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A CRITICISM OF SHOW'S kSD OP DOMNER'S 
INTERPRETATION AHD APPRECIATION OP BEDDOES 

CHAPTER I 

The Life of the Poet 

But dead and living, which are which? A question 
Mot eaey to be solved. Are you alone, 
•on, as you're called, monopolists of life? 

Death's Jest-Book ¥-lv 206-209 

HAD it not been for the friendship and industrious 

loyalty of Thomas Eelsall the world would have known little, 

and that little soon forgotten, of Thomas Lovell Beddoes. 

When the poet died there had been published only two slender 
Thomas Kelsall 

volumes of hie work, a book of poetry. The Improvisators, 1799-1872. 

and a ploy* The Bridee' Tragedy, besides a few poems and 

translations that had appeared separately in magasines and 

newspapers. But Kelsall, over a period of twenty •five years 

had assiduously preserved every scrap of poetry which Beddoes 

flung his way and to him were bequeathed the writings which 

Beddoes had by him at his death. By far the most important 

of these was Death's Jest-Book or The Pool's Tragedy, to be 

valued as much for its lyrics as for its drama* 

Xn 1860, a year after Beddoes' death, Eelsall publish­

ed anonymously Death's Jest-Book end, in the year following. 
Editions of 

The Poems, posthumous and eolleoted of Thomas Lovell Beddoes. Beddoes 

This two-voluree edition contained a memoir by Kelsall and some 

reminiscence* of schoolboy associations by Charles Bevan. But 
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Kelsall wee no Boswell and his memoir deals only in a general 

famnion with the life end work of Beddoes. Half a dosen later 

editions ef Beddoes either in whole or in selections drew their 

introductory materiel £som the Kelsall memoir. In addition 

there have been several short magaslno article* on Beddoes over 

the last three-quarters of a century. 

The first full-lesgta work on Beddee s to appear in Eng­

lish was that of Roy all Benders on Snow who published Thomas 
Snow and 

Lovell Beddees, Iceentrle end Poet, in 1928. The second, and Donner 

only ether work in English, was brought out by H. W. Donner in 

1955 under the title, Thomas Lovell Beddoes, The making of e 

Poet* It is the purpose of the present thesis to present e 

criticism of the Interpretation and appreciation found in these 

two studies. 

In planning the work there seemed to arise the alter­

native ef giving only a criticism o? Snow and Donner, leaving 

Beddee• a forlorn third to be called into consultation whenever 

the two critics failed to agree or neglected some worthwhile 
Plan of 

point, and the alternative of bringing Beddeee into the fere- thie work 

ground, supported by hie two worthy students. For obvious 

reasons the latter has been chosen. In the first place Bedd­

oes, being the oorpuc dieseoandum, should be allowed a Wolfram-

life resurrection to speak for himself, and in the second place 

such a method of procedure seemed to offer more possibilities of 

making en interesting study. There was also the motive of pres­

enting e complete picture of the whole situation, even at the rick 

of some repetition and objectionable extension of its treatment. 



XX 

Thomas Lovell Beddeee wee born of welsh, English and Irish 

ancestry at S Rodney Place, Clifton, Shropshire on June SO, 

1803; he died, a suicide. *t Baael, on January 26, 1849. Into 

these intervening forty-six years were gathered some suocess, 

vest effort* and the bitterness of unavoidable failure. In 

Snow's work mm t of the blogratiy is concentrated in chapters 

one and three but in Donner the biographical and critical mat-
Biography end 

erlar are woven together throughout hie whjble work* Yet the critical 
appreciation 

events in the life of an artist, must, of very necessity, be 

always secondary to his creations* The political leader and 

the warrior, express their personalities in deedei the poet 

interprets in verse his conflict with the world. In the final 

analysis the comings end goings of the poet's life are matters 

for the entertainment ef the curious and food only for thoee who 

nelvely maintain that the soul of man la not only developed but 

changed by t e clrcumctancec ef his earthly progress. There is 

no intention here of setting down a Beddoes Itinerary or specul­

ating, when documentary evidence falls* where the poet might have 

been at this time or that. Snow gives little biegraphical mat­

eriel that is not found in Kelsall*s memoirs. Donner, on the 

other hand, has gone to German and Swlce sources for some new and 

interesting sidelights upon Beddoes* continental yeare. As 

biography they are valuable but as criticism they add little to 

e deeper understanding or appreciation of the poet. Portunato, 

in truth, is such as Shakespeare, whom it Is possible to approach 

without forcing a path through an underbrush of biographical clap­

trap. Biographical details are mere incidente in the life of tt e 
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great artist, who towers above time and place and for the under-

etandlng of whom the progress of his days is of little aid. Be­

sides ere not the events in Beddoes* life to be read in sufficient 

detail in the pagec of Donner? 

Tot e biographical background provides an easily conctructed 

and substantial frame-work for the display of a poet's achievements. 

Xt links together end provides a kind of unified design for the 

assembling of work otherwise disconnected and chaotic* Furthermore, 
Value of 

in addition to these aids in critical appreciation, If a poet is Biography 

to become in the mind of hie audience anything more than an abstract­

ion, then at least a brief summary of his life must be provided. Xt 

ic e wsy* too* of defining relationships, and identifying places and 

persons aesoelated with the poet in a preliminary manner, without 

cluttering up the sections of criticism and interpretation with the 

impedimenta of explanatory references. neither Snow nor Donner 

seeks to explain Beddoes by purely environmental forces, though 

Bonner is somewhat more inclined to reed Into extraneous clrcumstan-
artcl** 

ces a motive forAexplenatlon of his work. 

Only at infrequent and not long sustained Intervals, did 

Beddoes transcend his immediate world and the influencec that 

brought forth his poetry. What ic trivial and commonplace in the 

life of e seer becomes in a lesser man a matter for at least some 

consideration* 

Beddoes, as might be expected, came of a family having some 

claims to distinction and possessing to a certain extent literary 

abilities. Donner glvee a lengthy account of the literary work of 
Ancestry 

Beddoes' father and references to work of Barla Edgeworth, the 
sister of Beddoes* mother. Though our greatest writers have sprung 



from stock not previously remarkable for literary fame—a fact 

yet unaccountable* for the genetics of literary ability are 

still not understood—authors of minor importance are frequent­

ly born of an ancestry of letters. Bis father* Dr. Thomas 

Beddoes, had studied at Pembroke College* Oxford, and had later 
Dr. Thomas 

taken up medicine in London and Edinburgh. A readership in beddoes 

chemistry at Oxford was lost by indiscreet meddling in politics. 

Having suffered the common fate of the servant wt o criticises 

hie master* Dr. Beddoes turned to the innocuous pursuit of rom­

antic literature. The poem, Alexander*c Expedition, and the 

press History of Xssse Jenkins, entirely culxotle and based on 

an exaggerated belief in the modiflability of human nature— 

a doctor should have known better—were popular triumphs in 

their romantic day. Xt Is to be doubted however whether either 

these or Maria Edgeworth*s novels had the slightest influence on 

Beddoes. Both Donner and Snow fall to point out that in all 

Beddoes* poetry and letters there is not a single word in refer­

ence to either. 

XXX 

The second child of the doctor's marriage to Anna Euge-

worth was Thomas. There* too, was a literary strain for Anna's 
Parentage 

sister was Maria Edgeworth, no inconsiderable novelist, and next 

to Jane Austen the greatest English woman writer of her time* 

Their father* Richard Edgeworth, of Edgeworthtovn, County Langford, 

Ireland, experimented practically but unsuccessfully with certain 

curious inventions and largely theoretically tut somewhat more succ­

essfully with problems of education 



-6-

1 
Snow thinks that, "in this environment, too, every emphasis 

was upon the practicable* the reasonable, as opposed to the Imagin­

ative." He refers to Edgsworth's invention of a carriage t at laid 

ita own road and of a bicycle In the form of a huge cylinder that 

travelled five feet while the pedestrian in a barrel inside walked 

thirty inches. Surely Snow cannot be serious when he says; "Little 

Thomas Lovell was growing up in an atmosphere which lacked that 
2 

useful solvent* a sense of the grotesque." 

It was almost certain that at leact one of the offspring 

of Dr. Beddoes and Anna Edgeworth would inherit at least in part 

some talent in literature. Re, who did, vaa Thomas Lovell. The 

degree and nature of that inherited trait was fixed forever in 

1809) within the next half century was unrolled the strange real­

isation of that pathetically insufficient inheritance. 

The death of hie father in 1808 left the child Thomas 

with family reminlsoeneee of the circle that had included Coler­

idge, Southey, Watt and Davies among Dr. Beddoes* friends, with 

an ailing mother* a brother, two sisters and guardians In the 

persons of hie uncle and Sir Daviec Gilbert. 

At fourteen Beddoee was entered at Charterhouse School 

and remained there for the three years before he went up to his 

father*s college, Pembroke* Snow reprints the Sevan addendum 

to Kelsall*s memoir. In addition to the aiasenent it affords 

there is enough light thrown on the schoolboy character of Bedd­

oes to make understandable his literary precocities. 

Richard 
Edgeworth 

Thomas 
Lovell Beddot 
bom 1803 

The Clifton 
Circle 

Charterhouse 

1 Snow, p. 10. 
2 Snow, p.10. 
5 Snow, p.12-15. 
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The long vacations were spent in part north of Ludlow 

at Cheney Longville, the moated manor-house of his father's second 

cousin. His intelligence was revealed by his winning of Greek and 

Latin prises* his interest In English literature by his wide read­

ing in Englieb poetry and drama. To this period belongs the 
Seeroni 

writing of hie prose tale* Scaroni; or the Mysterious Cave, first 

published by Donner, and The Comet, printed in toe Morning Post In 
The Comet 

1819. The Improvisators, If Indeed the product of Charterhouse daye^ 

would appear to have been written in hi* final year there. Both 
1 2 The Xmprov-

Snow and Donner attribute The Improvisatore to this period, but isatore 

apparently on no other evidence than Kelsall'a conjecture. Yet 

it le hard to think of it ae a schoolboy production. 
Hie first year at Oxford saw the publication of his first 

Oxford 
and only book of poetry. The Improvisatore. The body of thle book 

eonelcte of three fyttec, three verse narratives related by one 
First 

singer. There are alao fourteen quatorsalne, The Comet, and To a publication 

Bunch of Grapes. The published book attracted little notice; ror 

did the author himself cherish any high opinion of his work or of 

his friends' reception of it for in after years he destroyed every 

copy he could find in the libraries of his friends. 

The Brides' Tragedy, based on an eighteenth century murder 

committed at Oxford, occupied the poet's attention for the following 

year and that to the neglect of his regular studies. One of a small 

group of friendships was formed at this period, th&t with Henry Card. 

Twenty-five years Beddoes* senior* Card was a vicar at Great Malvern, 
5 Herry Card 

something of an author* and to Beddoes a kindly critic. Snow Is 

1 Snow, p.17 
2 Donner* p.65 
8 Snow, pp.23-24 
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inollred to think that Beddoes and Card became intimete friends. 

At any rate* we hear no more of Card and the temporary nature of 

most of Beddoes* associations easily accounts for the lspse of 

friendship. The publication of The Brides* Tragedy in 1822 brcught 

to an end the femative period in the poetic life of Beddoes. All 
Second 

his later work waa foreshadowed here. He improved the quality of publication 

hie work; he did not pass beyond itc scope. The critics heaped 

praise on young Beddoes who now ee^ed to be safely launched en 

e voyage to enduring fame. Time looked on ironically* 

I? 

It was about this time that Beddoes came under the kindly 

attention of Bryan Procter, better known as Barry Cornwall. The 
Barry Cornwall 

young poet wac obtaining friendships In high plaeee. Romantic- (Bryan Procter 

ally enough, tboughte of dull plodding in books paled before the 

call ef the mnse and Beddoea found himself far behind in his *»ca-

demic pursuits. In the cummer ef 1823 he went down to Souths! p-

ton ac e peace for intensive study, carrying with him a letter 

of introduction from Barry Cornwall to Thomas Kelsall, a man of 

twenty-four, articled to a solicitor there. The summer proved 

of little value in study but it resulted in forming t at close 

attachment to Kelsall, to whom we owe the preservation of most of 

Beddoes' poetry and considerable of our knowledge of the poet. 

Thereafter Beddoes carefully preserved the manuscripts which Bedd­

oes left with him or sent from the Continent. Had it not been so 

we should have little of Beddoes for he himself is said to have 

destroyed many of his manuscripts except those of Death's Jest-

Book, some prose tales, and a few lyrics. 

Autumn saw him again at Oxford but the grey w-<lle did not Oxford 

Southampton 
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claim hie soul. What undergraduate who had croken tr lumbar, tly in­

to print ar,c w!~.© ccild claim fanillarity arith a Barry Cornwall 

could centre tie attentions even there? And otfcer matters were 
Projected 

afoot. A eecord volume of verse was projected, of minor lyrics publication 

oof verse 

and scraps of vcr*e that had net found their way into The Imp­

rovisators, and some that had teen written in the intervening 

years. But it CSKO to nothing, with ths abandonment of Its pub­

lication, whether due to the coldness* of the publishers or the 

disapproval of Mllm&n, then a professor of poetry at Oxford, it 

is difficult to say, wert Beddoes last serious attempt to pres­

ent a took to the world* 
1 

AccordIr.g to Donner, "The likelihood is that the poems 
were not of a .xerit to encourage a publisher to risk the pub-

S<**B1« t*ioT> 

lication. Even an enthusiast for Beddoes like James Dyke Camp- *L a. 

bell did not take the trouble to copy them out when he nad the 

chance, and his verdict was that they showed little or no talent.* 
2 

He suite rightly brushes aside the suggestions that Beddeee' 

political radicalism had anything to do with their non-publicat­

ion and joints out that this was a family legend fabricated to 

conceal Beddoes' suicide. S ow is of the opinion that "Milrc&n 
S 

may have had a hand in the auppresalon." 

It is idle to speculate upon whet happened at the time, 

for of more tnan passing reference not a syllable regains) we 

know only the result. Was the real and staggering truth torne 

In upon him thut he was not and navtrr could be more than a poet 

of second rank? Hardly. Ht continued to write; his interest in 

1 Donner, p. 116 
2 Donner, p. 116 foot note 
5 Snow, pp. 28-29 
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things literary flourished vigorously. Yet the morning of glor­

ious promise nerev saw its noon. If we could knew what went on 

In Beddoes' mind during that year It would be worth more to his 

students end adirirere than any lengthy recital of his other coys. 

But Beddoes never spoke out. Meither Procter^or Kelsall 

who were closest to him has a word to say on this critical psriod 
The two last 

in hie life. For two years rore* he lived in England, pursuing E-iglien years 

his work at Oxford sporadically and spending jatost of his time in 

London. There were trips to Southampton to visit Kelsall, to Cl­

ifton where he formed a mild sort of attachment to Zoe King, 

daughter of Dr. King, his "deal-uncle," and a Journey to Florence 
1 

where his mother had just died. Snow implies that Zee was t> e 
2 

chief attraction in the King household. Donner thinks otherwise 

for, "The sonnet that he wrote in Zee* a Album on Fetruary £S is 

wholly impersonal *nd philosophical. And £':.e on her p«»rt stood 

too much 'in awe of his reserve and of his talents' to presume 

on his company and conversation," The plain feet stems to be t'rst 

Beddeee wee incapable of forcing or declaring a passion for any 

woman* In Lender he saw considerable of Procter* Rogg, ftotiwin 

and others. He enthusiastically assisted in bringing out a post­

humous edition of Shelley* hie idol. Otherwise his time V;HK taken 

up with reading the Elitabetbuns and t) c i'oinentlcs whe had been 

lately his contemporaries. Yet he found time to spend a few Ktiks 

at Oxford and finally took his degree in 1BE8. 

Of his letters we posec&s fiere of the 16£2-£C p«: Jed tran 

of any other yet they throw little ll&ht en the rcul tedroee. One 

cannot help gaining the Impression tht>t the letters of t^ia period 

1 Snow, p.29 
2 Donner* p. 137 
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are unrefleetlve of the man's real self. Snow has rerarked, "Over 

a long period of years his letters have a frankness and dash—and 

an extraordinary power of saying nothing of himself." The state-

vct#nt Is not entirely true; numerous references to passages in his 

letters of after years, which will be made later* die-rove it. 

Writing to Kelsall in February 1824 he says:-"! have fin­

ished the first act of a play; eh! so stupid, frootev Liss tro 

brass to tell \m that he likes that fool The Wet &*». I shall 

go on with neither} there are now three first -eta in n.y drawer t 

when I have got two more I snail stitch them togev~i er, and stick 

the sign of s fellow tweedling a j.tusk in his fingers, with 'good 

entertainment fer »s»n and ass* understood,———~——..'• 
3 

At the end of March of the same year he writes: 

"I rail be wanting at Oxford for an examination for which 

I am absolutely unfit and the Intervening time must be occupied in 

the very hardest reading......The truth is, that, being a little 

shy it not s little proud perhaps, I have held back* * never made 

the first step towards discovering my residence or existence to 

any of my family friends—in consequence I have lived in a deser­

ted state which I could hardly boar much longer without sinkliig 

into that despondeneey on the brink of widen 1 have tute to Ion*,. 

Tour cheerful presence at times (could we not mess to&ether occas-

ionally) wd set me up a ^ood deals but uerhapa you hud better rot 

draw my heavy company on your head." This does not sound like 

peetlo affectation; it coes not agree with the conception ui beda-

oes as s coming young man thriving on a wave of enthusiasm in the 

London literary world. Yet he is not by any neaps done with poetry. 

The Laat 
kan 

Social 
timidity 

1 Snow. pp.25-24, London. 
2 Letter to Kelsall, Feb. 1824. 
3 Letter to Kelsall, 29/3/1824. London. 
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1 
Be concludes: 

"I met an intelligent man who had. seen Keats.....he 
Resemblance 

complimented me on my elmilerity of countenance; he did not think to Keats 

ictoh of K*s genius, and therefore did not say It insincerely or 

sycophant leal ly—the same was said by Procter and Taylor before." 

Deluded ambition has ever a way of finding comfort in farcied pby-

eieal resemblances to the great* 
2 

"These three aete,"ne says In a letter of April, "w^ieh I 

cannot possibly chow to any eye but that of Vulcan, are absolutely 

worthless; and you may imagine that I prise your good opinion too 

well to forfeit it knowingly. You may trust mm ti at they are bad; 

if good, I eh say so and send them, being convinced that the affec­

tation of modesty la the hardest brass of imprudence and celf conceit. 

Be satisfied that they are damnable In 3 weeks time I shall set 

about a play, tine plot of which Is laid and hatched—if it Is satis-

factorlly executed* w I do not expect, I shall *o on; If not, 'fare­

well the Suae* •i.*...* Flights of fancy that cannot endure the light 

of day and a second reading are not poetry, and that Beddoes was 

beginning to learn* 

Back in London again, after being called to Italy by his 

mother's death, he writes Kelsall; 

"The* I depend very little on my poetical faculty, it Is ray 

iBtentien to complete one more tragedy, on the comparative merits or 

demerits of which future determinations will depend. Six weeks 

later he has this to sayt "You'll not be surprosed to hear that I 

have begun and nearly finished another, a new 1st Ast—»<-d am cuite 

1 Letter to Keleall, London, 27/3/1824. 
2 Letter to Kelsall, London, 17/4/1334 
3 Letter to Kelsall, London, 25/8/1624 
4 Letter to Keleall* London, 4/10/1824 
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tlred of it* He refere probably to Terriemond. Prom Clifton 
•̂  Torricmond 

In Deeember he again refers to his literary labours i "A new 

tragic abortion of mine has absolutely extended its foetus to 

a quarter of the fourth aett when finished—* if finished—I 
Tht Sec end 

think it will satisfy you and myself of my poetical and Brother? 

dramatic impotence••••.•There is evidently more here than harsh 

celf-criticism based on lofty standards; It is almost complete 

misgiving of the illusso-dispsxling order. 

In Kerch, 1824, Procter wrote*" "Let him (Beddoes) speak 

for himself and sey why he haa not done anything lately. I can give 

no reason for it, unless it be that he idles over Greek and Gentian 

and leaveth English Parnassus for the Transalpine and Transmarine 

plaeee." And Beddoes in the sa«ie letter explainet "Ac usual I 

have begun a new tragedy wh *t present I think of completing." 

Later in the year Beddoes sent Kelsall "not cults a quire 

of spoiled paper", The Second brother, and mentioned the Last Man 
5 

as something to be saved up for future labour. He asked for a 

criticism of "the 2 Brother" but two months later wrote.to"I do 

not intend to finish that 2 Brother you saw but am thinking of a 

very OOthie-etyled tsagedy, for vh I have a jewel of a name— 

DEATH'S JESTBOOK—of course no one will ever read It— 

Mr. Milaan (our Poetry professor) has made me quite unfashionable 

here, by denouncing me* as one of e 'villainous school*." 

Vacillation* dejection, hopelessness, ambition, the discounting 

of future success—'in what a swirl of conflicting emotions lived 
London 

Beddoee for those eighteen months! Donner makea only unimportant 1824-26 

1 Letter to Kelsall, London, 4/10/1624 
2 Letter of Procter*and Beddoes" to Kelsall, London, 28/3/1825 
3 Ibid 
4 Letter to Keleall, London, April, 1825 
6 Ibid 
6 Letter to Kelsall, Oxford, 8/6/1825. 
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refereneee to the life of Beddoes in this period but Snow seems 

to hevo en appreciation of ltc importance. "Defiantly in the months 

which followed Beddoes flung himself into the w irl of London lit­

erary life, met M&ry Shelley, Godwin, Hogg, fraternised with Darley 

and the London Megasine groasp, get wittily drunk with Procter,— 

and failee^what he sought,—spiritual ease." ^T^ose yearc were 

a decisive turning-point in Beddoes* life. Tt>ere, SD it would 

seem, lice the critical period in the development of Beddoes. 

Oenlue did not pace entirely out of him—he w»s yet to write some 

of hie beet poeme, in those rare moments when inspiration rose 

unchecked and his mind was relieved of its burden of lneonfidence 

and timidity. The gushing virility of adolescence, untroubled by 

eolf-eoneeionsnese* wac gone* There was reoulred come steadying, 

controlling force to guide the less turbulent flood of hie creative 

powers. Manifestly he was Incapable of self-discipline of the 

spirit, of the sort achieved by a Wordsworth or a Tennyeon. As far 

as csn be gathered there were no Impediments of a practical or per­

sonal nature—no dire poverty that leade men to sell their souls 

for broad, no eerloue Ill-health, no unfortunate marriage. By noct 

people who must perform dally labour Beddoes would be considered a 

moderately wealthy nan. The Income from his lands was sufficient 

for hie needs. Bore arc two references to money matters: "I have 

most completely mastered the art of living in London m can hardly 

bring myself to leave it—it is so sheen/ I have a competence ad­

equate to my philosophical desires."3 The external conditions for 

creative work wore not unfavourable. There were required a 11 ht 

in the darkness, guidance in a bewildering rcase of doubt and htsi-

tanoy, the consciousness of a supporting and powerful faith In 

1 Snow, B.54. 
2 Letter to Kelsall, London, April (?) 1825. 
3 Letter to Keleall, Oottingen, 4/12/1625. 

Litersry 
asso olatlom 

Reede 
for sueoeei 
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hlnself, and entirely Immovable eonvletions of the identific­

ation of his own being with the world of intellectual «m 

emotional creativonoss* To these Beddeee never succeeded. The 

fortuitous conjunction of genes from Dr. Beddoes and Anna Edge-

worth lacked but that one component of firm resolve and stubborn 

feith to raise Beddoes to the heights worthy of hie genius. 

Snow Implies that a docadenco of Beddees* creative for-
Intelleet 

cos came about from the conflict of intellect and emotion in and 
erotica 

"this poetic sen of rationalist forebears and rationalist 

upbringing." Beddoes translation of Schiller's Philosophic 

Letters gives, according to Sr-ew, the clue to the salving of 

this enigma. This Is true but in e profounder and isore fundam­

ental sense. "This poetry had come to grips with snot'or force 

end lost, temporarily, the battle," *" lc not a sufficient explsn-

sties* In his introduction to the Philosophic Letters Beddoes 

saidi "All men of intellect and imagination will fool* If they 
Sc iller'e 

dare mot avow It, that at ens crisis of their earlier years* r llosophle 
letters 

they were shaken by the same tempest, and haunted by similar 

passions** Other men* oven the aame Schiller, met the same 

erlefts and triumphed over it; Beddoee lacked that tenacious.'cas 

of spirit end fortitude) of soul which overcome crises and grasp 

triumph by the right of courage* 
4 

Donner thinks that* "It wee the youthful doubt and 

speeulstion, the disharmony of e mind et war with itself, that 

attracted him to Schiller's work." Be sees in it not much %ore 

1 Snow, p.35 
2 Ibid 
3 Tranelstien of the Philosophis Letters of Schiller, Prefatory 

Vote} Works, ed. by Donner, p.549. Reprinted from 'the Oxford 
Quarterly Magaalne, 1625* 

4 Donner* pp.180-181. 
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than o literary interest prompted by a coincidence of mood. 

Tot thie would not seem to bo all. It Is one thirg to read 

theee letters with interest, it is auite another to leborlously 

translate them* 
Schiller and 

The translation of Schiller'e Letters was from Beddoes Beddeee 

a cry of decpalr. There eeems to be little in the matter of 

direct comparison between the two men; Beddoes had not lost 

his soul to reason. Tot there was a feeling of kinship here in 

the experience of loneliness and eoul-weariness of the artlet. 

Beddoee turned back in the quest for Poetry. But that search, 

to his disquietude* was never to be entirely over; for twenty 

more years there were to be fitful exeureione, moments of elation, 

some rewards but never any coming into his kingdom. Snow, writing 

ef thlc period says, "Certainly there was no conscious analysis 

of what ailed hie eplrit; but the romantic had ruled and been 

unhappyj the matter-of-fact usurped control." Be implies that 

if there had boon any "cenecioue analysis" Beddoes could have 

found a way out of his troubles but these questions are not sol­

ved by analysis, conscious or otherwise. And to reduce the 

problem to a contract of the romantic and the matter-of-fact le 

an unwarranted simplification of the question* 

A conviction of failure and inferiority is apt to urge 

one to abandon old vaye and familiar scenes. So it was with 

Beddoes. Be might have lived on in London, a verscless poet; 

he might have written for the magaslnee (which occupation he 
1 

professed to abhor ; "they are vermin, I detect") tut for the 
Flight to 

romantic^ Beddoes this was impossible. In July he was in Germany 

1 Letter to Procter, Ootti^gen, 7/3A626. 
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Oermany and for the rest of his life most of his years were 

to be spent there and in Swltsorland. Over three monthe before 

the plan had already been in hie mind "I shall have to setcle 

my a 1st era, settle my affairs, sell It pay & impoverish myself 

to the bone, & then cet off for Gernanyj but be sure I do rot 

leave England without seeing you, nor, if I can but finish, 

without dropping into the press some frail memorial of my 

existence." The "frail .memorial" did not materialise* 

It was Dr. King, or KBnig, who had introduced him to 

the work of the new German generation* Thie "Ekimi-uncle" of 
Dr- King 

Beddoec had "been born in the town of Berne, bred in Germany", 1766-1646 

and bad, after hie removal to England, made "literary proposals" 

to English publishers, unsatisfactory in those pre-Carlylian 

days. To Kelsall* Procter and others of his circle Beddoec' 

removal to Gottingen was a matter of no special significancej 

to Beddoes It was a way of ecoape and a new beginning. I'iore-

efter the poet was more and more eclipsed by the student of Gottingen 
2 

medicine. Donner very wisely remarks "The satisfaction gained 

from working for a definite purpose was altogether new to him, 

and we can see how in his growing absorption in medicine hered­

ity was claiming its own....But in Beddoes' attitude towards 

it there ic the deeper quest for truth that characterised hie 

father and that dictated every motion in the later life of the 
3 

son." And Srow observes "Had this been the end there would 

hsvo boon no tragic history of Beddoec. Unfortunately it was >,ot." 

Pour years were spent at Gottingen. His litertry hopes 

1 Letter to Kelsall, London, 25/3/1623. 
2 Donner, p.186. 
3 Snow, p.65. 
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"were fading pretty fast." Still the affections of his youth 

bound him to an intermittent service of Poetry "Two act8 of 

an affair—Death's Jest Book"—ho thinks, "if ever eonsumm-

ated will he tolerably decent." Later he npeaks of Itc writ­

ing ae "a horrible waste of time." In the same letter he 

continues: "I have lost much, if not all of my ambition to be 
Poetry 

poetically distinguished and X do not think with Wordsworth 

that a man may dedicate himself entirely, or even in great 

part* to the cultivation of that part of literature, unless he 

possesses far greater powers of imagination, etc. than even 

W. himself, and (I need not add) ergo than I do." Beddoes had 

little need of underestimating his powers, but to what lengths 

will one go in justifying to himself and hie friends his oour-

sec of action! But there ic more yet. "Again, even ss a dram-
Dramatist 

atist, I cannot help thinking that the study of anaty, phlelol- and 
Physician 

psych, and anthropol-ogy.***.ls that which la most likely to 

assist one In producing correct and masterly delineations of 

the passions,..••The studies then of the dramatist & physician 

are closely* almost Inseparably allied; the application alone 

is two professions, in some degree at leact? Death's Jest-

Book goes on like the tortoise—clow and sure; I think it will 

ho sntortaining, very unsmiable and utterly unpopular* Kelsall's 

sntisipsted criticism was right; 'this may be theoretically true 
» 

but no such phyaioian hac ever yet appeared.* Beddeee had al­

ready ehandoned the literary life; he was deceiving no one but 

himself. 

1 Letter to Kelsall, Cassel, 29/9/1825. 
2 Ibid 
3 Letter to Kelsall, Gottingen 4/12/1825. 
4 Ibid 
5 Letter to Kelsall, Gottingen, 4/12/1825. 
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Tet he seems to have deceived Donner. "It is more 

than likely that the ambitious youth dreamt of fit ding, as 

Goethe had done before him* come hitherto unknown bone or 

organ, the function of which might explain the very phenom­

enon of life. Only the searsh for such an organ of immort­

ality can completely explain Beddoec* attitude to medicine 

and the development he underwent in the course of his studies." 

In his note at the end of Death's Jest-Book Beddoes refers 

very seriously to the bone Lux, the sê t of Immortality. But 

in writing to Kelsall at that time he caye,*Lus la an excell-
3. 

ent Joke." One needs to aee Beddoes from two sides, nor even 

then can one always be sure of what is in this quizzical mind. 

There is much mention in Beddoes* letters of Blumenbaeh, 

then a professor of Batural History at Gottingen, of long hour* 
vj'ith 

of eerloue ctudy, of new wayc of life assumed i* outward appear-

aneee of inward content. But ever the muse creeps in. Writl:g 

to Keleall In 1826, he cayst 4"the never-ending Jest-book...... 

lice like a snow-ball and I give It a kick every now and then 

out of mere scorn and Ill-himour.....it will come with its 

strangeness—it contains nothing else—like an electric shock 

among the email critiee...• truly I begin to prefer Ana­

tomy to poetry, I mean to my own, «c practically; besides I 

never c have been the real thi-g as a writer." 

Over a year had paased at Gottingen and autumn had co^e 

T e attraction 
of nedlelne. 

again. Ties with Bnglard were becoming weaker. In 1825 he 
g . 

had written "I hope to remain here three years at least, I 

Anatomy 
versus 
poetry 

Plans for 
the future 

1 Donner, p.187. 
2 Beddoes* Works; Donner ed. p.487. 
3 Letter to Kelsall, Gottingen 27/2/1829. 
4 Letter to Kelsall, Gottingen 1/4/1826. 
5 Letter to Keleall, Gottingen 4/12/1825. 
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shall then probably visit Berlin, Leipslg, Vienna, some of 

the Italian universities, « finally Paris; for I Intend to 

devote 8 or 10 years to these ctudles, combined with the lan­

guages necessary and s slender thread of practical literature." 

And again, i» all probability this (return *6 EruiandQ 

will not happen for years (and if it does I shall be very much 

annoyed)** In particular the associations with Procter were 

fading with the days of Beddoes* literary youth. Who was the 

busy Procter to continue a frlendchlp with an already forgotten 

poet who had abandoned the currently fachionable literary Lon-

2. 

donf Of him Beddoes had humorously complained, "his dead-

body has the imoudence to pretend to live still and does not 

write^even to rao.'^Aek me about poetctetc", he says, "talk 

of Anatomists and 1*11 tell you somethings I have left off 

reading Parnassian fooloryt I can bear a satire still tho* and 

write one, as Jeet-book shall show." 

The romance of the Oxford period had passed but not his 

urge te write. It was finding expression in verse of a new 

vein. In one of his last letters to Procter he cays: 4"Me you 
« 

may safely regard as one banished from a service to which he 
Death's 

wee not adapted, but who has still a lingering affection for Jest-book 

the land of dreams; as yet, at least, not far enough in the 

journey of science to have lost d ght of the old two-topped 

hill*" Be is eerloue, too; further on he remarks ".....You 

are mistaken: if you think I wilfully affect any humour, ever. 

that of affecting ^othingt" Ard the letter concludes with a 

1 Letter to Keleall, Gottingen, 11/12/1825. 
8 Letter to Keleall, Gottingen, 1/4/1626. 
3 Ibid 
4 Letter to Procter, Gottingen, 9/10/1826. 
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promice to send a revised copy of Deatha's Jest-Book with'the 

rather self-comforting thought that the rabtle will find it 

quite indigestible. 

