 
statements of Locke. 

The periodicals educated the literary taste of the  new class, too. T h e  
essays not only ridiculed snobbery of men and weaknesses of women, but 
also - applying classical rules for literature - popularized the taste for wit 
and humour, and taught to appreciate the appropriate kinds of literature, 
reminding the reader, for instance, about the requirements that should be  

met in an epic poem. It was in the periodicals that theold folklore ballads 
were brought to theattention of the reading public; theneoclassical critics 
admired in them the power of the primitive, although not elegant and not 
literary, genius. 

274 essays by Addison and 236 essays by Steele in "The Spectator" 
presented a series of gentlemanly conversations by a group of fictitious 
persons, each member of the group representing a different class of 
society. The conversations developed as free talks on various matters of 
social intercourse, o n  the duties and joys of family life, o n  the  rules o f  
elegant behaviour and manners, on the role ofwomen in society, o n  social 
amusements and reading. Presenting a club of individual figures, the 
essays are usually known as the famous "Sir Roger de Coverley papers", 
and need only a love plot to be resolved into a novel.. 
. The  majority of literary personages of the period either wrote for 
periodicals o r  edited them. The  most famous were "The Review ..." (Fe- 
bruary 1704-June 1713) and "Mercurius Politicus" (1716-1720), edited 
by Daniel Defoe. Alexander Pope published the weekly satirical review 
"The Grub-street Journal" in the years 1730-1737. 

Augustan prose 

- . The interests and techniques of prose writers in the Augustan period 
were strongly defined by the expectations of their public: merchants, 
shopkeepers, artisans. Hence,  gustan an non-fictionaiprose was centred 
o n  the t o ~ i c a l  issues of the times. and its tone was mostlv satiric. in a 

J -' 
manner typically neoclassical. 

' T h e  pamphlets of JONATHAN SWIFT (1667-1745), written in the 
beginning of the cpoch, undertook religious topics - then still important. 
His saiire "A Tale of a Tub" (1704) tried to demonstrate the superiority 
of the Church of England over the ~ d m a n  Catholic and ~ r e s ~ t e r i a n  
Churches, but ~wi f t i an  criticism of church quarrels served here t o  ridicule 
the Church of England, too. In other religious pamphlets Swift attacked 
the approaching deism and discussed the relations between government, 
religion and morals, often displaying his own typeof ironic humour, based 
upon double-edged proposals and statements, like - for instance - that of 



governmental control over the morality of the people o r  the argument for 
the superiority of hypocrisy over cynicism. 

At  thesame time religious topics were also taken up by DANIEL DEFOE 
(c. 1659-1731) whose ironic pamphlet "The Shortest Way with Dissenters" 
(1702) proposed to hang all the nonconformist preachers and ek~erminate 
their congregations. The town aulliorities took the project seriously and il 
earned its author a line, an imprisonment and three days of pil loy 

In the 17203, while Daniel 1)efoe was writing a practical manual on 
business and trade principles ("'l'lie Compleat English Tradesman", I - 
1725; I1 - 1727) and persuading the middle class to give their children a 
bettcr education ("The Compleat English Gentleman", wr. c. 1729, publ. 
1S90), Jonathan Swift was publishhg a rhmber of pamphlets concerning 
Irish problems, ofwhich the most influential was "The Drapier's Letters" 
(1724) directed against the project of the Whig governnient to coin poor 
copper money for Ireland. The project served Swift as an example of 
English political corrupt ion. Another famous Irish pamphlet by Swift was 
his "Modest Proposal for Preventing the Children of Poor People in 
Ireland from Being a Burden to their Parent o r  Country, and for IMnking* 
them Beneficial to the Public" (1729), in which he  offered a morbid and 
disgusting suggestion that the Irish should fatten and eat their own 
children in order to diminish both the famine and the number of people 
in the country. 

Besides the above-mentionctl topics, both Swift and Defoe discussed 
many other social, political and cven literary questions. I t  was Daniel 
Defoe, who - as early as 1697 - advocated the foundation of an English 
~ c a d e m y ,  the endowment of an  asylum for the mentally ill, thc abolition 
of the press gangs, the accessibility of higher education forwomen and the 
building of national poor relief. Jonathan Swift took part in the literary 
and educational discussion on the importance of the ancient and modern 
writers, which was an echo of the controversy between some well known 
French authors (Charles Perrault, Nicolas Boileau, Jean dc La Fontaine). 
In a mock epicaTheBattle pf Books" (publ. 1704) Swift satirizcd pedantry 
and fake erudition of the "moderns", but he did not accord victory to 
either side. 

The fiction of the age, co'mprising the mimetic prose of adventure of 
Daniel Defoe and the satirical romance of Jonathan Swift, owed much to 

# :.:, 

! the flowering of journalism and to the essay and pamphlet writings. The 
technique of this kind of prose was markedly journalistic; it was written 

. for common people, and attempts were made to use the speech of them 
which would prefer simple syntax and short, non-abstract words of Ger- 
manic origin..The moral purpose of the narratives and the necessity lo  
broaden the reading public's knowledge made the authors pretend that 
they were telling 3 truc story about real facts and that they were not 
producing fictitious works. This tendency may be observed in the titles - 
themselves which abound in expressions like "a true history", "a memoir", 

1 "a true relation", "the life and adventures", "journal" - stressing the 
I probability and verisimilitude of the events fold about by the first person 
( narrator. Moreover, the authors accumulated painstakingly.al1 the small 
4 details concerning time, place, aims, characters - all the pieces of circum- 
1 stantial evidence that were not truly needed for the course of action, but 
a which weregathered in order to enhance the impression of the true nature 

of the narrated events. Traditional Puritan preaching, still influential in 
! the times when Lhe illustrious example of Bunyan was not too distant yet, 

profited much from fictiLiousness in moral allegory - Augustan prose 
appeared senerally hostilc to a story of imagination unless it functioned 

: as a satirical metaphor. 
' T h e  best example of both the journalistic techniques and the moral 

overtones combined with an adventurous plot is the most famous text of 
- Daniel Defoe, "The Life and Strange Surprizing Adventures of Robinson 

Crusoe, ofYork, Mariner" (1710-1720) - aslory based upona trueepisode 
in t h e  life-story of one Alesander Selkirk, who spent four and a half years 
insolitude as castaway o n  the desert island of Juan Fernandez. Defoe 
himself suggested that "the story, though Allegorical, is also Historical", 
explaining in this way the principles ofits construction. The  contradictory 
terms used in the cxplanationseem to stress both the mimetic truthfulness 
of the story ("historical") and the importance of the religious and moral 
inference that may be drawn from it ("allegorical"). 

The  message of "Robinson Crusoe" has usually been understood in 
political and social categories and interpreted in the light of the further 
development of the British Empire. Critics have suggested that the pro- 
tagonist was shaped as a typical member of the middle class who did not 
seek honour o r  an object madevaluable bv some ideals - as  would hatloen .~~ -..----- 

. 1  

traditionally in a romance - but instead explored good o p p o ~ i ~ n i t i e s  for 

AB- 



trade and sought comfort and safety. Although he  was left alone on an - 
island, h e  remained a member of his society and was supported by various 
products of the community. Additionally h e  stubbornly kept to social - 
conventions,although in practice theywere not needed in thedesert place. 
Being the representative of the civilized order, Robinson introduced into 
the primitiveworld of Friday themiddle-class hierarchy and the bourgeois 
values: religion, work, morality. In other words, his adventures exemplify 
- the critics suggest - the middle-class formula for success: being patient, 
honest, and industrious, Robinson can expand the middle-class world of 
orderliness by and endeavour. &a result he founds a colony and 
gets rewarded by being able to return to his own community. 

These critical sugestions seem to proqpt the understanding not of what 
the book means, but rather of what it testifies to. We ~vould be inclined to -. 
prefer more literary historical perspective of.the interpretation. . . 

AB- - It seems important that the combination or the adventurous mimetic 
and the  moral in "~ob in son  Crusoe" entailed the usage of both fictional 
and non-fictional genre, conventions. On  the one  hand Defoe employed 
here the conventions of t h e  tale of adventure, with the picaresque tradi- 
tion bchind it and enriched by some elements of the travel narrative. On 

-- pp 

the orher hand, his sources appear to include the spiritual autobiography 
and the Providence books (texts illustrating the interventions of Providence 
in the life of the protagonisr as a kind of csentplunt story). The two 
traditions prompl two different, although not mutually exclusive, ways of 
reading the text: as a report of sensational events (reading for enterlain- 
men11 o r  as a record of spiritual exnerience (reading for instruction). Of 
I " 
course, both traditions function in the text as complementary ones: the 
former organizes the fiction,al world and action, the latter defines the 
interpretation of events by the,narrator. 

A double perspective on the course of the story is offered as a result. 
First, the immediacy of individual experience is achieved here, by the 
foregrounding of the point of view of the protagonist ,involved in the 
events. Hence the usage of many devices of oral discourse, the  method of 
circumsta~tial evidence; the.introduction of texts-within-a-text (Robin- 
son's journal), the use of prolepsis. Second, the generalized view of 
individual experience makes it exemplary, which is accomplished mainly 
through the divergence of the narrator's and the protagonist's judgement 
of events both in spatio-temporal categories and in psychological terms. 

. C.' - 
- h i s  generalized view is also created by the parallel analogies between the 

siiuations of the protagonist and those of the Bible. In effect the plot 
organization is such that a series of events typical of the tale of adventure 
becomessubordinate to thesuperimposed pattern of moral sense in which 
these events are interpreted as the series of offences and punishment. In 
this way, by combining various conventions, Defoe created a new genre 

t variant: an advenlurous parable. It is different from allegory since the 
events of Robinson's life do not become signs of biblical situations - those 
incidents are only interpreted by the narrator in the light of the biblical 

- : cattern of human life. 
- 3<This new genrestructurewill become thestartingpoint for a newgenrc: 

:: for:the English robinsonade: In its evolution, however, the genre will 
' qirickly relinquish the religious and moral meanings and will finaliy adopt 

- '' - tow'ards the end of the century - the pattern of the tale of adventure as 
" the dominant design, falling down in thegenre hierarchy until it becomes 
:" juvenile fiction. -AB 

i ,This later development of the robinsonade does not allow us to forget - .  :-. that the story of Robinson Crusoe is not only a moral message itself (or a 
., social document!), but also a story of adventure, born from a feeling for 
' the exotic, for far-off lands, for surprising happenings.'~ll other fictitious 

1 - narratives by Defoe - although devoid of such obvious characteriities of 
ihe manual ofsuwival -share this feeling for the unexpected, whether they 

I 
1 - .are the first-person narrated life story of a pirate ("...Captain Singleton", 

' 1722) or a fictional autobiography of a pickpocket ("The IIistory and - 9 'i  ema ark able Life of. ..Colorlel Jackv, 1722). Defoe's interest in low life, in 
i illegal alid non-conventional activities, even in criminal exploits, may be 
: , confirmed by his two other books. ('The Fortunes and Misfortunes of the 
6 ~ a m o u s  Moll Flanders" (1722) is a story of a prostitute and a thief who 
i . is deported to Virginia together with her companion, a highwayman, and 
. there spends her last years in penitence and prosperity. ('Roxona" (1724), 

in turn, tells about the 'career of a prosperous courtesan, who - made rich 
by her protectors from England, France, and Holland -nevertheless finally 
gets imprisoned for debts. 
Among hvo hundred books and pamphlets which were written by 

Defoe, one may also find some historical narratives. "A Journal of the 
Plague Year" (1722) described London in the year 1664-1665. The  vivid 
account of the growing terror, of the developing disease, of the burials, of 



the people's escape from the city, is put down by the fictitious eyewitness 
who signs his report with the letters "H. F." - a typical exarnple of Defoe's 
care for verisimilitude. Another tcxt, a.semi-historical romance, "Mem- 
oirs of a Cavalier" (1724) is attributed to Defoe and describes in detail a 
number of adventures, battles, sieges, and engagements in which the 
fictitious author of the memoirs took part first on the side of the Austrian 
~ m ~ e r o r ;  then in the Swcdish army of Gustavus Adolphus, and finally in 
the service of Charles I. 