With the golden days of his youth behind and with phil­

osophical and religious questions crowding his mind—as they do 

the mind ef every thoughtful student of medicine—and taking 

form in the conception and expression of the Jest-Book a new 

note of seriousness enters hie letters. To Kelsall, more than 

to anyone elae, did he reveal the stirrings of his soul. To 

him he seyss *1 am'now already eo thoroughly penetrated with 

tho conviction of tho abcurdity * unsatisfactory nature of human 

life that I search with avidity for every shadow of a proof or 

probability of an after-existence* both In the material & imm­

aterial nature of < an. Thoee people, perhape they are few, are 

greatly to be envied who believe, honest-v and from oonvlctio n 

In tho Xtlan doctrines: but really In the lew T. it is diffic­

ult to ssrape together hints for a doctrine of Immortality. Man 
Doubte of 

appears to have found out this secret for himself, It it is Immortality 

certainly the beet part of all religion and philosophy, the only 

truth worth demonstratingt an anxious question full of hope OJ 

fear • promiee, for w Mature appears to have appointed one 

solution—Death. In times of revolution & business, and even 

now, the man who can lay much value in the society, praise, or 

glory of hie fellows, may forget, and he who is of a callous 

phlegmatic constitution may never find the dreadful im ortanoe 

of tho doubt. I am haunted for ever by It; * what but an after 

life can catiefy the claims of the oppressed on nature, sat1st e 

endless fc admirable love ft humanity, & quench the greediness 

1 Letter.to Keleall, Gottingen, 20/4/1827. 
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of the spirit for existence:" 

According to Snow "the significance of Beddoes' four 
Snow s 

years at Gottingen, from the summer of 1825 to that of 1829, interpretation 

lies in that paragraph. In London he had indulged his sanity: 

both had clearly failed him. Long before, in the translation 

of The Philosophic Letters, he had expressed tire fear of the 

neophyte of Reason lest reason should betray him. Mow Beddoes 

himself was finding Reason not a false, but an inadequate 

matter. Be was too serious and too clear-sighted—too honest 

with himself—to be able to skim the surface of life. With 

the failure of the Rationalist experiment he had entered on 

the road to his end—It wae a long rotd with coma turnings, but 

it wac definite." Here Snow seems to place undue emphasis upon 

the poet's wrestlings of spirit. There was unrest here, it is 

only too true* but the eauee of collapse lay in his literary 

failure. Snow hisses the point because he does not seem to 

have known the circumstances of the poet's departure from Gott--

ingen* 

Memorlos of that coul struggle of his in the last Eng-
Confliot 

lish year, and of which we know so little, were fading in 

Beddoes* mind: at least the sharpness of spiritual pain had 

passed away. At that time the conflict had taken on a new ,.h-:se 

and had passed from the realm of pure poetry into that of relig­

ion and phllosophy-^ever to seek expression in Death's Jest-Bo >, 

for Beddoes possessed his own peculiar poetic view-point till 

the day of his death, but the struggle is over now; gone is 

the first agony and gone too, with respect to his writing, the 

later sir of braggadocio, "It doeen't matter." 

Our young poet was not really perturbed over his loss of 
Lose of 

fslth in Ood. In the usual sense, and as far as Investigation faith in 
hlmaelf 

1 Snow, pp.68-69 
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shows, hs never had much tok»ee. The alarming thing was 

that he was beginning to lose faith In Thomas Lovell Beddoes— 

had in fact lost it almost entirely and could see no possibil­

ity of its recovery. 

It was a queer sort ef projactional thinking but under­

standable, given Beddoes' eccentric personality—faith in God 

substituted for faith in himself. 
•\ 

Donner4" thinks that the struggle was precipitated by 
Bernard Reich 

the influence of the Jew, Bernard Reich,and explains thus 

Beddoec* statement that in the Mew Testament there is no hint 

for a doctrine ef Immortality. It seems more likely that "Hew" 

is just a slip for "Old". Beddoec was skeptical and romantic 

but he was not stupid or foelieh. 
2 

In a calmer and clearer vein hew rites s "Yet let me 

assure you that your Idea of my merits as a writer is extrav-
Self-criticism 

agantly surpassing my real worthx I would really not ^ive a 

shilling for anything I have written, nor sixpence for any­

thing I am likely to write. I am essentially unpoetleal in 

Character, habite fit waya of thinking: and nothing but the 

desperate hunger for distinction, so common to young Gentlemen 

at the Bnlv7 ever eet me upon rhymning. If I had possessed 

the conviction that I could by any means become an important 

or just dramatic writer, I would never have swerved from the-

path to reputation: but seeing that others who had devoted 

their lives to literature, such as Coleridge and Wordsworth, 

men beyond a question of far higher originality and inoompar-
Settled 

ably superior poetical feeling and Genius, had done co little, Convictions 

you must give me leave to percevereln my preference of Apollds 

1 Donner, p.200. 
2 Letter to Kelsall, Gottingen 21/10/1627. 
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p i l l box to his lyre, & should congratulate me on having 

chosen Gottingen inetead of Grub street for ray abode." 

From those convictions Beddoes never departed* True, 

the Death's Jest-Book was not banished from his thoughts. He 

speaks, without ranch hope, of leaving i t s f^te as to publish­

ing in the hands of Procter* In April he received Procter's 

judgment; the work was considered unsuitable for putIIcatIon. 

There came a resurgence of the old energy once aore. The whole 
g 

surfer was to be spent In revision and improvement. Passages 

and whole scenes are specified in the proposed reconstruction. 

The wheels are again set in motion but nothing definite comes 

of i t a l l . By October of 1829 he had l e f t Gottingen and estab­

lished himself at Wursburg. 

From the two l e t t e r s , the only direct evidence we have 

of the period, both written in April 1829, one to Procter and 

the ether to Keleall , there ic no hint of dejection or disapp­

ointment over the rather severe crit icism of Death's Jest-Book. 

But that may mean nothing: the thought of Beddoes Is to Ve 

found, at times unreservedly given, in his l e t t er s but of his 

emotions there i c scarcely a trace. Consequently, to what 

extent the rejection of Death's Jest-Book unsettled Beddoec lc 

d i f f i cu l t to say. I t i s well to remember the circumstances of 

I t s writing; Beddeee had f l ed from the scene of fai lure follow­

ing upon euccecc; he had begun sc i ent i f i c s udy at a new univ­

ers i ty and In a foreign land; hie associates ard associations 

were a l l German. Through i t a l l the Jest-Book was s balm to 

1 Letter to Kelsal l , Gottingen 21/10/LS27. 
2 Letter to Procter, Gottingen, 19/4/1829. 
3 Letter to Kelsal l , Gottingen, 30/4/1629. 
4 Letter to Kelsal l , Gottingen, 30/4/1829. 

Procter'e 
reading of 
Death's 
Jest-Book 

Effect of 
rejection 
on Beddeee 
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the old wound, a refuge in a foreign world, and a quiet ten pie 

for the adoration of the muse whom Beddoes never completely 

renounced* The material air of tendon and the practical end 

worldly criticism of Procter dieeolved the fabric of his romance. 

Death's «*est-feook should never have left Beddoes' side. It would 

have been better for hie peace of mind had he never sent it out 

into tho light of day. And Beddoes knew that* 

Was this the real reason of his flight from Gottingen? 

Snow makes no mention of It but according to Dorner the occas­

ion of his departure wae a drunken brawl in August 1829. Dragg­

ed from the house of a profeeaor by a whole patrol of police he 

was taken home and put to bed. Shortly afterward the police 

were brought back to find that Beddoec in a fit of madness 

(drunkenness according to Donner) had thrown his trunk and writ­

ing-table—the machinery of his art—into the courtyard below. 

One turkey perished in the assault from the poet's window. The 

University Court took a serious view of the fracas, but because 

of Beddeee* late violence and reports of attempted suicide, they 

feared that a greater evil might follow from the usual punish­

ment by imprisonment. Judgment was given ten days later. Bedd­

oec was given twenty-four hours in which to leave Gottingen. To 

England he wrote» ' "l have already teen here the time which it 

ic allowed for any student to remain here." 

Events that rise from the agony of the soul are not to 

be mentioned or explained* Donner gives & five-page account 

of the incident which ho draws from the compilation of Dr. C.A. 

Departure 
from 

Goettingen 

JurLmert of 
University 
Court 

Donner's 
a ccount 

1 Donner, pp.264-268. 
2 Letter to Reveil Phillips, Gottingen, 24/8/1829. 
3 Donner, pp.265-269. 
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Weber. The startling phrases are these, "three policemen", 

"additional patrol", "hit round with his stick so furiously 

that he cut off tho neck ef a bottle and sent It through the 

window-pane," "appeared to be dosing", "a few constables," 

"Beddoec'trunk, writing-table, lying in the courtyard where he 

bad thrown them out of the window," "previously tried to commit 

suicide". 

These are not the marks of drunkenness; the naire for 
Insanity of 

it appears in every line—insanity. Under the crushing weight Beddoec 

of tho adverse criticism of Death's Jest-Book, coming on top 

of hie own eerloue misgivings, the schisoid personality had 

broken. The Immediate occasion for it, ic, of course, unknown-

some apparently trifling incident in Professor Bimly's house, 

perhaps, fortunately the collapse was not serious; there had 

boon drinking and the charge of drunkenness covered the situat­

ion nicely* But Beddeee left Gottingen a different man. 

Snow evidently had not access to the sourceB which Do nner 

used, end Donner accepts the account at Its face-value* 

V 

In October Beddoes matriculated as a student of medicine 

_•> 2 

in Wurxburg. Later he was to write: "a very clever prof, of 

Medicine, and capital Midwife brought me here, and a princely 

hospital." Death*c Jest-Book came too. It had been restored 

to the inner places of his soul. Beddoes had his university 

work in which he was making brilliant progress principally 

1 Weber, C.A. 'Studien zur Engllschen Philelogie*, Halle, 1935. 
2 Letter to Kelsall, Wurzburg, 19/7/1850. 

Matriculation 
at Wurzburg 
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under the direction of the illuetrioue Dr. Schonleln. He had, 

too, Death's Jest-Book, In eoire ways tho conplement of his dai ly Dr. Sch6nleia 

work but more eepeolally the inner kingdom of that achlzold 

temperament* 
(2) 

To Keleall the following year he writes; "I will 

reply to, though perhaps not answer (your l e t t e r . ) . . . . . 

1 feel not the leaat inclination to take any further trouble 

in the matter; however, perhaps I may try this season; it 

cannot be printed thic summer, and in autumn perhaps some-

K Drama 

thing may be done." Thus was an embarassing situation 

avoided. The theme and the writing of the drama were becoming 

more deeplyl involved in Beddoec' inner life. Even an old 

friend euoh aa Keleall la put off; one of Beddoec* temperament 

shrinks from speaking out. Did he himself ever realize juct 

what wac the aignifieance of the never-ending drama for hie 

intellect and personalityT Did Beddoes the physician ever 

diagnose the mental ills of Beddoes the poet? Probably not. 
(2) 

In the same letter he says* "If I were soberly and mathe­

matically convinced of my own genuineness (inspiration as the 
d 

ancientc w say)vI might possibly, tho' I won't promise, find 

spirit and stability enough to give up my time to the culti­

vation ef literature." The interpretation of that sentence 

reveale the real Beddoes. in spite of abundant evidence Delusions 

of great ability he suffered at times from the delusion that 

he possessed but little genius; over his ind hovered ever 

the menece of the death-obcc&sion; when clearer views returned 
1* Letter to Keleall, Wursburg, 19/7/1830. 
2* Letter to Keleall, Wurzburg, 19/7/1830. 
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ho found hie mind in conflict with the practical In hie nature 

which demanded high performance attainable only by long 

eerloue apprenticeship and impossible for Beddoes. The new 

mental phase smiles at the ambition of the former and the 

great Cork is never grasped. 

Almost with relief he looks forward to ridding his 

whole life of the thing - to print it and have it out of the 

way. "I will try to write over again this last unhappy 
d 

play, tho* I have no appetite to the tack, and then I v 

wich to have it printed, with any other little things that 

you may have and think worth printers ink, because a cecond 

edition ie not to be thought of, and any coneoquent poetical 

publication of mine very improbably." 

(2) 

Six months pace. A long paasage in a letter to Kel­

sall proposes changes in his drama which wold have meant 

its entire reconstruction. There is one pathetic little 

sentence, "I have really begun a little to alter t̂ e Ill-

fated play in question." Then follows a long and Interest­

ing discussion of the drams* with some fine satirical 

touches and acute criticism. Beddoec' critical powers hsd 

s"own broad and sane development during the oSttingen and 

early Wursburg periods. 

In speaking of this period Donner says: "In the 

new crisis which followed the failure of Death's Jest-Book 

he had conquered his own self. The experience trat made of 

him a true poet lay In the realisation of the futility of 

hie endeavours. He had not been able to animate the corpse 

to which he had given hie soul, but hi* heart had tied In 

The dilemma 

Propoeed 
revleion of 
Death's 
Jest-Book 

Donner's 
Interpretation 
of f-o Gottin­
gen ericle. 

(t) Letter to Kelsall, Wurrburg, 19A/1830. 
2- Lstter to Keleall, Wurzburg, 19/7/1830. 
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the process, and he emerged from the struggle a greater and 

a better man. He saw now that the source of poetry Is 

neither 'love of art' and 'fame,* nor the deeire of 'continuing 

tho noble ctream of English minds,' as he had once believed , 

hut the experience that eo works on us that a wealth of 

Indefinite or even contending emotions is suddenly released 

in one direction which in the poet's cass is its spontane­

ous expression in a work of art. Only in this manner is the 

necessity of creation given and the inevitability of expression 

achieved. Beddoec had fought his way to this rare achieve­

ment, and henceforward he did not write except out of emotion-

al necessity. The sense of failure had softened his heart 

and epened up his sensibility, and from thle moment he remains 

s poet* It is no coincidence, but a necessary consequence 

that at the very moment when he became a poet, he oeaaed 

to bd a professional poet*" All of which ie waking a very 
Beddoec ceases 

fine case out of nothing. The blunt truth is that except -writing poetry* 

for brief intervals Beddoes gave up writing poetry* 

During 1831 a new Beddoes appeared. Like Byron* 

Shelley, and many another romantic his abilities were drawn v^isburg politics 

into the political unrest that succeeded the French Revolution 

and the Congress of Vienna* There is a hint of these new * 
(1) 

revolutionary interests in his letter to Kelsall in 
January of that year. . . ."l lsenses, patents, theatrical 

e •**> • pit ' ' ; tf- . ; , , trl t.•**?.•• * s . V 
censure It , "all of which he saw as noxious to the drams 

were probably not possible of removal "before the abolition 

ef t i thes , com b i l l * #» Bo^p, w a i l B tumoix/frem London 

1 Letter to Kelsall. Wuroburg, 10/1/LB31. 
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ar.d Parle to Wsrssw. It was reflected even In the backwoods 

of Canada. In Ger any there was a movement toward liberal­

ism after the French Fashion and toward the unification of 

the dosens of little duchies and principalities In one 

Oerran Empire under Prussian hege^ory. With t> ese ends in 
The Burschen-

view there had arisen at the Gerran universities the Bursch- sch&ft. 

enschaft. At wnrsburg the subversive movement was I«d by 

B^glnl.t.r B.hr .1th .horn Pressor Sehtnl.lo .a. 1, p.1-

It leal sympathy. Wnrsburg had formerly been a grand-duchy urder 

the Bishop of «.urzburg and the city had rot taken kindly to the 

institution of Bive~lan rule In 1813. It was only to be ex­

pected thet Beddoes would plunge Into revolutionary activities. 

Be was a prominent member of the Wurzburg Burschenschaft in 

1831 as the records show. Snow has the idea that Beddoes 
Snow and 

may have been Intimately associated with the political die- Donner on 
Beddoes' 

turbers ef Gottingen hut there is no evidence whatever sc a political 
activitlec. 

basis for tho assumption. The whole Wursburg period In 
2 Beddoec' life has teen carefully Investigated by Donner, with 

the collaboration of Dr. Weber from whose Llterarisches Bristol 

much of the factual material Is drawn. It does not appear 

likely that much will be added to Bonders* very thorough treat­

ment of this section. Interpretation lc another matter. 

The passing of the English Reform Bill and its eftects 

on continental polities brought the English: an Beddoes to the 

fore. It was a position he raust have enjoyed. His part in 

the political agltstlons were somewhat reminiscent of his boyish 

1 Snow, pp. 226-300. 
2 Donner, pp.228-300. 
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pranke at Charterhouee. Articles by Beddoes In the Bayer-
1 Beddoec' 

leohes Volksblatt in 1832 extolled the English constitut- newspaper 

articles 

ion end denounced the clergy and aristocracy. Calm reflect­

ion, s little knowledge of world history, and closer adherence 

to the teachlrge of hie adopted mistress, science, would have 

led him to question the wisdom of the visionary liberals of 

that decade, wurzburg Revolutionary aime were of a rather 

practical and colIdly progressive order. To these Beddoes 

wac not attached; he added an emotional element and brought 

popular politics and education into the arena. 
After the crushing of the Pol:! eh rebellion in 1830 

political and military refugees fled westward. At a banquet 
g 

in honour of a Polish general Beddoes made a speech on 
Beddoec' 

Freedom—Beddoec ee a public orator ie a r ther amusing idea. political 
speeches 

A hundred years of similar speeehee In various tongues and 

in various plaoec haa reduced the effect of appealc to emot-

ion in the oouree of liberty. We question whether the rebell­

ious spirits are not merely attempting the Impossible liberat­

ion of hui an life from the very basic principles of its own 

existence. But no poet is ever called upon to reduce hie 

imagery to actuality and least of all was Beddoes. 

At Galbaoh in 1632 Beddoes repeated the perfor.~-.iPce. 

There wac enough ef scholarship in his speech to appeal to 

the learned and enough ef bombast to win the ahouts of the 

rabble. De-oeracy wee about to enter its last phase, a 

1 Bayerisehos Volksblatt, 24/12/1831 and 17/2/1832. 
Beddoes, Works, Donner ed. pp.563-568. 

2 Reprinted from the Bayeriaches Volksblatt, 29/3/1832; 
Works, Donner ed. p. 571-573. 
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pelltlcal toy for the lower classes. The speech, though, 

won Beddoec membership in the radical elub, Freie Relchsstadt. 

This, however, along with ether similar organisations was 

suppressed by order of the diet t Frankfort and the leaders 

arrested. 

By order of the Bavarian government there wac dec­

reed the deportation of ones "Height 5*7", hair light-brown, 

forehead high, eyebrows fair, eyes dark, nose fairly long ard 

pointed, mouth big, chin rather prominent, face oval, complex­

ion pale, build clight, neglected clothing, light-grey coat, 

white breeches and either in English fashion or as a German 

herr of Hambaeh one boot black, the other red and on one of 

them a gold or gilt spur, speaks bad German, fair noustache, 

bad teeth." It was Beddoec, the ai ateur radical: the poet 

of Death's Jest-Book was f&r away. 

An indignant appeal by Beddoes to Lord Ersklne, 

His Britannic Majesty's Minister Plenipotentiary at Munich, 

against the Bavarian decree was of no avail, /ccompsnled 

pert way on hie journey by his new political friends and to 

the laments and denunciations of the Volksblatt and Wur\z-

burger Zeitung Beddoes set forth/for Strasbourg. 

In a study of the poetr- of Beddoes the wur^zburg 

political aotlvitiee do not see.m to be worth the twelve pages 

3 

which Donner devotes to them. Prow the standpoint of Bavar­

ian history the whole affair, and portictiarly Beddoes' part­

icipation, were picayune matters. There was not much more 

Police 
description 
of Beddoes 

1 As ouoted by Donner, p. 298. 
2 i-etter to Lord Erskine, wSj-abur̂ , 11/1/IBZ&. 
3 Donner, pp.288-300. 
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to It all tui-n a precent-day v id on some ôrai unist organ­

isation with impropriate police-court action. What is of 

vast importJJnee—and what neither Snow nor Donner stresses 

sufficiently —is tnat ^eddoes the de th-obsessionist, the 

isolated ro antic had come out of his shell. The perform­

ance was a little foolish but It was a step in the direction 

of a more healthful attitude to the world about him. There 

was no ehanee of him leading a crusade, for, though be had 

the right sort of temperament, he lacked the power of elicit­

ing a popular following. There is no poetry from those month* — 

Beddoec poetry grew in the darkness of his i.entul introversion. 

That is the illuminating thing for a critic of rla work. Donr.er 

in hie edition of Beddoec' works reprints for the first time 

six articles and a speech of Bedcoes taken from the aa; erisches 

Volksblatt. They screen considerably, ore unjust to the Church, 

the aristocrt.ey, and to Wellington. They are political curioe-

ltice of no value In estimating the literary worth of Beddoes. 

Significance 
of Beddoes' 
political 
activities 

Literary 
work of 
this period 

VI 

A short st*>v In Strasbourg was followed by his removal 
Re-ovt,l to 

to Zurich. Schonlein who had lost his professorship at Wnrsburg zBrioh 

was also t'ere. The expulsion of many German intellectuals, of 

whom many settled in Zurich, brought that pi oe some considerable , . , . 
ochBnleinan4 

benefits ard a measure of diplomatic troubles as well. Keller ^ f 1 } ^ Y O B 

v-telnbock 

von Stelnbock w»s supreme In the Canton of fcuric^ erd his friend­

ship snd protection were erjoved by scores of r*tuccss including 

1 Beddoes, Works, Donner ed. pp.560-573. 
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Beddoes und Schonlein. A proposal to tivislate So* Brian's 

six-volure work on l-e Hatui-al History of the Discuses of 

Europeans cî .-e to nothing. His wish "to rerder t:>e literature 

of ;3y country a service by translating the book" indicates 

how remote he was at this time from ail creative efforts. 

There was also In i835 some thought of giving him a professor-
g 

ship in comparative anatomy in the University. Eow different 

It would all have been had he cone untitr the close Influence 

of a Kelsall or a Procterl Just previously, Beddoes had 

spent sone short weeks in £^£land partxy with schonicin but 

the Influences of old associatlorawere not recaptured. 

In March, 1837, after a silence of six yea 'e there 
3 

ic a letter to Kelsall, like a cry from the past. Were it not 

for the date one could well believe it to have been written 

in the Gottingen period. "I am preparing for the press..... s 

volume of proeaic poetry a d poetical p^osc. It will contain 

half a dozen Tales comic, tragic, and dlthyrambic, satirical 

and semi-moral.. ....and tv:e stillborn D.J.B.* 

Kelsa.il was prompt in reply: his friendship was 

the one oorstant thing in Bedcoes' human relationships. In 
4 

May Beddoes wrote again and these lines from his letter are 

Illuminating of his life at ^flrlch. "You nust know that I am 

an M.D. of the U. of Sffirzburg that I narrowly escaped 

becoming profeesor of Anat^ In the U. of Zurich. Bow, bting 

Independent,.........sometimes I dissect a beetle, t onetimes 

an eystsr, and very often trudge about the hills and lakes, 

1 Letter to Bevcj.1 Phillips, Zurich, U/12A833. 
2 Letter to Kevell Phillips, Zurich, 4/3/1835.. 
3 Letter to Kelsall, Zurich, 9/3/1637. 
ft Letter to Kelsall, 15/5/1837. 

I'ropoeed 
professorship 

Revival of 
literary 
intereete 

Life in 
Zurich 

http://Kelsa.il
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with a t i n box on ray back , and 'peep ar-<? t o t a r i z e * 

Sometimes I peep ha l f a day through a microscope; some­

t imes I r ead I t a l i a n or what r .ot , & not selcom dr ink 

I k smoke ii&e an Aetna ." 

Some writing and projects for new creations are now 

a habit with him. There is little enthusiasm. 

Meanwhile political troubles lr> Zurich were coming 
Appointment 

to a head. The storm broke In 1858. The appointment of the of Dr. Strauss 

heterodox Dr. Strauss to the University roused the opposition 

of the populace. They were directed by the Jesuits. The 

government fell in the autumn before the forks and scythes 

of the outraged peasantry and Keller and other liberals fled. 

Beddoee had attacked the clergy In a number of bitterly sat­

irical poems. The clergy survived the attack. 

Although he at first thought it wae immediately 

necessary to give up residence in Zurich be stayed on until 

April 1640. Later he returned to England but ir September 

he was off agsin, this time to Berlin, where tne grett 

Sohonleln had gone after his dismissal from Zurich, curing 

that autumn and into the spring of the second year he attend­

ed lectures at the university. August 1842 ssw him back 

again in London. From then until hie death in 1849 he was 

never long in one place of residence. From the middle of 

1843 to August 1844 he was again in Zurich, i-lterary work of 

this pexlod included anti-Jesuit poerss printed ir the Republik-

aner, a revision of Death's Jest-Book tr»a ~ir,ts fir it ten in 

Swltsorland. 

Beddoes 
st.tlrloal 
poems in 
German 

Keturr. to 
L*rich 

1 Letter to Revell Phillips, Zurich, Se t. 1639. 
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To Kelssll, in Bdveinter 1844, he writes: "Sometimes 

to araase myself I wiite you a German lyric or epigram right 

scurrilous, many of w have appeared in the Swiss end German 

papers k sons day or other I chail have them collected and 

printed for fun. As for publishing In England I an not In­

clined that way t the old J.B* repeatedly touched up, is a 

strange conglomerate, and I have not since had time or Inclin­

ation to begin a right tragedy*.....I have looked at your 

letter again and am not convinced by it that It la my business 

to get anything printed." Beddoes was the most exasperating 

of authors but the faithful Kelsall oortlnued to collect and 

cherieh every acrap of blc friend's writing that came his way, 

Por an appreciation of Beddoes* poetry the biograph­

ical material of the laet ten years of his life le of little 

consequence for the little which he wrote then ic not of much 

importance, severthelecc Donner pursues him relentleesly into 

every nook and corner which fact, legend or surmise suggests 

as his w! ereabouts. Snow reduced the biegraphical materiel 

of this period to a few pages. The related facts give Int­

erest and completeness to this story of Beddoes' life but 

they do not provide anything In the way of criticism and 

neither author drawe any conclusions or Judgments about the 

poet's work from the happenings of these last years. 

In 1845 he spent some time at Frankfort, moved on 

to Baden, returned again to Frankfort and in August of 1846 

visited England. Until July of the next year he lived In 

England. It w«s a different Beddoes from him of twenty years 

Literary 
efforts 

Negligibility 
of later 
tiography 

England 
1846-47 

1 Letter to Kelsall, Oiessen, 13/11/1844. 



-37-

before who now returned home. Change In appeararce one 

would expect but here wac a Beddoes, moody, morose, abrupt, 

given to drink and often pointlesaly disagreeable. Even 

Keleall could make little of him. 

After his return to Frankfort he suffered pois­

oning from t:;e virus of a dead body he had been dissecting. 

It was during this period that he formed a friendship with 

a young baker, named Degen9and broke off relationships with 

Sohonlein and Keller who were both then in Berlin. In Jul>, 

1848, he arrived at Bacel. There followed an unsuccessful 

Basel 

attempt at suicide. Be was removed to the hospital suffer­

ing from a partially severed artery In his left leg. Hie 

Illness lasted for several months, gangrene developed and an 

amputation beoeKe necessary. As the result of self-adminis­

tered poison, aocording to his physicians testirrior.y, Beddoes 
Suicide 

died in Basel hospital in the evening of January 2b, 1849* 1849 
He wac buried in the hospital cemetery. 

His last letter, written or the day of his deuth. 
Last letter 

crlec out from the depthej "̂ er, food for w at I am good for— 

wormc...Keleall... I beg to look et my MSS— and print or not 

as he thinks fit. I ought to have been among other things a 

good poet; Life was too gre»t a bore on one peg k that a bad 

one." 

1 Letter to Revell Fhi l l ipe, B»sel, 26/1/1849. 
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CHAPTEJt II 

The Search for Sources 

The mightythoughtc of an old world 
Pan, like a dragon's wing unfurled. 
The surface of my yearnings deep; 

And solemn shadows then awake. 
Like the fich-lisard in the lake. 
Troubling a planet's morning sleep. 

Song by Thanatos. 

HOW far back In literary history should ore t° to 

trace the literary ancestry of Beddoes, or, should every table 
Forerunners 

ef genealogy begin with Adam? Snow's work, slighter In volur.e, of beddoes 

takec Beddoes as he finds him, content to r ake refcrerce in 

passing to hie predecessors. Donner'e Is conceived on the 

lines of ambitious thoroughness and in the introductory chap­

ter, at least, we lose sight of Beddoec in an essay on tragic 

drama. But the essay is good and is an exa pie of what great part 
sound 
scholarship can play In giving shape to the historical and 

critical presentation of English literature—a presentation 

which has too often suffered frorc formlessness. 

When Beddoes appeared on the literary scere the 

English language had already been the servant of literature 

for over six centuries. Out of this v at heritage of roir.arce, 

drama, novel, poetry and other literary f or^ s what part beecjae 

significant for Beddeee? 

As a culture quickenc and ripens into s civIli?ation 

t^e work of a man of letters becomes r>ore and more literary in 
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Ite inspiration. Education, In the sense of learning 

from previous workers in a field, crowds out the lnspir-
e 

atlon that nrises from close contact with the human issues 

that are being decided In the world of flesh and blood. Llt-
Literary 

erature withdraws to the library. So It was with Beddoec. lnfluencee 

From one point of view it may be held that beddoes was the 

heir of all the product of those mighty aenturiec which pre­

ceded him. His world was the result of the interaction of 

scores of thinkers and wrlterc who had given, * A that time, 

a cpecial significance to the term English as applied to lit­

erature. But beyond the circle of writers who flourished 

during Beddoes* lifetime there were other writers who exerted 

a special influence upon the thought and expression of the poet. 

It wac not altogether by chance that these forces were set in 

motion. Beddoes was a true chilcd of his age—ac all first-

rate writers are—but that does not nean that only those modes 

of thought appear wnich are atune to the fashion of the moment. 

By pure 1 ws of chance there must be born into the world at all 

times men of conflicting temperaments. But when roru nticism, 

for example, ic the fash1 en , then the reulist finds it imposs­

ible to ma c his voice heard. Be either does not write at all 

or piles up unread manuscripts. It is possible to conceive of 

a Pope or a Swift born in the early nineteenth ce;turT but 

ellenced in his literary cradle. It was not so with Beddoec. 

Re wac not made a romantic by early association, though thoce 

influencee developed the romance that was In him. So it wac 

that he drew from the literature of the pact thoce works Qf ^ n e paB|. 

which were cast in a mould similar to his own spiritual and 



-40-

mental entity. The Intellectual brilliance of the eighteenth 

century seeits never to hsve made an impression on his con­

sciousness. Be was whole worlds distant from the age of 

reason and common cense. What would Samel Johnson, have made 

of Beddeee? 

Like other minde of his aj.e Beddoes was drawn to 

that period which had most in common with his own wa:;s of 

thought. With them all there wac In the first place the nat­

ural curiosity to see how similar minds of an earlier period 

had given expression to a way of looking at life very much 

like their own. They looked back also for assistance and 

inspiration. Consequently they fell Into the Vfvy human 

error of letting admiration and inetructlon pass into Imit­

ation. Only s great mind, trimming witr originality, can 

look without detriment to his own genius upon the works of 

earlier masters in his own field. Like school-beys, the 

literary minors of the early nineteenth century were forever 

looking up the answers at the back of the took and working 

out the problem according to a set formula. T0 sone degree 

thle must be admitted of Beddoes. 

The well-spring of the minor writers from 1790 

to 1836 was the strongly-flowing stream of ro ar.ce. »o a.e 
priced/*q one. 

Ie exactly like any predecessor and it was not possible to 

find the perfect expreseion of their ideas by turning over 

the volumes of the pact* What they sought was spiritual 

kinship and they found it in abundance. There nre so- many 

ways of defining that particular cuaiity of Rind which was 

theire and of which they looked for the ejarlier expression tut 

they all lead inevitably to the one worr*—Romance. 

The romantlee 
1 ook backward 

Spiritual 
kinahip 
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II 

The province of Romance may be delimited by caylng 

that there emotion holdc sway as distinguished from the 

realm which is obedient to the Intellect. Both are dedi- Emotion and 
Intellect 

oated to the service of truth and, If it be agreed that 

truth can be reached as a recult of emotional processes, 

each will work upon truths of different orders, or arrive 

at the came end by different paths and express itself In 

different media. Where the Intellect le supreme, as it 

was In Greece, man looks upon hie own being In his own 

time and piece. There Is little building upon the pact; 

Indeed the oast soon merges into myth and legend. Hor le 

there much thought of the future; the Oreekc were never 

troubled about the vagueneee of their ldeac upon a life to 

come. Their Intellectual activities were centres', upon an 

underetandlng of human life as It exicted about and In them. 

Contemplation and philosophy were the occupations ef their 

minds. The romantic lookc upon life as a flowing stream Western man 

of ooneeiousness. The moment, the individual life, exists 

as the linking of pact and future. Life to him Is not 

concentric but precentric* Itc significance Ic not to be 

measured now or In any one individual life but In eternity. 

Its higheet exprecslon is in linking the individual to the 

eternal; Its immediate and paramount concern Is religion. 

Wot understanding the soul but saving the soul Is man's chief 

duty. 

The intellectual lookc upon the world about him from 

the practical and material point of view. The world is full 
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of many things which are to be Brought under his control 

and mode to minister to hie phyeical well-being. The Intellectual 
and romantic 

romantic never quite gete over the wonder of the univeree. purpocee 

Ho is s creature of emotions. Life is an adventure and 

full of great mysteries to him. It becomes a search for 

the beautiful which ic vouchsafed to him in moments of 

Inspiration when the magic windows of the soul are opened* 

The world of literature ic commonly divided into two 

dominions, poetry and prose, as the Maitre de Philoapphie 

explained to the wonderment of Monsieur Jourdain. The ex­

tremist would say that all poetry is romantic and argue 

negatively the old question "Was Pope a poet?*. As verse 

forms break down and as prose acquires rhythmic qualities 

there might be r ade the more logically catlefying classlfl- Verse and 
poetlo prose 

cation of romantic and intellectual but the accepted orders 

are hoary with tradition. Xeverthelees the term romantic 

has a special significance in literature and t^is Is to be 

discovered and defined* The word, of course, aroae from 

the early works written In the romance languages which 

developed out of the colloquial language of the beginning 

of the middle ages. As these works had epeoial literary 

qualities which dietlnguished them from the writings of the 

elaeslelste the name came to be applied to all works of 

similar style and content. Ac ueed through the centuries 

the word has now acquired a fairly definite meaning with 

respect to the style and matter of a literary production. 
Iff 

The romanticApoetry Is associated with verse forms which 

sro characterised by their intricacy and variability. Verce forme 

The genius of Pope and Dryden clothed itself naturally 
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ln regular iambic verse of rhymed coupletc and end-

stopped lines. Theirs was the counterpart in English 

ef classic hexameters. The iambic pentameter became, it 

le true, the standard verso form of English poetic drama 

hut this was because of practical rather than artistic 

coneIdcratlone and, of course, it must be remembered that 

the English poetic drams was broken by the insertion of 

songs in far different metro. 

English lyric verse forms ere adaptations and impor­

tations of French and Italian forms which in turn were de­

rived from Roman and Greek models during the renaissance English and 
classic verso 

and later. Here, however, the comparison breaks down* 

The basic difference between efee English and classic yernm 

le one of procody. The metre of classical poetry is 

baced on vowel quantity, of Englleh, upon a regular 

succession of accented and unaccented syllables. Thus 

the effects of the two forms of verse are utterly differ­

ent. In classical verae the words are poured Into a mould 

already prepared for It: in English verse at its best the 

phraseology works out Its metre as the line proceeds. What 

is restraint in the one case becomes freedom in the other. 

There ic nothing classical about the Englleh anapaest of 

daotyl but the name. The beginning of romantic forme of 

V9m9 in English Is associated with the very period when 

our literature wac being most subjected in form and content 

to European influences. The names themselves are foreign 

and sounded strange to English ears. "Call you 'em 

stansos?" says Touchstone. 

The content of romantic literature la drawn from a 
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quarry far different from that which cuppllee the subject 

matter of more purely intellectual writing. Romance may Content of 
romertle 

he based on fact, often no more substantial than an old literature 

legend, but it is so transformed by thj lively imagination 

of the poet th.it It becomes a thin^ of new life with an 

Independent existence. And this is entirely rsecess ry, to 
with 

he In keeping until the romantic conception of things. 

Actual life according to tra* creed does not reveal truth; 

only the manifestation of phenomena Insofar as they are 

atune to eternal principles achieve that end. This very 

attempt to escape from a present which has no meaning ex­

cept as It becomes merged with the infinite leads the roman­

tic writer to deal with events of the past, or occasionally, 

in a prophetic sense, of the future. It causes him to 

piece his story in a remote land, In unusual situations or 

in a supernatural world. The foreign land or tongue is of 

special significance or Instead a different stratum of 

society will cuffioe to effect an escape from the l-rmtdiate. 

In style the romantic deliberately attempts to create 

a pleaclng world by building up an outer hanaony of sound 

and phrase In tune with the Inner harmony of his •••rritlr.c. Romantlo 
atyle 

Of quite a different order Is the elaasic style with its 
to 

periods, antitheses and simlee designed to elucidate an 

Idea or to make It more easily comprehensible. The roman­

tic appeals to the emotions. It is not without significance 

that all our great stylists have been romantic; there are 

associated with their, melody, imagery, sensuousress, harmony, 

pathos* 
The spirit, too, of romantic writing has a special 

http://th.it
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indlvlduality. It llfte the reader Into en Ideal world where 

life le lived on a grander sss and nobler platte than in any 

real existence. Here the appeal le all to the nobler 

quelItlea of mankind - heroism, courage, rcorallty, loyalty Ice^licra 

end sacrifice. Its purpose is to delight the soul by a 

vision of the great and good, not to instruct it in a 

code of moral lews* Thus it was that the nineteenth cen­

tury (one has Charles Lamb in mind) turned from the ex­

plicit moral qualities of eighteenth century literature* 

It is for ti is reason that the spirits of comedy and 

romance are Incompatible* The beet that romance can do ic Comedy and 
r oman ee 

to create a pleasant feeling of comfortable satisfaction 

which ie closely allied to humour but not of it. Comedy 

depends for its effect upon a quick change from the ideal 

to the real either i- the actual physical sense or In the 

world of ideas* It recces a lsugh by "bringing one down to 

earth,* by ridiculing the follies and vices of mankind to a 

state of normality. Burlesque and satire have ever been the 

means of reducing the nan, swollen with the Idea of his own 

importance or living in a world out of touch with hie fellowe, 

to what ie thought a proper eence of proportion* 

Csrried to excess the romantic point of view is capa­

ble of being successfully burlesqued. In the drama romance Romance In 
excess 

extravagantly displayed mergec into melodrama; In the 

novel it beeomee sentimentality; and in poetry, puerility. 

It is thus a more difficult attitude of mind to maintain 

in authorship and to hold in restraint, than Is the classic 

or intellectual mode which in failure sinks merely Into an 

oblivion of pedantry or dullneee. 
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III 

The elements of romance ai-e roat lavishly shown In 

the literatures of western Europe and more particularly 

in the later literatures of England and Germany. It be­

comes a question therefore, of how far back one should go 

in tracing the literary sources ef early nineteenth cen- The beginnings 
of remanoe 

tury English romance. One could go back, indeed, to the 

songs of the Anglo-Saxon gleemen who idealised the quali­

ties which our forebearers thought most desirable In man* 

The courses might be traced to the romantic poemc and prose 

tales of the Arthurian cycle, which drew heavily on contlnen-
p T 0 S C 

tal sources for their notarial end style. The QmwSBB. liter­

ature of the later middle ages le brimming with romance. 

It ie^thie latter literature, not In Its original form, but 

ce It became transformed into the Elisabethan drama that the 
pact it «U*.w\*. 

sources of the *V*SBS£BSB- revival are to be found, both by 

observation and the testimony of the writers themselves. 

In the first chapter of his book Donner discusses at 

considerable length tragedy in the nineteenth century. The 

thought is sound enough but he does not sufficiently empha­

sise the points which he makes nor does he fcrlnr, out completely 

the great differences between the ages of beddoes and 

Shakespeare* 

There le not a great deal in common between the 

Elisabethan period and the romantic revival and what there 

le becomee of deereaeing proportions as the two fields are Poetic dram 

eurveyed end compared. To speak df the early nineteenth Elisabeth 

century as a revival of Elisabethan literature either reveals rcvlT*l« 

a lamentable lack of appreciation of the Englleh dratr.a at lta 
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senith or a eomparieon based on outward rese ..blances or 

upon only certain aspects of the Elisabethan age. 

That there is a spiritual affinity between the two 

periods ie undeniable* The Reliquids of Englleh Poetry, Percy'c 
Reliquce 

discovered end edited by Thomas Percy In 1765, did much 

to prepare the way for the new poetry of the romanticists. 

1 

Of this early verse. Sir Philip Sidney ealdj "I muet con­

fess mine own barberousness; I never heard the old song 

of Percy and Douglae, that I found not my heart moved more 

than with a Trumpet.'' There le the Indication there of a 

spiritual link that goes much deeper than outward form and 
that entirely surmounts the two Intervening centuries. 

2 
"I have been turning over old plays In the Brit: 

Museum;" wrote Beddoec, "and verily think that another 

volume of specimens might be very well compiled: when I 

gojf up again, perhaps I shall do It for my private use." Old plays 

Others, too, were Interested In this legacy from the past; 

Beddoec refers to publications of old plays, which were to 
3 

he brought out* 

Of the Elisabethan age what part was Inherited by 

Beddoec and his eontemporarlec? That they did net inherit 

everything Elizabethan le the flrct eignifleant fact. They 

brought to the ctudy of that literature their own eharacter-
^liaabethan 

istle termperament and point of view; they carried away inherltHnoe 

what they could appreciate and were curiouely unaffected by 

the remainder. In general termc they ceized upon the 

romantic elementc in the workd of Shakespeare and his 

1 Sir Philip Sidney, An Apology for Poetry 
2* Letter to Kelsall, Clifton 6/11/1824 
8 Letter to Keleall, London 12/4/1824 and 17/4/1824. 
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eontemporaries, adapted them to their own uses and aslssed 

entirely the very human qualities of the literature of 
1 

that age. This seems to be what Donner has in mind 

when he cays: "It was their belief th_.t In the medium Donner's belief 

of poetry lay the key to tne restoration of dramatic art, 

and their efforts centred rouse the yspeyuHaxiaa reproduc­

tion of the poetry and diction of the Lllzabet.ians. The 

subject matter, on the other nand, regained that of their 

own age, and If It was too slight to fill tne form t,-.at 

had once pulsated with the full-blooded life of the 

Elisabethana, tnis escaped contemporary notice*" Their 

exeureione took them into the realms of the drama and the 

lyric and because of the very constitution of their genius 

they earns nearer to reproducing the eplrit of the lyric 

than of the drama, for their genlue was subjective rather 

then objective and sought truth In the experience of emotion 

rather than in the interplay of action and character*• 

IV 

From the Elisabethan drama tne men of Beddoec' time 

took over the external form of five aots and a varying Drama form 

though usually large number of eeenee* It was their flrct 
2 

mistake. As Donner points outt "The Romantic poete felt 

themselvec bound to the canon, and five aete of poetry 

remained the criterion of dramatic perfection. Their error 

in cttempting to reproduce a form tho ecsence of which they 

had not grasped, at the same time prevented them from 

1 Donner, p. 4 
2 Donner, p. 5 
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creatlng a new one more cultable for their purpose. Only 

their peculiar outlook on the world can explain the 

dramatic ineptitude apparent in their failure." Here 

Donner doee not go far enough. The form of the drama doee 

not determine the theatre; the theatre determines the out­

ward architecture of the drams* It wac eo with Shckespeare 

and his contemporaries. They found an unroofed theatre, 

supplies with an inner and outer stage and an upper 

gallery, giving performances in the daylight. Their dramas 

were eminently practicable; they made use of pageantry 

and the intimate monologue and their plays moved along 

with scarcely an interruption. Beddoes complained of the 

tiresome and artistically detrimental delaye between the 
I 

scenes and acts of a drama. "The pause between the actc— Beddoec on 
h the form of 

w the Greeks and Bh., I believe, did not allow—Ic another Shakespearean 
drama 

dangerous innovationj the thread of events le interrupted, 
u 

one talks to one's neighbô *, hears news, end forgetc the 

fictitious in the real events, the stats of mind produced 

by the opening ic altered, end as soon as we are with 

difficulty brought back to the track over w the poet w 

load us, another Interruption undoes all again." What 

more could be expected when an art form is forced Into 

totally different and unsuitable situations? Think of 

the type of theatre of Beddoec' time; one stage, eet off 

like a hole in the wall end demanding the use of large flatc 

and many properties, all moved with difficulty and delay. 

But Beddoec may be excused for his 1 ck of practical Insight. 

1 Letter to Keleall, Wurshurg, 10/1/1831. 
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It took the English theatre another half century before 

the structure of the dracia wac altered to tueet new situations. 

Snow does not inveetigate the subject of sources and Romantic 
action 

tendencies but even in Donner*s lengthy discussion there 

Is almost no reference to an outstanding characteristic 

of the men of the romantic revival - tneir ability to 

handle words* Yet it was one power they shared with the 

men of Shakespeare's day* Strangely enough, with the 

exception of Beddoes, they did not use it In their dramatic 

writing for there originality gave way to Imitation and 
1 

Donner Is able to speak of "the Shakespearan diction of 

the early nineteenth-century dra&a." 

The language of V t- eighteenth century was over­

burdened with foreign, mostly Latin, derivatives. To 

appreciate the fact one has only to read a page of Johnson 

or Pope in ccirpadson with xp -i page of u&rlowe or Shakespeare. 

Foreign derivatives are a sign of learning and intellectual 

discipline; they are suited to philosophical disquisition. 

The language of the heart co.rec from tne homely expressions Simplicity 
of language 

of the mother tongue. Whenever emotion, in Shakespeare, 

for example, is most tense and whenever the crises of a 

situation rises to expression In words, those words are 

purely Anglo-Saxon, the basic word-treasury of the race* 

It was this that Beddoec, among othere, learned eo well 

and used so effectively In lyric verse. But great drama 

must do fore than merely employ a language that springs from 

the heart* 

1 Donner—p. 20 
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Besldes presenting scenes visible to the eye and 

conveying thus Ideas to the audience, great drama creates 

as well a world of the Inaination. Individual words and 

phrases present situations which spe&k to us through our 

senses and at times the dramatist reconstructs through the 

lips of an actor a whole scene which powerfully affects 

the future course of the play and our appreciation of it* Dramatic 
lsrsgery 

It Is narrative in a special kind of pictorial form* This 

the men of the early nineteenth century seised upon. Their 

own minds were of the same orders*!* - able to understand 

Ideas conveyed in thought pictures and word pictures rather 

than In abstract terms* It is one of the chief glories of 

the Elisabethan drama and it w. s readily employed by Beddoec. 

The came can hardly he said oi any other contemporary writer 

ef poetic drama, unless one refers to Charles Wells whose 

Joseph and Hie Brethren was published in 1624. Ae Donner 

says; "Even a eureory glance at style and did ion will 
Romantic 

show how they are imitative of the t'lisabethana rather than drama and 
poetry 

typical of the Romantics, as Romanticise? had expressed 

itself in lyric and epic*** All except beddoes seemed to 

forget their own originality of command of words when they 

began to writs drams* 

Basically the business, of tit theatre is tht sitis-

faction of the ©notions. There is rore to it it than that, 

of course; If the dr«r:a is of a hi^h order it asast satiefj Emotional 
elements In 

ae well the wind, but that very satisfaction will frequently the drama 

cotie about by the expression of thought in emotional terr.ic* 

The eene is to be observed In the greater threatre of actual 

life* Ho war was ever fought or any political combat got 
1 Donner, p* 16 
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under wsy without the Interjection of a strong emotional 

appeal* People do not kill one another for abstractions. 

Donner seems to miss s good point here. True, he cays, 

? 1 

"It was the emotional thought in which Ideas appear 

inseparably blended with subjective feeling, that tho 

Romantics, under the name of imagination, elevated into 

an instrument of divine revelation. The pleasure they 

experienced in the pursuit of thought, was taken aa a 

proof of the reality of what was imagined*" But he passes 

on to discuss all this in its applleatione to lyric poetry 

and ignores its hearing on the poetic drama of the roman­

tic revival. It wac the emotional element in Lllsabethan 

drams that appealed strongly to the revlvere of poetic 

drama* Here wac eomethlng they could understand; it was Appeal of 
emotion to 

the very language of their own natures. Nor did they die- the romantics 
tlngulah between the emotion of Shakespeare or Marlowe at 

his best, snd the totally unrestrained exhibitions of 

passion in the work of Kyd and Webcter. Sometimes, Indeed, 

the emotion is drawn in merely for the sake of emotion; it 

doee not arise naturally and of necessity from the course 

of setion of the play but inetead seises control to the 

detriment of the dramatic oonatruotlun. Tet good drama 

must always be primarily emotional* Beddoes wac on solid 

ground here* 

To tho minds of the revivalists of romance tho 

pointed dialogue and the straight-forward expression of 
the dramss of sueh ae Congreve, Wycherly and Sheridan were 

no substitutes for the blank verse and poetic conception of 

1 Donner* p. 7 
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tho ego of Shakeapeare. And with that criticism nost 

students of the drams would agree. That, on the other Use of poetry 

in the drams 

band, doee not imply a condemnation of the eighteenth cen­

tury manner but only the failure of the Restoration drama 

to reach heights of excellence in ite chosen manner of 

writing* Beddeee and his contemporaries made Just that 

error of Judgment. Shakespeare had employed poetry; there­

fore for them the uee of poetry became one of the canons 

of dramatic^ writing. Yet there wee a vast difference in 

the popular consciousness ef the two ages. Hineteenth century 

Englishmen thought in prose; widespread and deep familiarity 

with the ballade, on the one hand and the cultivation of 

poetry hy knight and squire on the other made poetry a natural 

form of expression to the Elisabethans. In that age poetic 

drams arose out of a real situation. To quote from Donner 
1 

again; "They (the Ronentleiets) came to concentrate on 

the recovery of the incomparable poetry Inherent in the 

tradition* while they neglected the possibilites of develop­

ing both the domestic and heroic themes which cupplied 

Kotsebue and his followers with material for an endless 

number of inferior plays." There was also the additional 

sanction of their own temperamental predisposition. Accept­

ing poetry ae a way of looking at life and determinative of 

the substance of the drams, quite apart from the technique 

of verbal expreceion, they could not very well have done any­

thing else* They might, to be cure, have employed rhythmic 

prose hut that path was still untravelled and there wac no 

J. H* Sunge to lead then* 

1 Donner, P. 4 
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The poetic conception of life leads straight into 

s dramatic pitfall which only the great evold. If life is 

interpreted in terms of feeling and emotion then the plot 

heeemee of lees significance* Faith, not the deed, is the 

important thing* To be good at heart ie the criterion of 

virtue. In the theatre the play of this breed proceeds Emotion 
substituted 

through a series of emotional states without much pro- for plot and 
action 

greselve movement and without a carefully constructed 

plot. The whole work becomes something to pass In review 

in the mind's eye and to be emotional about with a vicarious 

emotion. That is to cay, the plot of the drama becomee 

more and more tenuous* But the very word drama oonnotec 

action and its origin in both Greece and England and every­

where else in Europe was the movement of actore In a variety 

of connected sltuatione. Pantomime ic the very basic of 

good theatre; in fact, It ic possible, as everyone knows, 

to have wordless drama. As less and less emphasis was placed 

on the plot two results, both disruptive of the traditional 

and basic moaning of drama, came to pass. In the first First result 
of neglect 

piece what action there wac lacked carefully prepared of plot 

motivation* The audienee was thrown into a succession of 

emotional eeenes; the play had become In fact a aerlec of 

long poems given a semblance of unity because of the identity 

of the dramatic pereonse hut lacking the Inner unity based 

upon the development of a carefully conctruoted plot. At Ite 

worst such a production Is no more than mere melodrama. 

After mentioning the melodrama Donner goes on to speak 

of "another kind of play to which the term may be applied 

1 Donner, pp. 15-16. 
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wlth equal Justice, a kind of degraded drama where the 

dramatic qualitieo are sacrificed to the spectacular, 

where the nervee are played on rather than the feelings, 

and where movement and variety supply the element of 

action*.••in no other period haa melodrama enjoyed the 

undisputed place of honour that It occupied during the flrct 

half xs ef the nineteenth century." The observations are 

entirely true hut it should he added that they apply less 

fittingly to Beddoes than to others of hie day. 

A second result of neglect of plot was the removal of 

the drams f"om the theatre. Ae the romantic drama progressed 

it was forced more and more into this anomaloue position. 

The conception of drama as emotional expression requires a 

variety of asms scenes, unless the play is to grow dull 

from dwelling upon the came oet of emotlone. •hether they 

know It or not the romantic revivalists were writing for 

the library not the theatre. They complained bitterly of 

the time and the theatre but the fault lay in themcelvee. 

Donner faile to explore the possibilities of this idea. 

There is a connection here with the dramatic monologue as 

evolved by Browning which Donner might very well have pointed 

out. As ths drams is now divorced from the theatre the 

neceeelty of ite conventional form no longer exists. In 

fast thst becomes a eerloue restriction and another art form, 

already at hand, the novel, becomes its proper vehicle. The 

living drams paased into a long decline until the drama 

went once more to the theatre of its own age to learn leecone 

of construction* In the opposite direction the serious problem 

of how to present melodrama waa solved by the cinema. Less-

Second 
result of 
neglect of 
plot 

Decline of 
the drama 
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Lest one ho misunderstood it should be pointed out, at the rick of 

becoming tedious* that the nineteenth century novel was hy no roans 

entirely given to melodrama and that the motion picture does not 

always rise oven to that level. 

VI 

When these pillars of the drama fell—the dramatic point of 

view, plot and action—there fell also tho character cre&tione which 

are the glory of the Shakespearian stage. Here again the failure Is 

inherent in the romantic creed* The Romance of Chlvelry had given 

litoraturo the conception of the heroic individual which brought about 

the vigorous characterisation in the Elisabethan drama. During tho 

romantic revival, on the other hand, political anc social movements 

were afoot which gcvo birth to the ideal of the free individual* 

Individualism was the watchword of the day, not the Individualism 

of superiority but of equality, not of heroism but of freedom. This 

conception of individualisn prevented the development of robust char­

acterisation In the drama of the romantic revival. And thus Is the 

draiBstie-coeial paradox explained. It lc noteworthy too, that 

the rise of the age of romance caw a steady decline in Englleh 
Decline in 

portrait painting and t e movement toward the depicting of unin- character­
isation 

dlvidualized nature soenes. 

An apparent exception ie found in the work of Joanna 
* Joanna 

Baillie. In writing of her work Donner says, "They arc all writt- Baillle 

on from a preconceived theory, accounted for at sorae length in tho 

introduction. In opposition to the writers of melodrama ahe lcye 

cpecial stress on the character-drawing, according only secondary 

importance to plot. Aristotle was of different opinion. Yet she 

was right in so far as character is fundamental to all drams, 

hut she overlooked the fact ts.at the action on the stage must 

he represented as the result of the slash of 

1 Donner, p. 11 
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psrsonsllties or the issue of the decisions of one Individ­

ual mind*" Aristotle could not very well help being 

"of different opinion," for he wrote of classical drama. 

Yet the Implication of Donner's words is true. Romantic 

drams is lamentably weak in character portrayal nor la 

Beddoes any exception. 

From a purely technical point of view the reroval of 

emphasis from character portrayal In the drama brings about 

other difficulties* The novelist can converse pleasantly Removal of 
literature 

and intimately with his reader, explaining this and stress- fron. life 

ing that hut the dramatist has no such opportunity. Mis 

men and women must appear ae fleeh and blood, even as the 

actors upon the stage, and carry in and about them an indi­

viduality which ic the key note of their role in the play* 

Lacking the emphsele upon action the conception of the character 

drams is not called Into being and the two feroes work together 

to make the people of a romantic drama mere names and the 

beings associated with a mental and emotional state. In 

addition the failure to build up life-like characters 

removed romantic drama even further from the actual world 

of men and women for, be the eplrit of the tiroe classic or 

romantic, there will arise, as every page of history testi­

fies, the strong leader who oreatee his age and lc not 

created hy it. The romantic revivalists had removed the 

drams from the theatre; they also removed literature from 

life* 

As the drama became abctraot and as meaning wac con­

veyed hy implications drawn from the scene rather than from 
Decline of 

the Individual it began to lose its philosophical content. philoeophy 
In drams 

Gone are those psesagss, to be found in Karlowe and or 
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Shekeepeare, when the embodied forces of gre t drama 

stepped down tho stags and almost Into the middle of the 

theatre, to declaim upon the human values that make the 

very flhro end tissue of life. It Is a defect, and a very 

patent one, of Beddoes' dramss yet neither snow nor Donner 

calls any attention to it* The reader of romantic drama 

after the Beddoes' fashion will look In vain for the 

revealing lines that find accord In every mind. Howhere 

can he find lines which make him exclaim "This is what 

life means to me." There are few or no memorizable 

passages; little of what they wrote has passed Into the 

current of common speech. The human mind desires an overt 

expression of truth as an Interpretation of life and it is 

here unsatisfied* The lack of this quality is somewhat 

made up by the conge Interspersed through the plays but 

the Ellgabsthans too had the lyric and in addition the 

drams* 

Donner's treatment of the influences of the Elisa­

bethan drams upon the romantic revival is deficient ic one 

very important respeot* He makea only an indirect reference The comic 
tradition 

to the failure of the romantics to continue the comic 
1 

tradition. "Hugo could teach the French how to blend 

tragic and comic matter In their plays, the classical 

tradition having scrupulously avoided it." Yet the lack of 

humour in the beetle drama of the early nineteenth century 

and the avoidance of comedy Is a point which sharply 

differentletee them from the Elisabethans. But it wac 

Beddoes who wac eminently successful in the character of 

tho humorous Mandrake In Death's Jest-Book* 

1 Donner, p. S3 
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VII 

Lack of 
humour in 
romance 

* 1 
In writing of the decline of comedy Hazlltt offere 

the explanation that the vices and follies of humans have 

been ridiculed to the ultimate degree and naively remsrke 

that there le nothing left to pillory. The etreame of 

literature flow on and yet is the spring never empty. 

But it is Just such a remark as Baslitt's that one would 

expect a romantic to make* The romantics felled to cee the 

irony of life* They lacked that quality which enables a 

man to stand aside from the show of human life to recognize 

his follies and frailties, and to sec himself as a creature 

of earth* From one point of view Beddoec' Jest-Book was 

misnamed; Death wae not a Jester who reduced all men to 

the common level of the tomb but the vanquished In a fight 

where life emerges triumphantly. Life wac the Jecter who 

put Death in his place. Hor did Beddoec chow a true sense 

of the Ironic Like all the romantics. In spite of 

frequent dlssvowal, he took hlmcelf too seriously. 

In a strict cense oomddy. and romance are incompatible, 

for tse comedy le frequently the obverse side of the 

romantic. How often does Shakespeare create comedy of the 

mind by ridiculing the lofty thoughts snd false pretensions 

of thoce who have removed themselves from the main stream 

of life* as for example, in Twelfth Night or In As You Like 

It. He took an institution, the humour of the court-fool, 

which the tlmec presented him, and lifted it to the plane 

of high\ art* The comedy of situation and character arose 

from the natural antipathy in the varied charactere and 

eitustiens of men* So of Malvolio. The elemente of humour 

1 willic* Haslitt, The Round Table Paper., "On Modem Cos***.* 1817 

Shakespearean 
eor.edy. 
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gavo both pleasure and satisfaction to the audience. "I sm 

not only witty in myself, but the cause that wit is in other 
1 

men," ssys Falstaff. Beddoes lost considerable of good 

drams In his strict adherence to the romantic. 

VIII 

Of the heritage of Elisabethan drama Beddoes accepted 

only the picturesque and the tragic. Be did not reproduce 

the work of the men of Shakespeare's day and he did not 

succeed in creating any new or vital contribution to the Pomantle 
draira lacking 

English stage. Hor did any of his contemporaries in his 1- orlglrallty 
s* of form 

own estimation. "It it not really a ridiculous fact, 

that ef all our modern dramatists none, (for who can 

reckon Mr. Rowe now a days?) has approached in any degree 
to the form of play delivered to us by the founders of our 

3 
etagof Donner's remarks are very apt "Thus it may seem 

that the whole attempt at an Elisabethan Revival was of 

hut little avails Its importance In the development of 

dramatic art may seem Insignificant. It may even be doubted 

whether the term is Justified, seeing that when the result 

was Elisabethan there wae no revival, as In the oaee of Wells, 

and that where there was a revival of the drama, as in 

Browning, it was not Elisabethan." Beddoes Imitated the 

outward form but missed the whole incomparable spirit of 

that literature. Hor wac he below his sge in that respect. 

The eighteenth century wltnecsed the rewriting of Shakespeare Elizabethan 
drama In the 

Shorn of his poetic fancies and the nineteenth saw the eighteenth 
and nineteenth 

emasculation of bis work at the hands of the impossible centuries 
1 Second Fart of King Henry the Fourth, I , 11 
2 Letter to Keleal l , Gottingen, 27/2/1829 
S Donner, p. 52,33 



-61-

Mr. Bowdler. So little wae the full-bodied work of t he 

Elisabethan monk dramatists appreciated that it was cuato-

raayy to "adapt" them for stage presentation by the omission 

of oeonoe and characters and the addition of new Material. 
1 

Professor Schooling haa pointed out that "During the fiity 

years following the Restoration no ICSB than twenty-six 

rewritlngs, alterations and makings over of dramas of 

Shakespeare were made and the large majority of them acted* 

This list disclosed sor&e twenty different plays, the work 

of sixteen authors Including three laureates, the actors 

Betterton, Lacy and Gibber, scholarly authors and critics 

such ss Theobald, Dennis and Oildon, ana hack writers like 

D'orfey, Ravenecroft and Duffct....To the twenty-six hore 

mentioned may be added nearly double that number up to the 

end of the eighteenth century." Beddoes was not of this 

infamous crowd but he seems never to have appreciated all 

sides of Elizabethan drama. Even ix there nac been evolved 

in Beddoes* day great drama in Elisabethan manner, an almost 

impossible thought, it Is doubtful if the public *ould na/e 
2 

appreciated It, though Beddoes thought cifferently. "The 

people are in thla case wiser than the critics; inctinct and 

habit a truer guide than the half k half learning k phiiosophy 

of Ramblers, Qusrterlys, and Magacinere." ihe love of 

pageantry and masque and show had. passed away* The "Spectacles" 
Survival of 

of the stage were of a difiernnt sort, I'r.e forr lingered on forn: of 
pate ntry 

here and there in court functions but the interest that pre- and ir.aecue 

vailed was of that in & good museum piece - another romantic 

tendency. In the reading and appreciation of Elisabethan 

drams there was abundant evidence of interest, shown by the 
1 B* Sehelling. The English Drama, p. 272, London, J.M. Dent k Sone 
2. Letter to Keleall, Gottingen, 27/2/182C 
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many editions of those authors* works which appeared 

during the period* Donner mak«s xuuch of tnis side of 

the revival of the poetic draioa* On© paragraph adcquutt-ly 

sums up the matter "The beginning of the nineteenth 

century saw several new collections. Mrs* Son Inchbald T-,e printings 
of Llizabethan 

in her twenty-five volumes of The British Theatre, 1808, dramas 

printed many plays of Be« fanson, Bosamont &nd Fletcher, 

K&Bsinger, Lee* Drydom* Rowe, Qtwcy and Congreve* all of 

which then held the stage* Somewhat &ore scholarly collec­

tions were Ancient British Drama* 3 vols*, 1810; Modern 

British Drama* 6 vols*, 1811; C. 9« Dllke's Old English 

Plays, d vols., 1814ftl6; and Charles Baldwin's reprints 

The Old English Drama, 1624. Separate collected editions 

appeared of many of the great Elizabethans: the works of 

Beaumont and Fletcher had been collected no lose than threo 

times In the course of the eighteenth century, and now appeared 

again In 1812, edited by H. Weberj the SULS editor had in the 

previous year for t'ne first time collected the soris of 

Ford, edited orice li.or© by aifford in 1827; Gilford was also 

the editor of Kassirtger* 1813, and of Ben Jonsen, 1816; 

Marlowe appeared in 1826; Wetster was collected by Dyee in 

1830, Oreene hy the saise editor a year later;" Farther on heading of 
2 Elizabethan 

Donner makes an acute observation, "It scene, however, as tir:.na 

if Lamb's volumo had a deeper significance, for it was in 

this form of scenes and extracts of fine poetry t-n. t the 

Romantics were best able to enjoy the Elizabethans, ard It 

thus came to Influence by its example not only t* e creative 

1 Donner, p. 18 
2 Donner. p. 19 
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poete, but aleo the etudente and critics of the old 6rmm»m 

It was different In the master's own dey. Then you saw 

Shakespeare, you did not read him. Bllsabetnan drama was 

no more s paying venture In the popular theatre than it le 

to-day, except in large centres and to literary audleneee. 

When Donner states that, "In 1815 we find that Shakesoesre 

was mere acted than any other dramatist both at Oovent 

Oarden and Drury Lane, heading the list at the latter with 

86 nights out of a total 180," he overlooks several impor­

tant facts* In the first place the t*o theatres he mentions 

were the only licensed ones* It was the custom to alter 

eonelderably the olaye in question; In soie cases t'.ey were 

not much more than adaptations. And in addition, as Haslltt's 

criticisms chow, the audience went not so much to heer 

Shakespeare as to see Mrs. Siddons, Kean, Haoready or so-'e 

other popular actor* 

Beddoes found in the Elizabethan drama what he wanted 

to find, the expression of his own ronantic point of view. 

That part of ig which he appreciated bocare his inspiration 

for work quite removed from the d>ily lives of the masses of 

the people, the portrayal and interpretation of which is the 

ehsixshlef business ef the drana* 

Snow is not Inclined to make much of the Elizabethan 

dramatic influence on Beddoes* Be lakee r clear distinction 
2 

in the following paragraph* "That Beddoec' whole manntr 

of writing came from the Elizabethans is quickly otvious. 

Tho verve and orach of his style, his ̂ e d-eet at rhetorical 

?: akespesrs 
on the 
r or. antic 
stage 

Snow's 
Ŝ r,!-..̂  sel 
of Zilliabfcthan 
e r r a t i c 
ir fluer.ee on 
Bfddoes 

1 Donner, p. 19, 20 
2 Snow, p. 169 

http://fluer.ee
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hurdlee belongs hut to one period* At the care ti::t .e is 

no more imitative than Shakespeare l£ imitative uf Kyd* 

Bo stooped himself in that liter^tur^, ht. w*s sufficiently 

contemptuous of his own period to pass it completely by, 

and the Elizabethans were xore ali'/e to him than the living. 

That is why his two hundred year old style wus r>ot ariifie-

lel and emasculate, but as genuine as it was when Burbage 

first eet his teeth in a fine specon.11 b«eos.ing jsore explicit 

ho says; "Tourneur's is come to be trie natse whlcn is most 
linked 

frequently llkaed with Beddoes'. Such association is, I 

believe, essentially false and r trier shallow criticise." 

And further on "But It is with ̂ eos^tsr 1 think Beddoes 

Should most properly be compared. There sre no parallelisms 

of incident, hut in spirit they are close. A sustained and 

Intense macabre ie the breath and soul of the work of each* 

Webster rises above the mere macabre, and fuses wit* it 

elements Beddoes could never achieve, but he is Beddoes* 

only eupsrlor In the field In whlc^ the latter worked." 

Donner cpeeks In more or less the suie vein, "However- much 

ho may have borrowed from the Llizabothans, Bsddoes rtrained 

s moment ic, and however well he may have Imitated the style 

of • hakespeare, Marlowe, Beaumont, M&reton or '--later, ve 

notice in hie cdaptations of their Ideas and euperstitstlons 

the apologetic attitude of one wao doee not hl.sclf Relieve 

what he s^ye, but is trying to apply the experience of tVie 

pest to the circumstances of the present, Ahut claim, tnti1, 
4 

ssn he put for Beddoes «s 'The Last Ellsatdthan?'" Donner 

answers his question by a three page discourse on Beddoes' 

Donr.er on 
Beddoes' 
debt to the 
ilizabcthane 

1 Snow, p. 170 
2 Snow* p* 171* 
a - — - - in 

Dormer, p. 111*114 



versification which he declares ie essertially Elizabethan. 

Pew all this seems to me a serious understatement of 

the whole question. The whole conception, tone, feeling 
Understatement 

and construction of Beddoes* drama are essentially Lliza- of Snow and 
Donner 

bethan and to a large extent echoes of Shakespeare, ever, if 

seldom direct Imitations. One cannot estimate Beddoes by 

brushing such things aside as enow and Donner have done* 

By way of showir.g a difference between the Slisabethans 

and the Romantica Donner introduces the subject of lyric 
1 

poetry* ••*• "th© lyric ic In Its nature subjective, but 

the epic and dramatic arts require ar: objectivist eelf-
Rojnantlc 

denial and detachment snd a keen cenee of reality which the lyric poetry 

Romantics lost In mistaking subjective emotion for objective 

evidence, and emotional thought for an instrument of truth. 

The supernatural— or the unreal— was fciven primary iBspor-

tenoe. The life and vitality of which they were vaguely 

eonacious were referred to another existence, and thinge of 

thie world could be of no more than eecondury interest. But 

tragedy Is a thing of this life, it Is trie strife of this 

life— the strife in v in— It is the Jeopardy and failure 

of human effort, it ie the breakdown of a etrong will and the 

futility of high endeavour* It ends In the loss of life, but 

death to the Romantics ^cant the victory of the eternal over 

the temporal and the loss of life Implied no tragic exper­

ience. Their tack we* the glorification of the imagination, 

hut a more apotheosis is far removed from tragedy." With all 

this one must agree but It goes not nearly far enough, nor 

1 Donner, p* 8 
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does It show the historical evolution of the lyric as a 

form of poetry, a mattor of some importance to the roman­

tic revival* 

DC 

The lyric, as distinguished from the- ballad, arose 

rather late swong littiary art forr.s. T?.e one passes 

naturally by easy gradations Into the other ae the ballad 

singer Interspersed his personal views arc. feeling into Nature of 
lyric poetry 

the more strictly narrative ballad. The lyric Implies a 

reflective and philosophical state of mind In one who hss 

drown sport to weigh the values and Importance of life 

forces ss they affect his own welfare and spiritual being. 