The exemplary narratives of Daniel Defoe - owing to their mimetic 
detail and carc for verisimilitude - might have served as "modest mirrors 
of Augustan socicty, offering to the a slightly crooked but homely 
picture which was often tinted with moral sug~cstions. The image emerg- 
ing from satiric romance appeared far more critical, sarcastic, and bitter. 

"Travels into Several ltemote Nations of the World by .Letnuel Gul- 
liver" (1726) by JonathanSwil't is only on the surface a book of travels and 
a story of adventures. Its opcnly imaginary "remote nations" serve as 
cxtcnded metaphors with the help of which the human race in general and 
the English society in particular arcsatirized. The country of the Lilliputs 
of the first book, with their factions of the wearers of high and low heels, 
and with their disputes on  the question of whether eggs should be broken 
at the big or  small end are simply a mockery of English political parties 
and religious controversies, while their diminutivesizeofsix inches makes 
a ridiculous caricature of their official ceremonies and even of their wars, 
suggesting the general insignificance of the human race. In the country of 
the giants (the second book) Gulliver himself - as a rcpresentative of 
human beings - becomes insignificant. His own viewpoint of a small pet 
in a giant lady's boudoir allows him to discover all the most unpleasant 
aspects of human animality. The diminishing or  magnifying of the world 
around the protagonist often has simple comic effects, but in the third 
part, devoted to thc visit lo Laputa, the island of the scientists, humour 
changes into sarcasm, when Gulliver observes absurd quasi-scientific 
experiments, listens to futile philosophical speculalions, or uncovers the 
deceptions of historians. The stay in the country of the clever, virtuous, 
and simple horses, which is a kind of animal utopia, takes Swift's morbid 
misanthropy and bitterness to an extreme measured best by Gulliver's 
disgust o r  his own family after his return, since the family remind him of 
the Yahoos, beasts similar to men. 

\ i ,  This almost passionateoutburst of disappointment with mankind seems 
to transgress the restrictions which the neoclassical age put on theexpress- 
ion of feeling. Thc conclusions drawn by Gulliver about human society 
and about bestiality in man are a condemnation of reality, which falls into 
sharp contrast with Pope's statement that "whatever is, is right". 
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I Poetry in the Augustan Age 

Rationalism, the dominating intellectual trend of the Auguslan Age, JS- 
! 
r appeared most influential in moulding the poetry of the period. It freed 
: the poet from superstitions, taught him to think steadily, and demanded 

of him a careful planning of a poem, a strict control of imagination and 
%. Poetry was still thought to be a social activity: it was written for 
readers of a certain standard and hence should possess all the qualities of 
good, gentlemanly conversation. A poet was conceived no longer as 
someone specially gifted, but as an artisan, and in effect no spontaneous 

. associations of ideas could be put into a poem. Thear t  of poetry depended 
o n  the poet's knowledge of the rules of the craft. The rules not only 
prescribed thechoice of themes and appropriate diction, but also differen- 
tiated every form, kind, and genre of poetry, ascribing particular value to 
each of them and ordering thewhole senre spectrum into a hierarchy of 
established conventions. . JS 

All these rules were collected and explained in didactic versified trea- 
tises on  the literary canons of taste and style. Such treatises, following and - 
imitating Horace's classical "Ars Poetica" o r  Vida's medieval "De Arte 
Poetica", became popular in all European countries, the most important 
of them and the most influential being the French normative poetics of 
Nicolas Boileau, "L'Art Poetique" (adapted freely into Polish by Fran- 
ciszek Dmochowski as "Sztuka rymotworcza"), based upon the poetics of 
Aristotle and Quintillian. Boileau's work also became the source for the 



English treatise, written by ALEXANDER POPE (1688-1744), entitled 
"Essay on Criticism" (1711). 

JS- O n e  of the most general rules prescribed the  poet's attitude to tradi- 
tion. The common standards ofrefercnce were Greek and Roman letters - 

and it was lhese that werean ideal to be imitated. Poetryshould deal, then, 
with the  recurring thoughts and feelings of t h e  human race. Hence the 
popularity of the translations from Greek and Latin, not only the most 
known and the most famous translations of Homer's "Iliad" (1717-1720) 
and "Odyssey" (1725-1726) by Pope, but also - for ins tank  - swift's 
translation of Ovid's "Baucis and ~ h i l e h o n " .  

As the  business of the poet was imitation, a source of pleasure in poetry 
must have been a recognition of Something already experienced.1t was 
suggested that a Doet should ~ u t  old things in a new wav and orieinalitv 
could be expected only in treatment and not in subject. The poets and the 
critics dreadcd innovation and disliked the peculiar and the  abnormal. 

Another rule prescribed the subject most suitable for poetry: "the 
proper study of mankind is Man". Man was thought to be the measureof 
all things; since he was placed at the very top o f  the hierarchy of all the 
world's creatures, he was also viewed as the master of the world and 
Nature. Hence it seemed especially important t o  educate him and to  

-JS explain to him his high, exceptional status. Alexander Pope attempted to  
fulfil this task in his "Essay on Man" (1733-1734) which comprised four 
didactic epistles dealing with Man's relation to the  universe, to himself, 
to  society, and to happiness, expressing optimism and peaceful agreement 
with the esisting order of the world. In "Moral Essays" (1731-1735) - the  
epistles treating, among other things, of the character of women and the 
use of riches - Pope used the most versatile tool of didacticism. the satire, 
confirming the critical impression that neoclassicism was primarily the 
age of satirical poems, verse pamphlets, and the mock-heroic epic. - 

As early as 1701 Daniel Defoe wrote a satirical poem "The True-born 
Englishman", trying to prove that the English a re  a mongrel race and 
mocking at their feeling of racial superiority. The  mocking tone also 
appeared in Defoe's Pindaric ode "Hymn to the  Pillory" (1703) which 
pointed out that pillory is in truth quite an honourable place to stand at. 
Alexander Pope himself preferred personal attacks, full of invectives, 
abuses and irony, especially in his satire o n  literary hacks (similar to 
Dryden's "Mac Flecknoe"), entitled "The Dunciad" (compl. ed. 1743) as 

.* I ." . . 
I.. . 

s i n a  group of his satires, portraying contemporary manners and 
'I characters, under the  litle "Imitations of Horace" (1733-c. 1739). 

But Pope's most interesting poem in this vein was the slight satire on GB- 
the trivialities o f  life in the age, on mannerisms, card-playing, lap-dogs, - - 

f tea-parties. The work f o l l o n e ~  the tradition of the mock-heroic epic - a 
; genre which in the  years of convention and strict rules left perhaps most 

freedom to the author as it was a parody of the top-hierarchy genre: the 
epic: The  mock-heroic poem used the language and poetic devices of the 

- parodied epic: it began with an invocation; used hyperbole and exaggera- 
.. tion; quoted, alluded to, and adapted freely classical examples; operated 
- with refined diction - all this in order to present small matters, trivial 

, events and everyday incidents happening to unheroicpersonsin a manner 
a suggesting they were grand and noble heroes. Pope's mock-heroic epic, 

":The Rape of the  Lock" (1712-1714) told about Lord Petre's cutting in 
. j 6 t  a lock of hair from the head of Miss Arabella Fermor, a well known 

beauty of thesociety. Thesatire in thc poemwas slight: the primaryobject 
of the poet was not to  criticize, but to amuse. Hence the  substitution of 
heavy allegorical personages or  ancient mythological gods of the tradi- 
tional epic by the world of small and airy sylphs which guard the  charac- 
ters, take part in action, and constitute a separate, individual universe of 

. the fictional world. Thesylphs break the monotony ofneoclassical dignity, 
conventionality, stylized elegance; they also are  the source of making fun 
of old and automatized conventions of the epic. Together with thevarying 

1 narrative distance to  the  incidents and their significance, the sylphs make 
the poem, in thewords of D e  Quincey, "the most exquisite monument of 

: plaiful fancy that universal literature offers". 
The fictional world of Pope's mock-heroic poem is the  universe of 

. rococo beauty, theworld of small objects of luxury, of powder boxes, fans, 
i . ~orce la in  bibelols. snuff boxes. It is the world of salon. where the main : A - 

character is a woman, and the main action is the erotic game, flirting and 
courting. Such a game was treated as a kind of art, and - as in each art of 
the period - the  players of it should conform to  certain rules. In other 
words, conventionalily is still present here, but i t  acquires a lighter mood, 
the atmosphere of gold and s i l ~ ~ e r  and glitter, of changing colours and 
transparent forms. -GB 

So, the neoclassical interest in "the study of Man" was not necessarily 
and not always connected with serious didactic and moral purposes. It 



often acquired the characteristics of occassional poetry or  even of the 
poetry of the salon. The latter could be exemplified by the poems of - 
hUTTI3EW PRIOR (1664-1721), full of classical references and Augus- 
tanclichks like " ~ e n u i ' s  doves" and "Cupid arrows"; the former compr~ses 
Pope's "Ode for Music on St. Cecilia's Day" (1717), as ~ l e l l  as Jonathan 
Swift's ':Cadenus and Vanessa" (1726), an apology for the poet's 
conduct to his lover. 

Of course, the most suitable subject for neoclassical poetry was a man 
who arrived at a certain cultural standard, namely, a qcntleman. In those 
times there was no feeling of commod humanity with the poor, or with 
the peasants whowere thought vulgar, who constituted subjects fit only 
for comedy and were t rea ted~imi lar l~  Ilo the fauna of the Even in 
pastorals the,figures of peasants and shepherds were idealized and could 
be easily recognized as disguised gentlemen. This was an obvjous effect of 
the imitation of Virgil, as in Pope's "Pastorals". (1709) or in JOHN GAY'S 
(1685-1732) "The Shepherd's.Week" (1714). The latter was professedly 
meant to ridicule the artificial bucolic poems of the age, but the traces of 
some crude rustic manners were still suggested 'in conventional diction 
and style, this time imitative of Spenser. 

One of the key notions of the neoclassical.normative poetics was the 
notion of Nature. Natureconstituted the phmary object which poetswere 
advised to imitate. But, as it seems, the term itself had two distinct 
meanings in those times. 

~irstitireword was understood primarily as the inborn abilities of Man. - 
Thus. to imitate Nature meant - in the first p lace - to imitate human 
nature. As a11 the creation reveals the same underlying order and similar 
ordering principles; human nature appears to be an 'example of those 
general l a k  and may beviewed as a par;icular realization of them. On the 
other hand, the elements of the surrounding reality can easily serve as an 
analogy to the processes in Man or vice versa and they seem to be strictly 
bound together. Hence in poetry the setting - rivers, mountains, trees - 
appears only when it is connected with the activi ties of people. When Pope 
wrote a descriptive poem in the tradition oFa topographical verse, follow- 
ing Sir John Denham's ,"Cooper's Hill" (1642), he combined the descrip- 
tions of the countryside, suggested in the title "Windsor Forest" (1713), 
with historical, polilical and literary allusions. Similarly JOHN DYER 
(1699-1758), when writing his "Grongnr I-IiIl" (1726) remembered that 

described landscape should be always joined with the signs of man's 
occupations. John Gay in his "Rum1 Sports" (3713) followed in the steps 
of pope and put together the dcscriptians of Nature and various spor;s, 
while in "l'~-i\~ii~, or the Art ofwalking the Streets" (1716) he created a 
descriptive poem about London, offering as a result a witty and ironic 
tourist guide in verse. 
-: Sccond, the term "Nature" could also mean in those times the order of . , ' -  . . 

: , . ' - ., : , the universe itself; this order that might be observed in all phenomena of 
, . 

"" the world. Due to this orderliness Nature resembled Art, and only in this .nz  , -,y .%., : 

r , .:;&respect , ,..- was it interesting for writers. In effect, the aspects of a landscape 
I %:';hat most attracted their notice were those which gave it the appearance I F o f  Qitificia~it~, like - for instance - trees in snow or winter panorama in 
: . &.?!ost. The descriptions of similar sights an$ views could be done most 
' . . ?  : 

- conveniently in similes and comparisons to people clad in whitecoats or 
b*&:~*, -*, , ":' .clo'thed in gems and jcwels, introducing the humin factor into the land- ' ..q.;-., - ... ,. 

' .L  

, . :;ai: .+;,; scafie as well as stressing'its resemblance to  an artistic artefact. 
$ :  . . -. This kyas one of the obvious results of the stubtiom attempts of the age 
..,,?- b, ' - 

to reach the polish and c l e ~ n c e  of the imitated classical literature. The 
. -. 