This subjective quality of the lyric has frequently been 

commented upon "but its musical quality 1? of no less impor­

tance. The ballad tune requires the steady onward flow of 

musical notes to carry trc rclatlcn of incidents to a elinax 

and ending* On tht ot'">t,r hand lyric isusic must be of a halt­

ing eyeliesl naturt> to allow ti.ae for the erection of a mood 

and the building ug> of crs appropriate atmosphere. The 

succession of events is readily grtspec ar.d followed but Lyric and 

ballad 

the creation of a rrood requires a slower process. The differ­

ence is psychology eel* The ballad may be compared to the 

brisk straight-forwerd walk, the lyric to the ambulating 

movements of the danotr. The distinction between the two 

srt forms is most clearly cor.-pr-JhcnSed by the singing of a 

hailed to a lyric mensure or of a lyric to ballad • uaic. 



-67-

Tho effect, if one so treate a genuine bsllad or lyric 

le thoroughly ludicrous. By the fifteenth century the 

medium of lyrio verse had been developed ir English; the 

sixteenth and seventeenth saw the English lyric attain 

its highest excellence* 

Outside Shakespeare, the lyric of Fllrabethar r*rys 

best represents the ror.artic spirit of th?t liter-turs and 

in a fom: distinct frow the dr̂ tna* The irer of the roms-ntis 

revival found satisfaction <ri*. Inspiration In the sixteenth 

Century lyrle as well as ir the drama. It would not hrve 

beer, difficult tn the 1800's to predict which forr of liter- I>rair1a and 
lyric In 

ature would be most perfectly developed by the noderns of the romantic 
revival 

that age. The drama is tied down to architecture, cost 

of production, acting, ao^lnl movtrente and political 

conditions in such restricted ways that its cultivation 

Is rarely pursued with abundant success. Donner, In a long 
1 

paragraph, chows how the Elisabethan age fulfilled ail the 

conditions eseential to greet drama* On the other hand the 

lyric has all the possible freedom of creation that an artist 

may require* In th» sixteenth century In England the two 

forms reached simultaneously their greatest excellence. 

Bsddoes and his contemporaries possessed lyric srenlus to 

a considerable degree? their dramatic genius was confined 

to the romantic* 

In Shakespeare the lyric vn6 dramatic elements arm 

united In a number of his plays. This applies nor« unreservedly 
Union of 

to the comedies rather than the tragedies, for in Kicbeth lyric and 
dramatic 

and Othello, for exsmpla, there are no lyrics at all. With eles.mts in 
Shakespeare 

1 Donner, p* 3 
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perfect art t ie lyric rne made by Shakespeare to grow out 

of the main body of thr dra.-'a: *t hloseone forth os the 

flower upon a ston. Rone, however, "^e drt»vrr evidently 

from a traoitional minstrelsy; s. few are nsed vorr than 

a^ce by Shakespeare and aoce- occur in th<= works of other 

dramatists as wisll. (The earliest poetical mlscelleny in 

English is "Songs and Sonettes by the ''Icht v.mno^vr^lc 

Henry Howard, late Earl Surî ey, sr' others," first printed 

in 1657.) Toe frequently the lyric In drft">«t la but an impos­

ition to produce vnristy or to exhibit, In the laoV of 

acting ability, the musical talent of an overpaid actor. 

Ae ouch It oo^es perilously close to causing a complete 

breakdown In the unity of the dr^a. Tot ohserve how natur­

ally the lyric "Blow, blow, thou winter wind," In the second 

act of km You Like It, catches BTS intensifies the whole 

atmosphere of t>u forest of kr&mv. ns built up l*i th«s preced­

ing scenes, or in Twelfth Hi^ht, ho*r the lovo of Oreino is 

vivified and concentrated ir the beautiful lyric, "Co^e aw*»y, 

come sway, death.** It was this very v-iendlng of the lyric 
Beddoes'use 

with the dramatic which Beddoes, lr Death's Jest-Book of the lyric 

attempted to do; with «hat success It iVHains to l* coen* 

It ie all the above wbicrv Donner evid«--:rt]y ba* in mind when 

1 

he says: *In Shakespeare, even if not In many of contempor­

aries, the very essence of the situation is sfstn *ften 

crystallised into a song. In Bryden trey ere a looue oma-

mentt they can be eliminated without the sH^.test cir-p̂ r 

to the whole*" 

1 Donner, p. 5. 
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X 

What were the excellences of tte blizabothan lyric 

wh!*»h were t! e inheritance of beddoes? They are expressed 

in the word lyrical with all its associations. To atterapt 

an expression of the peculiar qualities of a lyric, to 
Lyric 

describe emotion In intellectual terns tervna Is comparable poetry 

almost to the painting of music or the versification of 

mathematics. But eoraething can be done. Neither Snow 

nor Donner dlscusswthe nature of lyric poetry nor do they 

refer to its principles in their criticism of beddoes* work. 

Tet these basic elements would seeir. to require treatment for 

one cannot consider them as axiomatic, nor are they eter­

nally fixed for literature ie a growing and changing art. 

The very nature of the lyric compels Its shortness; 

there are no successful lon£ lyrics. Similarly the hest 

lyrics treat of the ttmcer emotions oi love or sorrow? rag© Lyric 
raoods 

and fear Induce payoaical states, or t>"»ey nre oavchic&l 
L 

states, whichever expression one may prefer, that are so 

overpowering In their Intensity that verbal ex pre sis Ion is 

chilled. They beeone overt In physical action. Because 

of the Inducement of euphoria the lyric provokes a soothing 

or gay mood, the light-beertednecc of abandon or even the 

pleasure of sadness, a mild-ninded melancholy, never the 

tempeetuousrece of anguish. 

The best lyrics do not win one by appeal to 

intellectual powers; their effect is not won by resocnable 

percussion of even the gentlest order but by the charm 
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of atmosphere which calls forth a harmony in the feeling of 

the reader* The lyric ic in a double sense subjective. Ite 

effect creepc over one like "the moonlight on a bank of vio­

lets." The lyric has reached its fulfilment with the per­

fect coincidence of two psychical natures. This in turn is 

brought about by the rhythm of the lines; the predication of 

psychic vibrations may be fantastic but It is at any rate a 

poetic notion and describee the peculiar effect of lyrical 

poetry. 

Speaking scientifically an emotion or mood is easily in­

duced but they of the synthetic variety sre not the best 

source of poetic lnopiratlon. The genuine lyric rises spon­

taneously in the poet and comes forth unbidden. It was this 

quality in the Elisabethan lyric which must have rost Impressed 

such a romantic as Beddoes. That he did not always equal this 

quality in hie own verse ic but too apparent but it was an 

ideal of wh ch he seems to have been always conscious. 

The diction of the lyric, as the language of emotion, is 

strikingly powerful in its own simplicity. That is a truth 

which the Ellsabethans appreciated to the full. It Is, how­

ever, a diction that Is artfully achieved or that comes from 

one naturally aceuetosed to expression in emotional terms. 

Precision, the catching of the slightest nuance of meaning, 

wae what the men of Shakespeare's day excelled in. It haa 

never einoe been perfectly attained in lyrical poetry. But 

the diction of great poetry is much more than this. The 

art of the lyric is suggestion rather than expression ard 

its words, for full affect, must carry with then an associ­

ation whioh conveys a meaning beyond and above that £.iven In 

Subjectivity 
of the 
lyric 

Spontan­
eity 

Diction 
of lyric 
verse 



-71-

a printed word of eo many letters. It may be compered to 

the bouquet of a fine wine or the tone of a musical instru-
u>h'tcJ) 

stent. It is the very thing.Anatole France had in mind when Anatole 
Prance 

he said that Esperanto would never supersede natural languagee 

as a medium of literary expression. The Frenchman pointed 

out that tho words of a national speech car-y with them a 

flavour and meaning above and independent of the purely 

dictionary sense in which they may be used. From the pen 

of a literary master they speak with emotional associations 

that are racially inherent. It cannot be said that Beddoes , 

except upon rare occasions, ever attained this sublimity of 

stylo* 

XI 

Tho romantic drama of Elizabethan days was to pass 

swsy and be lost utterly within half a century but the lyric 

put forth a second harvest under the tillage of the Caroline Caroline 
lyrics 

poets* Beddoes* inheritance from this quarter was not of the 
1 

greatest worth. In referring to Beddoes* critical theory 
2 

of song writing Donner cays, "for an Illustration of It 

ho refers to Shakespeare, Herrlek and Suckling, exactly the 

posts to whom ho hod himself come nearest, because he had 

not only learned their craft, but because he had now an 

emotional life of his own wherewith to animate the form." 

There le some considerable difference between the lyrics of 

1 Letter to Kelsall, 19/7/1830 
2 Donner, p. 282-283 
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Shakecpeare and thoce of the other two. The Joyoucnecc of 

flrct song had passed away and a note of insincerity ie not 

infrequently to be detected in the others. There ie, in 

them* the euggeetlon of the adopting of a pose, of the eorc-

poeitlon of the lyric as a poetical exercise. The worda 

eeem at times to come from the pen not the heart but at their 

host ths lyrics of Herriek, Suckling (and Lovelace) fall 

little short of the Elisabethan. 

The men of the Romantic revival passed over seven­

teenth century verse to find a more inspiring kinship in 

the poetry of the previouc century; and here tieir poetic 

instinctc were true. If they did not recapture the full 

dramatics; spirit of more poetic days in its entirety they 

produoed work not a little different from Its more immedi­

ate successors. Beddoec uced to the full whatever the Eliza­

bethans offered In the way of Romance; he wae unaffected by 

that etrong element of realism which gives an enduring human 

and intellectual appeal to the work of the sixteenth century 

masters. 

Bonner's Introduction stands apart from the rest of 

hie book for he makes therein but occasional referencee to 

Beddoec. He becomes specific when he considers the dramss 

one by one but there the criticism given In detail lacks s 

hrosd background. Bevertheless the treatment ic far from in­

adequate in the cense that Snow's criticism is, for he, in 

turn, dlemissee the Elisabethan influence on Beddoec in a 

page or two* 

Elizabethan 
Inspiration 

Elisabethan 
influence 
concldered 
by Snow and 
Donner 
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CHAPTER III 

Exploration of Beddoes' World. 

Though few might weep when the AT gean rose* 
Deaf and tumultuous ae human kind. 

To overwhelm for ever in its close 
Tho purest summits of an Alpine mind, 

•holmy has sweet revenges him crowning grows 
Stansss Written in Swltsorland. 

By common consent the period of the Romantic Revival in 

English Literature la considered to take its rise with the 

publication of Wordsworth's and Coleridge's Lyrical Ballade Origin 
of the 

in 1798* The roots of the movements go much farther back. Romantic 
Revival 

if indeed it can be cald with etrict accuracy that the ro-

mantle tendency even did die out completely, in the preceding 

century* There are ellght traoee of the romantic attitude 

even in Swift at a time when the streams of romance are ueu-

slly thought to have dried up. At least one Is on safe ground 

in calling attention to the romantic tendencies In the work 

of eollins and Oray. In addition Fergusson was preparing tho 

way for Burns, and Percy's Reliques, already referred to, 

opened up a new province in the kingdom of romance. All 

these men had broken with the literary canons n speeted in 

the first half of the eighteenth century and if they did not 

enter into the full possession of the oomlng era it was large­

ly das because their energies were devoted to ttv creation of 

the new medic of expresclon which mode it possible for their 

successors to win new victories in the world of poetry. 

All the master workerd in the romantic movement were 

alive during Bsddoes' youth and most of them had already done 



-74-

thelr best work* Blake was Beddoes' senior by forty-six 

yearst Coleridge was already thirty-one and Wordsworth beddoes' 
eontempor-

thlrty-three when Beddoec was born; Southey was twenty- arlee 

nine* Of the younger men who form a distinctly different 

group both in point of time and In artistic qualities as 

well, Beddoes was to outlive every one. In this group were 

Byron, born in 1786, Shelley in 1792 and Keats in 1795. Thus 

ths great poets of the romantic age were living forces through­

out the formative period of Beddoec* life. 

With Blake Beddoes had In some respects rrore In common 

than he had with any of the others. Both were drawn power- Similari­
ties between 

fully to a coEsraunion with the mystic, both showed an interect Blake and 
Beddoes 

in alchemy, and the mental atabllity of both has been quest­

ioned! In speaking of Beddoec* poem, Doomeday, Donner cayc: 

"It le prophetic like the poetry of Blake, and the concrete 

visualization is truer and more real. It is moreover achieved 

without the aid of the engraver's needle and the painter'e 

brusht it Is self-sufficing and complete. Without the mysti­

cism of Jerusalem, it eontalne all the passion and imagination 

of Blake's poems* It is negative in its direction, whereas 

Blake ie constructive,". Donner might have choeen a better 

poem to illustrate the resemblance. But he Is right In oall-
2 

ing attention to the poets' similarltiee 6$ verse form. Blake 

is somewhat more obscure than Beddoec and his work is more 

uniformly good* The prophetic nature of Blake's writing also 

1 Donner, p. 262 

2 Donner, p. 280 
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msrks him as belonging to a world far removed from Beddoec' 

oustomary domain* 

In his preface to the second edition of t* e lyrical 

balads Wordsworth had presented an apology for his poetic 

practice* There he had defended his choice of subjects from 

common life* related in language really used by men and made 

interesting by the tracing in them of the primary laws of hu­

man nature* Re had, as well, defined his poetry, and inciden­

tally forecaet the poetry of the Immediate future, as the Wordsworth's 
preface to 

spontaneous overflow of powerful feelings; Its origin, so he Lyrical 
Ballads 

said, is emotion recollected In tranquillity. At a later 

date the creed of Wordsworth was, In the main, subscribed to 
1 

by Coleridge* There w aa a clarity and simplicity, indeed, 

s plalnees about this poetic theory that Beddoec never fully 

appreciated, though he held a high opinion of Wordsworth and 

Coleridge as poets* It Is a point which neither Snow nor Donner 

touches upon* Boddoes had about him considerable ef the gor­

geous which did not well match Wordsworth's "bleak lucidity 

of soul." 

Southey wac the epic writer of the period and there wac Southcy 

nothing of the grand manner about Beddoec* Southey was too 

a sort of "domesticated" poet; hie life ran the course of the 

professional man of letters; his laureateahlp removed him 

from any common ground of meeting with Beddoes. The Influ­

ence of Southcy upon our poet may be rated at exactly nothing, 
2 

although Donner gives to him the partial credit of forming 

1 Coleridge, Biographla Literarla. Chapters XIII and XIV 
2 Donner, p. 71 
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Beddoee' language* 

Byron, In the opinion of many, waa a capable versi­

fier hut no poet, and there Is no denying the claeelc quail- Byron 

ty of his mind and verse. It scintillates with an apt glib-

noss of phrase and the virility of one who considered him­

self a match for the world including even the critics* The 

genius of Beddoes was not of this order. He never walked the 

busy highways of literature and had no desire to shine as a 

citizen ef the social and literary world. Beddoes, the Intro­

vert, yet impatient of others' opinions, shrank Instinctively 

from the comewhat offensively, celf-assertive and successful 

Byron. Beddoes was of the past, Byron of the fashionable 

present. Byron hcd nothing that Beddoes appreciated, though 

in his lsst yeare he paid him tribute in "Stanzas Written in 

Switzerland." There ic, of oouree, the very evident Influ­

ence of Byron upon Alfarabl but thle was in Beddoec' early 

youth* aejbonner matsxlt points out. He might also have 

added that the mature Beddoec had nothing but contempt for 

the worldly successful writers of his own day. It was pert­

ly merited contempt and partly pure Jealouey. 

Keate drew hie inspiration from what he thought Oreek 
Beats 

but it was not the Oreeee of antiquity, but the classic 

world seen through romantic eyes. It Is doubtful if Keats 

had any understanding at ads all of classic art but he was 

drawn to the world of myth and legend because of his love of 

eensuoue becuty and his flair for the romantic even where It 

is not tho most sonspisuous quality. Beddoes had the classical 

1 Donner* p. 77 



-77-

knowlodgo which Keats lacked and probably appreciated the 

fact that the world was not romantic to Creek eyes whatever 

may he read Into the flreek view of life by a romantic west­

ern man* But Keats had other qualities which were of the 

stuff ef which Beddoes was made. He was at home in the warm 

colouring of mediaeval!sin; he felt drawn to tales of blood 

and horror; the supernatural was always within reach. In 

addition Keats possessed an ability to handle words and if 

his lyrical quality was not of the very highect, he was ekil-

ful in raicing up oulf of the void a convincing world of the 

imagination. 

In view of all thla it 's eonewhat astonishing that 

Donner does not lay greater stress than he does upon Seat's Donner on 
Influence 

influence on Beddoec' poetry* He mentione only the Influence of Keats 

in the earlier poeme, The Improvisatore, The Brides 
2 3 

Tragedy, and The Romance of the Lilp, and in the last only 

beeauee Keleall has drawn attention to it. Nor do any of 

Donner*s referencee go beyond drawing attention to minor 

points of resemblance. It ie s pity that Donner did not go 

deeper into what has all the marks of an interesting and 

fruitful comparison. Nor is Snow any more satisfactory* 

By hie own admiration for Shelley and by the more di­

rect method of comparative criticism, the Influence of Shelley 

upon Beddoes Is easily recognised* The work of both KeatS Shelley 

and Sholloy was complete by the time that Beddoec had emerged 

completely from his poetic chrysalis. Beddoes, at a critical 

period ef development, felt the full impact of Shelley'e 

1 Donner, p. 72 
2 Donner* p. 103 and 106 
3 Donner, p. 175,176 
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genius. Hie enthusiasm led him to take a leading part int 

the publication of the letter's posthumous poetry. Of the 

drama more will be said later but It w^s undoubtedly Shelley's 

supreme mastery of the lyric that aroused the worship of 

Beddoes. Here was c singer after his own heart, tn apostle 

of beauty, sensitive soul, serious, exalted, one who "had 

gasod on nature's naked loveliness." In spirit and genius 

the two had not many qualities In common. One suspects that 

Shelley was the kind of poet Beddoes would have liked to be; 

it wac the poet in Shelley that Beddoes worshipped, even mote 

than the beloved Cenoi. At twenty Beddoes had this to say 
1 

of Shelley's drama; "To my mind the only error of the 

Cenol is, that its splendid author seemed to have tho 

Creeks lnetead of Shakespeare, as his model In his mind's 

eyei if he had followed the latter, I cee no re us on why he 

should not have been the second English dramatist." Tet, as 
2 

Donner points out, Shelley is perhapa even more Influenced 

hy tho Ellsabethane than by the Greeks. 

But Shelley lived In an upper world which Beddoes never 

reached* There was a philosophical and ethereal point of 

view In Shelley that was beyond Beddoes, a completeneee of 

vleion and a depth of personal passion that united him to 

the eternal. Of the two, only Shelley was capable of "Tho 

One remains, the many change and pass," or "I fall upon ths 

thorns of life, I bleed." 

Beddoes' 
opinion 
of The 
Cenei 

1 Letter to Procter, Oxford, 21/11/1823 
2 Donner, pp. 9,10 
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As with Keats so with Shelley Donner falls to get to the 

depth of the relationship between the work of that poet and 
1 

Beddoes. He sees glimpses of Shelley in Beddoes' verse snd 

pays tribute to Beddoes' deep admiration for Shelley. But aa 

to tho relationahip and influence there are in Donner only two 

significant linos, "Beddoes remained true to the message ef 

Plato and of Shelley, and it Is love that achieves the union 

of ell things;* a similar observation is made In connection 
3 

with The Brides9 Tragedy. One would have expected Donner to 

make much of the Shelleyan influence If not in Beddoec' tnought 

at least In his versification, lor does Snow do any more 

than mention Shelley* 

In a lesser world Beddoes could follow the master. It 

wac Shelley sit who introduced Beddoes into experimentation in 

intricate verse forme. Donner points out two or three resetn-

4 

biancoc . Much of the earlier poetry of Beddoes is quite pat­

ently an imitation in that field. One is constrained to re­

mark that it was not ao successful as might have been hoped 

for. In the use of language Shelley hed shown the way to 

make tho most of figurative and concrete expressions; It was 

s new kind of emphasis In the writing of English and peculiar­

ly adapted to the requirements of the lyric form. One recalle 

such expression of Shelley ae, "the loftiest star...pinnacled 

dim," "purple even melts." "he has outaoared the shadow," 

"c cloud big with s Bay ehower," or, "the light of thought." 

Donner 
and 
Snow on 
Shelley'e 
Influence 

Shelley'e 
uee of 
language 

1 Donner, p. 72, 119 
2 Donner, p* 172 

I Donner? pi 177-179 
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Beddoes employe the came device in "song comes bubbling up," 

"some oost a passing bell," "the skull that roofed s human 

aoul," "Power that strides across the muttering people" and 

"a chair that has a kingdom orouohlng under it." 

The minor poets of his age Beddoes held in outspoken 

contempt* He could not but realise that their gifts were 

much lecc than his own and it irritated hir to witness their 

flood of eeeond-rate poetry spewed upon the reading world. 

It ic a characteristic of a romantic a^e that the underbrush 

ef literary production is profuse and rank. In a claasical 

osx^saKaalistlc age the second-rate writer sloughs off hie 

efforts In the direction of hackwork, in pr ctical prose of 

political or journalistic nature or in ephemeral pamphlets up­

on contemporary life. There is unfortunately In a romantic 

ago an opportunity for every poseur to make his voice heard; 

true romantic inspiration Is so easily simulated aa to deeelve 

for a time even the elect. There Is lacking, too, a sense of 

humour, which prevents the ambitious imitator from realising 

his own dearth of poetic genius. A notable exception to this 

hisarro tendency was Scott, with admirable s&nity he realized 

that bo was not a poet and saved himself from literary obliv­

ion by turning to the hlstorlo&l novel. Who, now, ever reads 

Mansion or The Lady of the Lake? Of others of lees rank mere­

ly the names survive, or they enjoy an attenuated immortality 

by reason of some occasional poem which has persisted in the 

"popularfluomoi1 y. To t' is class belong Campbell, Rogers, Moore, 

Leigh Hunt, Lander, Boge, Bowles, white, de Vere, Darley, Home, 

Hood, Freed and Procter. They retain places in a history of 

Beddoec* 
meta­
physical 
language 

Roman tic 
literary 
under­
growth 
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Engllsh literature as the background of a literary period and 

as material, however uninteresting, with which the historian 

foele he muet deal* But from the distance of a hundred 

years their work assumes very small proportions. What Is 

vastly more Important Is that Beddoec recognised the medio­

crity of men such as these* It takes a poet to recognise d 

poet. The world might become enthusiastic about Moore or 

Rogers or any of their kind but the poet In Beddoes saw them 

at their own little worth* 

Beddoec' 
critical 
Judgment 

II 

Moat significant criticism of the literary qualltlea 

of the nineteenth century acted drama la revealed In the 

history of the literature of that century by Professor Saintc-

bury. That critic, one to be reckoned with, devotes but half 

a dosen pages of a sizeable volume to ti t drtrtna* His treat­

ment may be termed Inadequate but It does reveal the compara­

tive worthlecsneec of tht» theatrical productions of the first 

quarter of the century at least. 

There were a number of reasons for this but the most 

Important one is to be found in the social conditions of the 

period. The coarsenees of rouch of the eighteenth century 

drama* as a continuation of the restoration period, had resul­

ted in the licencing act of 1737, which was generally enforced 

until 1843 when freedom of production was allowed to the 

theatrea. The evil effacte of this legislation, like . uch 

clmilar legielation conceived with the best of intentions, was 

1 Salntsbury, Sir George; A. History of Nineteenth Century 
Literature, tenth edition; Kectr.lllen ard Co., London, 
pp. 437 -444 
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felt right down through the romantic period. Ae the pro­

duction of drama wae restricted to two licenced houses 

there grew up illegitimate drama in various forms; the bur­
law 

losque, pantonine, hnlet&a burletta and melodrsma among 

others* Serious dramatic writing declined under the mono­

poly* The opera, on the other hand, enjoyed a period of 

growth* 

Holcroft at Dnury Lane and Celman at Cevent Garden Holoroft 
and 

were the theatrical magnates of the time. neither man was Colmen 

of the type to do much for the development of the acted drama 

along artistic lleec. More and more the drams bec&rie a crow 

to appeal to the theatre-goer by mechanical stage efrects, 

epeotaclcs, chorueec, and music of a sort. In 1802 Holcroft 

introduced the melodrame, the frank French acceptance of a 

dramatic forrr that had alwayc been inherent In true drama and 

ready to come to the eurfaee with a decline it taste. 

Beddoes, too. Joined the hue and cry to lay low the 

1 

Villain of bad tacte and cheap drama* "There was a new in­

tolerable opera the other night at Covent Garden, with Miss 
8 

Tree in a nice new pair of white silk pantaloons* Cha . Kern­

els is to come out in Falstaff and they have under cover a 

new tragedy (Shell, or Walker or some of those immortals, we 

conjecture) a credite poster!, a new comedy** with songs." 

The most powerful force in the early part of thlo 

period was Kotsebuo. In hie preface to the lyrical ballads A. von 
Kotzebue 

Wordsworth had railed against the "sickly and stupid Oi man 
Tragodiec and deluges of Idle and extravagant stories In 
verse." But the English love of sentimentallsm, always 

1 Letter to Keleall, London, February, 1824. 
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Inherent in the national character, and the really good thea­

trical "business" In foreign translations snd adaptations were 

overpowering* Kotsebue. to be sure, did not represent the 

boat in the German dramatic literature of the period; he sim­

ply has no place beside Leasing, Schiller or Goethe. But he 

was popular and without popular appeal the stage obviously 

cannot exist* In brief the core of a Kot7ebue romantic 

dream, for example Mencohenhacc und Roue, produced at Drury 

Lane In 1798 under the title of The Stranger, Is a curious Menechenhaae 
und Roue 

inversion of the tragic* The perpetration of evil is pitied 

and forgiven while the poor victim ef the evil Influences Is 

left to get over his unenviable situation as best he may. 

There were translations from thqOermen In lar<:e nun- German 
drama In 

bars* Scott had translated Ootz von Berllehingen in 179r - tranclatione 

neither Goethe nor Scott at his best. Even Sheridan had s 

hand in the production of Kotsebue's Die Spanler In Peru. 

Mattnew Lewie, who had already achieved fame with his Gothic 

romances, was one of Kotsebue's ten translators and himself 

the author of several dramas In the new German style. The Cas­

tle Spectre was produced at Drury Lane In 1797, Adelman In 1801, 

Tho picture ef Barly nineteenth century English tragedy is 

quite incomplete with full reference to Kotsebue. Such refer­

ence) ic neooecary to show the wide divergence between the lit­

erary and acted drama of the period. He aflooted Beddoec In 

a purely negative way yet that would seen* to nave been no 

reaeon for hie neglect hy both Snow and Donner. 

The groateet native force in this period of the drama 

wae Joanna Balllio (1762-1861). Ber twenty-eight Plays of 
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the Paeslono that cover the yeare 1798 to 1812, each In 

turn, attempt to reduce drama to the elucidation of a sin­

gle human passion*. Hero was a real attempt at a regenerat­

ion of the drama but failure was inescapable because of an 
a. 

artiflcl^ity of maimer, lack of acquaintance with the practi­

cabilities of the ctage and the uae of a kind of bastard £liza-

hethan language* Byron, Campbell and Scott accorded her 

praise what would never cone from a modern* 

In view of the sorry cpeetaole presented by the Englleh 

theatre in the lact decade of the eighteenth and the early 

years of the nineteenth century it is not surprising that men 

of first rate genius could find little place there. Worde-

worth'e The Borderers was rejected by both Drury Lane and 

Covent Garden. Coleridge hed rather more cuecess. His 

Oserlo was rejected in 1998 but, rewritten under the title 

Remorse, it was first produced at Drury Lane in 1819. Ae 

literature, both plays were superior to those of the Kotsebue 

school; ae theatre they were decidedly Inferior, for although 

they drew their inspiration from Schiller they suffered from 

indirection and abstraction. Likewise Southey* Scott, Godwin 

and Lamh failed to turn their abilities to successful dramatic 

compoeltion* 

Byron's dramatic work was somewhat more extensive. Of 

several dramas which he wrote only Werner and Marino Fa Hero 

received stage presentation during his lifetime. They were 

received with the criticism of their too much talk and too 

little action. Hover did Beddoec write more acute and truth-
1 

ful criticism than in hie remarks on the old drama; "Say what 

1 Letter to Kelsall, Clifton, 11AA825 
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you will— I am convinced the man who is to awaken the dra­

ma must be a bold trampling fellov;— no creeper Into worm-

holes — no reviser even— however good. These reonlmatlons 

are vampire-cold. 5ueh ghosts as liarloe, webcter & are 

hotter dramatists, better poets, I dare cay, than any con-

ytomporary of ours— but they are ghosts — the wore is in 

their pages— k we want to see sorething that our great-

grandslrss did not know. With the greatest reverence for 

all the antiquities of the drama, I still think that we had 

better beget than revive— of Its own, at only raise a ghost 

to gase on, not to live with — Just now the drama Is a haunt-
1 

ed ruin*" The thought is continued. "And yet I believe that 

the dectined nan would break through all difficulties and re­

establish what ought to be tho rcoet distinguished department 

of our poetic literature; but perhaps enough ah has already 

been done, and we ought to be content with what times past 

have laid aps up for us." Tet Beddoes forgot his wisdom** 

when ho wrote his own plays* 

The attempts of sarly nineteenth century men of Genius Failure 
of Blisa-

to revive the glories of the Elizabethan drama had failed* bethan 
1 revlvala 

Had they boon possessed of wordily wisdom they would not 

have nursed any vain hopes of getting ctage production for 

romantic drama of even a high order. Had they been men of 

less genius and respect for art they would have turned out 

abundant material to rival the drama of the Kotzebue school. 

Ae it le one must turn to the unacted druiras of Byron and 

1 Letter to Procter, Gottingen, 9/10/1826 



-86-

Shelley to discover enythlng, which belongc to the period, ef 

permanent artistic value in that art form. The one^attempt 

of Keate may be passed over for he wrote In mxe merely what Otho the 
Great; 

had boon outlined by another after the fachior of a aampler. Keate and 
Charles 

Byron's Manfred, Cain* and the slighter Heaven and Earth Brown 
were drama 1" the traditional poetic fashion. That they were 

far from the actual poetic drama of the past is revealed issued- Manfred, 
Gain, 

lately by ever a euperf lclal comparison of the two* Such work Heaven 
/ and Earth 

as Byron's gains nothing hy stage production; on the printed 

page and In the rInd of the reader is all the life of whlob 

they are capable* Why endure the tedium of a theatre when the 

play may be read comfortably at homo? In Cain and In Heaven 

and Earth Byron returned to the pre-Elizabethan mystery play 

to secure a form for hie drama* Outward fori and a name are 

about all he did secure. There Is nothing new here. The life 

and thought ef one generation cannot be clothed with the gar­

ments of an earlier age* The central thought of Cain, the de­

fiance and rebellion of a turbulent and assertive spirit 

against the external world of form and convention is worth 

writing about and it did reveal one aspect of the romantic 

movement* Manfred, which Byron called a dramatic poem. Is no 

more than aa a novel in verse and as such vastly inferior to 

Mazeppa or The Bride of Abydos. What these untheatrioal 

writerc of drama never caw and never could see was that they 

were Imposing shackles and limitations upon their expression 

resulting alike In the failure to produoe either good drama 

or good reading* 

Xt was Shelley who wrote the greatest drama of his age. 
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Shelley'e 
The Cenei 

Prometheue 
Unbound 

And that drama wae unactable in a public performance. The 

rejection of The Cenci by the Drury Lane theatre was the only 

possihle scewer which the ege could give to a poet who revealed 

his own amusing naivete' in offering it. But it Is good drama. 

It haa definitely actable qualities. There la movofijent, there 

Is conflict, there Is vivid contrast, and the play uoves to 

a climax with the unfolding of character and the development 

of plot* Here again the artistic instlnet of Beddoes was true* 

It is probably the one piece of literature which made an endur­

ing impression upon him. The Prometheus subject was one that 

struck a responsive chord In the romantics; they all took 

themselves very seriously* The Prometheus Unbound of Shelley 

Is the poetic expression of the triumph of man's Ideal nature. 

In his preface to thic lyrical drama Shelley had expressed 

the opinion that the great writers of his sge were "trie com­

panions and forerunners of come uniiragined change in our soc­

ial condition." The social changes did come but the spirit of 

man did not change* "Caelum nonanimum mutant qui trana mare 

currant*" 

In addition to these poetic and dramatic movements that 

wore part of Leddoes* boyhood and youth and whose influence 

upon him Is ignored by both Snow and Donner, there remained 

the novel as another form of literary art which was not quite 

beyond his world* While a cchoolboy Beddoes had written sever- The novel 

al prose tales of which there remains only Scaroni, or The Scaronl 

Mysterious Cave* The prose t^les that were to have formed 

a part of The Ivory Gate were suppressed by Kelsall and Brown­

ing. Even Dykes Campbell who laboriously made copies of almost 
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everything in the Browning Box transcribed only scraps of 

the prose narratives* Thue fas too novel hac little influ­

ence upon Beddoec' best work as fur t.e the conception of 

literary medium was concerned* But it did have an effect on 

his thought and the subject matter of his work. His Death's 

Jest-Book is nearer, essentially, to the novel then It is to 

the drama. It received its form from tradition, for Beddoec 

like the other young romantics, was tied to the conception of 

five-cot poetic drama in spite of their protestations of free­

doms But to return to the novel* 

It was an age of feminine authorship. In no period, 

before or since, wore there five woren who held such a pro­

minent, even If not permanent, place in the literary world 

ae did Buroey, Austen, Radellffe, Edgeworth and laillle. The 

romantic in life and literature le definitely feminine. From 

the half-classic Burney, Beddoes learned nothing; of Austen 

he was probably not aware and one c«n hardly coroelvc of his 

aunt's everyday novels having ̂ uch effect upon the aloofness 

of Beddoes romanticism. They were not Joined by ties of poetry. 

Their lifelong connection was based on ties of blood not liter­

ary taste Impulses. 

It was to Gregory Lewis and Mrs. Ann Radellffe that 

Beddoes owed his freedom In handling raystejy and horror for 

these two, following Horace Walpole's Castle of Otranto, had 

created the School of Terror In the Englleh novel* boaronl le 

nothing hut an Imitation; it. In fact, serves only to obscure 

the later greatness of the poet and would be better omitted 

from his works* It shows the cort of thing that was competlhle 
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writers 

Gothic 
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School 
of Terror 
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to the boy of fifteen but whicl was to find better expression 

in the Improvisatore. To be sure, the purely physical horror 

and materiel mystery of the school of terror are necessarily 

of a lower order of appeal than when one applies the same 

media to the higher realm of mind and soul but the thrillers 

Of that day gave utterance to a revolt against the humdrum-

ness and pettlnecs of prose that represented the classic tra­

dition of for.- without any of Its Intellectual content. On a 

popular level It was a manifestation of romance* 

Donner points out the very obvious influence of the 

Terror School upon Scareni. He fellowe it up with a compari­

son ef Leopold, In The Improvisatore, to the fantastic beings 

2 3 

that peopled the novels of horror. Donner thinks the peace­

ful death of Lenora, contrasted with the death-agony of Hee-

perus in The Brides' Tragedy, to be a reflection of Konk 

Lewis. Ploribel in the same play/is said to resemble one of 

Monk Lewis* female characters lr. her rustic innocence. On 

sll these points Snow Is silent* 

Popular 
romance 

Coipari-
cone by 
Donner 

III 

Tho influence of French romanticlem In the percon of 

Mmc. de Staill and the more restrained Chateaubriand is imper-
5 

ceptihle in Beddoes. Donner thinks there may be a de Stall 

Freaeh 
romantic 
Influence 

1 
2 
3 
4 
8 

Donner, p. 60 
Donner, p. 65 
Donner, p. 92 
Donner, p. 97 
Donner, p. 61 
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lnfloenee in the effect ef Corinne upon Beddoes' Scaroni. It 

is doubtful. Chateaubriand's writings on the Church might 
1 

have done Beddoes cone good, but he could only despise the 

who hold high political office under a monarch. They re-

presented a conflict with closely held conventions of literary 

expreceion which had never been so religiously held in England. 

They wrote too with a background of the repression of the in­

dividual which was not so observable in Beddoes* generation. 

In addition they laid stress on human sympathies and democra­

tic principles which, except during his political activities, 

did not mean much to Beddoec* During the important years 

Beddoec lived in the shadows; polltlc&l and social freedom 

were then but abstract lone to him.* to be sympathetically recog­

nised ae desirable but not the main issues in life* 

If France had any influence at all on Beddoec it wae 

through Rousseau's doctrine interpreted and practised by his 

grandfather Edgeworth. And even that influence was but Rous-

seau in part for Edgeworth bed come under the spell of Lmlle 

and not the Contrat Social. Eiwile was revolutionary enough in 

its thought and written with an sir of logic and reason to 

appeal to eueh a man as Edgeworth. One is apt to lose sight 

of its absurdities In the apparent force of its argument and 

the novelty of ltc material. In writing to Kelsall about his 

Pygmalion, Beddoes da refers to Rousseau's work on the same 

eubjeot and deprecates any comparison of nis own with what he 

ccneldere the better plecd of writing. The two have in couunon 
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1 Letter to Kelsall, London, 27/2/1829 
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1 

nothing hut the outline of the story. As Donner cays "we 

must not look to Rousseau's Jejune ballet text for an expla* 

nation of Pygmalion." 

IV 

Tho Influence ef German romantlcisrc was evident at an 

early stage of Beddoes* career. Goethe he seems never to here 
2 

fully appreciated. "I never felt so much disgust or much 

more admiration for any poet than for this Goethe, as I read 

thro* it — fc I believe everyone who reade all hie workc, must 

have this double feeling of contempt of a; delight in him — 

both nearly meacureleec — but ho has no principle; In thinking 

of Schiller, you have more to admire thf-.n the paper he has 
3 

written en*" "a nearer acquaintance with Goethe has Inclined 

mo to rate him much lower than 1 had anticipated; out of hie 
h 

works w fill pretty fatly some 60 vols— not like Jar. Colbums 

In capacity of page— 5 at most contain what is really good*8 

4 
"Seethe is preparing a new edition of bis rhymed k prosy 

commission* XXXX* vols for 10 dollars: who'll buy, who'll 

buy? They are as cheap as oysters if not so swallowahle*" 

The men whom he names as his mentors were Schiller, fleck and 

Scholllng. The Philosophic Letters of Schiller he hoc trans­

lated in hla lact year at Oxford; in them bedcoes found an 

expreceion of a eoul corf Hot that bore bon.&") nt of ». r-erer.*-

hlaneo to his own disquietude* To Heck, acordint< to Donner, 
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1 Donner* P* 174 
8 Letter to Kelsall, London, April (?) 1825 
8 Letter to Kelsall, Cassel, 29/0/1825 
4 Letter to Kelsall* Gottingen, 5/10/1626 



-©£-

no owed tho lesson of Dramatic Irony and£ to Schelling a 

refinement of the romantic in the form of mysticism. 

Snow sums up the Influence of these men a& follows: 
1 
"Schiller and Goethe along with Tleck are the three German Snob's 

criticism 
writers most frequently isentioned in Beddoes' correspondence. 

And that Beddoes should turn to Tleck wae equally to bo ex­

pected. It wae Tieek's interest in the fcllsabetnans that 

first drew Beddoes to him, and he continued throughout his 

life to respect the man as a Shakespearian critic. But ho 

promptly turned to Tieek'e original work, delighting In him 

flrct for *a vein of gentle tonic humour which never lete one 

elocp; he is never very strong or deep, but altogether dia-

plsys more general power as a dramatist tnan any of the more 

celebrated Germans.' Thr*:e years later comes the significant 

sdraisalon. 'I have learned much from his writings, from him 

end sisland more tnan (from) any German writer1." j>now aleo 
2 

notee thst Beddoes borrowed several episodes from Schiller's 

The Ghost-Seer for ^ie Death's Jest-Book. Tne importance 
3 

of this source is discounted by Donner who finds a close 

resemblance between the conjuring scene in Death's Jest-Book 

and Act 8, scene 1 ef The Indian Emperor. Both sources were 
4 

likely known to Beddoes•• Donner speaks of Schiller only in 

connection with Beddoes* translation of 'is Philosophlsehe 

Bricfe* To Schelling he shows thst Beddoes owed *is mysticlcm. 

1 Snow* p. 164,165 
2 Snow, p. 167 
3 Donner, footnote, 217 
4 Donner, p. 180 
5 Dormer, P. 211,283,332 
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Xn Bonner's e e t l m t l o a flock was & grea te r Influence OR Beddoes 
1 

than e i t h e r of tho o the r s . Be says : flHe soon found Tleck con­
genial and Ofijo t o prefer bim to any other German author* The 
passages In Death's Jest-Book tha t betray his influence arc by 

2 
no jmm& f©is? or unimportant." 8Bls tendency to s e l f - ca s t i ga -

t l on had made Beddoes pa r t i cu la r lv rt*©por?slve to the kit c1 of 

wit pract ised by Tleck under the nmm of i-.omantie Irony. This 

wit strove to demonstrate the au thor ' s super io r i ty even over 

Ms own work, antf has it© philosophical foundation in F l c h t e ' s 
q 

d c e t r l w of the ego. . . .The parages of Ro-n.-ar.tic Irony are rnmer-

©us, snd i t 5s f igr. if leant t h t t sever .1 were introduced only 

wren he wae t ranscr ib ing the play lr- US I I . . . . I t J a purr ly In­

t e l l e c t u a l wi t , which admirably served Beddoes as en l n s t m -

menfg of lcught«*x'» There can be no d^uht that he learred the 

dramatis us© of i t frorc Tleck, but c i r iovs ly enough i t doee not 

introduce sn en t i r e ly new note In English drama. In the induc­

t ions and epilogues to Elisabethan plays such wit *rsr cor-o^, 

a»d t*n©re was not a l i t t l e ef i t In the casques so frequently 

introduced Into the works of the Elizabethan draTatiste.*' Tet 

there I s doubt and for the very r ^ s o n which Donner mentions 

In h is l a s t sentence and besides Beddoes had wade use of irony 

of the sort In hi* l e t t e r s , i f nowhere e l s e , lonf before he 

becstc acquainted with Tleck. 

Though h© w.8 drawn to Oe-rrrany by a feeHr.r- of s p i r i t u ­

a l kinship with the wr i t e r s livin?. there then, In adc ' i t ioi to 

the more pract lc- i l purpose of stuc'yirj; ncdicine, yet ne i ther 

the eowntry nor i t e authors did anything to change the main 
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1 Donner, p . 198 
2 Donner, p . 241,242 
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t r e n d of Beddoes'development* That had been l a i d down y e a r s 

be fo re in t h e days of The B r i d e s ' Tragedy and In f a c t t h e s i g ­

n i f i c a n t s of Beddoec* work d e r i v e s from t h e Eng l i sh r a t h e r 

than t h e Stennan pe r iod In h i s l i f e * The l i t e r a r y atmosphere 

of ©arly n i n e t e e n t h cen tu ry l i t e r a t u r e was eor-gerlal t o himj 

he d id no t draw sustcner*ce from i t . 

Snow sum* up t h e whole ques t ion in ar e x c e l l e n t p a r a ­

graph with which OJS« r u s t f e e l e&£/,r t o a&r&e*l "But £eddoes 

bad l e a r n e d from Tleck and Wlcslar<<% or -?o he «-\-e, and t ' rat 

r a i s e s t h e whole ques t ion of wh. t BtcVoe^ tte. ^oei ^ot out 

of Semaany. An e l a b o r a t e t h e s i s r a ; s e e cay be i*de <wt for 

th© in f luence of Sen an Kostcrtlcism upon EetV-oes, bac?t or^ may Snow's 
summary 

we l l doubt i f i t \r1ll Oo muct f u r t h e r the? e.-.tciT.alc A rmtv r -

Ing mind r a t h e r tfcer a goocruphic l o c f i i o r Is tesj icrsfMc f o r 

t oo d i f f e r e n c e s betvef-n D e a t h ' s Jes t -Book art? The Brld%S"* 

Tragedy* Prec©dir,\ chap te r s should hnvt .THC* tbvrd«-ntly clee r 

t h e p roces se s »i-icl w«>re going on in Bedcoee* f«\vc9 &P.V t h e 

migra t ion t o fitermauy, d r a s t i c a& i t wae in i t s e f f ec t on h i s 

d a i l y l i f e , was a s t e p r e t h e r than a r e v o l u t i o n . ParasBa P r o ­

cesses were completed in Germany v;rlo> wei e tegun ©? r l l e r and 

i t would be mis lead ing t o a s c r i b e them t o Otrmsn i n f l u e n c e . * 

Hero we may sa fe ly ?.rt ts v ques t ion r e e t . 

V 

Beddoes ' l i f e covered almost t j f whole ro«.ar»tio per iod . 

With t h e fo r ce s snd roveaicrcts t h a t .^cVt up thr.t ex t r ao rd ina ry 

1 Snow* p . l o5 ,166 
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period he was in essential harmony but he wts not a constitu­

ent part of them* On the political plane the forces of romanti-

clsn brought about an assertion of the Individual's rights 

and privileges as contrasted with control by the state, which 

was denied a separate existence and regarded as the euro total 

of the eitisoss of a country. There is much talk of liberty 

but little of duty. In lagland the political agitation cul­

minated in one direction in the Refona Bill of 1852. Tho SJOVO-

nent toward the abolition of monarchy was abortive* 

There was a half-religious and half-scientific movement 

toward a recognition of the world of nature in addition to the 

world of social forces* It was not a return to nature; nature 

bad always been a subject for consideration by writers of all 

ages. Tbe nature poetry of Crabbe runs right into the period 

of romance. Bather was it a new conception of nature. Words­

worth led the way with his belief in the spiritual Influence 

of natural objects; it was found also In tne return to the 

classic conception of nature as personified deity by Keats 

snd Shelley* Byron expressed the popular viewpoint of a wing-

ling with the universe In his lines, nThere is a pleasure in 

the pathless woods.a Its practical influence wae voiced by 

Rousseau in Ernile* »ith the extended view of man's at&oci-

atiom with the universe beyond the momentary and the local 

there came about a ncr sort of interest in history and in dis­

tant lends* 
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Snow has noted an important trait in Beddoes in this 
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1 
eormeotion. He says "There i s* also* l i t t l e in beddoes' work 

of nature ddacrippion; he worked r a t t e r wit*. th« landscape 

of tho sou l . Tn# l e t t e r s , however, hold jus t enough of such trow on 
Lode oes ' 

passages t o show h i s ^sensitiveness x.o the gracious world. But ii t e rce t 

i t toolr I t a l y t o spur him to expression. Passing through 

Savoy op t o Crarbery In tin- ti> e of tne spring flowers, and 

then ever the Alps Into I t a l y , U@ e ^ e upon the f i r e - f l y —and 

upon an I t a l i a n evei lng.* Snow then r t f e r s t o « l e t t e r of 
2 

Soddees* wr i t ten at t h i s tl*© — "Left night the clouds had 

unrolled fresa the mountains, which were tlienaelves as v i s ion­

ary as clouds; the 'roof of the blue i t&l ian w e o t n r 1 was 

her© aisd th@r© decorated by a t apes t r i ed vapour, s i l ve r or 

pale gold, g&thw^d jp waorg tte aiters and slowly t o l l i n g 

along the calm a i r . The eusa f* l l quiet ly teniae the Alps, and 

the moment he tovchod thr*-, I t appeared that a l l the s^owc 

took fir® mnd bvroed wlxir t ©..rdeecer-* br i l l iancy . 1 ' r£he laek 

of descr ipt ion of nature ir- Beddoes' *>r>etrr Is eoret^lr.g unex­

pected in » rors«ntiic* ftret l i t t l e there i s in i t I E r e f t ly 

worked Ir? by phrasrs or e l rg l e l i n e s . 

Tiers grey %J>p t d l r l r u s t of th t I n t e l l e c t as a £r:lde 

to t r u t h . V.hat wrs f e l t and ©3.p©r5.ereed ratl-er tvun what tras Dis t rus t 
of Inte l -

learned as logica l deduction veeeee the material ©I mrso^lecgp . l ee t 

True, the re were sm&&rr»tssizifc, contradict ions ir. the tv eory — 

the French Revolution had *1tressed t : e c<? i f ic - t ier, of he-sen, 

for oxsiBple. k& the now politic**! end s o e i t l theor ies veered 

in the conception of bolshevisfrs th*» ru le of thr ^jr-rity — Bolshivli 

1 Snow, p. 158 
£ Letter to Procter, Milan, 8/6/1824 
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whether the aajorlty comprised the minimum of intellect did 

not matter—so the exaltation of perception and intuition 

brought about a strengthening of feminine Influences. For­

merly only the most masculine of women rasde any impression 

upon the world; now the feminine In man came into prominence. 

The change is the mode of outlook and thinking 

brought new subject matter into literature. T4*e hero con­

ception rose on the shoulders of individualism; "the Byronic 

herOj*9 the ;-entleBaan with a shady and mysterious past, not 

too deeply burled, a sigh on his lips, tearful in some deg­

ree, rather fiery in disposition, rebellious in temperament, 

much concerned with love and the other tender emotions—we 

meet hiia again and again In the literature of the romantics; 

his name has become a byword. He Is a distinctly feminine 

hero. Ponner has pointed out the Byronicllke nature of 

Beddoes' heroes In his earlier work. 

Literature left the earth and If it did not always 

re;* eh a heaven it achieved a pseudo-ethereal existence of 

fancy In a world of imaginative scenery. It was supposed 

to have banished *superstition* in religion yet It revelled 

In the display of the supernatural and mysterious. Human 

character was no longer to be judged on moral or ethical 

principles but upon exigency and sentiment. 

Formlessness and inexactitude of thought were ref­

lected in the breaking down of accepted canons of prosody 

and in prose a rhythmical element superseded the former 

stateliness of latinized periods. The new rhetoric gf.ve 

grace and movement -oi the written word but It abandoned 

Fen inlera 

The hero In 
romantic 
l iterature 

Imaginative 
qualit ies 

New rhetoric 



accuracy of expression, lucidity, and orderly coherence. 

The®® are the dominant features of early nine­

teenth century Ingllsh romance but there is rather less of 

all this in Boddocs and rather*raor© of other qualities 

than one would too inclined, at first, to believe. He did 

not stand apart from his ago la the sense that kandor did, 

yet one cannot acoept without reservation his Inclusion in 
Beddoes 

in the ag® of tho rossantie revival. The reasons for Beddoes* m d tho 
romantic c$e 

little Influence In his own day are obvious, those for tho 

little influence of his immediate world upon himself are not 

so clear and yet an e xplanatlen, even if not wholly satis­

factory* is desirable* 

The c aslast explanation that might suggest itself 

is that Beddoes was simply tot ic touch with the literary 

productions of tho period. But an examination of both in­

ternal and external evidence shows this nsjt to be the case* 

fh© numerous references in his letters to eontemporary 

writers shows that h© had read almost every author who was 
Acquaintsnee 

then writing, or at least kept himself Informed of what was with 
am temporary 

being published. After a twelve years* residence on the literature 
be 

continent durl' g whlch^had cut himself olf almost entirely 
from English associations he wrote 1*Wbat Is Cosmo del 
Medico.? Paracelsus? Strafford? and Sergeant Talfcurd's Ion 

2 
or John?" Browning* ironically enough, was years later, to 
pjfcdy a strange role In the preservation of Beddoes* poetry. 

lorn© and Talfourd were men of some eonsecuenee In their 

1 Letter to loUall. Zurich, 15/5/1857 
2 R. H. B*rn«*s £osm© do Kgdiel cams out in 1837, Browning's 

Paracelsus In 18S6 and Strafford in 1837, Talfourd* s Ion in 
1855. 
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day. True, the man of letters, unlike the aian of science, 

doss not need to keep abreast of what is new in his partic­

ular field but ordinarily he is affected either positively 

or negatively by what is being written around hia. Sor 

does it destroy any but the weaker originality. The minors 

he despised but he speaks in praise of Coleridge, Wordsworth 

and, most of all, Shelley. But the fact regains that their 

influence upon hiia was Inconsiderable* 

It may be that he was too close to the writers of 

romance to bo affected by them. Shelley and Keats had died 

durlrg Beddoes* early period and Byron w?,s soon to follow 

but the/other romantics lived on for decades. Moreover the 

Most difficult phase of literary appreciation is to attempt 

to appraise the age In which one lives. One sees only the 

event, is not always sure of its origin and cannot foretell 
Beddoes not 

what future development may take place. Beddoes in his an Imitation 

best work is far from being a mere Imitator. He could and 

did follow the broad outlines of a whole phase of literary 

production; he was not capable of walking In any one man's 

footsteps. 

beddoes possessed a poetic mind, high in Intell­

ectual range and power, and exhibited considerable individ­

uality of character. In these respects he was the equal of 

Individuality 

tho groat men of hie day and superior to such popular writ­

ers as Moore and Procter. One does not learn much from one's 

equals. The poetic drama of his time rose from the Elisab­

ethan ags; Beddoes and his contemporaries in dramatic writing 

of the poetic order had drunk fros the sane stream, and there, 
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and not in mutual influences are to be found nearly all the 

qualities they had in common* 

•I 

In one respect Beddoes was vastly different from 

the other writers of his til®©* Be early acquired, and 

continued to hold through all his days, a curious death 

complex. Be seened to bo positively fascinated by the 

subject. It was not the obsession of melancholy; that was 

a strain that bad eorate down through Burton, Browne, Young, 

and others. Beddoes was eternally considering death as the 

gateway of a new life, in a way not In accordance with 

Christian doctrine. It was the perplexing question in a 

letter to Kelsall in 1327, quoted on page SI. He was 

ready to begin life in another world before he had natur­

ally finished with this* This enquiring attitude of mind 

caused him constant unrest. It was a tendency of romance* 

that* pushed to Its uttermost limit, brings despair because 

of the Insolubility of the prebleiB without divine inspirat­

ion. It drove Beddoes to suicide* 

The recognition of this obsession ©s a controlling 

force in the life of Beddoes Is tantamount to a declaration 

of hie narrowness of mental outlook. It Is here that the 

weakness of Beddoes lies, both in artistic corceptlon and 

expression. He was apart frosi his age ir a special and 

unusual sense but It would be truer to sey that he stood 

apart from life. There was always thst impenetrable arraour 

Beddoes* 
death 
complex 

Fatal weak­
ness of 
Beddoes 

Introversion 
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betwoen Beddoes and the world. In turn all the Interests 

and movements of the romantic revival exerted their pressure 

upon him but they never broke through to seize enthusiastic­

ally the heart and mind of tho man. Only the romantic aspect 

of llisabethan draiaa gave unconditioned stimulus to his gorlus. 

Personal relationships wore with Beddoes few. He 

never seems to have had anyone, unless it was ZoS Klrg, to 

whop he could disclose his Mind and his aspirations. The 
Per so nal 

schisoid temperament, and such definitely was Beddoes*, never relationships 

allows tho inner man to scale the wall of reserve that hides 

him from the world* On occasions of gaiety and 1 ight-heart-

edness the reserve seems to break down, the mind seems to 

engage in confidences, but actually the secret life Is never 

exposed. Both Kelsall and Procter saw Beddoes on occasions 

when there was a song In his heart but they never saw the 

inner recesses of his mind. One comes closest to It in his 
Reserve 

letters and in a poera or two; there Is Just a hint there of 

the awful realisation of mental illness, of the real signif­

icance of the death obsession. Always was Kelsall the loyal, 

industrious and worshipping servant to Beddoes. Be collected 

his poetry* he importuned hist to continue writing, he vent­

ured an opinion on things literary, he praised his ldolt 

sometimes to Beddoes* mild annoyance. He never knew the 

Beddoes who took his own life. And if Kelsall never reached 

that other Beddoes through the darkness of his mind certainly 

no one els© ever did. Bis relations with Procter were of a 

different sort. Procter belonged to that successful period 

in Beddoes* life—successful from the point of view of 
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worldly recognition. They met in Lor don on the coramon foot­

ing of literary aecl&iia; the character of neither affected 

the work of the other. Procter's poetry had no effect on 

Beddoec' writing; certainly there is no trace of any infl­

uence in the contrary direction. Procter's criticism was 

sought and given on many occasions but his criticism went 

little further than references to the $t>eehanies of Beddoes' 

art* It Is not uncharitable to say that neither Kelsalltor 

Procter over understood what Beddoes was trying to express. 

And substantially the same iray be said of his few 

other personal acquaintances—friends, one can hardly call 

them. Dr. King, probably, turned his mind in the direction 

of 0ermeny and reinforced his leaning to the etudy of med­

icine. The doctor's daughter, Zoo, seems to have enjoyed 

a relationship that was something more than a mere assoc­

iation with her father's guest. But any thought of love 

between thex seens to have been entirely out of question. 

As far as we know there were no love passages of any sort 

In Beddoes' life. There was no &ne in his fatally capable 

of understanding the poet, not even his aunt, the novelist. 

Indeed, they had an aversion of a sort to whatever poetry 

Thomas might write. It was natural that they should so 

regard his efforts. Works of science, translations, these 

would have l>men acceptable and a cause for pride, but poetry, 

well, one could never Jus^Jbe^sure what sort of poetry would 

come from that individual in the family whose mind, to say 

tho le- st, was uncertain. 

The men with whom he was associated in Germany— 

Bryan 
Procter 
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tber© seen; to have been no women—affected only Beddoes the 

student, physician and amateur politician. He was a bit 
i 

proud of his secluslOB, too. Writing to Kelsall he said, 

Tou'd be quite delighted to see how I disguise myself here: 

no hunan being w Imagine that I was anything but the most 
Beddoes' 

stoical, proealc, dull anatomist if Unless one except the two worlde 

Russian Jew, Bernard Reich, with whom he lived at Gottingen 

and Wnrsburg, there is not even any mention of them in 

connection with his poetry. The two worlds were held dis­

tinct. Tho political leaders at Wursburg Indirect!? brought 

about the writing of some German prose and verse but they 

were no more tho expression of the poet Beddoes than were his 

political speeches. It is significant that Beddoes' only 

clash with his contemporary world of action was a violent one. 

It is always so with the psychopath of a cycloid and isolated 

disposition . 

VII 

To recall Beddoes* connection with German and Swiss 

politics reminds one that the strongest single force upon 

English literature of the romantic revival was that of pol­

ities. The whole age lay in the shadow of tho French revol­

ution. It is curloss that Beddoes was so little affected 

by the political forces of his English days, until one 

reflects upor Beddoes' absorption in Elizabethan studies 

and more particularly upon political events 1- England 

between 1620 when the poet was seventeen, and 1625, when he 

left England at the age of twenty-two. Those four years were 

1 *»etter to &elsall, Gottingen, 1/4/1826. 

English 
politics 
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ronarkable for the cessation of radical political agit­

ation in England. All the tumult and disorder of the 

first nineteen years of the century CELT.O to an unexpected 

end in the Manchester riots of 1819. The mad Luddite smash­

ing of machinery, the bitter disputes over the Corn Laws, 

the questions of unemployment, the open talk of revolution, 

all these were transfused through the rainds of political 
Political 

dabblers and emerged as hysterical cries for Freedom and cuiet 

feibsj^y. Byron was influenced by it but in him it took the 

direction of participation in the war for Greek independence. 

Shelley, with little credit to his genius and none to his 

art, had written his Peter Be-1 the Third, Inveighing against 

the whole established order of England. Hie screaming satires 

of 1819, Th© Masque of Anarchy and two or three others, lack 

the humour by which satire is raised to the level of literature. 

The communists of the day were heavily repressed in 

1819 by the Six Acts of Lord Liverpool's administration. The 

Tory government was fortified with the acquisition of Ganning, 

Peel, and Buskisson and tho gold standard was restored. All 

was Quiet until the financial crisis of 1825-26 but by that 

time Beddoes was at GSttlnger? and iSBsersed In study. 

The age of Beddoes w«s glorious in fields other 

than literature. Architecture, it Is true, h&d fallen on 

evil days; an age of warfare, military or social is not oon-
Architecture 

dueive to building and besides, coincident with the decline 

of Baroque and Rococo, the rise of the neo-clessic or Empire 

style was not an original or vital developrent. But art in 
Art 

England was enriched by the landscape work of Constable and 
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Turner and the animal studies of Landscer, all thoroughly 

romantic impulses. On the continent, Beethoven, Chopi , 
Music 

Schumann, Schubert, Paganinl, von Weber, Llsct and Wagner 

carried tie romantic spirit into the world of music 

All these clstinetly new and excellent advances 

in arts allied to poetry were without any articulate effect 

on Beddoes. His poetry rose froja the impulse of Elizabethan 

romanticism upon a mind that In its creative aspects was 

singularly apart from the Interests of his generation. 
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CHAPTBR IV 

The Critics* Appreciation 

But never hope to learn the alphabet 
In which the hieroglyphic human soul 
More changeably Is painted than the rainbow 
Upon the cloudy pages of a shower, 
Whose thunderous hinges a wild wind doth turn. 

Death's Jest-fcook, III, ill* 91-95. 

I 

"THERE ought to be a law" compelling the destruction 

ty his literary executor, of tha early poe^s and fragtsentary 

work of a post. What but depreciation has Sholley ever won 

from Queer Kab or the Posthumous fragnents of Margaret Nic­

holson? It Is so with Beddoes. By what right does an 
Beddoes* 

editor eerd into the world a volume of ve se and drara trail- ̂  early 
work, 

ing after it the chorion anaplacenta of its birth? Tet 
1 • 

the latest edition of Beddoes1 works is swollen to include 

such trifling doggerel as St. ffundtan, Within a Bower of 

Eglantine, The Sew Born Star, and thirty pages of fragments. 

These are erabarrasslng to an admirer of the poet and not 

exactly sporting editorship. They reveal, it is true, the 

early bent of the poet's mind, the foreshadowlngs of lyrical 

1 Tho IforVs of Thomas Lovell Beddoes, edited with an Intro­
duction by H. w. Bonner, Oxford University Press, London 
1935, lxlv, p. 834. 
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ability, the alsoet unbelievable tanglo of metre un6 

imagery, but one does not make calls est her socially or 

poetically until tho poet has breakfasted, so to speak. 

The %ian from ScareBej, or The Mysterious Cave, 

has survived by Inclusion in that tale which is nothing, more 

nor less than arousing. It shows only that Beddoes had read 
Hyian from 

his Macbeth. Both tho idea and metro of tho Hymn, yelled Soaronl 

out by the diabolical assembly to the accompaniment of 

"bloodred lightning", "claps of thnnder*, ard "a shower 

of hot t Aood*, are borrowed from the cauldron song of tho 

witches In Act IV of Macbeth* There are faint, faint traees 

of Shelley and Shakespeare in these early rhymes; the influence 

of Byron Is observable in the rhapsodical fragment, Alfarabi. 

Alfarabi, who t ought this life something deeper than a Jest, 
Alfarabi 

searched into its roots snot by logic or metaphysics but by 

the light of his own mind. Be stole Sleep's mount, a donkey 

with a pair of wings, and flew to the very boundary and brim 

of tho whole universe, forgotten by the omnipotent. Then 

ere called up "the dead and the swart powers," 

That dealt the mallet when this world of ours 

Lay quivering on the anvil In it© ore.—1 

"Magician, i>nds, ard Co." set to work to fashion a new world. 

This done the world is spun off into the "abyssal bluenoss" 

and by a bearded sage Is naiaed Oeorgium Sidus. Here the 

poem ends abruptly. Beddoes hesitated tefore the glganti c 

task of satirising a whole nation. The frai .ent is not 

entirely worthless. Th© general conception of the poem is 

1 Alfarati, 11.140,141. 
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aiattSingj there is a dash and vigour about itj the imagin­

ation is good, but it suffers, not only from being a frag­

ment, but from tho excessive luxuriousr?ess of the Imagery. 

In tho language of art It is a bit of a daub. The similes 

are ingenious and effective. 

Conner has a line or two in his criticism which life, 

simply not understand*le* "Me is serious at heart and 

may have set out to write a deep metaphysical poem perhaps 

even to rival Cain** But tho whole conception and execut­

ion of the fragment are utterly different from Cain. The 

•cry significance of the poem, and It has a value from a 

critical viewpoint, lies in its satirical attitude toward 
The meaning 

the world, which Alfarabi made. As a youth, with Alfarabi of Alfarabi 

before him, Beddoes stood at the parting of the ways. Had 

ho continued in the vein of this poem he might have followed 

in the path of Swift or Butler but he turned aside, never 

walking the road again except occasionally in his later verse. 

The satirical powers turned inward, the death obsession got 

hold of hira and Beddoes wrote a Death's Jest-Book instead 

of a rhyrH«d Gulliver's Travels or another Hudibras. One ic 

astonished that Donner did not observe the critical place 

that Alfarabi held in Beddoes* life and art. 

The poem suffers from the failure of Its metre. 

Rhyme seers almost Indispensable for work of this sort as 

Bonner points out and rhyme the poem lacks. However, the 

sprlghtliness of it Is ralntalned by the carrying ov^r of 

thought fro-n line to line and the occasional unaccented 

1 Bonner, p.77. 
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oxtra syllables at the ends of the lines. More remarkable 

are the parenthetic comments of the poet, in satiric or 

playful mood. One needs only to recall that Byron had 

published Beppo in 1818 to discover where Beddoes learned 

these tricks of versification. The subject is the peren-

nlal one evoked by the emergence ofAfirst-rate intellect 

Into his world - How? and why? There ie no answer; there 

is no @n& to the pmm+ One does not expect youth to ans­

wer an unanswerable question but with Beppo before him it 

Is surprising that his verses were no better. Seventeen 
1 

years later Beddoes was to write, "what the devil Is 

Alfarabi?" 

The Improvisator®, in Three Fyttes, with Other 

Poems was Beddoes* first published work, if we omit the 

Comet which had been printed in a newspaper two years pre-
2 

vlously. "How I envy you the ̂ pleasure of dissecting k 

laughing at such a grotesque fish as the Improvisatore." 

So Beddoes wrote five years later. This volume of 1821, 

with its title both ambitious and apologetic took Its motto 

from Webster's Applus and Virginia. 

I have sung 
With an unskilfull, but a willing voice. 

Fytte is, of course, derived from the Anglo-Saxon, "fitt", 

a song. The first fytte relates the love story of Albert 

and Bally, not exactly roiaantlc names, by the way. The 

Knight calls for a song 

Versification 

The 
Improvlsatore 

Albert 
and 
Emily 

1 Letter to Selsall, Zurich, 15/5/1837 
2 Letter to Eelsall, Gottingen, 1/4/1686 



110-

Breathlng the love of ladies bright 
And virtue high and sorrow deep 1 
Till music's self shall seem to weep: 

Tho "songster wight" is obedient to the command and, 

First tuned his lyre, then danced along 
Amid the nsasy paths of song. *** 

S 
And s tmx$ path it Is Indeed. Snow finds that, "It is 

worth noticing, nonetheless, how this Ineffectual Impro­

visatore relates to Beddoes* later work." 

"But, following the lurid physlcallsm of the battlefield scenes, 

the return of Leopold after centuries, bringing death to the 

mortal maiden he loved, is the spectre then of Beddoes* Snow's 
estimate 

best work - that fatal impingement of the other world upon 

this. And "Albert and Smily" is but the reduction to tho 

maudlin of the theme of contrasted dirge and hymeneal which 

he later used so often." But he does not notice "how this 

ineffectual Improvisatore relates to Beddoes' later work." 

4 

Mor does Bonner do much better. He says "The Impro­

visators is only the immature and hurried performance of 

a boy, full of love of poetry and impatient to try his 

hand at It. It Is sentimental, nafve, and sensational in 

content, and careless, crude,and exaggerated in execution. 

But it Is the performance of a boy, gifted in no usual 

degree with poetical powers, and we read it for the real 

promise it contains of better things to come." There Is 

no appreciation whatever of the meaning of the poem but in 

1 II, 40,42 
8 IX, 53,54 
3 Snow, p. 22 
4 Donrer, p. 72 
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enother passage Conner almost catches the thought that 

lie* within It. It is a pity that ho did not push to 
1 

final completion his argument in tho following, "Tho 

reader may fudge for himself whether the following lines 

do not plainly foreshadow tho poetry that was to flow 

from Beddoes* pen in later years and whether it does not 

stand even nearer to that poetry than to Leopold. Bomparison 
of Leopold 

What is this life, that spins so strangely on with Beddeee' 
That, ere wo grasp and fool it, it is gone? later work 
Is It a vision? Are we sleeping now 
In the sweet sunshine of another world? 
Is all that seeras but a sleep-oengured ghost. 
And sre our blindfold senses closely curled. 
Our powerful minds pent up in this frail brow 
But by our truant fancy? Are we a groping host 
Of sleepers gasing in this twilight gleam, 
Unconscious dupes of seme thought-peopled dream? 

Such is the question, and the answer comee, metrically aa 

in other respects, in a completeness which le hardly to bo 

expected from so young a poet. 

But I shall think no more, lest haply I, 
If 1 otrrod on in thought's dim wilderness, 
And scared myself with shadows ne'er should die, 
But my astounded soul might petrify 
And freese into time-scoffing stoninoss. 

These arc the very problems of Pygmalion, the Second 

Brother, and Death's Jest-Book." 

Bpfc it Is perhaps idle to criticise either Snow or 

Donner snd least of all, Beddoes, until we have examined 
2 

In some detail the three fyttes. Is it % e fantastic in 

its conception as in language and imagery?" Let us see. 