.' striving for rhetoric and refinement led not only to an effusion of tenth- 
,, rate poets, but also to the build-up of a poetic voqbulary full of clichc?s 

.g '. and words too vague and general' - such words as "swain", "dale" or 

( "steed". Pope himself spoke in his letters about many troubles in trans- 
$ . lating Homer, when he attempted, for instance, to render in the dignified 

English language the Homeric expression about "hunger pinching bel- 
1 liesY'ar tried to find an elegant substitute for theword "bitch". According 
! to the neoclassical rules, poeticvocabulary should be elevated and grand, 
: and especially when I'ope started a religious poem, a sacred verse eclogue 

on the messianic prophesies of Isaiah in "Messiah" (1712), he had to 
: remember about the rule of decomnt which stated that a high religious 

theme should be dclibcrately slately in diction and movement. 
These neoclassical attempts at reaching a dignity and dccomnt in 

diction close to those of Horace or Cicero resulted in a particular liking 
For resoundingwords of Latin origin and For an elegant phrase. As Samuel 
Johnson put it later - "the business of the poet is to present the general 
rather than thespecific". It led straight to the over-useofa general adjective 
qualifying an equally general noun, and such a phrase was usually used 



instead of  a concrete single word. Poetic diction became heavily marked 
with the epithet manncrism. 

Moreover, dignity could not be  reached without a certain smoothness 
and finish of expression. Hence the neatly rounded closed couplet came 
lo be the favourite metre. Traditionally it was rarely closed: Chaucer, Ben 
Jonson, Denham oftcn did not complete the thought in the second lineof 
the couplet. But since the normative poetics of Boileau and Pope, the 
heroiccouplet was always closed, and - being clear, symmetrical, and neat 
- became an  admirable vehicle for e i rams and a favourite instrument + for the satirists. In this way the poets achieved the highest standard of 
elegance - symmetry, "the proportion just and due". 

L 
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The Age of Johnson (1740-1770). Towards 
pre-Romanticism- (1770-1798) 

T h e  Age of Johnson and pre-Romanticism, although multifarious in 
both political and cultural respects,still form a changingwhole which may 
be best described in its developing dynamics illustrating the  transition;^ 
character of the years. 

Politically the first thirty years witness England still expanding the 
Empire, notably in India (with the seizure of Benzal and Madras) and 
in Canada, fully conquered from the French in 1759. The taking of 
Australia in 1770 enabled sending the first settlers there,eighteen years 
later. But these successes ended with the loss of  English colonies in 
America in 1753, while the  war with France in 1793, which lasted until 
1815, pu t  the enormous stress on the British military and economic 
resources. 

q#y '. 
.~$?.-<< 

m ~ ' ~ ~ . ' S o c i a l l y a n d  economically theyears were more united although not less ' 'dvnamic. The  inventions of new machines (the flying shuttle, thespinning 
jenny, the power loom, the  double action steam engine) gave rise to the 

i factory systeln and started changes in production which gravely in- 
! fluenced social conditions for a whole century to come. In the country 

large farms destroyed small yeoman holdings and the pauperized people 
.emigrated to towns where the rise of industry, stimulated by the doctrine 

C afloissez fnire - the free market - helped the division of society into classes 
,,'L 7- - . 
-:a of c a ~ i t a l  and labour. :*. 
..$,::. In culture, the  reign of convention and rationalism began to b e  . - ...* .%, 

!+:,weakened first by the  turn to sentiment and feeling, especially when 
,C , .Gi"  

, $P growing symparhy for the  poor changed into a strong trend of humanita- 
*-.-.- : P rianism. T h e  spirit of revolt against neoclassical rules started slowly to  

- +  - 
an interest in society lo an interest in the individual and in the  

of expression. Already at thevery beginning of the  Augustan Age 
2,f::round about 1711 - the  philosophy of Shaftesbury emphasized the  

rather than the rational (and a t  the same time Sir Richard 
4 i, Steele, for instance, showed the interest in the feelings of a n  individual 

Z,: both in his essays and dramas). Shaftesbury believed lhat between good 
Nature and a good man there exists moral and spiritual harmony. Thus, t --- 

3 -:{I the closer man is to  Nature, t h e  closer he  is to goodness, since Nature is 
$ -:-: a manifestation of God. These beliefs were lateriafter 1762, developed by 

J)  J. Rousseau, and - in the  second half of the  18th century - the strict rule 
. of reason grew mild enough to admit the  opinion that spontaneous 

{ ': emotions, being nalural ones, are essentially good. ~ e a s o n a n d  conven- 
i k' tion, the key notions of neoclassicism, were slowly being substituted by 
f %: the notions of s ~ o n t a n e i t v  and sensibilitv. . - - 
] .* .-, , , , . 4  T h e  placid neoclassical acceptance of the existing state of things re- 
! ceiv'ed a shattering blow in the American (1775) and French (1759) 
j : Revolutions. New ideas began spreading - the revolutionary ideas of the 
- equality of men and of the  rights of men "to life, liberly and the pursuit of 

happiness" ("American Declaration of Independence"). A major change 
of attitudes was impending. 

But neoclassicism was dying hard and slow.'The first thirty years of the 
period were called after the  greatest champion of the declining neoclassii 
cism, who is important perhaps not so much for his literary achievements, 



as for his personality and his attempts to maintain the intellectual and 
critical standards of the preceding period. 

SAMUEL JOHNSON (1709-1784) ruled the taste of the period as 
Dryden and Popc ruled before him. Himself a religious man of strong 
moral principles, he had a deep concern for his fellow men's morals, too, 
and since he  thought that "the men more frequently require to be re- 
minded than informed", he tried to remind them of most essential neo- 
classical truths. For  instance, as a literary critic he believed that the old 
ideas should be continually represented in fresh and agreeable forms% 
elfect, his critical praise was reserved dot to novelty but to '"what oft was 
thought but never so  well expressed". He  held to the neoclassical opinion 
that it was the thought, the id&, the'wncept which were of universal 
human interest, and, in o r d e x  persuade quickly the widest possible 
audience, they should be put in such awayas to  produce the pleasingshock 
of surprised recognition. , . 

Samuel Johnson published his literary beliefs in four volumes ofcritical 
prose, "The ~ i v e s  of the English Poets" (1779-1781). Moralistic, didactic 
dissertations put within a romance-like frame, entit1ed"Rasselas" (1759), 
and written in the vein of Voltdire's philosophical tale "Candide", pre- 
sented virtue as the only thing in life which can ensure quietness of 
conscience, although it  cannot bring happiness. Essays on moral truths, 
some character sketches and allegories were published in a number of 
journals and magazines, of which the most important were two peri- 
odicals, following the example of "TheSpectatorW, almost entirely written 
by Johnson: "The Rambler", ~ ~ h o s e 2 0 8  issues appeared on Tuesdays and 
Saturdays between March 1750 and March 1752, and "The Idler", a weekly 
(100 issues from April 1758 till April 1760). I 

The  works of Johnson were written in a typically neoclassical style, in 
long periodic sentences with great Latin words for little things and ha t -  
ters, using the vocabulary of experimental sciences and empirical philos- 
ophy of the 17th century - a style so tedious and exaggerated that it 
acquired lhe derisive name of Yohnsonese". 

But the main achievement of Samuel Johnson was "A Dictionary of the 
English Language" (1755) which undertook a similar task to that of 
Diderot and the Encyclopaedists - the task of collecting, classiljling and 
putting information in a readily comprehensible form. It was a typical 
Enlightenment work, arising from the belief in the spread of knowledge, 

e work for future generations, in the significance of arts and crafts. q -, 
, But although Johnson was close in his opinions to the representatives of 

theFrench Enlightenment, and he also accepted the empiricism of Locke, 

t he never became an athcisl and a materialist as the later writers of this 
j intellectual movement. 

f .. The importance of Samuel Johnson as a literary figure, his position as 
\-centre of both literary and moral opinion, his common sense, erudition 

and intellect were best delineated in the two volumes of his biography, 
;;<The Life of Sanlnel Johnson L. L. D," (1791), written by JAMES BO- 
,. S ~ L L  (1740-1795), one of the members of "The Club" (foundeci c. 
4." 

c.  1764)) among whose nine original members were Edmund Burke, Oliver 
-?.poldsmith, Sir Joshua Reynolds and David Garrick. Boswell's biography 

:,the most famous English biography ever written - presents not only D r  
( +  Johnson's personality and the merits of his table-talk, but also introduces 
. the reader to the whole Johnsonian circle. 
' 3': 

- .  
' 5 T , . I. 

,a. The rise and development of the novel 
2' 

! - a' prose fiction that appeared after 1740 didhot differ &ch from various 
s%ries and romandcs of the preceding years. It had its sources in the 17th i i in tury character studies: allegories, picaresque tales, in the later "con- 

- f&sion" stories, anecdotei, journal essays, sketches of,undenvorld char- i 
I acters and setting, and iri the narrative proseof Bunyan, Defoe,Swift. The 
j niw genre structure was born slowly, in elements changing from orie work 
: tb another. Those changes gave rise to a new literary awareness differen- 
i tiati* behvcen two main kinds of fictitious narratives: an  old kind which 
1 ' cbmprised various types of romance, and a new one  which justified calling 
: it the novel. This differentiation in its most important elements appeared - 
: as early as - 1692, in t h e  writings of William Congrevc, and acquired its full 

shape in the statement of Clara Reeve in 1785, who suggested that "the - 
Romance is an heroic fable which treats of fabulous persons and things. 
The Novel is a picture of real life and manners, and of the  time in which 
it is written". 

It seems, then, I hat the  novel was recognized as a new genre somewhere 
betwcen 1692 and 1785 and was understood - in opposition to romance - 



as fiction presenting the mimetic model of everyday reality. Instead of the 
romance "past", it told of "the present", its unheroic protagonists differed 
from the heroic figures of the romance, and it offered a panorama of life 
and manners inslead of a romance stow of individual efforts and deeds. 
Other features which we are perhaps inclined to associate with the novel 
seem to  have been accumulated in the later course of the historical 
development of particular novelistic variants. This evolution already 
started in the Age of Johnson with the formation of the first variant: - the 
senlimen tal novel.. 4 

The tasks of the new genre structure were didactic and moral, - similar 
to the aims ,of other literary genres of the neoclassical period. The first 
novels were supposed to present examples of moral behaviour, and - in 
order to teach effectively - they needed to be able to move the readers, 
they had to appeal to feelings, although it was not in vogue to analyze, to 
describe and scrutinize the psyche of the protagonist. Of course, the, 
morality that the novels preached was superficial, sententious, utilitarian, 
but from thevery beginning the novel attempted to awake emotions in its 
readers, even to move them to.tears in order to persuade them about the 
necessity of following the presented examples of worthy and noble life. 

The first English novel of sentiment was written by SAMUEL RI- 
CHARDSON (1689-17~1) who, before his first attempt at a fictitious 
narrative, was a write; and a compiler ofmode~letters for various occa- 
sions. The skill thereby acquired foundits use in Richardson's novelistic 
acc~rn~lishrnknt: his first novel, "~Brieia; o r  Virtue Rewarded" (1740- 
1742) was written as a series of letters.,The epistolary method gave the 
wriler good opportunity to express the thoughts of the protagonist in a . - 

more intimateway, openeb possibilities for intrpducing suspense, gave an 
excellent excuse to present the private moral'doubls and,choic& of the 
characters, and offered many chances for moral digressidns'and descrip- 
tions of petty details. Those descriptions and the delineation of manners 
slowed the pace of events - the novel became a lengthy story. The epistol- 
ary method also resulted - rather unexpectedly - in the exposure of the 
fictitious nature of the narrative (in direct opposition to the techniques 
of  Defoe): hll chaicters appeared to have equal facililywith pen and used 
similar, if not identical, language. 