Albert and Emily are discovered lying on a daisy-chequered 

1 Bonner, p. 6? 
£ Conner, p. 64 
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turf in s motionless valley of flowers, streams and per­

fume. She has "beauteous, meeting blue"eyes, a bosom 

"responsive to hor lover's sighs," and a "music-winged 

voice." "Imperial thought sate on his lofty brow," and 

although Albert had a "feminine faco" yet there la often­

times "a proud swift flash Of lightning in his lowering 

eyo." The slumber of those two is disturbed by "the war-

cry of tho heavens.* Frightened by the storm, Emily with 

come difficulty awakens Albert, who evidently wets a sound 

sleeper not to be roused by tho "dismal roar" and "the 

deafening xwa» notes." However he is wakened and carries 

Emily - romantic ladies In such circumstances lose the 

power of self-locomotion - to the shelter of an oak. 

Them comes a flash of lightning, "a deep and roaring grave 

of fire," and poor Albert is killed. Hot so Emily„ al­

though her head was "nestled in his vest." The next morn­

ing the bridesmaids found them. Emily met the$, "gambolled 

back" and "with a roar of hideous laughter" points to the 

"shapeless, black, and incoherent mass* that was Albert, 

"—with vacant face that leethesome lamp she hastened to 

embrace" and then "flew into the woods, with a discordant 

whoop," After "tho wreck of Albert" Is buried Emily lives 

on until In autumn she dies upon bis grave. Even yet 

those who pass hoar their "unearthly sighs*" 

It is of such stuff that poetry is made but with 

infinitely more restraint and taste. Here we have but a 

burlesque of love} the effect is ridiculous and at times 

revolting. Here there Is no interpretation of experience 

Summary 
of tho 
narrative 
Albert 
and Bmily 

Crudity 
of tho 
poem 
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either expressed or implied. Imagery skilfully handled 

quickens the imagination ef the reader but here It is 

paralysed by the thumpfgngs of a torrent of sights and 

sounds that come pell-mell from tho poet's exuberance. 

The thought and sentiment of the poem are choked out by 

tho extravagance and ludlcrousness of description. 

There is indeed soma mastery of verse form. The 

stansas are of eight iambic pentameter lines, the first 

four rhyming in couplets and the last four alternately. 

That is to say it is a variation of ballad metre with 

eight linos printed together to form one stanza, not In 
Versification 

itself an in_artlstic creation. The rhythm, however* at 

times, breaks down into prose. The best part of the poem , 

best in comparison with the drivel of the narrative, is the 

lyric* Emily's Plaint. There, the anfcla union of the Iam­

bic and anapaest is not unpleasing and there Is some 

attempt to reach a simple and clear picture out of the 

welter of confused images. But of the whole poem it may 

be said that the poet dips his pen too deeply into the ink­

pot of sensuous Images. He treads unsuccessfully the tor­

tuous path that separates sublimity from pathos. 

The "songster wight", having entertained the feast­

ing company with his lugubrious ballad wanders out into 

the night to find "solitary fair Agnes," who "becked hlra 

onward with a smile," But It Is poetry that inspires her 

mood and to her request for poetic entertainment he "waved 

his hood." (Bow does one wave his head?) 
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And she with eyelash downward cast 1 
Caught his wild story from the blast. 

Tho story is of Rodolph, a lovelorn wight, who sits at 

night on a couch of moss beside a silent lake and sings 

a madrigal. The song ended he hoars a voice which bids 

him follow and rushing to the shore of the lake he sees 

a ball of fire, "whirling around the lake its lurid gleam." 

Out of this "a red canoe brustled fiercely up to Rodolph's 

feet»" A fiery hand beckons the youth onward but he re­

mains long enough to hoar a song sung toy some disembodied 

voices. But the waving hand is insistent and Rodolph 

follows an exhausting course over ©very species of wild 

landsoapo. Arriving at a cave, "Be entered with expectant, 

glad, araase." The cave is an Interesting bit of imagery* 

According to psychologists cave-exploring is symbolic of 

rebirth, the cave representing the womb. The similarity 

to tho grotto scone in Beat's La Belle Dame Sane Merel is 

noteworthy. In the cave is a paradise of flowers, moon­

light, and sweet odours; there he finds "toying maids," 

Some on curved arms and softly drooping head 
Mused with closed lips and fringy curtained eyes 
Among the upward flowers, as though they resd 2 
&©me bee-graven song, or heard the blossoms' sighs 

Be "waded through a flood of harmony" to the mistress of 

this maiden band and at a motioned, command from her "the 

mossy throne ho pressed." The words of her lay of love 

wore as drops of music, "folds of softness crept snakily 

round his soul." As Rodolph Is about to kiss the mistress, 

The 
second 
fytte. 
Rodolph 

Synopsis 
ef the 
narrative 

1 Menninger, Earl A., The Human Mind, p. 349 
8 SI 253-256 
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tho vision fled, whether from unexpected modesty or the 

perversity of dream spirits, we are not told. He now finds 

himself standing hip-deep "in hones sf and dust of bodies 

dead." In this place of blood, bone-dust, skeletons and 

worms ho moots Death itselft 

And to his eyeless sockets fat worms crept, a 
wnoso eyes peeped out like lurid meteor stars. 

Beys passed until the sexton, passing the charnel-house and 

hoar log "grating laughter mixed with ribald song," opened 

tho door to discover the pitiable Rodolph. Upon the immedi­

ate flight of tho soxton, Rodolph 

........crawled out from his dungeon, and hie daye 
. Lurked out amongst the woods and untrod ways. 

2 
Be sate amongst the tombs and called the dead. 

Finally this death-in-lifo existence is brought to 

an end when Rodolph returns to his boyhood village and 

fails dead on a "moss-cushioned seat," "under a dark knoll 

of elms." 

Tho poem recalls the allegory in teat's La Belle Dame 

sans Morel, published a year before The Improvisatore, but Improve­
ment upon 

there ttes comparison ends. The poem, indeed, has shaken the first 
fytte 

off some of the puerilities of Albert and Emily. There is 

little conflict between tho world of reality and tho world 

of imagination* Once the supernatural is suggested and 

accepted there is no tripping up of the probabllites of 

its unreal events. There is no violation of patent reality 

such as the utterly impossible escape of Emily from the 

1 11 325,326 
8 11 359-361 
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terrifle thunderbolt that killed Albert. The thing is 

wildly fantastic but it is not altogether insas. The 

inspiration of tho poem is not far to seek - the first 

half is adolescent sex manifest at iont tho second half, 

the morbidity always latent in Beddoes, and here made of 

Intellectual consequence. In fact tho second half is tho 

only portion significant with respect to Beddoes* later Inspiration 
ef tho 

development? in it there are tho erode beginnings of tho poem 

graveyard complex which were to expand into Death's Jest-

Book. The first half is the isolated instance in Beddoes* 

of the sexually sensuous situation. 

Of tho two lyrics in the second fytte* Tho Madrigal 

snd the Song, the former le spoiled by an unsuccessful ex- Lyrics in 
Rodolph 

periment in verso form* In fact never until his latest 

period did Beddoes completely learn the lesson of moder­

ation in prosody* Ho failed to see that intricate forms 

of worse, when successful, are the result of particular 

thooght forms that break through into the speech Of- eonselous-

ness. It is impossible to writ© groat poetry by fitting it 

upon a wholly artificial metrical design. Yet it is a 

lesson which every romantic poet of the first rank has 

had to loam* 
The narrative portions of tho poem are written in 

a stance form elaborated from that used in Albert and Versifi­
cation 

Emily. Throe rhymed complete instead of two precede four 

linos thst rhyme alternately. The diction and phraseology 

are somewhat reminiscent of Sfeellpy but far in excess of a 
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slmll&r offset in either Sholloy or Seats, does tho 

crowded canvas of his work cloy the senses of the reader. Imagery 

Tho pigment needs thinning out - it needs applying with 

freer and more delicate strokes. But all that was for 

the future. 

So sooner was tho tale of physical horror related 

than Agnes "tripped to court a night's repose;" she must 

have boon blessed with twentieth century nerves* But tho 

minstrel's labours were not yet ended. Margaret, an old 

tottering crone led him to a small warm room, and plying 

him with wine and praise, pressed him to sing to her. The 

"lay of wlldnoss" was Leopold. "The battle is over." eo Leopold 

the opx poem begins, and the field Is a "swamp of distort­

ed faces." One struggled from beneath a pile of dead 

men only to die himself; another crept along, leaving a 

bloody trail, until a plunderer, "scattered his brains as 

hot food for the storm." An Infant lay on its mother's Synopsis 

dead breast. 

And with tiny fingers opened her eyes 
Which sported upon him a thick, gory clot 1 
While he smiled and fingered the spreading blot. 

A reverend hermit, Hubert, tore this prodigy of horror from 

his play with tho gaping bloody wounds and carried him to 

his coll* But heredity prevailed} Leopold, tho child of 

slaughter-field "skulked in corners, and shunned sulkily 

tho good man's lessons;"* Ho seemed to be the child of the 

storm and the whirlwind, of thunder and lightning. From 

1 11. 36-38 
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hl» "fossB-bsthcd lips* came the question; 

What is this life, that spins so strangely on 
That ere we grasp and fool it, it is gone? 1 

Impiously he asked whether we living are not really dead. 

fn a foot-note Beddoes hastens to disclaim any identity 

of his own thoughts on immortality with those of the 
an 

human fiend, Leopold. One day "indistinct, word-shaping 

sound* offered to slsko his thirst for power and make him 

ruler ef lightning* tempest and thunder-bolt at the price 

of Hubert's life. Entering the old man's cell, he drove 

the dagger deep, 

And felt the blood-stream bubbling warmly round 
His f ingesa, and drop down with gushing sound. 8 

After centuries of life among the elements he re­

turned to earth and one night, looking xhgas through the 

window of a house, fell in love with "a beauteous daughter 

of mankind," who, however, died beneath his look. "His 

breath had cheeked her soul," "and the grasp ef his cold 

clammy fingers" had "mottled her beauty with d&&p mildewed 

stains." Leopold flow off to the fatal cave but tho 

gloom cloud of doom with his enemies he could not escape. 

Be disappeared with a "rear of horror." 

Such is the story of Leopold. There is a note of 

maturity her© locking in the first two fyttec, not in the 

first five sections nor some of the others for there the 

scone is outraged by the absurdly grotesque imagery, but 

in section six. It is the first serious indication we have 

of Beddoes* power to pass beyond the mere narrative and 

1 11. 179-180 

8 11. 879-880 
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dSseriptivs elements of verse, and these not masterly Comparison 
with flrct 

done. Tho whole section, especially the lest thirty two fyttes 

linos, eosr above mere Incident« There are echoes ef 

Sholloy here in tho lines 

Wo vanish, as a thing that never was 
And become drops of tho huge ever - being. 

Is it a vision? Are we sleeping now 
In the sweet sunshine of another world? 

Are we a groping host 
Of sleepers, gaslng in this twilight gleam, 1 
Unconscious dupes of sore thought-peopled dream? 

Unexpectedly daring In thought and beautiful In phras­

ing, this is astonishingly mature verse. It Is the philoso­

phy that was to occupy many of Beddoes' creative moments 

for the next twenty-five years. He begins to glimpse tho 

eternal beyond the temporal. 

Grotesque though the Imagery is, yet there are sec­

tions where an improvement In this feature Is discennible. 

r$rue» there ie not enough restraint and normality to re­

deem the flaming horrors of the battlefield and the cave, 

yet there are individual lines which speak out with some 

isidity, cueh as theses 

Re was a man would make us love mankind. 

Oh it Is sweet to watch o'er Innocence 
Asleep, and mark the calm breast fall and rise 
And the veined veils that casket up the eyes 

By some sharp pang of intellectual pain 

1 11. 171-178? 181-188| 186-188. 
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Ono little cesement In that humble tower 
Pressed with Its chequered lattice In the leaves 
And kissed them Into varied blushes. 1 

neither Seats nor Shelley need have been ashamed of lines 

such as these* 

Tet the most remarkable thing about the poem Is not 

this Indication of confer©! over riotous imagery but the 

very groat advance in teenique. As the metre of Rodolph 

shows skill above that in Albert and Emily, so that of 

Leopold marks an improvement over the metre of Rodolph. Improve­
ment in 

The first section stands apart with its four-footed ana- versifi­
cation 

paestle lines, rhyming In couplets. Anapaests are not 

easily written in English and Beddoes' are no models of 

excellence. The other thirteen sections revert to the more 

natural iambic measure but what he relinquishes in the way 

of rhythm experiment, he makes up in the rhyme. Young 

poote must ever be innovators. The seetione are all of un­

equal length but the unit of M s verse form is a sixain of 

iambic pentameters with a rhyme scheme, abbcca. The sections 

ordinarily conclude with couplets varying in numbers from 

two to seven. Tet occasionally in the couplets, and once 

in a slxsin, an extra line is inserted either rhymed or 

unrhymed, evidently for tho sake of emphasis* Thsse were 

certainly not sddod later for they are clearly of tho body 

of the verse. Sections VI and XII begin with rhymed coup­

lets, the letter unfortunate in Its rhyming of "rude" and 

"stood." with these exceptions, and that of section VI 

1 11. 74} 100-103} 230; 348-350 
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which will bo mentioned later, the rhyme scheme and sixain 

are all perfectly regular. Too frequently tho rhyme does 

not coincide vith tho balance of thought and tho enjamb-

ment within tho sixains is had* between sixains almost 

Invariably so* But the irregularities of the poos seem to 

ho premeditated and not tho result of a breakdown s£ his 

scheme* Certainly one cannot say with Saintsbnry that tho 

verso is like *blank verse accidentally tipped with irregu­

lar rhyme." In fact, tho failure ef the rhythm, if it bo 

such, end one must admit it is not exactly melodious, is 

doe to the very strict adherence to a rhyme scheme without 

fitting to it the flow of Imagery and thought* 

As tho sixth section rises above the others by virtue 

of its philosophical content, so It is superior in prosody* 

Tho linos are gegular in length except lines two, eleven, 

thirteen snd fifteen, of four feet each, line fourteen of 

two feet, and lino thlrty-throo which breaks down complete­

ly* Two feminine linos are particularly effective. Tho 

whole section then falls into eight divisions with tho 

following rhymesi aa} bebcoj dodo; fgfgfj hlhlj jkllkj; mm; 

opqpoq; rr; stsst* It will bo soon that there are but four 

different lengths of division - two, four, five, and six 

linos* If sentence structure and enjambment are taken in­

to eonsidoration, then the poet evidently intended the poem 

to be eonsidorod as falling into five divisions of eleven, 

nine, eight, eight and five lines respectively* In either 

esse the fact remains that the poet, for his most important 

1 George Saintsbur:. A History of English Prosody, 
Macro!lien, 1923* vol. Ill, p. 140. 
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soetion, had attempted, and not altogether without success, 

an intricate metre* This section shows the culmination of 

Beddoes* early attempts at verse Invention; later ho was 

to find more security in simpler forms* 

III 

In The Improvisatore with its imagination run riot, 

Beddoes followed the fulsomnees of the Elisabethans but 

without their sane outlook on life* Just because he did 

not restrain his imagery and conceits and did not maintain 

tho normal,healthy attitude toward his world, there is sore 

Justification in considering the work a parody of romance. 

The thought is fascinating but it ic shown to be untenable. 

however, if we consider The Improvisatore in relation to 

his other writings and particularly if we observe the growth 

and development within the poem itself* And, of course, it 

lacks tho conscious humour of burlesque* 

Perhaps the clue to the work Is to be found in the 

symbolism that runs through it* To appreciate this, it 

will bo necessary to divest ourselves of the impression of 

crudity and incompleteness which the poem undoubtedly en­

genders and to think only of the narrative as it shadows 

tho inner moaning snd structure of ite three fyttes. 

It is just this which both Snow and Donner have 

failed to do* Tot hy such an analysis it is not diffi­

cult to show that tho mind of Beddoes with its disturbing 

and conflicting problems was even at this early date tak­

ing on the characteristics which were to be both the glory 

Symbolism 
of The 
Improvisa­
tore 

Beglect 
of work 
Snow and 
Donner 
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and defeat of later years* For loth good and ill the 

philosophy of Beddoes reached definitive shape in The 

Improvisator©. Say what one likes about tho expression -

call it crude beyond belief - tho germ of everything 

Beddoes ever wrote lies hero. Bore was Beddoes made, not 

in tho London years or in tho period in Gottingen. In tho 

dirge, "To-day is a thought, a fear is to-morrow," written 

In 1824 or 1825, Beddoes has given concentrated expression 

to one aspect of his thought. Yet even it shows no intel­

lectual advance upon Tho improvisatore, nor was any to 

follow* 

Both Donner and Snow keep referring here and in 

other related passages to "Beddoes1 youth," to "a boy of 

elxteon," to "a boy of seventeen," always offering Immatur­

ity as an explanation for the kind of poetry ho then wrote. 

But they both overlook the very evident fact that at seven-

toon Beddoes was a man* Besides the facts that Beddoes Maturity 
of Beddoes 

possessed no ordinary mind and that men matured earlier a 

century ago, there is to be taken into consideration the 

quality of Beddoes* genius* The romantic powers, like eye­

sight and hearing, develop rapidly, however much they may 

later be affected by Judgment, discrimination, restraint and 

taste* Tour true romantic has his ideas complete at sixteen -

what comes later ic clarity of expreceion and artistic devel­

opment* The kind of mind ef a Beddoes, and, for example, of 

s Browning, are poles apart* 

Albert and Emily exemplifies earthly human love. As 
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that is sensual so tho poem Is sensuous and moves in a 

very wilderness of voluptuousness, but in that there is 

no lasting gratification of tho soul of man nor do tho 

divine and eternal forces look with favour upon physical 

passion* That sensual love is blasted and made a thing of 

horror* The object of that love, Emily, survives for a time 

In a hopeless and meaningless world, but earth-bound, she 

mdst descend into tho earth* Tot from tho grave grow 

flowers which show the everlasting persistence of this 

lovely but futile expression of man's being. In earthly 

love there is no exploration of tho universe* 

Rodolph, tho poet, disdains the loveliness of earth 

and hearkening to tho cry of tho spirit floes from the 

realm of mortal things to the cave of spiritual beauty. 

But for man the e is no real escape from bodily senses and 

perceptions. Spiritual bounty for him has only a physical 

expression. Tho vision of loveliness vanishes when he at­

tempts to possess it In a physical way* Thereafter he finds 

himself among tho dead, yet living, ho is not of them and 

returning to the world he is of it neither* As in the for­

mer fytte the poem ends in death, which completes tho story 

but does not explain human existence* 

Leopold, the Incarnation of madness, is born of physi­

cal horror and passions Irredeemably base that spring from 

tho battlefield* Yet the love of Ooĉ , in the person of the 

hermit Hubert, does attempt redemption. Tho destructive 

powers of tempest, thunder, and flood, the personification 

First fytte 
exemplifies 
human love 

Second 
fyttoi 
spiritual 
beauty of 
tho poet 

Leopold, 
incarnation 
of evil, the 
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of evil, attain complete mastery over him. His companions 

are tho serpents of his own thoughts, which arc blasphemy 

Itself* Tho leil forces prevail and Leopold, having 

denied goodness raises his hands against God, as he is 

manifest©? in the saintly Hubert, low has the murderer 

become the very soul of evil; ho is one with the destruc­

tive natural forces and tho very messenger of death. But 

ho attempts too much* Having become utterly evil, tho 

goodness of human life is not for him and the love with 

which he looks upon mankind, in the form of the maiden, 

brings death with it* Tot evil does not forever prevail 

and clouds of doom rise to overwhelm Loopld. Re however 

disappears. He man mows where the forces of evil go when 

they are overcome* 

Tho grandeur of conception of the whole work is ob- Importance 
of Tho 

seared by technical blunders of expression snd there is no Improvisa­
tors in 

satisfying answer given to tho problems ho raises. "The Beddoes' 
„1 work 

lunatic, tho lover, and the poet, have none of them 
1 

reached truth, yet they "Are of Imagination all compact." 

But the struggle did not end with The Improvisatore* It 

nsrrowod down to become a death-obsession with him* Matur­

ity brought loss violent intensity of thought but it did 

not reduce his earnestness* The symbolism of The Improvisa­

tore kept shsplng and re-shaping itself in all Beddoes* future 

work, never to tako final form. Like his own Leopold ho 

found it impossible to adhere to the resolution: 

1 A Midsummer-Bight's Dvoaia, ?, 1, 7 and 8 
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But I will think no more, lost haply I 
If I erred on in thought's dim wilderness. 
And soared myself with shadows, ne'er should die, 
But my astounded soul might petrify 1 

And frees© Into time-scoffIng stonlness. 

The poem was no more understood in Beddoes* d^y than 

in our own. It is small wonder thnt the poet in later years 

destroyed every copy ho could come across. It is reported 

that Beddoes always tore out the pages of the book and re­

placed the eviscerated binding and cover on the shelf. One 

hesitates to say that was Beddoes' symbolic fashion of con-

demnlng tho expression while reasserting the meaning. The 

idea is a bit fantastical but it exactly expresses the truth 

of tho whole matter* Later critics of the lost century, like 

contemporary ones, seem to have been unable to pierce the 

gaudy absurdities and fantastic horrors of the work to reach 

its mysticism* This failure to sympothetlcally study the 

poem hss lod into snothor error* We do not know for certain 

tho order of composition of the three fyttes but there is 

ls>pBitssinprovemont from one to another and a lyrical develop­

ment based on their symbolism, to say nothing of the in­

creased power of handling rhythm and the attempted attenu­

ation of imagery* Thus it appears that the order of the 

poems as published by Beddoes was the order of composition. 

In fact there is no real reason for thinking otherwise, ̂'hon 
8 

Donner says, "The last fytte, Leopold, was probably the 
8 

first to be written," and Rodolph the Flld "is mainly 
narrative saad this may indeed be taken as a sign of eurlior 

Beddoes' 
destruc­
tion of 
tie book 

Order of 
composition 
of tho 
three fyttes 

1 U . 189-193 
8 Donner, p* 64 
3 Donner, p. 89 
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oomposition, for narrative poetry was not Beddoes9 true 

element and ho was not slow to find it out ho is simply 

forcing his argument to fit a preconceived idea* It may 
1 

bo "careless, crude and exaggerated in execution" but 
8 

certainly it is not "sentimental, naive and sensational 

In content,9 if by "content" is meant tho subject theme 

of the po©»* 

IV 

Tho Comet, though published in 1819, was included In 

Beddoes' first volume in 1881* It is merely a trite poem The 
Comet 

on an ordinary theme and opposed to later expression on 

similar subjects. It requires no further continent. 

There were also included twelve poems of fourteen 

linos each. These quatorzains are on such subjects as; Quator-
sains 

perfume, sound* night, silence and poesy, after the faahion 

of tho seventeenth century poets. But they are more than 

imitations or mere poetic exorcises, though they cannot bo 

admitted to the company of groat poetry* Tho only complete 

resemblance they bear to the sonnet is the number of their 
3 

linos. It may be as Donner suggests; "Perhaps Beddoes 

wanted to dissociate every idea of tho Sonnet from his 

poems and so chose the name." Tho characteristic develop­

ment of thought which makes the sonnet form unique is only 

once attempted* The stance structure bears littls and that 

1 Donner* p* 78 
8 Ibid. 
9 Donner* p. 73 
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only an accidental resemblance t o the sonnet form. The 

l i ne s are iambic pentameter but the majesty of tha t 

rhythm i s broken by tho too frequent and needless i n t r o ­

duction of unstressed sy l l ab le s which ar» forced t o carry 

the weight of the rhythm* The rhyme scheme i s iden t ica l 

in a i l tho quetorsains* a b a f e a b c d e d e d eo . Thus 

there i s poss ihle the extension or welling up of thought 

or emotion in the l a s t two l inos of each s ixain and in 

addi t ion tho compact expression of tho whole theme in the 

l a s t couple t . Beddoes may not have appreciated the pecul­

i a r force of h i s s tance form; at any r a t e be did not r e a l ­

i s e i t s p o t e n t i a l i t i e s * 

With reference t o section XI of the Quc.torzain8 
1 

Snow th inks , "There i s KOTO than the beginning of a 

manner In these Hires, and there ie the oppression, the 

immense weight of tint© sue" darkness and f u t i l i t y which 

prosaos upon Beddoes' groat work* One may wisely discount 

tho poet ic despair of a schoolboy - i f he chance to turn 

v e r s i f i e r , the r o s i e s t cheeked of the*, a l l i s l ike ly to 

bo gloomier than Acheron - but in the case oi beddoes i t 

i s as well t o reud even his e-irly woric in tho l i gh t of 

h i s grim l a t e r yea r s . " But t h i s i s Just what Snow f a l l s 

t o do* 

With one exception there is little movement In the 

stances; tho thought lacks coherent direction and force* 

Tho exception is the fifth quatorzaln, To Right. Here the 

Versifi­
cation 

Insufflei. 
enoy of 
Snow's 
criticism 

1 Snow* p. S3 
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thought of tho first sixain posses by onjambmont.lnto tho 

second and roaches nore profound expression in tho closing 

couplet. It might Indeed pass for a sonnet. Unfortunate­

ly tho choice of diction is not in keeping with tho 

thought. Tho final couplet of number seven, A Fantastic 

Simile, stands off in its completeness from the confused 

expression of the first twelve linos* Tho last poem, sec­

tion two of A clock Striking at Ei&nigbt, which snow finds 

of corns merit* ends in a good couplet but the thought of the 

first sixain is repeated without much amplification or modi­

fication in the second sixain* 

Tho language of these poems is too frequently poetic 

verbiage but there are linos reminiscent ©f/khelley and the Poetic 

general tone of many has on Elizabethan flavour* "Zephyr," 

"edawn," "shepherd swain," "flixz," "pinions." and such 

spoil the effect but such lines sa these are acceptables 
1 

"Eternity by whom swift Time is slain 8 
"Break through thy foam* like Venus, ocean sprung 
"Where shackled melody, a bond-maid sleeps* 3 

The last poo«i in Beddoes* first volume, To a Bunch of 

drapes, le gayest of all In spirit* It shows what Beddoes To a Bunch 

of Grapes 

the artist could do when he was not weighed down by tho bur­

den of tJBSXjmlsoiu&SLXxŝ ishxaao profundity. Rare ho forgets 

the unsolved problems of the universe, which are of such 

consequence to a youthful poet, and in thirty-five lines 

of sprightly verse eit?£& of beauty* His choice of metre 

1 XI, 19 
8 Till, IS 
3 IX, 8 
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was particularly' fortunate* no strained experiment this 

time* but tho adaptation of a form already successfully 

employed by others* Of tho five linos of each stance 

except one* tho first* third and fourth are iambic tet­

rameter snd rhyme together; the second and last lines 

also rhyme but in tho one case there are three iambic 

foot with an extra una tressed syllable and in the other 

tho lino is one foot shorter* The rhymes, fairy and 

carry, treasury and high, perfume and bloom mar the beauty 

of tho poem, as do also such expressions as "brooses rollon" 
1 

and"downy bloom*" Donner's comparison; "it ic an exquislts 

arabesque of playful imagination, where the central idea, 

like the variations on fc theme in music, strays away 

only to return, and returns repentant only to etray 

again*" does not do the poem justice. Rather ie there 

possible s comparison to the method of treatment employed 

by Sholloy in To a Skylark where the poet describes tho 

bird by likening it to sights end sounds in ths natural 

world* Tho imagery is blurred and the similes somewhat 

fantastic but the spirit and feeling run along the Iambic 

foot, or occasionally substituted trochoe% In dancing 

gaiety to the very end of the poem. This exquisite bit of 

daintiness has boon overlooked by Snow* 

¥ 

Tho poems thought to have boon written between 1821 

1 Donner, p. 73 
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or 1886, together with those of whose ocarposltiona' within 

that period there is no uncertainty h&ve boor* t&thcred in­

to one group in tho Lonner edition of Beddoes. After tho 

success of The Improvisators Beddoes was eager to pub­

lish a second volume of verso but nothing came of the pro­

posal; tho title Outidans has been retained for this col­

lection though to what extent it coincides with the volume 

originally planned it is impossible to say. Donror thinks 
1 

that "Tho likelihood is that the poems were not of & merit 

to encourage a publisher to risk the publication. Even an 

enthusiast for Beddoes like James Dykee Campbell did not 

take the trouble to copy thcra out w, en he had the ehsnee, 

and his verdict wae that they showed little or no talent." 

It Is just possible that the vanished poems of the proposed 

volume wore but pot-soraplngs of the brew of The Improvisa­

tors. Beddoes had used the sub-title, Effusions, Ar.oroua, 

Pathetic and Fantastical and it is fairly descriptive of 

most of the tvso dosen poerss printed hy lormer under the 

title Outldann. There arc the songs from The BrldeiJ 

Tragedy, Tho Second Brother, and Torrisraond and aa well 

three other songs which are unconnected with the dramas. 

Pour dirges, one incomplete, wake up the lyrical content 

of tho selection. There sre also two sonnets, tho Lines 

upon Shelley, The Romance of tho Lily, Lines written et 

Geneva, and Pygmalion. The themes are life, love, poetry 

Outldana 

Content 
of tho 
selection 

1 Donner, p. 118 



-15£-

and death, already dealt with by tho poet and to recur 

again and again in his work* In tho shorter poems and 

In Tho Romance of tho Lily tho poet is still experiment­

ing with verse forms lut with questionable success* Mostly 

in sombre mood the poems give expression to thought senti­

mental, fantastic or quaint yet there Is humour too as in 

the Drinking Song, and genuine sentiment in &mm of the 

shorter pieces. 

The Romance of tho Lily was published in The Album 

in 1883* It is tho most ambitious poem of Beddoes' 1821-

85 period which has survived* Tho sesemblance between it 

and Tho Improvisatore is striking In stylo* conception, and 

theme* In this poem* however* the framework of the narra­

tive Is borrowedj Merle Casaubon is tho source* tfot tho 

narrative ae Beddoes found it was too unadorned and too 

humbly characterised to suit his romantic conception and 

ho altered it freely* 

Tho poem opens with three rhapsodic movements In 

which tho poet described the creation of the lily and tells 

how he loves it for the sake of Mary, who has died, and the 

circumstances of the poem's origin. The origin is romance 

itself* As the poet lay at night grieving by the lily 

that grow upon his love's grave an angel nightingale 

breathed the tale* King Balthasar of Libya, renowned tar 

his opulence, is among the wisest of mortals. He has read 

heaven's thoughts In the sun and moon, comprehended ti;io, 

wrong coerots from the ocean, and looked upon the futuie. 

Romance 
of the 
Lily 

Synopsie 
of tho 
poem 
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Yet though he talks to Jove is SJUI is a curs© one' a sin 

with nothing human in it but love for Saora his wife. To 

them In their sloop comes Plague who presses a cup of 

boiling misery to Balthasar's lips and ho beco es lunatic. 

Hoover ho livee on by virtu© of Sabra's health which Is 

traasferred mystically to him* Her sacrifice for love has 

loft her bowed and broken and Balthasaw now loathing his 

wife drowns hor at midnight in the sea* Revenge brings 

about tho death of the villain, as decreed by Heaven, but 

before his burial he cones to life long enough to confess 

his crime and then dies again. 

In two pases of criticism Donner does not find sny-
1 

thing more significant In the poem than an "extravagant 

narrative....fitted Into A. ...Romantic frame." But Beddoes 

never wrote narrative slrrply to tell a tale. The symbolism Hegleot 
by Snow 

and inner moaning are no better framed than in The Imnrovisa- and Donner 

tore but they are nevertheless thers for anyone who takes 

tho trouble to hunt their! out. This, Donner does not attempt: 
8 

Snow refers to the them© as "the power, subtle and poison-

ously sweet, of the dead over the living." 

Tho poem expresses the mystic union of the unreal and 

the mortal; its symbolism is of the order of Tho improvisatore. 

The tale is inspired by the lily, love, and told by the 

mystic warbler* the nightingale. Balthasar who represents 

intellectual, occult, and sublime powers, is overcome by 

1 Donner, p. 119 
8 Snow,p. 134 
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evil forces In tho form of tho draught given him by 

Plague while ho is asleep. Yet hois ho is supported by 

Sabra, whose human love is consumed by him rnd whom he in 

consequence hates. Supramundane forces live upon, deepis© 

and slay earthly love but these In turn suffer death at 

Heaven's decree. It is an interesting speculation. The 

relation of intellectual! SJW to ewotlonalisw - science to 

poetry - was for Beddoes always a perplexing enigma. The 

conflict that ho felt is revealed in his deep interest in 

Schiller's philosophical letters and Beddoes did not 

possess tho consistent sanity of mind that can find peace 

in the compromise between ways of truth that are initially 

antithotleal* 

In a poem such as this where the interest is allegori­

cal it is not a fault to make of the characters generalis­

ations or abstractions* Indeed any individualization of 

character would weaken the interpretative possibilities of 

tho poem* There are no signs giver by which we could Identi­

fy either ef his characters In s multitude. Balthasar Is 

mind and Sabra beauty, that Is all* Indeed the very title 

of tho poem is direct evidence of its meaning; Tho Romance 

of tho Lily * how does love fit into the eternal scheme of 

things? 

There seems to he little purpose in making an exhaustive 

analysis of tho prosody of the poem which is so Irregular in 

construction. Tho poem le divided into a dozen rhapaoaical 

movements of v crying lengths* Within each section the re­

curring units ef construction are sixain, quatrain and 

Symbolism 
of The 
Romance 
of tho 
Lily 

Character­
isation 
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oouplet. It thus bears a etrong, resemblance to the form Prosody 

of Leopold* Tho movement of the lines, however, is less 

regular for cadences of sound arise from the varying length 

of line snd irregularity of accent. Instead of attempting 

to classify the feet as iambic or trochaic one gets a better 

appreciation of the metro by considering only the stressed 

syllables of which there are generally throe or four rising 

our of a varying number of unstressed syllables. The 

scheme is daring, considering the difficulties of English 

ss a medium of poetry, yet there arc not many passages 

where tho effect is unpieasing. In two respects his tech­

nique shows an improvement over the verse of The Improvisa­

tore; there is a closer union between sound and sense and 

the conjunction of rhyme and important word is tore regular­

ly obtained. 

Yet there are crudities which detract from a complete 

approval of the poem. There is a note ofMaudlin sentimental­

ity in the introduction, where the poet is shown weeping at Defects 

night beside the lily on the grave of M s beloved. The resusi-

tatlon of Balthassr in tho last lines is badly-handled melo­

drama. The comparison of the half-closed eyelids of the kind, 

and lady to the opening wings of a beetle is a trifle amusing 

in its ehlldlikeness, however much it may disclose unusual 

observation* And there are good lines too, some as Donner 

points out which had greater appeal in Beddoes* day than In 

our own, ass 
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"Like a smothered regret in the breast of men 
Or a sigh on tho lips ef chastity." 
"Like a scented bloom on a madhouse wall" 
"Bis lips curled moaning, yet unspoken." 1 

or such genuine poetry as: 

"Beneath whose precipice's action 
The folded dragons of tho deep 
Lie with ftdless eyes asleep. 8 

"As tho song of a frozen rill 3 
Which winter spreads hi® dark roof o'er 

la Beddoes' letter to Thomas Selsall written from 

Oxford in April* 1885, tho poet included "Pygmalion* and 

remarked. Pygmalion 

"I wrote this pig stuff this rcorn6—what d'ya think 

ef itf Don't look at J. J. Rousseau - his is much better, 

because prose. I have not hit what I aimed at - the beauti­

ful philosophy of tho story - but have fallen as usual into 

dlffuseness and uninteresting delay*" 

One cannot agree completely with Beddoes' criticism 

of his work. If ever a subject were peculiarly fitted to 

poetry sorely the Pygmalion myth is and as a work of art his 

is definitely superior to tho scene lyrlquo. The criticism 

in tho lost sentence is more opposite - the first part of 

tho poem leading up to the climax in the last twenty linos Form 

suffers from lack of fere-shortening. The truncation of tho 

final scone is an art 1st ie blemish* nor is it the only indi­

cation of tho poem's hurried composition* 

The metro of the poem is Irregular; the rhymed couplets 

contain either four or five accented syllables in each line 

1 IX* 186,187, 100; 828 
8 11. 840-848 
3 11* 246* 147 
4 Letter to Kelsall, Oxford, 85/4/1885 
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but their position within tho line is not fixed although Metro 

tho length of line is always tho same except for an 

occasional feminine ending. It is something quite dif­

ferent from the effect produced by the substitution of an 

anspaost or trochee naattsxprese for an iambus - on sound, 

not in word-order* like poetic prose hold together by 

rhyme st regular intervals* 

There are fewer crudities of expression than in The 

Improvisatore and the Imagery stands out clearer because Merits 
of the 

of careful selection* The unevenness of Beddoes* work ie poem 

hero as everywhere in his poetry apparent. Mingled with 

what ie merm versification and with what la not even that 

there are such delightful linos as; 

"The chambered ladies silenced the half-song 
And let the wheel unheeded whirl and ekim" 1 

"Whoso patient lamp distilled a day of amber." 8 
"And now* Pygmalion, that weak life of thine 
Shakes like a dwwdrop In a broken rose—" 3 
"Immortal generations wrong from stone 
Alike too beautiful for life and death 
And bodies that a soul of mortal breath 

Would bo the dross of." 4 

In one respect the poem Is different from his earlier 

work except "To a Bunch of Grapes;" it haa a note of glad­

ness in bright contrast to the morbidness and despair of 

The Improvisator©. The traditional form of tho myth 

supplied that quality but, in addition, its metaphysical 

content le the obverse of the philosophy of his early work 

1 11. SO, 51 
8 I 24 
3 II 808* 209 
4 11 86-89 
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whloh roaches a hopeless impasse. Pygmalion, the poet 

Beddoes himself* creates out of the material world, some­

thing of exquisite beauty and like a ^od gives It life* 

Yet that life Is not given without a spiritual agony In 

the sculptor which almost deprives him of life. Indeed he 

has one foot In Charon's barge and is within the radiance 

of Elysium when tho miracle happens and the stone lives 

and Pygmalion is discovered beside a fountain* over sym­

bolic of life* leaning upon the knee of the living maiden 

statue* "Weeping the tears of his felicity." It is* In 

truth* "a sight of Joy and placid wonder." Even so a 

mother descends to death to bring from the infinite s liv­

ing soul and weeps tears of happiness. 
1 

Donner says "in order to share tho life of his own 

creation the artist himself must die. So entirely hss he Bonner's 
Intsrpre-

givon himself in tho creation of the work of art that hence- tatlon 

forward he is able to live only In the world of ideas, and 
8 

to the life of this world ho is dead for ever." "All matter 

Is destroyed but the idea lives in eternity." The notion 

is appealing and vastly complimentary to Beddoes but it 

ssoms to rest upon an imsglnativo snd faulty interpretation 

of tho last twenty lines of the poem. So In this instance 

Is Beddoes made a greater poet than he really was. 

In this poem* where the thought is so patently sub­

jective we get glimpses of the poet's artistic creed. It 

is Platonic idealism interpreted in terms of romanticism. 

1 Donner* p. 174 
8 Donner, p* 175 
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The material world can bo veduced to the spirit al; ideas are 

the ultimate realities. There are no direct speeches in the 
1 

poem: though Donner seems to think so: the words addressed 

to Jove and Apollo are unvoiced prayers. But the way of the 

poet's creation is expressed in such linos as; 

"His soul was bright and lonely as tho sun 
Like which ho could create—and in tho night 
There lived another Sgirlt wild and bright 
That ease and wont;" ® 

"Tho living form with which the stone ho blest , 
Was the loved imago stopping from his breast." 

The influence of nature upon the artist la a common 

theme with tho Romantics from Wordsworth down* Beddoes ex­

presses it in the linesi 

"And fed on sight of sum tor—till the life 
Wae too abundant in him and eo rife 
With light creative he went in alone 4 
And poured It warm upon the growing stone." * 

There is a remarkable similarity in thought here 

with that in Schiller's poem* Die Ideal©. How Beddoes wae 

occupied with tho translation of Schiller's Philosophical 

Letters at the time Pygmalion was written. 

Wie einst mlt flehendera Verlangen 
Pygmalion don Stein imschless 
Bis in dec Marraors kalto Wangen 
Empflndong glfihend elch ergosa 
So schlsng ioh mlch mlt Llebesamen 
Urn die Hatur, mlt Jugendlust, 
Bis sic zu atnen, su erwarmen 
Begann an nieiner Dichterbrust, 

Beddoes' 
artistic 
creed 

Similarity 
to 

Schiller's 
Die Ideale 

1 Donner, p. 177. 
8 11. 62-65 
3 11. 151-152. 
4 11. 107-110. 
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und to I lend moino Flsmraentrlebe 
Die Stumra© olne Spraohe fand* 
Mir widdergab den Suss dor Llebo 
Und melnos Berzens Slang verstand$ 
Da lebto sir dor Baum, die Rose* 
Mir sang dor Quelien Silberfall, 
Es fuhlte solbst das Seelenleee 
Von melnos Lebens WIderhall. x 

It Is sraprislng that Donner did not seise upon this very 

patent resemblance* 

Tho parabprasod versification of a legend is newer 

great poetry unless it to refined and exalted by interpret­

ation or achieve excellence of artistic treatment* Both of 

those Beddoes* Pygmalion lacks* 

Beddoes was never at his best when writing from 

obligation or upon a given subject. Then the straining after 
Lines to 

of foot hove his poetry a crowded involved quality; the musie Shelley 

of his verso grates on lines of more prose* In the sixteen 

lines, written in a copy of Prometheus Unbound te Shelley who 

had lately dled3he assembles tho material of a poem without 

writing it. Yet out of tho Jumbled mess there stands out one 

line} 

"A flooding summer burst on Poetry." 

In tho sonnet to Zo8 Kir.£ he departs from the 

traditional form by binding the octavo to the sextette by 

rhyming line six with nine and line eight with ton. It ie not 

an improvement upon Petrarch. Hor is the thought organized 

and dowoloped in lucid expression. Tho main idea—that person­

ality is extended to the infinite—is clarified and given pop­

ular expression in Tennyson's "Bugle Song," The other sonnet 

1 Schiller, Die Idoale, 11.17-38 
8 1. 10. 
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of this period, "To Tartar, a Terrier Beauty," is loss 
Two sonnets 

ambitious in thought and more perfect in execution. "An 

excellent sonnet of mire to a terrier," wrote &eddoes. 

Beddoes* degree examinations at Oxford in May, 

1884, were interrupted by the doith of his mother at Flor­

ence and his consequent journey to Italy. Thoughts that must 

have boon evoked by this bereavement found expression in the 
Lines written 

"Lines Written at Geneva", two months later. And they are at Geneva 

unusual, morbid* and yet fascinating thoughts. Quietness 

has descended with \ ight over Lao Leman; something should 

mark tho place where sound was* for has it not a body and 

a spirit too* in its echo? "Tho earth Is full of Chambers 

for the dead"; some, long dead, now have no bodies, only raindej 

others* but tho last fragments of bodies; and some just burled 

bdhold their bodies in corruption. Again there are present 

thoughts for poetry but there is no more than an attempt made 

at the orderly arrangement of ideas. The lac^ of constructive 

effort Is shown also In tho unskillful rhymes, as well as in 

tho occasional harshness of metre. 

By for tho best work of this period Is in his eonge. 

Thoso from "The Sec end Brother," "TorriBmond" ard "The Brides' 

Tracedy" speak out with a clear confidence tr&t springe from 

a mastery of metre and staunchness of form and Intention that 

are supplied by the drams from whoso fabric they are taken. 

The thought fittingly allied with the music rin^s through oech 

strophe from first lino to last, it Is here that we rroet with 

1 Letter to Kelsall, London, April (?) 1825. 
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the happier side of Beddoes* nature untrammelled with per­

plexing thoughts of the riddle of do th* Again one must 

disagree with Donner when he says; "Bcdcoeo felt the need 

for some flourish to his bacchanals, but his muse was too 

ethereal to provide the crow of Bacchus with a marching 

time. Only the last three lines of tho first hymn achieve 

something of the recklessness and defiance in rhythm and 

sense required by tho situ tion." There is a trulmphant* 

oven Jubilant note in such lines ast 

strike* you myrtle-crowned boys* 
Ivied maidens, strike together: 

Ma&lc lutes are those* whose noise 
Our fingers g ther. 2 

or 

The linnets seek the airy list, 
And swallows too* Sisall pets of spring. 
Boat back the gale with swifter wing 
And dart and wheel along. 3 

Of the poem from which these last .our linos are 

taken, A Hot A Ho!, Snow has thas to say; "It is a poetry 

of pretty Ideas rather than feeling, of daintiness rather 

than sincerity* But* of its sort, tho song is excellent 

work—tho clearness of attack, the musical dexterity of the 

complicated stsnss, the lightness of fancy all are as they 

should be." The criticism Is just anc* striked the centre 

of the target but it is criticism stultified by the next line 

"If Beddoes at nineteen showed no lyrical depth of soul* he 

Songs from 
the early 
dramas 

Snow's 
comment 

1 Donner—p. 165. 
8 Song from t o Second Brother, 11.1-4. 
3 Song from the Brldoe' Tragedy, 11.17-20 
4 Snow, p.133 
5 Ibid. 
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at least showed his control of metrics." Sural: one would 

net wish to see the poem spoiled by lyr ica l de ;th of soul, 

here altogether out of place* 

There i s s curious similarity of mood* i f not of 

expression between "Bow many times do * love thee, dear," 

and Elisabeth Browning's sonnet "Bow do * love tl eo? Let me 

count tho ways." And Beddoes' poem Is the richer in meta­

phor and suggestion, though lacking expl ic i tnoss . "Perhaps 

the daintiest 1 r ie Beddoes over wrote," i s Snow*s estim­

ate of i t . All those songs recal l the flavour of seventeenth 

century lyricism at i t s best—its pleasant conceit* i t s de l ight , 

I ts music, i t s sontlr ent. A note of triumphant confidence flows 

over from those socgc even into the dir^e "So-day i s a thought, 

a fear i s to-morrow," and the fra^iont "Hushed be sighing near 

tho string." 

To most of those poems—published by Donner* under 

tho t i t l e <*utid&na--he gives l i t t l e c r i t i ca l attention. Poor 

Old Pilgrim Misery* ho s a y s , 3 "haa tho concentration of form^ 

the emotional content, and tho playfulness that mark many of 

his la ter pyrica." It i s regrettable that such an able and 

painstsking c r i t i c did not bring his powers to bear on these 

earl ier poems* 

Yet those lyr ic s , exquisite as they are, have not tho 

original quality displayed in tho "Drinking Song," nor do they 
Drinking 

give a comprehensive expression of the poet's nature. In t h i s Song 

respect the "Drinking Song** i s more typically Bedtioeslan, with 

1 Song from Terrismund* 
8 Snow, p.56. 
3 Donner* p.117. 
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its union of the gay, the grin and the mournful. Technically 

Beddoes was never to improve on lines such as taoses 

Drink! for cold's the weather* 
The scull that roofed a h&man soul* 
Is it not my drinking bowl? 

Lot us quaff together 
That wine the hebrow witch did brow 
Of night shad© fruit ard sap of yow 
Salted In tho forehead dew 

Of & dead nan on the heather. 
Drink then and b© laorry! 

Tho scull that held the life of man. 
Is it rot our liquor ©an? , 

Well bled, o thou berry! 

Tho two letters in verse of this period, both 

addressed to Procter, one from Oxford* the other from 
Letters 

Gottingen, are not the best of Beddoes' creation. Bore in verse 
to Procter 

Beddoes dips his poet's pen in tho ink of familiarity to 

to confess his artistic sirs and longings and to give a 

word of advice to Procter* The subject matter is interest­

ing bocause of its subjective quality. Beddoes himself 

would hardly rave called it poetry* Hor had ho* probably* 

the slightest thought of its being preserved along with his 

professional work—these lines of prose that acquired poetic 

form Because ho chanced to write while the swing of rhymed 

pentameter couplets was in his mind. Tho relative unimport­

ance of both poeias Is best attested by their neglect by 

Donner; ho devotes loss than one third of a page to each of 
2 

them. The Gottingen le*tor* Snow refers to as doggerel. 

¥1 

What poetry of Beddoes reralns from t-e 1625-1829 

1 Dense*, ©*!£?, 11.1-18 (all) 
8 Snow, p. 118. 
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period is chiefly from "Death's Jest-Book"* This poetic 
Songs from 

drama occupied most of the time filched from tho study of Death's 
Jest-Book 

anatomy during his year at Gottingen. 

Isbrand's Song froia tho thlrti scone of the third 

act of tho play arises from the metempsychosis of Pythagoras. 

I t has boon a favourite fancy of romantic poets even to those 

of our own day. Bore* howevfcr, the thought, as elaborated by 

the court foo l , i s turred to serve the ends of humour. Bedd­

oes* study of embryology gave him a clever idea for the song. 

A chi ld's soul has boon disembodied by tho mother's act of 

abortion at the amphibian stage of i t s embryonic develop ant . 

How i t squats on a toadstool under a tree , "crying with frog 

voice." I t considers the animal forms i t maight take on, for 
Isbrand's 

ef course being separated from i t s human form* not yet oomplet- Song 

ely developed, i t cannot again enter tho body of a chi ld . Bed-

dees i s not fool ishly consistent In his science and the chi ld-

soul rejects the idea of becoming a crocodile, a swine* a snake 

or a bird preferring Instead to be a monstrosity in the shape 

of a new Dodo. Scarcely anyone* except Beddoes, would consider 

the thought humorous but tho verse roll1eke along in alternate 

iambics and trochees in eiriusii.g fashion. The quaint whimsical­

i t i e s of expression raise a smile; one forgets tho rather horr­

ible theme. Beddoes had got to the point where he was thinking 

of l i f e in a detached and Impersonal way. 
1 

Beddoes' opinion of his poem i s given in a l e t t e r to 

Kelsal l . After saying that Proctor had found i t "absolutely 

1 Letter to Ee l sa l l , Gottingen, 30/4/1829. 
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objeetionable"* bo continues* "If you say i t i s nonsense— 

1 and Isbrand reply that wo meant i t to be so: and what were 

a Pool's Trag* without a tolerable portion of nonsenset I 

thought i t consistent with the c'-,arscter and scene, and, in 

i t s snai l way, and in comparison with the other minor merits 

of the play* a sot off, l ike the nonsense of Wagner In Mar­

lowe's* and the Monklcs (not monkey-cats as some translators 

say*} in Seethe's Faust us,-«&et to speak of higher nonsense 

In higher compositions." But l o t us eee wi at Snow and Donner 

believe the song t o man; after a l l , Beddoes was only i t s 

author, "—nonsense on such a subject!" says Snow; "Something 

was radically wrong with Isbrand's sense of values, and with 

those of Beddoes too . And in Is) rand's o-»se tho song must be 

coupled with his cynicism towards love, death, narrlage, and 

l iberty;Jto nemo only those general topics he touches upon 

e x p l i c i t l y , B Tho song, according to Donner* "is a erys ta l l ix -
2 atlon of tho most fundamental idea of the play". Just exactly 

what the fundamental idea i s he does not say. But to continue. 
3 
"Tho song is a mortal experiment carried out with as much 

enthusiasm as tho poet's father had over lavished on the dlss-
4 

estion of animals"*...."with true gusto Isbrand creates a new 

habitation for a human soul* £'he more repulsive the matter, 
5 

it would seem, the greater the trlumpbyof the mind"...."It is 

a practical illustration of Beddoes' philosophy and as such 

it Is worth hours of to chine." And all this over a boisterous 

bit of crude nonsense. Criticise, w at crimes 

Beddoes' 
opinion 

Snow's and 
Donner s 

criticism 

1 Snow, p.125*126. 
8 Donner* p.241. 
3 Donner, p.229. 
4 Donner, p.230. 
5 Ibid. 
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Heally horrible ic the ballad "Tho -Sedlan Suppor," 

from aot four* scone lour. Tho there Is culled from Hero­

dotus and tho fiendish revenge of Astyagos upon Harparus is 

retold with revolting realism* in tho drama It servos tho 

artistic and dramatic purpose of preparing tho scene for the 

revenge of Isbrand upon the Duke; for this purpose the applic­

ation and variations are ad&od at the e d. 

One cannot agree with Donner that It is "a work of 

genius* for the ballad is merely the skilful versification of 

an old legend but ho shrewdly points out that...."the singing 

of it at that moment Is illogical from tho point of view of 

construction. Beddoes sec 8 to have forgotten that Isbrand 

cannot yet know of tho fratricide and that tho Duke is still 

in disguise and unrecognized." 

A third humorous poem of the period is "Old Adam, 

tho carrion crow," which tho Knight Wolfrum heard sung by the 

merraaids in the river Phlegothon in Hell one May morning. "A 

lyrical version of the old semes* on the inevitable dust," 

Snow calls it. «t is sung by Wolfram in Act. v, scene iv of 

the Death's Jest-Book.• Lacking other evidence to tho contrary 

It is probably a variant form of "Hot Adam the carrieas crow* 

tho "famous* song which Beddoes, In a letter to Kelsall In 

3 h 

1885 says ho "wrote in tho coach w brought rae from Southam­

pton to London, 5 months since." Storm and wet weather are 

nothing to the raven of Cairo for he and his ^rey carrion wife* 

T.e Median 
Supper 

Old 
Adam 

1 Donner* p. 281. 
8 Snow, p. 157. 
3 Letter to Kelsall, no date or address but April, 1825, 

from internal evidence. 
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Eve* have dined well on tho marrow of a king, nest in Cleo­

patra's battered skul l , and need only drink to poetize their 

well-beingj the devi ls that with a sound of wind plsy about 

the murderer's bones hanging from a gibbet are a i r i l y dismissed 

from their thoughts. Even so mm flourishes upon the dead past 

nor l i s t ens to the ins is tent ca l l of death. Tho amusing Incon­

gruity of tho whole poem and tho ancient and never-fall ing 

humorous device of placing human speech In animal bodies, coup­

led with the nonchalant music of tho l ines make It one of 

Beddoes* best humorous poems. 
1-Donner appreciates the humour of It to the f u l l , "a 

human element, "ho says, "gives pathos to the laughter. I t 

i s not so deep as to spoil tho fun; only deep enough to remind 

vm of our f o l l y . The poet's fac i l i t y for verse was an asset 

which was t o make of him one of the great humoroue poets in 

the language*" There i s a deal of exaggeration in that las t 

Hue* The delightful refrain* 

"Is that tho wind dying? 0 no; 
I t ' s only two devils* that blow 
Through"murderer's bones, to and fro, 
In the ghost's moonshine." * 

he uses again* with slight modifications in the poem "The 

Ghost's Moonshine*" Bore i s portrayed with terrible irony the 

murder of a woman by hor rhoatly lover whose heart's best wish 

for hor ie that she -ay be "bedded on tho softest bier," and 

placed in what "children ca l l a grave." The trembling and 

weeping of the woman* the ghostly sounds and mocking refrain 

Meaning 
of the 

poem. 

Humour 

The Ghost's 
Moonshine 

1 Donner* p. 143. 
2 11. P-12-
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ralse up an atmosphere of horror that is imagined rather 

than mMprmmmmA. It Is psychological not realistic horror 

ard vastly more effective than the material horror of the 

*%wls and Radellffe order* *r„4does has learnt the compell­

ing power ef suggestion as opposed to expression* 

The widest divergence between Snow and Donner is 

shown in thoir respective interpretations and appreciation of 

this poem. ^&vs Snow (and the whole passage Is worth quoting 
1 

as a piece of effective writing^ )j "Ho poet but Beddoes could 

have found that adjective "warm* for the wild thunder gathering 

over a murder* nor have given to a spectre that soothing, 

"Tremble and weep not!* Herein Is tho fundamental difference 

between Beddoes and tho other poets of death. There have been 

advocates ef the grave as a place of quiet after tumult, or 
Snow's 

of death as the gateway to communion with the saints. Ho fine 
appreciation 

other has made the grave an earthly bridal bod* and given to 

the lips of spectres the rauslo of lovers*" 

*It is perversely beautiful poetry with its roots deep 

in the morbid* blending tho iron chill of horror with the eilkon 

warmth of the sensuous. And such alien elements are fused per­

fectly, reinforcing one another. What Is to be noted. Is both 

Beddoes* economy of raeara and the complete lack of the physical 

in the effect of horror he achieves. T-ore Is not a supcrfloue 

stroke in the two poems which most perfectly represent this type 

of work in Beddoes* *hey sre short. Thoy are sharp in outline. 

And upon a sensitive reader thoy have a sharp impact. There is 

1 SHow, p. 135-136. 
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nothing of the lavishness of physical detail which the young 

post employed so unsuccessfully In The Improvisatore. Ret­

icence is substituted, that ho may obtain a shudder of tho soul 

rather than goosoflosh o£ tho skin." "It is upon this emotion­

al test* even in an intellectual ago* that the last Judgment of 

poetry must bo based." 

It is almost imposeible to believe that it Is of the 

same that Donner writes the following; "While it shares tho 

external characteristics of Beddoes* lyrical poems—tho sim­

ilarity in the composition of tho several strophes* the repet­

ition of significant lines, the refrain, and the dramatic point— 
Donner's 

the tone Is another* The sentences are short and straight to co ent 

the point, the verse Is jerky and unattractive, the story is 

allowed to speak for Itself without any pleading on the part 

of the poet* Be may have learned this style in the school of 

the Germans, but it reflects nevertheless his own bitterness 

of mood at the moment of its composition*" It is about the 

only instance in which I found Dormer so unapprociatlve of 

fine writing. What ecald to more perfect in its artistry than 

the lines? 

What dost thou strain above hor 
Lovely throat's whiteness? 

A silken chain* to cover „ 
Her bosom's whitonossf 

Only when wc know that the loxrer strangles and stabs her do 

we revert to them, suffering in Ironical anguish the beaut-
Exnuleite 

Ifully horrible imagery, to see the cruel muscle-tensed hand imagery 

1 Donner* p. 196 
8 11*87-30. 
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strained above her throat in the darkness. The delayed effect 

of the impression is perfect in its heightened intensity. The 

poetry of madness? Perhaps; but what exquisitely poetical 

madness! 

Two dirges from Death's Jest-Book belong to this 

period, that sung for Wolfram in Act II, scene ii and that for 

Sibylla in Act V, scene iv. In both the poet's thought has 

passed from troubled contemplatioi to quiet assurance that is 
Dirges for 

here emotionally expressed. Death is joy and tho envy of the Wolfram and 
Sibylla 

living* Sloop will ease the pangs of love in the heart for a 

time but only death brings lasting peace and a mystical fulfil­

ment "amid the beaming of love's stars." They re sprung from 

the sane inspiration that created the dirges of his earlier 

period but with infinitely more grace and charm* Hero there 

are no harsh conjunctions of sound* no confused and troubled 

thought, no disordered array of crowded images. Technically* 

the effect is achieved by tho perfectly natural enjarobrent in 

Sibylla's dirge and the flow of thought along the sir gle sen­

tence in Oich of tho two strophes of the dirge for Wolfram. 

There are in addition other artistic touches which make# these 

little smstcrpioces. What Is not always true of Beddoes, not 

a single word obetruets the imagery and expression. In the 

third ire of each strophe of Wolfram'e dirge, the pauses 

before and after the epithet fill out a delightful harmony* 

There Is not a tr&ce of mechanical metre yet the accented 

syllatles fall irregularly only to hei£cten to quiet relody 

and the almost perfect rhynes turn gently backward the shuttle 

of thought as It weaves its w«y along the fabric of his verse* 
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But only quotation* in par t a t l e a s t , can cor voy the s p i r i t u a l 

beauty of these dirges* 

We do l i e beneath the grass 
In the moonlight, in tho shade 
Of the yew-tree. They t h a t pass 
Hear us no t . We are af ra id 
They would envy our del ight , 
In our graves by glow-worm n igh t . 

But wi l t thou euro thy heart 
Of love and a l l - i t s smart. 

Then die* dear , d i e ; 
•Tie deeper* sweeter. 
Than on a rose bank t o l i e dreaming 

With folded eye ; * 

3 
Donner quotes Sadntebury as saying that the poem from 

which the second quotation is taken, Dirge for Wolfram* 
Donner's 

is prosodically perfect* The same might also be aSld of the appreciate 
Ion. 

ether dirge. Snow, strange to say, does not .©ntion either 

poem but Donner'a appreciation is truly and ably expressed; 

f̂ The emotion that filled his poen s with a new content, gave 

to the verse also a new harmony. Diction and phrasing become 

one with the verso scheme* and even the latter is so harmonious 

that we are wholly unconscious of stressed and unstressed 

syllables. The line does not appear to bo composed of feet; 

it Is one rich flow."..."The feeling Is subdued, but It Is 

deep mad warm. The tune Is thst of endless love, to which is 

held out the hope of eternity. An emotional experience now 

confirms his early Platonic doctrine* and ones more he accepts 

love as the proof of immortality." 

i 428H& «flea,uai*a6 
3 Saintsbury, George; History of English Prosody, P. 149. 
4 Donner* p.210. 
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From Act I? , scene 11 of the Death's .feet-Book comes 

the song sung under Amala's windows by male and female 

voices* As epithalamlc poetry i t i s appealing because of 

i t s del icate sonsuousness and the hushed restraint of i t s 

emotion, up to tho end of the second strophe. Tho prosody 

of the poem reveals tho new mastery of h is art that Beddoes 

acquired during t h i s period* Omitting the quatrain which 

forms a refrain at the end of each part the poem consists 

of two strophes with a rhyme scheme, a b c a b d c d , 

faulty however in two places. The metre ie trochaic 

tetrameter except l ines s ix and eight which are Iambic and 

rhyme together* In each strophe there i s but one sentence 

allowing almost complete omjambment. The musical flow of 

words i s set free by simplification of thought and image. 

The chief beauty of the poem, however, does not l i e in i t s 

excellence of prosody but in tho choice of vowel quantities 

to accord with tho singing of the strophes, alternately, by 

female and male voices - a beauty apparent only in i t s 

fu l l e s t degree when the words are sung* By actual count 

there are what may be generally considered three long deep-

voiced vowels in the f i r s t strophe but nine In the second; 

so l e tho music of alto and soprano set over against tenor 

and base. Consider for example tho opposing tonal qual i t ies 

of those l inost 

We have bathed where none have seen us, 
In the lake and in tho fountain 1 

Song at 
Amaials 
wedding 

Prosody 

Tonal 
qualities 
of the 
verse 

1 11* 1, 8 
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and 

Wo hove crowned thee queen of women 
Since love's love* the rose* hath kept her 
Court within thy lips and blushes. 8 

8 
Snow dees not mention the poem* Donner dismisses It in 

half a dozen lines* This is the more remarkable for he is 

usually keenly alive to metrical perfection and music of 

verso* 

The presence of both Death and Hymen in At half*s song 

mokes it of more than passing significance for tho combin­

ation of tho mortal life principle and ite negation crope 

out frequently in Beddoec' work. Otherwise the poem ie not 

of unusual merit* 

In March and April of 1888 Beddoes wae in England again 

and visited the Sings at Clifton. There he wrote seventy-

nine linos in Zoo King's Album, unequal led for their dullnees 

by en's thing else the poet ever wrote* In tho first thirty- Lines in 
Zee King's 

two lines he tolls of his failure to write anything at all Album 

in tho girl's book* (That much have most of us in common 

with Beddoes)* Tho other forty-seven lines hove boon made 
3 

by Donner to yield deeply oracular meaning* The significant 

lines are theset 

Woe unto him whoso fate hath thwarted him. 
Whose life has been 'mongst such as were not born 
Se cherish in his bosom reverence* 
And the calm awe that comf orteth the heart 
And lulls the yearnings of hope unfulfilledt 

I 11. 13-16 
8 Donner* p* 868 
3 Donner* p. SOSpSOS 
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Such have I been* And woe again to his 
Who in too late en hour presumptuously 
O'erheare a wish confessing to his soul, 
And must dismiss it to his discontent 
With scorn end laughter. Woe again to me! 
For now I hear even such an anxious voice 
Crying in my soul's solitude and bewailing 
That I had never In my childhood known 
Tho bud of tbie manifold beauteousness, 1 

For then I slight - oh vain and flattering wish!-
I might have stood, tho* last* among the friends 
Where 1 am now tho last among tho strangers* 
And not have passed away as now I must 
Into forget fulness, Into the cold 
Of tho open homeless world without a hope, 
unless it bo of pardon for these words s 8 

What are the "yearnings of hope unfulfilled"? What 

is the "hud of this manifold beauteousness"t If Love* as 

called into being by ZeS King then it is o more sbstrsction* Obscurity 
of the 

lost in metaphysics, almost a still-born love in a psychical poem 

sense* If poetry* then the allusions do not wholly agree 

with the known facts of Beddoes' creative efforts* Rather 

it is probably a vague longing toward something the poet 

himself cannot identify* the experience of a mood rather 

then the expression of a thought* And tho poem is as 

obscure ss one might expect from ambiguities of allegory 

snd phrasing* Or one may take refuge in comproreice snd 

think of it as a poem of despair that his genius wae not 

inspired end glorified by the love of Zoo, snd returned 

again to him. 

1 21* 39*68 
8 XI* 66-68 
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1 
Snow quotes thirty-two linos of the poem but of fere 

no interpretation or criticism - one way of answering a 
8 

knotty question* Donner thinks the poem "as sincere as it 

is tragic*" The plain facts of the situation were these; 

Beddoes was not an amorous individual; he had funds enough 

to support himself but not enough for marriage* and ho of Interpre­
tation 

all people would never* work for a living. If tho poem has 

anything at all In it* it is nothing more than a veiled dis­

play of self-pity, dear to all self-isolated mortals. Why 

will critics not be truthful* even if blunt? 

In similar vein are the Dedicatory Stances to Death's 
3 

Jest-Book* The similarity is noted by Snow • Someone has 

boon in his thoughts "the living glory" but as his bosom's 

pongs are "cupbearers to tho bee in humbleness*" so he 

asks only that the object of his affections may Dedicatory 
Stansas 

---bend hltherwards, and let thy mildness 
Be glassed in fragments through this storm and 

wildness. 4 

He asks for pardon i f mockery or thoughts of dreadest night 

spring between the charms of love in Death's Jest-Book. 

5 

•Death's darts are so etlmes Love's." These are not dedica­

tory l inos that many would envy. In spit© of Donner'a 

interpretation they remain dul l . 

1 Snow* p . 70*71 
8 Donner* p* 206 
3 Snow, p* 810-811 
4 11 . 27,28 
5 1 37 
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WII 

"Doomsday" ie a cry of agonised despair from a soul 

tortured with doubt and finding no peace* Hor is thsre 

any peace in tho grave; it is the waiting place until 

doomsday downs* The poet raises ghostly doomsday and all 

the graves in sea and earth are opened* In thirty lines 

of heroic description ho paints the titanic upheaval; battle­

fields, pyramids, ruined cities, churchyards snd tho ocean 

give up their dead. The catacombs are opened; wrecked ships 

rise; cathedrals shake at this earthquake of judgment day* 

A voice comes from the grave of a murderer more dread than , 

Cain, demanding that he bo allowed to gase into doomsday's 

morning star as into a loved eyes,. Then comes an old 

ghost whoso ancient corpse haa lain four thousand years or 

more beneath the sea* 

Hone has wept upon its stone 
And s'er « flower has grown 
Out of its broken heart to prove 1 
Bow in life it abounded with longings of sweet love. 

We steps to a churchyard whore lives a maiden who died in her 

youth* His is the agony that knows no relief t Sot orm 

little tear can no shed above her grave. Sighing he falls 

hack into the sea as "the budding sun of blessed doomsday" 

rises* The thought is condansod into the four last lines of 

"The Old Ghost", evidently cor posed at a later date as the 

fruition of tho inchoate "Doomsday," though, lacking the 

manuscript, it is not possible to ho definite. 

Poems 
1889-44 

Doomsday 

Synopsis 

% 1 1 . 65-66 
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And ho begged of the waves a tear. 
But they shook upwards their moonlight glory. 
And the shark looked on with a sneer 
At his yearning desire and agony. 1 

Here Beddoes relapses into hie earlier pessimism of 

the days of "The Improvisatore." For good or for ill man 

fixes his doom while here on earth* In tho grave there is 

"neither work* nor desire, nor knowledge* nor wisdom" and 

tho resurrection brings no glory but only to a terrifying 

confirmation of the irrevocability of the past. The love 

that he had spurned in life is forever to be denied to him; 

he can find no tear to break what is inexorable* The poem 

is necessarily fragmentary as is "Leopold" and for the 

same reason* There is no answer vouchsafed to mortals* 
8 

"His first great poem*" says Donner of "Doomsday*. He 

thinks it must have been written when despair over tho 

failure of Death's Jest-Book overwhelmed him* It may 

have boon so* Tho draft of the song in the poem was writ­

ten on the fly-leaf and end-board at the back of the manu­

script of Death's Jest-Book retained by Beddoes. Thst dates 
but 

the song in one direction knowing Beddoes* the poem might 

have boon written then or earlier or twenty years later. 

The whole poem was writtsn* according to Dykes Campbell, on 

three ecraps of paper* undated. 

However* going on tho sssumption that it was written in 

1889* Donner professes to see in it all the disappointment and 

despair that Beddoes must have felt upon the rejection of 

Death's Jest-Book. Some of the significant xlnee drawn 

Pessimism 
of the 
poem 

Date of 
Composi­
tion 

1 11* 15-1® 
8 Donner* p. 266 
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frora four pages of eulogy are theses "Wow his soul is 

seeking something more than sorrow and grief* resignation 

and acceptation, rost end oblivion# his will to live assented 

his claim on an eternal existence and united all his powers 
8 

in the effort to achieve it." "The ghost......is Beddoes 

himself yearning for love and sympathy and understanding." 
3 
•The will to live is in conflict with the will to die. 