In his first novel.Richardson created two literary typs: a pure gentle- 
man (in the figure of Squire B., who tries to seduce Pamela), and a type 

' .  I .  W '  

woman (Pamela herself, who is a maid employed by Squire B.'s 
f mother). The plot illustrates how the resistance of the girl - who all the 

time loves and admires the young gentleman -succeeds in turning his Iust 
to love: reformed by her virtue, Squire B. offers her a marriage a t  the end. 
Critics suggest that in spite of the moral tone - and contrary perhaps to 

ctations of Richardson himself - Pamela appears rather a vulgar 
ulating type. She can obviously think clearly and cleverly about 

and she seems to attract her master on purpose. Sometimes her 
sive and provoking feminine tricks do not agree with her Puritan 
rament and her aim is disclosed as a utilitarian one: she simply 

squire to marry her. This over-conventional display of common- 
als must have been evident, since "Pamela" almost immediately 
e target of parody in one of the novels by Henry Fielding (he is 

generally assumed to be the author of "An Apology for the Life of 
. Shamela Andrews", a parody of the Richardson's novel, which 
eared under the name of Conny Keyber in 1741). . 

d famous novel, "Clarissa" (1745), Richardson created 
ir of types: a polished rake and a Protestant martyr. The book 
re a series of letters, written by the title protagonist to her 
show the unhappy fate of a girl from a wealthy family who is 

anipulated by a number of incidents to the point of being rejected by 
on. In effect the protagonist becomes almost a Christian 
ffering human being. Spiritually virtuous, she finds herself 
violated in a brothel by a rake, Lovelace. Public opinion; 

at first condemns her, changes after her death and the circulation 
letters. In this way the moral of the story is made clear: it is 
how that virtue not always goes together with respectability 

ety, since society understands chastity only technically. But the 
always find their reward, if only in heaven and after death! Such 

which was meant to move its readers to tears. 
f this type proved immediately immensely popular; Diderot 

praised "Clarissa", both Rousseau and Goethe looked to it for inspiration. 
? But it did not produce direct imitations; the closest to the Richardsonian 
! - structure and sentiment is perhaps the epistolary novel "Julia de Rou- 
, bignC" (1777), written by HENRY MACKENZIE (1745-1831), a Scottish 

i writer. His other novel, "The Man of Feeling" (1771) resembles Richard- 



1 L 
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son in combining sentiment with didacticism, but its loose and fragmen- 
tary construction also shows the influence of Sterne. 

T h e  post-Richardsonian novel of sentiment undertook themes of more 
domestic range, presenting simple, everyday life, frequently idyllic, and 
describing family and home affairs. The best known of these is perhaps 
the novel written by OLIVER GOLIISMITH (1728-1774) under the title 
"The Vicar of Wakefield" (1766). It tells the story of a certain D r  Primrose, 
a learned man, happy in his domestic hearth, who in the course of action 
is drawn to misfortune, poverty, jail and dishonour both by a series of 
accidents and by the machinations & the wordly and vicious characters. 
The  idealistic Dr  Primrose bears all his misfortunes with gentle resigna- 
tion, attaining almost resilient dhival)icheroism in face of his fate. Using 
the motif of a hidden identity, the author somehow,manoeuvres the plots 
of t  henovel towards a happy end, and restores the protagonist to his family 
and quiet life. . - , 

. . .  
I 

Many characteristics of this type of the sentimental novel may be found 
in a later novel written by HENRY FIELDING (1707-1754), "Amelia" 
(1751), mainly due to the shaping of the title protagonist, a virtuous 
woman who bears stoically both the poverty and the follies and infidelities 
of her husband. , 

Later the censoring of the excessive sentimentalism and the influence 
of the  techniques worked out by Fielding in his other novels will pave the 
road for the structuring of another novelistic variant - the novel of 
manners. . . 

While the sentimental novel was heavily burdened with sentiment and 
moral purpose, the other variant which was born in the same age - usually 
called the "realistic'! novel - was marked by rationalism and satiric pur- 
E. It originated as an individual reaction of a journalist and a writer 
of burlesque plays, Henry Fielding, to the exemplary, conventional and 
utilitarian morals of Richardson's Pamela. Fielding began a kind of 
parody of "Pamela", entitled wa he History and Adventures of Joseph 
AndrAvs" (1742), shaping his protagonist as a fictitious brother of Pame- 
la, who is subjected to sexual temptation in a situation similar to that of 
his sister. The parody thins out when Joseph Andrews - together with his 
friend, Parson Adams - sets out from his village to travel by the English 
roads and begins to meet all kinds of adventures. The motif of travel - 
taken from the picaresque tradition - provides here much opportunity to 

')ic 

characters and social o r  economicaspects of Iife together 
of the English country and town settings and manners. 

.. Begun as a parody, "loseph ~ndre&' '  bean  the subtiGe "Comic Epic 
poem in Prose", which suggests its similarity to the mock-heroic epics. It 
mocks primarily hypocrisy- for Fielding, virtue does not depend o n  public 
demonstration (as was the case with Richardson's Pamela): virtue is a 

.,P matter of inborn disposition and intention. The  main example of it in the 
.? , ' 

g n o v e l  is Parson Adams, who always misinterprets conventions for truth, 
-:k%nd who believes everybody, taking a beating because ofhis innocence and 
:&orance. Like Don Quixote he lacks knowledge of the world, and it is 

inexperience that results most often in trouble, adventures and comic 
Not only the farcical incidents of the plot, but also the nar- 

tor's attitude to the characters and theirpredicaments - an attitude full 
humour - disclose here the combination of  satirical purposes with the 

ess on  the necessity of knowledge, especially the knowl- 
uman nature. 
r vein Fielding wrote his masterpiece, "The I-Iistory of Tom 
~dling" (1749), in which once more his debt to the tradition 

e and the picaresque romance was revealed. As the author 
ted, hc intended ro give a picture of "the plain, simple 
nest nature" and "to recommend goodness and innocence 

&? has been [his] sincere endeavour in this history". The professed aims were - -x-, 
 typically neoclassical: belief in the " p o d  nature" of Man dominated the 
$book. Contrary to Puritan opinions and conventions, Fielding did not 
:3 - 
-.k: connect morality with sexual control, hence the rather loose conduct of 

his protagonist (oneshould remember thesewere - more o r  less - thesame , . 
;c: years in which Diderot wrote his "Jacques l e  Fataliste"). Nevertheless, '< ~ i e l d i n ~  was a moralist. Allhough h e  treated the sins of flesh as less 
::P 51;: important than thesins against thegenerosily of feeling, Fielding present- . . 
: : ed a development of his protagonist from a passionate youth to a thought- 
-:'i ful adult - and this development look place on  the road of prudence. 
-* 

Besides, the novel was one more attempt a t  achieving the status of the 
. ' _epic, an atlempt to elevate the craft of fiction and the dignity of the genre, 

: although this attempt seems to us today foreign to novelistic techniques: 
the typical 18th century discursiveness is revealed in the short essays on 
art and philosophy preceding particular chapJers as well as in the digres- 
sions that abound in the text. The intrusive narrator functions here as a .-  



kind of omniscient tellerwho comments no t  only upon the  action but also 
upon the strategy of narrative choices themselves. In this way h e  intro- 
duces a certain distance to the events of the  story and t o  its protagonists, 
he  foregrounds the stance and attitudes of the speaker revealing his 
interest in characters as examples only of some general social l a \~s ,  and 
constantly nullifies the illusion o f the  created fiction. As a result the  novel 
gets the characteristics of a detached and relaxed yarn, i t  acquires the 
traits of a comparatively intimate social intercourse - it might well be  
a leisurely tale told to  one's companions in  t h e  free and easy atmos- 
phere  of a wayside inn. 4 

But, as always, Fielding tells a good story, with comedy inherent in it - 
comedy strengthened by irony, exaggeration; contrasts and caricature. 

Daniel Defoe's influence married to the  purposes of satiric romance 
and to  the picaro tradition were even more  pronounced in the novel 
written.be1wec.n "Joseph Andrews" and "Tom Jones", under the  titleUThe 
Life of M r  Joriathan Wild the  GreatU(1743), in which Fielding shows his 
first hand knowledge of the criminal class arid its jargon. The  book 
illustrates well the  lack of difference between the low and the high classes 
in feeling, virtue o r  vice - a theme that will reappear in "Tom Jones". The 
picaresque interest in roguexy is here a simultaneous satirical attack o n  
political schemes, on  the pretended virtues and real vices of mankind. 

The  same type of novelistic production, dominated by the  influence of 
the  picaresque, but with a still greater stress put onto  the  documentary 
valueof the observations, was rcprescnted by TOBIAS SMOLLFl1l' (1721- 
1771), the  author who inaugurated the nautical novel, presenting the 
brutal aspects o f  life o n  board the ship. His-fifsi-book; entitled "The .. - 

- Adventures of Roderick Random" (1748), operated with aulobiographi- 
- cal material and told the story of a young Scot who goes to  London,-is 

pressed aboard there and meets many adventures in different parts of the 
world. The protagonist is a typical picaro, selfish and unprincipled, s o  the 
story often concentrates o n  examples of various kinds of roguery and 
unpleasanties of life, 

In the same vein h e  also wroteNThe Adventures of Peregrine I'ickle" 
(1751), the story of a swashbuckler and a scoundrel. Here  some amusing 
characters were introduced, among them a type of a salty sailor, Commo- 
dore Trunnion, whose language is far worse than his heart. The  book 
contains satire o n  the social, political and literary conditions of the day 

,'?''and i s  said to have influenced a number o f  novels by Sterne, Scott  and 
a Dickens. 

. .  Continuing the interest o f  the age in low life and in the underworld, 
.; Smollett wrote "'The Atlventures of Ferdinand, Count Fathom" (1753), .- 

the life history of an  indecent and dishonourable villain, which showed 
J the predilection towards episodes evoking terror. The description o f  a ' sensational visit to a graveyard in the blackness of midnight as  the  owls 

. . 
.;- ho'ot,and white figures appear foreshadows the approaching epoch of the  .... 
-2 Gothic novel. 

. . ~ ~ $ & = 3 h e  novels of Tobias Smollett a re  perhaps the closest to  the  tradition 
,< 

':,?.of'romance (even the titles seem io suggest it). Only "The Expedition of .:;%. 
.3,;.H~lrnyhrey Clinker!' (3771), with its use of the epistolary method as  \veU as 
,%',':., - .::. 
~ - 3  , .~- .  thechoiceofa . moredomestic themeconnectedwitha peacefulmotifoftravel - ::: ,. ' for recreation and health, comes closer to the novel of sentiment, while the 
;b d~lineation of amusing characters shows some affinity to Fielding.. 

. ?  
. : j : /-  8 .. .: 
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Laurence Sterne (1713-1768) 
2 ,.,;,: ::; * .. , . 

' . ; ' i * . ~ h e  development of the novel in the age was extremely rapid and I :-,. 
3 ..;,resulted in the growth of not only a number of genre variants but also in 
1 . ' 
: the appearance of individual accomplishments which did no t  start  a n  
i; .. . 

immediate evolution of different genre conventions. It seems that the 
' fiction of the period discloses its greatest possibilities in the  new novel of - 

sentiment written by Laurence Sterne. 
. A t  first glance his most famous book displays many features which can 
be  found in the majority of fictional writings of theage. Its loose construc- 
tion and the narrator's fondness of digressions remind the  reader of - 



Fielding's techniques; its humorous intentionjoins it with both Fieldingand 
Smollett and even with Swift, at thesame time answering theexpectations of 
the reading public who enjoyed some indecent suggestions on thecondition 
that they did no1 become too obvious and vulgar. Even the  title of the novel 
is built according to a certain recognizable neoclassical convention - 'The 
Life and Opinions of'Tristram Shandy, Gent?' (1759-1767) s u ~ e s t s  both the 
division into two different kinds of material and their expected effects: the 
"life" story is told by the narrator for thefeaders' amusement (although the 
story itself does not consist of too many incidents), "the opinions" (of the 
narrator, not of the protagonist, in.spite,of the suggestion of the title) are 
orooosed in digressions for the readers' instruction. 
I I " 

WC- The technique of 'close observation, which critics name "the petty 
realism" of Sterne, is a legacy of neoclassical perspectives as well. In the 
novel the narrator's attention is usually focused on little events: in one of 
the most famous passages the narrator describes a retired soldier freeing 
a fly out  of feelings of benevolence, although the soldier has previously 
been presented as spending most of his time in building mock fortifica- 
tions, conducting sieges and planning military slaughters on  his strategic 
maps. ~uch'detailed observation of petty incidents, in which some truths 
are  revealed - here thc5truth of a character - is in full agreement with the 
neoclassical belief that one can discover the most essential principles of 
the univeke and the truth about Man by observing the smallest atoms of 
reality. It isobviousl~~ihevieu~oint ofa neoclassicalwiseman, ofa rationalist, 
of a naturalist of the epoch. Swift had to go to unknown islands to find the 
exotic - for Sterne, il is enough to change the scale of his observations, to 
observe a fly, or tin soldiers, in order to reach both the exotic and the truth, 
not losing contact with the closest reality at the same time. 

But in other respects Sterne is no longer neoclassical. The change is to 
be seen mainly En his marked interest in the individual,.which first and 
foremost influences the modifications in the timeconcept. The  timewhich 
is important in the novel is no longer the clock time, but the time of human 
experience - the time as i t  appears to human consciousness. Any moment 
is felt by people as joinini the experience of the present both with past 
remembrances and with the hopes and expectations of the future - in our 
perception time is not truly linear. Besides, the same moment may pass 
quickly in joy or l i n z  in sorrow. The narration in Sterne's novel strives 
to  follow these dictates of experience: a moment of joy may be described 

.qf!EF. 
3*, t- 
:r$!na single sentence, while a moment of sorrow can fill up a whole page; 
' ~ n d  since the past'and the future colour and condition theconsciousness 

. of the present in the same way, lhe chronological order of narration must 
. be broken as well, and the narration should follow theindividual's whim- - 
b ' sical shifts from the expeclations and plans to  the  remembrances, from 

the remembrances to the here-and-now. Such a technique of narration 
appears in Sterne's text for the first time in the development of the  novel, 

stage of its evolution to be reborn only 
ury: in the "stream of consciousness" 

I makes Sterne a sentimental writer, but 
erstood differently than in Richardson. 

ans the ability to respond to the slightest 
every sensation and feeling. According to 

ociations constitutes for everybody his own 
rybody is a. prisoner of his consciousness. 

s difficulty in making contact with olher human 
cr of-feeling- is the only means of escape from 
of communication with others, the only hope 
ch a perspective "sentiment" becomes a n  end 
led from morals. - - wc 

e and sensibility immediately change the 
o f  attempting to do  justice to the w o z  
bjective model of individual experience. In 

ng precedence to the referential function of 
sage, he  chooses the emotive one as the dominant. This results, in 
some novelti& in the use of language. Being aware of the difficul- WC- 
rendering 'impressions, the narrator always looks for the most 

curate word; tryin$ to render all the niceties of impression, he looks for 
t delicate shades of meaning: first hechooses a word, then clarifies 

.: it'with synonyms, contrasts it with antonyms, adds newclauses, defines the 
d :::A 

5 word and clarifies it once more, corrects himself and negates the pre- 
1 : vipusly chosen expressions. H e  does everything to  depict the labouring . .. 
: - . thought, achieving at  the same time a complete freedom of the'pen. His 

sentences, although long and complicated, create an easy, flo 
:' . ing style. Not.eveiything can be expressed - but the idea it 
: . impossibility may be suggested, s o s o m e  sentcnccs stop in 
.! . . 

I .  



i 
undergo unexpected inversion, reveal peculiar punctuation; thereappears 
a number of dashes, asterisks, blanks, even black or blank pages. 

The same happens with the construction of the book. sometimes the 
narrator stops in the middle of the chapter, because he remembered 
something worth telling that had happened before. At other times he 
omits certain chapters altogether as they seem to him either too good or 
too bad to be introduced into the novel. 'Sometimes a chapter consists of 

-WC several pages, sometimes of only a short sentence. 
Such a technique is in direct opposition to neoclassical precepts of 

neatness and clear development. This is not planned order - it is the 
disorder of a developing and chang.int thought process. To render such a 
process, the author must possess a high awareness of his own choices, of 
his material, of his instruments :'a higd awareness of language which is no 
longer only the means of imitation, but is used freely increation. 
create means here to strugglewith lingui~ticconventions, it means breach- 
ing language rules and establishing-new principles for this immediate 
need, for this unique usage. In our terminology, creation here demands a -. 

conscious build-up of the supercode. 
And thus a revolution is achieved: in "Tristram Shandy" there dies a 

journalistic tendency to present a mimeticstory, to pietend that the book 
is a piece, a fragment of true history. This "death" was already prepared - -  - 
by Fielding's novels, where the commentaries to particular chapters 
suggested openly that it was he - the implied author in the guise of the 
intrusive nirrator - who was responsible for the shape of action, the 
fates of characters, and,the construction of the story. But Fielding's 
feeling of authorial omnipotence was still bound by didactic and mdr- 
alistic tasks, it was still limited by the demands of readers accustomed 
to particular conventions: he felt himself to be the master of the 
fictional world and a constructor of the novel, but seemed less inter- 
ested in the autotelic issues, in foregrounding the very problems of 
writing. Only in Sterne does the awareness of language resistance, of - - 
the m"ltipli choices hidden in the system itself, of the intricacies of 
literary expression, become the dominant autothematic preoccupation 
inscribed in the text of the novel. 

_-" The new understanding of "sentiment" which brought such spectacular 
results in the field of the novel, could also produce major changes in 

pl.4- 
:the$ popular genre of the neoclassical epoch: the travel journal. The 

:- ~ebclassical thirst for kno\vled.qe .gavedirect stimulus, ofcourse, to thegowth 
if chis genre of non-fictional pi-oie: here the rationalistic love for vivid detail 
and reliable informalion on the geographical, social, and economic aspects 
of reality found perhaps its b a t  nourishment. Such journals werewritten, for 
instance, by Daniel Def'oe, who between the years 1724 and 1727 published 
three volumes of "A Tour thro' the whole Island of Great Britain", by 

;:"samuel Johnson, who wrote about "A Journey to the Western Islands of 
,;&cptland9' (1775), or by the biographer of Johnson, James Boswell, who 
,-*';' .-.. 
.@gave to ihe world "An Account of Corsica. The ~ o u r n a l  of a Tour to That 
.a. > -  
FIslqnd ..." (1768) and "Jotrrnal of a Tour to the Hebrides with Samuel 

q*q.L1: - .% (wr. 1773, p. 1785). All these journals became in later centuries 
'.%dmirable '.w sources of information for historians. 

No wonder that Laurence Sterne also tried his pen in this popular GB- - .- . 
?: genre. But "A Sentimental Journey through France and Italy" (1768) was 
.i- 
:;$bta book containing simply the impiessions of a traveller in a geographi- 
-,,.dl sense. Permeated by Sterne's understanding of sentiment and sensi- 

bility, it did not offer much topographical information or many picturesque 
.;-ienes. It was primarily a journey through characters and emotion, under- 
..;, &ken in. the quest for more knowledge about oneself: the narrative 
-'I situation dominated over scant incidents. The narrator's viewpoint was 
y: that ofa man of feeling - a man blessed with theability to feel himself into 

1 : idmeone else's situation and emotions. While the iournev of the prota- 

f gonist was motivated by his search for contact with ot<er peciple, the 
mirror-like techniqueof linking situations and analogous charac- 

4 ters foregrounded the process o i  the search itself, irrespective of its aims 
&id results. The string of individual scenes, loosely connekted by the 
identity of the protagonist-narrator, in all its strata and aspects governed 

1 
:; - by the organizing principle of a modified similarity (unity in variety), 
: directs the reader's attention towards textual strategies and enlivens his - 

senseofa literarygame. "Asentimental Journey" discloses readily its play 
. with conventions: the title itself suggests the change of the adopted genre 

structure and its cross-breeding with novelistic techniques; the preface is 
to be found - contrary to obvious expectations - as late as in chapter VII; 
the  convention of the "found manuscript" becomes parodied when a 
fragment of a story is discovered on a piece of paper used as a wrapping 
for butter; some chapters -and the whole text as well - are left unfinished; 
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( 
many erotic allusions demand the reader's clever cooperation in their uggests the charac- 
deciphering. In effect the journal of travel loses its documentary function rs", a typical comgdie 

-GB and the text acquires the features of novelistic prose. 
"Asentimental Journey"not only won great popularityin the Iate 18th . s y  The times witnessed not only the great popularity of pantomime, of 

century, but also proved more influential than "Tristram Shandy" in the , 'GaGous masques, performances of cornmedia dell'arte, dances, dance 
period to come. led as,afterpieces, but 

have stimulated the 
nglish ballad opera, written by John Gay under 

BIBLIOGRAPHY: title "The Reggar's Opera" (1725). Its plot concerned a highwayman 
W. Chwaiewik, "Wstqp" [in:] L.Ste~e, "Tristram Shandy", Warszawa e a vivid picture of rhe London underworld, 

1958. 1 interest in low life, which was so marked in 
G. ~ystydzi'ehska, "W labihcie k w  . ~fud ia  o tw6rczo8ci Laurence's P ,, era tried successfully to sugsest the inherent 

Sterne'a", Lublin 1993 (rozdz. 111- V). 
medy could be observed in the 
dsmith's play, "She Stoops to 

~ r a m i ' b f  the nkoclaisieal period , onquer" (1771). As the author himsclf suggested, "it was meant to 
t and give [...I muscles motion", 

The drama of thcse years seems to be of little interest to the historian play was a farcical comedy of 
of literature. Firstly, it was no longer one of the dominant kinds of nd it tried to make fun - among 
literature, and, Secondly, it was. heavily influenced by the conditions in rnzoyflnte of the times. From 
theatrical production..The theatre of the times was dominated by the - star pect laughter in rhe theatre 
system, and the plays were often written so as to give maximum oppor- 
tunity for famous actors to show off their abilities and not much attention a feature of some plays, 
was paid to the coherence of lhe whole text. ?$.written by RICllARD IfRINSLWDUTLER SHERIDAN (175 1-1816), for 

The "r~forrn" of comedy, s~arted by the pamphlet of Jeremy Collier, (1775), a comedywith the 
brought to this genre greater moral responsibility and introduced didac- spronunciation ofdifficult 
ticism. Following the main tendencies of the epoch, comedy began to take: "the malapropism". - 

1 instruct people, instead 'of making them, &$. When instruction was 1'' (1777) also proved to 
helped by the intrusion ofsensibiIity, comedy displayed a slow disappear- offered a satire on the 
ance of humour and began mingling laughter, if there still was any, with d witty epigrammatical 

I sentimental tears, although the prominent moral purpose sometimes 
encouraged the manifestation of slight satire. But, according to the inteI- 6 iradition of the 

! lectual trends of the age and contrary to the immanent tendencies of the blank verse, often 

I genre, comedy suggests a rather determined belief in the essential good- aiming at politi&l rfclnnte. The best known examples of it are Joseph 
ness of the human heart. Addison's "Cato" (1723), James Thornson's "Sophonisba" (1730), Sa- 

Perhaps the best examples of  his dull, didactic, and sentimental kind : muel Johnson's "~reni" (1749). The auempt at a parody of the genre is 
of dramatic production are the comedies written by Sir Richard Steeie: : 

1 



more interesting: it is the best of the 22 plays of Henry Fielding, "Tom 
Thumb the Great" (1730). 

The mimeticambitions of the ace favoured the develonment of domes- " 
tic tragedy, with ordinary non-heroic characters and with emphasized 
mordlitv for the topic. The most representativeexample of it was written 
by GEORGE LILLO (1693-1739) under the title "The London Merchant" 
(1731), presenting a story in which a good apprentice is seduced by a 
wicked woman to robbery and murder. 

Changes in the intellectual tendencies of the period were perhaps 
responsible for the introduction of a supernatural element into various 
plays..The atmosphere o l  terror, horror, and mystery was combined with -- 
scenes of haunting, while the setting of a graveyard or  some ruins'at 
midnight foreshadowed the appearance of the Gothic trend which will be 
felt most strongly in the pre-Romantic poetry and novel. . 

Sentimental leanings in poetry 

The  departures from neoclassical conventions that occurred in some 
poetic texts of the period might be first signalled by a quotation: . 

"See, winter comes to rule the varied year, 
Sullen and sad, with all his rising train - 
Vapours, and clouds, and storms. Be these my theme; ..." 

The passage comes from Augustan times, from a poein contemporary 
with Swifl and Pope; and it heralds a major change in neoclassical versi- 
fying habits. The  rootsof the change, then, seem to lie deep in the very 
heart of the period, in thework of JAMES TFIOMSON (1700-1748) whose 
departure from neoclassical conventions mainly b ~ i c e r n e d  the choice of 
subject-As the quoted passage suggesrs, he undertook to describeoutdoor 
nature, in its grand, impressive aspects. ~e did it in a four-book poem 
about rural life entitled "The Seasons" (1726-1730), describing in turn 
Winter, Summer, Spring, and Autumn. The Preface to the second edition 
of the poem showed that it was a conscious effort to "revive poetj". 
Thomson was not satisfied in describing life in towns, and Nature for him 
was not only the background lor man's activities, but was often presented 

$' ' \ '  

its own sake. He paid special attention to the observation of its various 
7qi&s, ~articularly to thesights and sounds associated with the progress 
' of theyear, and offered detailed descriptions ofcolourful contrasts o f  light 
..and shadow. Such passages showed Thomson's sensuousness (he felt a 
. ... .hGect appeal to all fivesenses), and il was evidently a kind ofan opposition 

.-,2'&tinst rationalism. But, on  the other hand, his concept of Nature as a 
constructed mechanism of universe is typically neoclassical. 

departed from neoclassical conventions in two other r e  
back to Miltonic blank verse. rejecting the traditional - 2pdg& couplet, and - more than once in his treatment o f  rural life -. he 

edsympathy for the poor rusIics, in this way joining the humanitarian 
ude with the beginnings of nature poetry in this epoch. 

t still in his conventional, Jatinized diction, in the choice of vocabu- 
Thomson was a neoclassical poet. H e  often spoke about 
"youthful swains", and instead speaking about "poultry" o r  

mentioned "household feathety people".and "ethereal 
is verse was neoclassically regular and ordered, he used stock - 

f scenery, introduced compliments to patrons and did not 
oral tendency in his observations. 

nsions between n~class ical  leaningsand new attitudes marked 
tion of the majority of nature and humanitarian poets of the 

.. WILLIAM COWI'ER (1731-1S00), when writing his poem ."The 
5) dedicated it to the theme that " ~ o d  made the cointry and 

min made the town"; and although he showed an affection for nature, it 
3+ i was still lreated as a setting for human occupations. In spite of iw close .1p ,- observation of rural scenes - of hay-casting, of a country postman, of a ' 

waggoner breasting the storm, of a snowfall - the poem developed into a 9 ,.. 
$kmd of discourse about social, domestic country life, adorned with moral 
3- - 
: topics and didactic passages. G E O R G ~  CRABBE (1754-1832) - one of the Zr. 

A$).elated Augus1ans;a transitional poet who also wrote in the Romantic 
-k period - showed a humanitarian attitude in his poern"TheVil1sge" (1783), 
>offering, a sordid picture of the 18th-century rustic life, but putting it into 
:;he neoclassical metre of heroiccoupleu. WILLIAM SHENSTONE (1714- 
'. 1'163) expressed in his rural poems his love of natural beautyand his desire - 

for simplicity, but in his short poems could not escape from the weight of 
conventions in diction, endowing the places he  described with many 

. aftificial ornaments. RICIWRD JAG0 (1715-'1781) was similarly conven- 
- - . . 



(' - 
tional, although lie followcd Thomson in his choicc of blank vcrsc and 
ioplc in tlic pocm "Etlgc llill" (1767), a descril>lion in  four books of rhc 
same hill-lop, as i r  appeared at Sour s~~cccssivc periods of thc day. 

I t  \\'as Olivcr (;oItlsmith, who - although equally neoclassical - joinctl 
his huma~iilarian inlcrcsts with orhcr new1 fcaturcs ol' approacl~ing prc- 
Romanticism: the mclancholic mood and clesiac tonc, as might bc bcst 
obscnjed in thc pocni "l'lie Dcscrtctl Irill;~ge" (1769) which prcscntcd thc 
dcstructivc influcnccof lhc induslrial order on a happy and pcaccful rural 
community. 

The pensive. gcritlc, idyllic tonc,and lhc Ilcclinc mood, which is usually 
cspcricnced a1 sunset and j)rovokcd by sylvan sccncry appeared in thc 
pocms or WII,I,IAR~I COl,I,INS (1 721 -1 759). a poct combining Thomso- - 4 n ian  sensuousncss with an elegiac alrnosphcrc. Thc bcst csaniplc of his 
accoml)lishmcnt is "Ode to E\-clii~~g" (17361, praised for thc ~iiost skillul 
use of ~iii~sic;~I :ISS~I~;I I ICC anti orioln;~lopoci;~, wliich csprcsscs tlic cnjoy- 
men1 of' nalurc in  soliludc at tlic ~\vilight hour. Other odcs, published in  
Ihcsamcvolumc, voiccd his protcst against tlicartil'iciality and ornatcncss 
of 1Sth-century poct~y: although his praclical striving Sor simplicity and 
riaturalncss was no1 al\vays succcssfi~l. 

Thcsa~nc atmosphcrc,cc>mbincd wilh ncocl:~ssici~l ncatncss, aphoristic 
diclion, and orderliness on rhc one hand, and on I hc other, with thc kcling 
for nature and tlicsym]~athy for lo\vly folk has bccn noliccd in thc poct~y 
ofl'lIOkIAS GIlAY (1716-1771), by training a classicist and an academic, 
who also wrote moralizing, didactic, ncoclassical llyrnns and odes. Thc - 
pre-Romaniic topics appeared i n  his most famous poem, "Elegy Written 
in a Country Churchyard" (1751). 

Of course, many of thcsc intcrcsts and nttcrnpts io introduce somc 
changcs wcrc merely sentimental. Sentitncntal also wcre a fcw altempls 
to undertake the themc of low, cithcr in  prosc by Jonathan Swift in his 
"Journnl to st ell;^" (1710-1713), a collccrion of letters, or in versc, as in 
"Eloisa to Abelard" (1717) by Alcrtandcr I'ope, a hcroic cpistlc abour 
Eloisa's rcnunciation of lovc for Ihe scrvicc of God. But i t  was among the 
"naturc" poets that somc of Lhc most imporrant tcndencics werc born. 

The introduclion 01 the melancholy mood into neoclassical poctry 
secms to beonc of tlic majorstcps toivards a cotnpleicchange ofattitudc. 
In neoclassical descriptive pocms tlic strcss fcll rraditionally on thc ob- 
served obiect. This tradition sul'fcrcd a dccisivc brcak: lhe esorcssionof 

thc mood shiftcd the strcss onto the observine subiect. The neoclassical 
V J 

WHAT \\!as bcing slowly substituted by the pre-Romantic WHO and 
--- 

~ ~ W ~ l ~ j c c ~ i v c  distancc ant1 precision in rendering images of the world 
bccarne less impor~i~nr than emotional. subjective intensity of a poctic 
vision. Thc rntionalistic ambition of understandine arid dcnictinr chanrcd .. - 
inlo [he prc-Romantic longing to feel and in cffcct objective and rdlion- 
alizcd dcscrintion chanrcd into a ~ o c t i c  confession. The imnortance of 
thc poCr, Ilic man who - Sccls in a uniqueway, began to grow. EdwardYoung 
in  his "Conjecturcs oo Original Composition" (1759), a prosc essay, 
rcjcctcd the ancients as modcls, because it was originality that becamc 
important. Pocls should rely upon inspiration, hc suggested; they should 
bc crcntivc, not imit:~tivc. 

So, from thc change o f w ,  through the introduclion of - mood, the 
dcvclopmcnt ofncoclassic:~l poetry into thc prc-Romanticonewas marked 
]vini;trily hy i1 great slcp from the dcscriptivc pocm lo lhc personal lyric. 
And lhis srcp was tiikcn Cirst by ihc pocts ol' thc so-called "gravcyard 
school". 

Poetry of pre-Romanticism 

Both William Collins and Thomas Gray arc usually ascribcd to the 
"gravcyard school" ol' poetry by virluc of thcir rnclancholic attitudc. But 
thcy \t1crc not the most lypical of the school. - - 

TIIC popularity of thc trcnsivc mood and mclancholic reveric lcd straight 
to the contemplation of death and of thcgrave. Such contemplation was 
ollcn s~iniularcd by thc observation of a gloomy landscape or a graveyard 
a1 a particular timc: in thc cvcning or at night. The mcdiiation was usually 
a pcssimisric onc, and cvcn if  not, i t  had an intensely personal and 
subjcclivc o\fcrtonc. Thc lyrical cgo presented his own inmost thoughts 
and I'ecling which \\'ere rcsllcss and changing, no longer neatly arranged 
and rationally ordcred. In  thc ymrs 1742-1745 there appeared a long poem 
in nine parts which was dcstined to have an enormous influence on 
Romantic lvritcrs in t l ~ c  whole of Europe. Its author was EDWARD 
YOUNG (1683-1765), and i t  was written-in blank vcrsc undcr the tillc 
"Night Thoughts 011 Life, Death and Immortnlity". Reflective, full of rrief 



and feeling for mystery, swect in  dcspair, i t  was a typical poem of the 
"graveyard school", breaking rhe rules of ordcr and measure, lollowing 
the dictates and needs of sclf-csprcssion. 11s melancholy was of a religioi~s 
kind, but although i t  lollowcd lhc tradition of Christian n~editations, 
Christian and Grcek idcas wcre oflcn conf~~scd thcre. 

An immediatc echo of the "Night Thoughts" was to be licard in the 
writing of JZOIiERT BLAIR (1699-1746), in whose poem "l'lie Gri~\~e" 
(1743) we can mecl a meditation on dcath which somctin~cs bordcrs on 
macabre and funereal horrors. ldcn~ical emotions and thoughls ulcrc 
givcn csprcssion - this ti~pc not i n  vcrsc, ~ U I  in a kind ofdeclarnaloryprosc 
- by .lAl\.IES IIERVEY (1714-17%)) \\.hose work's title speaks for itsell': 
"Medit:~tions anion4 t1ie;Sombs" (1745-1747). 

The humanitarian interests of thc scn~imcntal writers - an interest in  
rhe people ofthe county not only bccausc thcy wcrc closcr to n;~ture, but 
also bccausc I hey sccmccl lo be socially ol)prcsscd - hcsaldcd 1 he approach 
of the Romantic altitudcs which towards the closc of the ccntury wcrc to 
change into rcvolulionary idcas fccding grecdily upon thc lopic of social 
opprcssiou. But llic scn1imcnt:rl writer admircd primarily thc simplicity 
antl na~ur;~lncss of lhc "l)rimili\~c" ~)copfc who wcrc closc lo Ihc lii~id. I n  
prc-Romanticisni this admiratiorl was shiftcd from ~ h c  pcoplc ~licmsclvcs 
to their culture. 

In cffcct llicrc arosc an cslrcmcly strong iutcrcst in  folklore, in primi- 
tive ballads, folk songs, k,lk lyrics. As a reaclion against ncoclassicistn this -- 
was also combined with a rcnunciation of ancicnt classical modcls - thc 
pocls began to look for modcls in their own nalional past. Hcncc thc 
revival of Miltonic blank versc inslead of heroic couplcts in  the writings 
ofsentimcnlal authors; hcncc also lhc rcturn 10 Spcnscr and the Spcnser- 
ian stanza by James Thornsoil in his poem '6'l'he Castle of Indolence" 
(1748), which wasa sentimental allegory, drcamy in its vision olthc casllcs 
in a lotus-land, where ~ h c  magician and enchanter Indolcncc lurcs pil- 
grims and drains them of energy and free will. 

The general yearning for [he remotc and lhc intcrcst in lolklorc, 
combined with the inclination for the gathering of knowledgc (still, in its 
origin, a neoclassical tendency), wcre direct stimuli for a rcvival of curios- 
ity not onlyaboul lhc nation's past, but also about.rhe remnants of ils old 
culture. The revival was called the antiquarian movcmcnt. 

When Thomas Gray wrote his odcs, he followed the Greck Pindaric 
model, dividing them into three parts, cach ofwhich was further divided 
into rhrce sections. Yet in one of lhe odes, "The Progress of' Poesy" 
(1757), lie tricd to csprcss his lovc lor old English poctry, and in anothcr, 
"'fl~e Il:~~-tl" (1757) he took u p  a subjcct from Welsh mcdicval legend. 
Larcr, lhrough thorough scholarship hc tricd lo esplore the origins of 
romance, looking lor ~nalerial in  old Norsc and Celtic legends. His two 
odcs, "'l'lie 1iat;ll Sisters" (1761) and "The Descent of Odin" (1761) 
stiri~ula~cd (he literary intcrcs~ ol'thc years in  the Scandinavian rradilion. 

In thc year - 1760 a historian and writer, JAMES MACI'IIERSON 
(1736-1796) published a collection of folk poctry undcr Ihc long but 
csplanatory litlc: "l:r-i~gments of' ancient poetry, collected in the liigh- 
lands of Scotl:rnd, and trnnsli~tetl horn the Galic or Erse lirnguuage". The 
pt~hlicn~ion aroused thc Facul~y of Advocates in Edinburgh to finance 
Macphcrson on ;I trill through Ilic i-lighlands and Ireland I'or tllc pi~rposc 
ol cstcnding his rcscarch. A. a rcsull of this trip he brought back cnough 
matcri:~l to produce in a fcw years Ihe so callcd "Ossianic pocms", col- 
lcclcd as "'l'he Works of 0ssi;ln'' (1765) and prcsentcd as prosc trunsla- 
1io11s from :I Icgcntlary, 3rd c c n ~ u ~ y  Giiclic hard, Ossian, a lradilional 
l-iighland hero. Many pcoplc bclicvcd lhcy were truc translations, many 
othcrs accused them of beins for~cries. In fact thcy sccm to be bascd in 
par' on ancient fragments, but the Isanslation is not a gcnuine lranscrip- 
tion froin old originals. "Thc Works" created a grcat sensation in Europe: 
tl~c!l\\~crc translatccl into French by Turgot, into Italian by Cesaroltc; thcy 
gave impctus to lhc Romantic movcment in Gcrmany and wcre admired 
by Gocthc; they became hmous among thc Polish Ro~nanticwritcrs, too. 

"Ossianic pocms", \vritIcn in rhythmical prose, offcrcd minulc dcscrip- 
lions of landscape - wllich arc Romantic, but foreign Lo early Scottish 
poetry. They weresentimental, prcsenting a world of hcroicsimplicity,sct 
in a landscape of mountains and mist, cvidcn~ly influenced by thc gravc- 
yard tradition in thcir melancholy and gloomy mood. Their underlying 
pattern of an cplc conforming ro thc canons of Aristotlc, the solemn 
tncditative tone of their prose sentences, rescmbling biblical language, 
their glorious imagcnl of bygone days stirring the national feeling, thcir 
use o f  mysterious, cloudy, dcsolalc landscapes as a setting for romantic 
lovc - all thesc fcaturcs cxplain the best-seller popularity of the "Ossianic - 
poems" in their times. 



Tliemost excmpla~accomplishment of lhcantiquarian movemcnt was 
thc w r k  of' 'I'EIOIvIAS I'ERCY (1729-lsll), who ediled a collection oT 
about 180 old English and Scoltisll ballads, hislorical songs, mcrrical 
romances and sonncts, rakcn I'son~ an old folio manuscript. I r  appearcd 
under the ritle "Reliques of Ancient English I'oetry" (1765) and bccanic 
a landmark both in English balladry and in prc-Romantic striving for 
naturalncss of diction and approach, although the cdiror morc than once 
rather frccly adapted his ancient sources. 

Adaptation changed into forgcry under the pcn ofTII[OMAS CllA1'- 
TERTON (1752-1770), a tragic young poet of intcnse nicdicval sympath- + its, who compiled "l'oems, su])posed to have been written at IBristol, lty 
Thoolas Rowley, Ant1 Others, in tlle Fifteenth Century" (wr. 1765-177% 
ed. 1777). The"~oc'ms"~~rewri11cn in counterfeit Middle English, echoing 
Chaucer, Spenscr, Shakcspcare, Milton, and ... Macphcrson (sic!), but they 
disclosed a rare talc111 and wcrc niuch admired by many liomirntic pocts. 

Morc scholarly intcrcst within thc antiquarian movemcnt was rcprc- 
sentcd by two hrolhcrs: .10SI~I'II 'IVAR'SON (1722-lS00) and TIIOMAS 
'IVAlIl'ON (1728-1790). They both undcrlook rcsearch an oldcr literalure 
bu{ T~omasalsoattc~nptcd towritc ~)ocmson Artliuriau romancc ~lii~rcri;~l. 

Thc intcrcst in Solksongs, ballad, and folk lyrics Sound pcrhaps its bcst 
cspression in the pocms oS ROBER'I' IiUIINS (1759-1796), the grcatcsr 
of Scottish poets, and, maybc, the most Samous song writer in thc world. 
His pocms appeared in thrcc editions, ia 1786, 1787, and 1793. This last - 
collection was entitled "Poems, Chielly in tlie Scottish Dii~lect". Bcsidcs 
his own collections of poctry, he contributed almost 200 songs (adapta- 
lions and original texts) to Ihc sis volunics of Jamcs Johnson's anthology 
"Scots Musical M~~seum'l, and about 60 songs to Jamcs Thomson's five 
volumes of "Select Scottish Airs". 

The poct~y ol  Robcrt Burns may suggest ho\v prc-Romantic writings 
combined the few elcments of approaching Romanticism \jrith thc old 
conventions of neoclassicism. Burns was dccisivcly a poct of naiurc and 
sentimenr which may be escmplified by a number of his poems, for 
instance, "To a Mountain Daisy", or "'So a Mouse", \vhicli offers thclyricdl 
ego's reflections on a mouse turned up  wilh her nest by a plough, wilh a 
typically ncoclassical tcndcnq to moralize. From this uoem comes thc 
famous line: "lhe best laid schcmes of micc and mengo oitcn awry" (which 
later gave thc title to onc of thc bcst known novels of John Stcinbeck). 

Burns also was a poet oldcmocraq and re\~olution, togcthcr with the 
approacl~ing Romanticism voicing his cry for liberty, equality, and frater- 
nity, and a poet proud of his own nation, glorifying Scotland and defending - 
her right for independcncc, as might be scen in "Scots, Wha I-lae", a war 
song about thc battle of Bannockburn. But at the same timc he is oCten 
ovcr-rhctoricdl and ncoclassically bombastic, as in his democratic poem 
on lhc diynil!.of lllc individtt:~l. "A hlnn's n h1:in for:\'TI~:lt". 

In e humanitarian \\lay, showing his scntinicnt towards 101vly li~lk, he 
wrotc "l'lie Cotter's Saturtluy Night", describing an evening in thc life of 
a Scoliish peasant ramily, h u t  adorning it with ornate ncoclassical diction. 
Perhaps thc most Romantic of such poems - but at the samc timc lull of 
humour - is a tale from Scottish folklore, a kind ofa witch and ghost stoly, 
cnritlcd "l'orn O'Shiinterl'. Burns's intcnse love of humanity takes somc- 
timcs an almost Swiftian turn \\~hcn he adopts one of the most popular 
ncoclassic~l genres: thc satiric poem, as in Yl'he IIoly liair", a ~crsonal 
and social satire, or in "1Ioly Willie's I'r;~yer", an ironical salirc against 
the religious hypocrites. 

But Burns is primarily - as a prc-Romantic - a writer of lyrical songs 
and j,crsonill Ivrics, rhc pocms oi'lovc, olgood Scllowshipand of enduring 
Ciendship. ~ u c h  topics arc undcr txn  in his best known and most famous 
pocms and songs, for instance in "Jo11n Antlerson", "llonnie Weel'hing", 
"Aulrl king Syne". 

Prc-Romanticism brings with itself still one more change in poctical 
intcrcsts: a concern lor thc supernatural and a revival of religious poetry. 

Bcsidcs Willia~n Cowper's "Olney 1Iymnsn (1779) whose 68 tesu Corm 
a collectionwhich is still most favoured by the Church hymnody, the times 
witncsscd thc appearance of two rcligious pocu, uncspectcdly individual 
oncs. CIIRISTOl~IIER SWIAItT (1722-1770) combined unusual imagcry 
and intcnsitp of short, rapid lincs with slighily naivc diction and vocabu- 
lary, modelling perhaps his ",Jubilate Agno" (1759-1763) and "A Song to 
I )a~ic l~~ (1763) on the Latin poetry ol Horacc. But his primary source of 
inspiration was thc Old Tcstamcnt and - his main topic bcing the praise 
and celcbralion of the divine prcscncc - he scemed lo create his poems 
mostly as a kind of a prayer. 

The most outstanding achievement was thal of another mystic, a poct, 
paintcr and engraver, half pre-Romantic, half Romantic writer (as both 



( 
lhe characteristicsol his writing and lhc chronology of his books suggcst). 
The poet in qilestion is, of coursc, \VILLiAh.I I$L,AKE (1757-1827). Whilc 
sho\ving thc influcnccs of lllc Elizabethans, Milton and thc pre-Roman- 
tics, Blakc sccms to bc indcbtcd tnorc to non-literary sourccs: to Swcdcn- 
borg, Bochmc, the Kabbala ant1 lhc Biblc. But fronl the vc~y beginning 
his poeLiyM1;Is markcd I?!, disrincl personality and original poctic csprcss- 
ion. Even in his lint published volume, "I'oetical Sketches" (17S3), 
ivrittcn when Lhc aulhor \\'iIS still in his lccns, Blakc dcparlcd from 
neoclassical conventiol~s and rnodcllcd his pocms on Shakcspearc, Spcn- 
ser, and Milton. Hc cspcrimcntcd hcrc with new rhythms and metre: 
\itrote a sonnct \vi1ho111 rhrmcs ('"So the Evening Star") and tricd various 
stanzas in the constri~clion ol'a song. In this earlyvofi~me hc also showcd 

. b his talcnt for an astonish~ng metaphor and for thc accomplishing of rich 
symbolic meanings. 

Tlrcsc characlcristics wcrc I'urthcr strcngtticncd i n  his othcr collcctions 
and books, \\.hicll appcarcd to be a maslcrly combination of two arts: 
poetry and engraving. The pocl hiinscll'cn_cravcd Ihc tcsl and thc illustra- 
tions to it onto coppcr platcs, and lintcd thccnsravings \with his o\vn hand 
al'tcr prinling. Tlic proccss ol'cngraving, watcr-colouring tllc prints and 
binding each volume \\,as cstrcmcl!l laborious ant1 lime consunling. All of 
Blakc's works wcrc I'irsl produced h!r his own hand (csccpt "Poclical 
Skctchcs"), and ihcrc arc fcw su~xiving cnpics of thc original cdi~ions (27 
of "Songs of [nnoccnce and  Espcricncc" - sonlc incotnplctc; 15 of "The 
Book of Thcl"; 9 of "Thc Marriage of Heaven and Hcll"; 5 of "Jcrusalcm"). 

!'Songs of Innocence" w r c  ctched i n  1759 and in 1794 thcy wcrc put 
together with "Songs of 1:sperience" and some oihcr pocms under the 
joint titlc. As Blakc himsclfsuggcstcd, lhc two collcctions were to prcscnt 
thc contrasting vic\vpoints ol' nian: a child-likc innoccncc, displayins 
ignorance of the surrounding rcality and bclief in everything the child is 
told, and a grown-up awarcncss of all thc bad sidcs of lifc. Such a contrast 
- hclpcd hcrc with some of tllc pocms paired in ma~chcd counterparts 
("The Latnb" : "?'he 'l'ygel-") - sccms to suggcst the way of rcaching true 
maturity, thc joining of both statcs, a stagc which comprchcnds and 
transcends both vicwpoinls: the complclc undcrslanding of rcality - "or- 
ganized innocence". 

Blake's sy~nbolic thinking about Man, History and God was slowly 
claborated into a full-scale mythology presented in a series of tests called 

"the prophetic books": "The Uook of Thel" (17S9), "The Marriage of 
IIeaven itrrd IIell" (1790), a prose text with a poem as a prologuc and a 
song as an cpiloguc, "'She Four Zoas" (1797), "Milton" and "Jerusalem" 
(both 1804). Purling Blake's opinions and beliefs into simplcr terms, onc 
might suggest perhaps that - ~\ccording to him - man's fall is essentially a 
problem in psycholoi~y. Man alienated himsclf Crom the world and from 
his fcllows and as a result all the universe appeared to him as chaotic 
and socicly as a multiludc ol'isolatcd individuals. Blakc vicwcd man's 
history as a cycle olapproeches to and dcparturcs lrom rcdcmption: i t  
is lhc histo~y of constanl altempts to restore a unified vision of the 
univcrsc and Man. 

Thcsc idcas - and othcr more complicated ones - wcrc prcsentcd 21s a 
story with symboliccharactcrs in a symbolicsetting, a story which changes 
in each succcssi\~c book, although the essential vision remains the samc. 
Each work develops sliglltly difl'crcnt aspccts of thc vision; the cllaraclcrs, 

. clcnicnts of the sctting and thcir significance may altcr; thc concrctc, 
scnsuous ima~cs may change; ncvertheless the "story" which undcrlics 
them sccms to remain constant. But thc allcrations and modifications 
mnkc intcrprcta~ion of a si~iglc test most difficull, whilc a paraphrase of 
tllc  sto or)^" musl olncccssity becomc a simplification of it.  

This epic story starts in Edcn. I-lcre thc Universal Man -who is himsclf 
God and  Cosmos at the sanlc time - undergoes a divisioil. This break-up 
is cquivalcnt to the bihlical Call of man, but this timc not - away from God: 
instcad, il is thc Sailing apart of primary Unity into isolated parts - Blakc 
calls this Sclll~ood: thc atrcmpt of a sillglc part, separared from wholc, to 
be sell-sufficient. This momcnt of division is the moment of crcalion, too: 
o l  man, and of nature, and of thc distorted, dividcd vision of lhc universe. 
I t  is the monlcnl in which the Universal Man - the Human Form Divinc 
- dividcs into Four Mighty Ones, the Zoas, the chief powers and compo- 
ncnts of Man, who, in thcir rcspcctivc male and fcmalc aspects, pass into 
bcing in thrcc lowcr statcs o l  csistcncc (lowcr than Edcn): Beulah (a 
child-likc, pastoral and idyllic condition of innocence), Generation (the 
condition of human suffering, contraries and painful experience), and 
Ulro (the lowcst hell, the condition of utter rationality, tyranny, oppress- - 
ion; thc stale of uttcr negation, division, alienation and scllhood). 

This vision also has its future aspect. Blake suggests that we can achieve 
redcmption by liberating and intensifying the bodily senses with the help 



of imagination in order to transfigure tltc dividcd vision, to recovcr thc 
lost mode ol' vision, to rcunitc \vilh Jerusalem. According to him, thc 
history of humanity lcads to a n  imaginalivc apocalypse, to a rcvolurion of 
imaginalion \vltich nlill cnablc all people to scc Nature (since i t  \\lill be 
hunianizcd) as a placc whcrc indi\.idunls! unilcd in Universal Bro~hcr- 
hood, \jrill Sccl at hontc and becomc a ~tcw unity in a new Eden. - 

The idca of rcvolurion! the dcsire Cor comniunion with Nalurc, thc 
mystic vision of an cra of hr'orlicrhood and lovc, thc slrcss put on thc 
imagination - all thcsc Icalurcssccm lo consrili~tc thc characteristics lltat 
nukc Willianl Blake a Roqantic \\lri~er. 

- 8 

The  pre-Romantic novel 

Whcn all ~ l l c  varianls of the neoclassical novel cntcrcd lhc pcriod ol' 
prc-Romanticism, thcy mct will1 3 rci~ction against their evident standards 
or rationalism. The rcaclion \vns incited bv rhosc intcllcclual tcndcncics 
of the cpoch \vhich slimulatcd a n  inlcrcst in rlie p;\st, in  thc primitive, in  
thc \vild asvccls or narurc. in tllc \::~rious revelations of thcsuncrn;itural. 

I 

Such inlcrcsts promoled the rc\~ival o l  romancc tradition rather than 
f:~vourcd any furlher dc\:clopmcnt of true novclislic prose. 

First, an intcrcst in thc pas1 pro\fokcd rhc wrircrs t; choosc lllc Middlc - 
Ages as Lhcsctting for thc action orlhcir stories. And as lhcir knowlcdgc 
ol' those timcs \\!as ri~thcr superficial, thcp strcsscd thc barbaric clc- 
mcnts and conccntr:itcd on mcdicval su~>crstitions. Thccsscnccofrhc 
Middlc Agcs wits conncctcd for lhcltl with thc imsgc of the Gothic 
cathedral or of the forlorn ruins ol'a mcdicval casllc grown ovcr with i\y, 
situatcd pret'crably in an isolaccd placc, in thc wild woods or on a high 
cliff at a stormy sea. 

Sccond, such iniagcs cvokcd Scclings of rhc mystcrious and of tlic 
unkno\-\n, and thcy agrccd \\lit11 contcmporaly opinions about \+?hat is 
beautiful and sublime. Thc philosopher EDhlUND BURKE (1729-1797), 
in his trcatisc "A ~ h i ~ o s o ~ ~ h i c i t t  Enquiry into the Origins of Our Itlei~s If 
the Sublin~e nntl the Ilei~utifiil" (1757), suggested that lhc sublimc cmo- -- 

lions arc bascd on tcrror and on thc astonishment and alnazcmcnt that 
accompany terror. Among thc qualities that cvokc the sublimc hc lislcd 

vacuity, darkness, solitude, silence, profusion and disorder. No wonder 
that thc \vild and stormy aspects of nature were thought to cause thc 
appcarancc of thc sublime, especially whcn they were associated wilh the 
slrongcst cn~otion, thar of dislrcss - parlicularly thc distress o l a  weak and 
bcaulilul woman in necd of help. 

All tltosc charactcristics can bc found in the kind of pre-Romantic 
ciction that is callcd "rhc Gothic romancc". Certain Gothic motifs had 
alrcady appcarcd in lhe poc~n  of Alexander Pope "Elegy to the Mernory 
ol'iin Unfortunate Li~dy" (1717) which told about a suicide from a hopc- 
lcss lovc, about a non-Chrislian burial and a ghost haunting the valley. 
Sontc other motifs - like a noclurnal visit to a gravcyard - may be found 
in Tobias Smollett's "Ferdinand, Count Fathorn". 

Bur the first truc Gothic romance was a book by I-IORACE WALPOLE 
(171 7-1797), cn tilled "The Ci~stle of Qtranto" (1764), a pscudo-medieval 
talc, maskctl as a translation from ILalian,with thcaction sct in thc imagincd 
12th- or 13th-ccntury Italy, full of the ghastly machinations of thevillain, 
wilh a distressed heroine, mysterious strangers, visiting knights, mov- 
ing portraits and supernatural manifestalions. Thc book quickly won 
enormous popularity, whilc thc author translormcd his own residence 
inlo a Gothic casllc with sccrct passagcs and dark staircases and - 
following thc cxample of his characters - tried to live in those pseudo-me- 
dicval surrounding. 

Many othcr writcrs followed in his steps, cspecially women, who com- 
bined Gothic atmosphere and sensationalism with the cult of sentimental 
feelings. One of thc first distinguished followers of Walpole was CLARA 
R E E m  (1729-1307), who in hcr romance "The Old English Baron" 
(1777) combincd the usual Gothic stock motifs with a truer historical 
sctting, producing an amalgamate of thc Gothic romance and a semi-his- 
torical novel. Another writer, WILLIAM BECKFORD (1759-184) wrote 
in Frcnch his romance "Vathek" (1786) where the Gothic mood was 
joined with an csotic, oriental setting in a story about a young caliph who 
sold his soul to the devil - a story much indebted to the "Arabian Nights". 

However, the most famous, and the most prolific, was Mrs ANNE 
RADCLIFFE (1764-1823), who established the great popularity of the 
Gothicromance with her various titles, one of which is "The Mysteries of 
Uclolpho" (1794) making much of thc usual motifs of distant and unex- 
plainable cries, sliding panels, secret chambers and passages, moonlit 



casements, hooded figures, clanking chains, etc. All the characters here 
are, of course, types, but the action kceps the reader in constant suspcnsc 
about what will happen next. Additionally, almost all the novels of Anne 
Radcliffc bear onc  characteristic fcature: the apparent element of the 
supernatural is usually csplained at the cnd of cach romance by natural 
causes. 

In another ronlance, "The Italian...'' (1797), Mrs Radcliffe presented 
a type of villainous monk, Schedoni, who bears many characteristics of a 
Byronic hero. This type became latcr oncof thestock figurcs of the Gothic 
romancc and, among o t h c q  reappared transformcd in the work of MAT- 
TI-IEW Gl<EGORY LEWIS (1775-1818), entitlcd "The Monk" (1797). 
"Thc Monk" showed- the heavy influence of dilferent variants of the 
sensational literaturc that flouu-ished in England after thc publication of 
Walpole's romance. Writtcn by the author whcn hewas barely twenty, i t  
tclls thc stoty of a satanic monk Icd away lrom his vocation by thc thrills 
of eroticism lo the most vicious deeds. The romance oftcn focuses on thc 
straightforward description of horrors and terrors, somelimes bordering 
melodramatic cfl'ccls. Cri~icz~l and public opinion forced somc revisions 
bcforc tlic sccond cdition, which strcngthcncd thc guisc of a superficial 
didactic intcnt of thc whole story, cvidcnt cspccially in thc rcpulsivc cnd 
of the protagonist. There is much historical irony in thc fact that a 
Romantic tcndency to rcvivc r'omancc in [his agc lapscd into sccnes oflusl 
and torturcs thinly disguised by neoclassical moral didacticism. 

But in prc-Romanticism thc development of prose fiction is not only 
connectcd with the reaction against thc novel. T h e  novcl itself underwent 
somc slight changes - mainly tlzc sentimental novcl of thc Richardsonian 
type. It slowly began to lose its tendency to instruct and tempercd its 
ovcr-played sentimentalism. Instead teaching morals, it acquircd more 
ambition to describe, concentrating the efforts of the author on  the 
creation of the mimetic model itself. 

These changes may be  obselved in thc besl novels of FRANCES IIUR- 
NEY (1752-1540), who wrote books of family life, starting with an  cpistol- 
ary domestic novel entitled "Et~elina" (1778). In her two other novels, - - 
"Cecilia" (1782) and "Camilla" (1796) she combined pictures of 18th-ccn- 
tury life with farcical but quiet comedy. 

In her fiction a new variant of the novel was slowly born, to be fully 
dcvcloj~ed in Romanticism: thc English novel of manners. 

FURTHER READING: 
Z. Sinko, "Wstqp"[in:] M.G.Lewis, "Mnich'; Wroctaw, Warszawa, Krakdw 

1964, Ossolineum, BN 11 138. 

Romanticism (1800-1832) as an intellectual trend 

Not many domains of public life signalled changes profound enough to 
justify viewing the firstyears of the 19thcmturyas thestart o fa  newepoch. 
~ h c  bcginningof thecentury brought continuation rather than alteration. ' 

King Gcorgc 111 was insanc for thc last tcn years ofhis lifc and the country 
was rulcd by thc Regent who, after the King's death in 1820 succcedcd to 
thc throne and reigned almost to the cnd of the period. The  war with 
Napoleonic Francc, started in thc 18th century, continued for the first 
iiftccn ycars of tlic ncw agc; thc intcrnal troublcs with Ircland, culminat- 
ing in thc rcbcllion of 1798, Icd straight to the union of the Irish and 
British parliaments in lS01 and to the CatholicEmancipation Act of 1829, 
which allowcd Catholics to sit in Parliament. 

Ncw inventions, like for instance the salety lamp for mincrs in 1815, 
and the progress in transport (the first railway lines built between 1825 
and 1830) stimulalcd the further growth of industry; in spite of the wars 
and thc abolition of slave trade in 1507, business was not bad, but wealth 
was accumulated in thc hands of comparatively few, while the conditions 
o l  work in factories werc still bad, the living in poorhouses was on the 
verge of social degradation, working children were treated inhumanely, 
education for the majority was poor and conditions in prisons abomin- 
able. After the war thesituation grewworse, aggravated bywar dcbts, bad 
harvests, and disregard of the rights of labour. 

All this provoked radical social thinking. Tom Paine published his 
"Rights of M ~ I I "  (1791-1792), defending the French Revolution and 
advocating a democratic rebellion; William Godwin in his "Inquiry Con- 
cerning Political Justice" (1793) prophesied the evolution of society to a 