Tho poet is tired of life snd longing for death* but tho 

death for which he is longing must be the death of overy-
4 

thing." "Such wore tho feelings that gave rise to this 

poem, the vision of deatlt which ie great like that of 
5 

Michael Angelo*" "The vision is tremendous as it is eom-
6 

prehonslve." "Tho suggestive concentration of style has 

hardly been surpassed either in verse or prose, not even 

by Tacitus*" 

Donner does not seem to appreciate the very great 

difference between tho blank verse and song portions of tho 

poem* The crowded and confused imagery of the former and 

its unskilful metro seem to link it with Beddoes' earlier 

period; on the other hand the assurance of technique of tho 

lyrical part marks it ss belonging to the Is tor Gottingen 

period* even ae tho draft copy shows* It is quite true thst 

a sarsenai note of personal agony pervades the poem but 

thst alone does rot make groat poetry. In fact, tho word 

groat must be denied it for it lacks control of passion ead 

1 Donner, pp. 860-863 
8 Donner, p* 860 
5 * p* 868 
4 
5 
6 

« 
e 

p. 868 
p. 868 
p. 861 
p* 863 
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of the 
poem 
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and it lacks completeness of expression. At a much later 

date must have boon written "The Old Ghost," almost identi­

cal in subject matter with the ghost's song In "Doomsday," 

yet superior to it in finish and emotional appeal* The song 

of Siegfried to Amsla dating from tho Wursburg period* when 

compared to the earlier version, shows tho Improvement that 

Beddoes was achieving. Here Amsla is no longer a staid 
1 

maiden "crowned with flowers* and "atarrily clothed in a 
8 

garment white** after the fashion of a mediaeval altar-

pleco but a creature of flesh and blood* The light deftness 

of touch by whieitqthe poet awakens music from his lines of 

varying length with their skilfully interwoven rhyme finds 

an echo in tho delicately phrased thoughts and sweetly Chid­

ing words of Siegfried. One can scarcely believe that the 

same poet wrote both versions* The later poem is in the 

very spirit of the seventeenth century* 

Lady, wa. it fair of thee 
To seem so passing fair to me? 
Hot every star to every eye 
Is fair; and why 
Art thou another's share? 3 

Donner ie keenly appreciative of its excellences and 

4 

has summed up a page of praise in tho sentence* "All the ele­

ments of poetry wore here forged together snd remain insepar­

able; meaning* words and metre, all the constituents of 

poetry* sre united into one whole which is the poem itcelf •" 

Snow psssss over tho poem although he mentions othere far 

inferior* Donner connects the theme of tho song with Spinoss's 

Tho Old 
Ghost 

Song by 
Siegfried 

Excellence 
of tho 
song 

1 S iegf r i ed ' s Song* 1 . 8 
8 S ieg f r i ed ' s Bong, 1 . 8 
8 Song by Siegfr ied, 11 . 1 -
4 Donner* p i 874 
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dootrine of man's love of God as applied to human relat ion­

ships - rather ponderous criticism* 

Of other poems of the 1889-44 period* excluding these 

belonging to the Ivory Gate* throe deserve passing mention* 

"The Song from the Ship*" associates &t_self in one's mind 

with Kingsley cud i s memorable* i f only for those two l ines 

with haunting melody t 

And unseen Mermaids* pearly song 1 
Comes bubbling up the weeds among. 

Donner doeloreo this song to be a pearl of lyr ical beauty, 

not unworthy of t ho greatest Elizabethans. One can readily 

agree* 
8 

In Beddoes' own words "The Hew Cecilia" is "a very 

objectionable piece of foolery* enough to ruin the reputation 

of any one, who wishes to Introduce his writings Into good 

society......It's a sparkling piece of anecdote, filed out 

of tho golden Legend, and extracted from Chap* V of tho 

Ivory Gate — or lessor Dionysiacs.*....." The humour of 

the poem* if one admits that the human excretory functione 

are proper subjects of humour, arises more from the incon­

gruity of tho poem in a body of work so totally different 

rather than from humour in tho pseudo-Rabelaisian manner* 

"There is nothing offensive in the language," says 

Donner who praises the poem as "extremely comic." He con-
4 

tlnues "The humour is superb, and it ia at the same time 

as subtle s parody on the lives ef saints as was ever de­

vised by the Ironic wit of Anstole France or Max Beerbohm. 

Other 
Booms 
1889-44 

Tho Song 
from tho 
Ship 

Tho How 
Cecilia 

1 H fi fi 
8 Letter to Keleall, 2urich, 19/6/1837 
3 Donner* p. 335 
4 Ibid 
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The Torum i e one of sustained excellence." This i s not 

parody but hlasphemy; I f a i l to see anything humorous 

in f i l t h : tho vers© i s doggerel* "The Oviparous Tsilor" 

i s an amusing t r i f l e concerning a ta i lor who turned into 

a creature half duck and naif hen and laid a hundred eggs 
1 

a day J — "the best of a l l the comical poems in Beddoes' 

production, and one of tho best In a language not quite 

poverty-stricken in the genre,0 i s the verdict of Donner. 
8 

One may excuse that enthusiasm but ho continues "The 

phrasing i s superb and natural throughout, and tho versa 

with i t s repetit ions and rhyme-play Is as excellent as the 

contents are comical* In humorous verso Beddoes was a great 

master of rhyme* and as daring as ever Lord Byron or Brown­

ing* Tho hardships of l i f e had marked the poet of Death's 

Jest-Book deeply* and the cynical young r.an and biting 

s a t i r i s t had become a great humorist." The phrasing of 

the poem Is uneven and awkward In several places; in i t s 

forty-f ive l i r e s there are seven faulty rhymes. Tho poem 
3 

i s grotesque and amusing yet Donner thinks the "comedy Is 

intense and the fun i rres i s t ib l e ." So far does criticism go 

to build up in an author a quality which ho does not possess. 

But neither thio poetry nor Bonner's criticism w i l l ever 

make Beddoes a humorous poet. Snow offers much more honest 

crit ic ism; "Tho Oviparous Tailor so scarcely comic at a l l ." 

Tho Ovi­
parous 
Tailor 

Opposition 
of Dormer's 
and of 
isnow'e 
views 

1 Donner* p. 336 
8 Donner* p« 336 
3 ReuttOt*, p . 5J& Snow, p* 146 
4 SajCK* » . x4& Snow* p . 145 



—163— 

There are given to every man some supreme days or 

years in his earthly progress when he walks with firm 

feet and* rejoicing in tho triumph of his mind, feels 

that he has come in touch with the infinite. If he is a 

poet then the glorification of his experience Is poetry. 

It was so with Beddoes. Out of long years of dejection, 

despair, and anguish that had been his at Oxford, later 

at London and then at Gottingen, where ho foolishly had 

hoped to escape his own inner self, out of the maddening 

quest for sore meaning of Death had come at last a measure 

ef comfort and an answer. It was the answer that made the 

writing of Death's Jest-Book an occupation never to be 

ended - to have no purpose In the ending. Beddoes h-d got 

to the place in his spiritual life where his attempts at 

literary expression had become to himself of little conse­

quence. The Becoming w&s not to be found In either art 

or life but in that other life which men call death. Yet 

Beddoes, erratic soul, was never to hold fast for long to 

his conquest. Hew Interests at Wnrsburg brought him back 

to earthly affairs again* polities drove out poetry, death 

became an obsession and the end was suicide. The Church 

night have saved his reason; but Beddoes* battlee were 

more of the mind than the epirit snd in any cat* he could 

not have endured the dieeipllne of form which cheriehes the 

mystery of faith* 

Yet there were those months of calm triumph in his 

early Wurxburg period and out of them came "Bream-Pedlary." 

One little poem, or a score of little poems, be they perfect, 

Triumph 
of Bed-
does* lyric 
po^ere 

Develop­
ment of 
Beddoec* 
thought 

Dreaia-
Pediary 
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are not enough to secure a commanding place on Parnas.us 

but the mount is not so crowded that the writer of such 

may not secure some room there* Materially, "Dream-Pedlary" 

is small but poetically it Is supreme. For once, if only 

once, Beddoes became the eaual of tho greatest. 

Forty-six linos of poetry, one stanza of ten lines 

and four of nine, g,lve this exquisite expression of romantic 

thought* "Cryptic in phraseology," it is, according to Snow 

but tho phrases may be unlocked with a little patient effort. 

As one may go down into the market place to buy a little 

W2fl4, so one may buy dreams, the idealisation of desires* 

But they eost much* Only by death or tribulation may one 

reach that way of life. Yet if the pedlar of dreams were to 

cry bis wares what would one buy? The poet, to heal his ill, 

longs for comfort and a grest pe&ee after torment of mind and 

anguish of spirit. But in the past ho did buy, and foolishly; 

the way of life he chose was a false way. Life Itself la 

unreal, like a dream, so they say, and waking out of that 

dream is death. Dreaming to prize a dream, or in this world 

of unreality to apprehend a way of life, ie recalling those 

who have reached life in death. One might raise the gheet of 

the past* bring boyhood back again to lead the man to joys 

that have fled. The answer is relentlessi 

"There are B O ghosts to raise; 
Out ef death lead no ways; 
Vain is the call." 1 

There is nothing so final as death. But he continues. Do 

Synopsis 
of the 
poem snd 
its inter­
pretation 

1 11. 35-37 
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you* reader* know of no ghosts t o sue? Ho? Then you have 

no love* no targe of your whole being toward the fu ture , no 

ghosts* I f you had, then you would l i e down snd die as I 

w i l l ; you would f a l l l i k e a rose- leaf out of L i f e ' s fresh 

crown* Thus mvm ghosts wooed, and a way of l i f e found for­

ever* "Out of death load no ways." W© c a l l t o them but 

they do not answer; thoy do not come back t c us but we go t o 

them* 

The construction of fee poer: i s as perfect as a r t can 
1 

achieve without becoming mechanical, Donner has riven three 

pagos t o the prodody and construction of the poem and lav­

ished pra ise whose only fau l t i s i t s procalcness. Each of 

the f ive ctansas I s an In tegra l par t of t he thought tha t 

calmly unfolds phrase hy phrase t c tho triumphant conclusion 

of th© l a s t l i n e . In words of t e a u t l f u l metaphor the qufcstioi 

I s asked and ir the second s tance an answer i s tivtm* But 

i t 18 not enough* The Inconsistency I s shown and the meta­

phor changed to express the question in c learer and a cuter 

form* I t l e now not a question of buying a dream but of 

r a i s ing a ghost - not of choosing a way of l i f e but of r a i s ­

ing death which alone l i v e s . Here at tho very centre of the 

poem one metaphor i s abandoned and the other t&ken up in 

the l inos t 

Dresjffllng a dream to p r i s e , 
I s wishing ghosts to r i s e ; 8 

In the t h i r d stanza t h i s evolved question la asked and in 

the fourth the answer i e given and re jec ted . This b r i l l i a n t 

Life i s 
r ea l i sed 
in desth 

Masterly 
conetruc­
t ion of 
Drcam-
| e d l a r y 

Metaphor 

1 Donner* p» 274-881 
8 1 1 . £4* 86 



-16S-

arrangement of thought* in strophe and antistrophe, strophe 

and antistropho, is fascinating In Its sheer beauty. There 

is an answer to tho question, sn answer eo satisfying both 

artistically *»ud spiritually, that the last nine lines seem 

to unite all the poetry ard truth of the lyric in living 

words that carry tho reader Into the Infinite. 

There Is hero a distinct fteling of vast power held 

in dellcat© suspension that arouses confidence and belief in 

every word of the po©Eu For a lyric the movement of the 

verse Is slow, yet It never wavers in its 3ure atvunce. hr-

tisticslly the effect is achieved in at least three ways. 

There is a profusion of long open vowels thut demand slow 

arsd careful enunciation. The rhyming of the fourth and 

last lines bind together two rhymed couplets to the unusu­

ally large rur.ber of twenty-four syllables t not till //© get 

to the last line is the expression complete and tho voice 

relaxes. But the magic Is costly due co the masterly hand­

ling of the familiar iambic foot. There is no suggestion 

of followint the metre in slavishly mechanical fashion; 
ally 

oeeaeianly - not nearly so often as one thinks on a first 

reading - a trochee replsces an iambus ana, what is artisti­

cally superb, only to sive required emphasis to a phra&e* 

Donner has adequately summed up tne meaning and appeal of 

the poem, though it is to be regretted that he did not more 
* 

fully dilate on Its beauties, of which he stems to be thrill-

lngly conscious. "The philosophical Ideae which Beddoes 
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hsd laboured in vain t o give am adequate expression. I r 

Death's Jest-Book, now molt in to the perfect harreony of 

h i s song. Deep and t rue ©motion has dissolved the 

disharmony of contending passions an' turned the specu­

l a t i ons of the i n t e l l e c t in to the r e a l i t y of experience." 

Tho s impl ic i ty of tho language i s the perfect 

phrasing of i t s emotion. There i s not on© word too r a -y , 

not one too few, and al&ost ©vary one 3s pure Anglo-Saxon 

whoch for an Englishman i s the l iv ing language of the 

h e a r t . To find an a f f in i ty In Lnglich for t h i s ri^hne^s 

of emotion in simple words, combined with mysticism and 

colourful Imagery one has t o go far back in the cen tur ies . 

I t la not found in the seventeenth century for , the re , 

there i s always the suggestion of the d i l e t t a n t e . a t t i t u d e , 

nor even i n Elisabethan l y r i c s for there a boisterous note 

i s frequent . Gas must re turn to tlie Mediaeval ly r i cs and 

In partlcAAar t o the r e l ig ious poe-na of the fourteenth 

century* 

Diction 
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English 
verse 
qualities 
of imagery 
and mysti­
clcm 

¥111 

In Hay, 1857, i*i a second letter to Kelsall after 

a silence of six years, Beddoes refers to the "Ivory Oate — 

or lesser Dionysiacs — (ay new work — } . " As an alterna­

tive to "The Ivory Oate" the title-page which Beddoes pre­

pared has, at tho bottom* "gate of horn." Evidently Beddoes 
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1 Letter to Kelsall* Zurich, 19/5A837 
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fed in mind tho l i n e s of l e r g i l , 

Sunt geittlnes sownl portao* qaarum a l t e r a f e r t u r 
cornea qua v e r i s f a c l l i a datur exl tua umbrie 
a l t e r a eandonti perfecta n i tons elephant© 
sod faliia ad caelum a i t t u n t insomnia Manes. 1 

The book wee t o tie a co l lec t ion of :»rose t a l e s embodying 

l y r i c s of wfcSeh he wished t o be "prodigal .B The prose 

t a l e s vanished with the Brownlne Box - ne i ther Kelsall nor 

Browning had thought ' i l th ly of them anyway - snd of the 

l y r i c s only a frozen or so owe survived, i f ir-dee*? nor© 

over did e x i s t . All t>3e poems of tbe whole period, scire 

doubtfully dated,, nvsahcr l i t t l e over twenty. 

Tho sheaf i n t e r e s t of the Ivory Goto centres about 

four love poemss "Love-in-Idleness," "The reason Why;" 

and the "Songs" by Edward and Kenclm. But in none of 

thwa did he raach tho heights of "Dream Pedlary" or 

"Lady, was i t f a i r of thee" or "The Ghost 's uoonshlne." 

Love-in-Idlcness! i s referred t o by Donner only 

because of the complexity of emotion revealed by the 

l a at l i n e . Tho po«aa consists, of six stt-ophes* e l t o m a t t -

l y spoken by a boy a^d h i s love. F i r s t coraa man's nntural 

demand t o be the only possessor of h is beloved; in t ha t , 

ho says , wi l l \m complete love. To b i s worcs she r ep l i e s 

that when t h i s i s brought to pass, she wi l l '.iOld him 

close by her nor wi l l h© bo able t o leave . The thought 

of such subjection la r o t permanently congenial to the 

maeeuline mind; ho thinks i t would be b e t t e r to be her 

c«cord love. Then man's craving for conteet and opposition 

Suggestion 
of Vergil 

Prose tales 
and lyrics 

Love-in-
idleness 

Synopsis 
and lnter< 
pra t at ion 

1 Aeneid* Book TI* 11 . 895-6 
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could be satisfied; with daring he would creep into her 

ohamber and possess her hy stealth. To this she agrees 

sensing the delight of an importance worth the striving 

by two men instead of mutual love with one. Yet this In 

turn he rejects, and demands to bo hor third love* exult­

ing in his will to struggle and conquer. Bo will seise 

her la naked loveliness and have her by force. But to 

this the lady repliest 

'Then thou shslt not be my first love* boy, nor my second* 
nor ay third; 

If thou'rt tho first* I'll laugh at thee and pierce thy 
flesh with thorns; 

If tho second* from my chamber pelt with jeering laugh 
and scorns; 

And If thou darest bo the third* I'll draw my dirk unheard 
And cut thy heart in two,-

And then die* weeping you.* 1 

Sowhere else in Beddoes is there such true snd penetrat­

ing understanding of the feminine mind. Hot even Byron who 

professed to understand womanhood* over saw so deeply into 

the love Of woman. That cold calculating quality which 

professes to give so much and gives so little - love on a 

purely physical and material plane - Beddoec caw* and recog­

nised its devouring power. It slays and weepe; tho feminine 

which consumes man and rules the world* And Beddoes wae Beddoes* 
analysis 

wise enough to give his words s carefree* half-amusing tone; of the 
feminine 

otherwise ho would have been branded as an un chivalrous mind 

cynic. Surely Kelsall could never have understood the poem 

or he would never have ent i t led i t "Love-in-idleness." 

Tho poem has the technical perfection expected of 
1 11. 51-36 
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Beddoes in his mature period* The lines earry metro; they 

sre net formed of it* The prosody refuses analytical Technical 
perfection 

treatment; wo are presented with a five-fold succession of the 

poem 

ef similar movements that are each more than the mere ad­

ditive totals ef syllables, Tho effect of the poem is 

heightened beeause of tho association of delight built up 

from tho short rhymed couplets at tho end of each stance 

which at the end ef the poem is utterly shattered. Atten­

tion is given to minor details as well* The Introductory 

words of each of the hoy's stances are varied to show the 

Increased desire and emotions 
1 

Shall I oe your first love* lady* shall I bo your first? 

2 
But lot mo he your second love* but let me be your second* 

Mo* I will he thy third love* lady* aye I will be tho 
3 

third* 

The whole poem is illustrative of Beddoes' great 

power when his genius was not overmastered by a forced 

eagerness to be effective. Its* realistic note joins it 

to the humorous poems and passages in his dramas* 

"The Reason why* pursues the theme of "Love-in-idleness" 

In lighter sad moist amusing fashion. Swayed by feelings 

of loving snd not loving his maid* the lover attempts to 

analyse his feelings. She has no more personal charms than 

others* and in perplexity he concludes thst to understand 

1 1. 1 
S 1. 13 
3 I. 86 

Tho 
Reason 
Why 
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the reason for love would kill it. Similarly* could ho 

find ft within him to turn from hor* his disenchanted 

love would die. And therein lies tho reason of his love's 

permanence; he is enslaved oy combat and endeavour. 

The metre of the poem matches its revolving feeling, 

lot only de the three etansos end in four linos with rhymes 

identical for all three hut the rest of tho etansas have 

a rhyme scheme* abbddadd, which keeps the thought from 

reaching a natural resting place. Tet the poem Is some­

what more than a poetical exorcise; it recalls some of 

the more fanciful love lyrics of the Jacobean and Caroline 

poets. Donner has also noted that it "is more of a pastiche 
1 

In the manner of Berrlck and Suckling." 

"Edward's Song," or "Dial-Thoughts," to give tho 

peon Kelsall's title* was to be an epilogue to chapter Edward's 
Song 

one of "The Ivory Oate*" but is difficult for one* lacking 

the prose tele* to fully interpret the poem. The prosody 

ef the poem calls for no special mention} it is written in 

Beddoes' later technique but it ie not one of hie brilliant 

successes* Eo thinks of his love at daybreak, noon* even -

ing and midnight* each of which times is identified with 

a corresponding period in the life of his love. The 

thought ef the poem is commonplace with the exception of 

the lost stones.. The idea of spiritual love, identified 

vith death in its fulfilment* is familiar in Beddoes* poetry. 

"To hoar thy grave-worm hiss*" is not the most felicitous 

1 Donner* p. 329 
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phraseology, nor Is the puerility in the lest line of 

stance one* but tho concluding lines of the poem pre­

sent a pleasing antithesis and a powerful indirect ex­

pression* 

But looking on thy lips is cheer 
They closed in love* pronouncing love; 

And then I tremble* not for fear* 

But in thy breath from heaven above. 1 

The Epilogue to Human Woe ("Ballad of Human Life" -

Kelsall) parallels the thought of the previous poem in three 

irregular stansas of ten lines each. But the attempted 

ingenuity of ^ram construction miecarries* The last lines 

sre the best part of the poem. Love persists and cheats 

"fate and the darkling grave." As long as life is inter­

preted in terms of emotion - which for Beddoes is forever -

then he and his love are one in the necessarily comple­

mentary relationship of the sexes* 

The "Alpine Spirit's Song" gives the joy which 

Beddoes felt in the majestic mountain scenery about tho 

Vierwaldstattersee during his years at neighbouring Luxern. 

Snow* mountain streams and flowers fill his linos with 

delightful word pictures; he wishes to sail* like s dragon 

from Mt. Filatus over lake and valley till he reaches Mt. 

Todi which there dominates the southern skyline with Its 

vast perpendicular summit. It is magnificent description, 

however emotionalised, to make the loftiest poetic appeal. 

That* Wordsworth* of all the romantics, best understood. 
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Marrlage snd death* are* aa Snow points out* a 

favourite contract with Beddoes* In "Dirge and Hymeneal0 

two meldens meet at a church door but marriage awaits one 

snd a grove hss been prepared for the other* Sebald'e fool 

and the Duke's jester sing alternately but the fool* whoso 

song Is woe* has tho last work; Death triumphs, "The Two 

Archers" tells of a young maiden in May who gaily chose 

Love's arrow Instead of that of the withered bowman* Death. 

But Love fled and in December she Bought out the old bow­

man and begged that his dart "steadfast Death" cure her 

woes. Hot love out death is the constant element in life 

and* 

Its point is but for those who'd fly 
Winged and all soul into the eky. 1 

"Silenus In Proteus" and ths Songs named by Oosse 

and Kelsall "Lord Alcohol" and the "Stygian Naiades" are 

amusing in their humour which ranges from faootlousness to 

full-vol cod merriment* The two former are written in 

xangnses rollicking verse that carries along a gay mood to 

2 

dissolve in laughter. Snow thinks "Lord Alcohol is s drink­

ing song not quite rollicking enough for ite avowed purpose, 

nor quite sober enough for any ether." Maybe. "Silenus" 

looks in retrospect at a life that has not boon worldly 

successful but one full of good cheer and bodily pleasures 
as becomes one whose lot it has been 

3 
To suck the goatskin oftoner than the goat* 

Dirge and 
Hymeneal 

The Two 
Archers 

Humorous 
poems 

1 11. 51* 62 
2 Snow, p. 148 
3 1* 21 
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Thore is a leisurely and composed air about the 

poems in "The Ivory Oate" which Is In marked contrast to 

tho feverish or serious atmosphere in much of Beddoes' 

earlier work* Though gloom and rrorosenoes settled down 

over his life* except when ho plied the bottle to his 

flagging spirits* tho struggle ef mind vith thoughts of 

life and death is over. Poetry Is not sny more a thing to 

be lived every day; it can bo taken up or put down at 

will* Tho command ho achieved over the mechanics of 

versification is s till his but the serious purpose is not 

so keenly felt. One cannot help feeling of many of 

Beddoes* later poems that he wrote them because he slways 

had written* Donner fails to appreciate this change in 

Beddoes. He becomes so lest in his attention to individ­

ual poems and so anxious for the reputation of Beddoes 

that he does not realise that his subject is fading away 

from him in clouds of indolent meditation and morbid se­

clusion. Beddoes talked airily of fresh efforts and now 

schemes of publication but they came to nothing. Life had 

lost its sestf it was so much easier to spend days in tho 

paradise of mountain scenery or nights in tho simulated 

paradise of alcohol. There is s distinct falllng-off in 

the Intensity of his vorse which is far dlfierent from the 

sense of assurance with which a master piles his oraft* 

There is also a distinct decline in the amount of work he 

produced* It is supposed hy Donner and others that 

Beddoes destroyed much of his lster work, but in the abeonco 

of sny positive proof and even depending solely for judgment 

Changed 
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on tho probabilltes of human nature it Is an unreasonable 

supposition* If these poems survived, which are not com-

parablo In thought or execution with the poems of the early 

Wuriburg days* why wore others destroyed? And if sny 

others ever did exist, is It likely they were any better? 

Tot there were flashes of the old genius - boldness 

of conception and darlngnoss of Imagery* "The Lest Frag­

ment" opens with these lines. 

Diet shone tho pallid torches trembling ray 
And tho last gush of voices died away. 
As bleeds the sunshine of a stormswept day 

upon a panting sea. 1 

There is power, too, in tho third of the "stances written 

in Swltsorland" revived by thought of hie poetic Idol; 

Though few might weep when the Aegean rose, 
Deaf and tumultuous as human kind, 

To overwhelm for ever in Its close 
The purest summits of an Alpine mind,* 

Sholloy has sweet revenge* 2 

The metre bears a striking resemblance to that of "Adonals." 

The supposition by Donner* that "The Phantom Wooer* 

was written in the Adye note-book* then in Keleall *s keep­

ing* while Beddoes was in England in 1647 is based on the 

resemblance of the handwriting with that of Beddoes' later 

penmanship in tho corrections to Death's Jest-Book. Tet 

that doee not prove it was composed then. In fact* the 

thought* style and mood of the poem mark it as belonging to 

a distinctly earlier period* probably the later Gottingen 

years* Another explanation of its appearance there, and 
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loss specious, Is that* at Keleall'a request* Beddoes 

transcribed into the notebook a poem which till then aha 

hod oxistod on a loose sheet of paper. 
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CHAPTER ? 

THE BRIDES* TRAGEDY AKD uHFIHISHED DRAMAS 

Passion's hieroglyphics; 
Fainted upon the minutes by mad thoughts* 
Dungeoned in misery. 

Death's Jest-Book* 11* lv. 139-141. 

I 

THERE is a sense in which romanticism is of the very 

heart and soul of drama for this ease of personality seeks 

to present its estimation of human life by giving significant 

scenes and pictures from which the reader by inferential 

induction and tho persuasive powers of emotion will gather 

what was in the author's mind. It is an art which depends Romantic 
and eub-

for Ite expression upon the careful selection of meaningful jeetivo 
qualities 

material out of the whole situation* It will ee subjective - of drama 

for what great work is not? - out not subjective in the 

sense that tho author will intrude his personal observation 

end feelings into the body of the work* togged with hie name* 

"That g dramatic character epeaVe for his creator, and tbat 
young Shokoepearo woos Ann Hathaway with Romeo, ic an lllue-

»1 
ion so silly it scarcely deserves oomtnent. with all this 

in mind the romantics essayed the drama. Elisabethan liter­

ature took dramatic form because the theatre wae already a 

popular Institution, growing out of the old moralities, Form of 
Elisabethan 

myeterlee snd miracle plays* The romantics* on the other and 
Romantic 

hand* put tho form first and poured their thought and feel- drams 

ing into it. The result was not great drama* nor was it 

even ctructurally great art. 
1 Snow. p. 112 
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The key to this paradox is the vast distinction between drama 

and scone* There ic thus between the Elisabethan and ronan-

tlc drama the same structural difference as between, for 

example, a novel of Hardy and Lodge's Roaalind. Individual 

scenes, even though written with the Insight of a Marlowe 

or Shakespeare* rrrMfh romantic dramatic scenes were not* 

do not suffice to make a greet play either for reading or 

for acting. Romantic writers were scenic not dramatic in 

the** technique • Romance, and not always of tho popular 

variety either* has thrown an atmosphere of splendour about 

the theatre which it simply doss not possess* Donner has 
1 

pointed this out in tho case of Beddoes;"Tho glorious world 

of the theatre had fascinated Beddoes* and the visions of 

tho ctage, whether actually seen or conjured up from 

printed pages, gave his thoughts their dramatic chape." 

Tour romantic simply cannot conceive of William Shakespeare 

as a London business man putting on a good show for material 

awards and retiring from business to enjoy life. For the 

romantic there is a compelling lure about the theatre; if 

he cannot put hi self upon the stage as author or actor, he 

takes the drama to his study or becomes an Incurable amateur. 

Beddoec did both tho latter* 

"The Brides* Tragedy* followed the laudatory criticism 

that attended the publication of "Tho Improvisatore" in 
2 

Harsh 1821. It has been pointed out by Snow that by a 
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curious coincidence the same issue of the Oxford university and 

City Her & Id wMch announced the publication of Beddoes' first 

volume of verse contained also the raw material of "The Brides' 

Trsgody'' in the form of a prose narrative embodying events which 

were supposed to have happened at Oxford almost a century before. 

A ballad ef some thirty-five stanzas based upon tho narrative 

also received simultaneous publication. This was the poem "Lucy"* 
Source 

later included by the suthor, Thomas Gillet, in "The Midland 

Minstrel", published in February 1 8 ^ . Tho poem follows rather 

carefully t«e prose narrative* but Beddoes* tragedy departs from 

it in several ways which are important as showing what constit­

uted for him tho proper setting and eohet.o of romantic drama* 

An abstract of the tale printed in tho Oxford Herald 

gives the source material Beddoes used* 
n Abstract 
^ A servant of a large College.. • ...had an only child, of 

narrative 
on whom he doated* A young man of rank*...*whe belonged to 

tho College,*.....an excellent poet, elegant In dress succ­

eeded in gairlng the heart of Lucy. It happened during a long 

vacation, when at the mansion of his family, ho was Introduced 

to the daughter of a peer, and ho soon found that ho might 

without difficulty succeed in gaining her affections... ..success 

crowned hie endeavours.... .He again saw his Lucy.....and at 

length contracted a private marriage wit her, unknown to the 

father.....he again s«w the titled xady and it was settled 

that the marriage should shortly take place. He returned to 

Oxford.... .soon after Lucy was missing.... .after tho desth Of 

1 Abetract of narrative from Oxford university ard City Herald 
of March 24, 1821; reprinted In Works of Thomas Lovell Bedd­
oes, ed. by Donner, pp. 710,711. 
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the father the body of a young and delicate female was found 

burled.....In the Divinity Walk. 'Poor Lucy! I heard tho death­

bed confession of (the murderer). May God have forgiven him! -

Memoirs of ..............Written by hlmBolf." 

Here are the materials of drama, which Beddoes wns quick 

to recognise, end which contained the elements of love* pathos, 

crime and mystery dearly loved by the romantics. Whole scenes 

would have to be created and other characters added; tho tale 

would have to be brought within the limits of the conventional 

drama and clearly tho ondirg would have to bo altered to make 

nemesis fall quickly upon the murderer. The setting of the 

story was well enough in the ballad where all the trappings of 

romance contrived to throw an sir of unreality about tho events 
Changes 

but Oxford in tragedy would look bald and crude; the eettlng made by 
Beddoec 

would have to be removed to a remote and different place* 

Beddoes* creative instincts were cure; these changes he pro­

ceeded to make* But he went further* In order to balance the 

social positions of tho man and his love and to provide a com­

plication to tho plot In tho person of a rival lover from his 

own class, he raised the social status of the girl and made 

her the daughter of one who hae lost his wealth but not his 

rank which was tho equal of the lover's. It thus became poss­

ible to have the girl's mother play the part In tho drams which 

she does but it necessitated a change of motive for the crime* 

The ambition ef tho narrative and ballad la replaced by jealousy. 

The source was fundamentally a social theme but, as 
Donner points out* "the Romantics had turned their backs on the 

1 Donner k> 85. 
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social aspects of tragedy." Beddoes refashioned t e plot to 

fill an Elizabethan mould. 

The narrative and atnosphore of tho sources sre trans­

formed Into the action of the drama by the construction of a 

plot which brln«s out the desired elements of romance. Hesperus 

snd Floribel, the student and Lucy of the narrative, arc intro­

duced in a background of natural beauty of flower and forest, 

a "deliberately pretty scene", as Sr.ow has described it. Beddoes 

shows his sense of dramatic proportion by having them already 

secretly married* Thus dispensing with preliminaries the preb» 

lorn of the play is directly presented. Orlando* in love with 

Floribel* plane to have the father of Hesperus arrested for debt 
Synopsis 

and will release him if Hesperus marries Orlando's sister, Olivia, of 

plot 

thus leaving Floribel, unmarried as he thinks, for hlnself• Hes­

perus visits his father in prison and though maddened by the 

proposal of Or land®., tentatively agrees to marry Olivia. When 

Hesperus next meets Floribel he hints that disaster is impending 

but leaves in haste to ponder over tre perplexing situation. Re­

turning suddenly, he finds Floribel kissing the page-boy by whom 

Orlando had sent a love-message to Floribel. Enraged by what ho 

magnifies into infidelity, he abuses her with wound!rg words end 

departs. He then falls in love with Olivia and plans the murder 

of Floribel. That night he meets hor in the forest and drives 

s dagger through her heart. Almost immediately tho crime is 

discovered and taw huntsmen unearth the newly-burled body whioh 

they earry to Mordred's cottage. The Duke's guards arrest Hes­

perus in tho banqueting-hall where a company of lords end ladiee 

have assembled to celebrate the betonthal of Olivia and Hesperus. 

1 Snow p. 38. 
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An instance of Beddoes* Instinct for the cruelly dramatic, 

thinks Snow* After the sentence of death has boon pronounced 

by the judge and as the execution is about to take place, 

Floribelfs mother visits Hesperus in prison* She hss a bouquet 

of flowers, steeped In poison, which both of there inhale; they 

die together. 

II 

It will bo seen that Beddoes hss left t! e :rain plot 

substantially as he found, it. The motive for the crlase hae been 

changed and with it the role of Hesperus' father. The work 

thus becomes a tragedy of revenge built upon the same plot that 

made tho newspaper narrstive and poem a social tragedy. The 

Tragedy 
change Is significant as showing the quite different points of of 

revenge 

View of Beddoes and his contemporary. As a good Elizabethan, 

Beddoes complicated his drama, not by adding new threads of 

action to the main plot but by the additon of an ante-plot in 

the pore on of Orlando* It reinforces tho motive of the main 

plot &&kl g its development depend upon the hidden designs of 

Orlando, w' ieh appear in Hesperus as filial obedience as well 

as tho primary motive of jealousy, and the later motive of love* 

This complicated motive* or to be more exact* the 

addition of a second and third motive which almost supplant 

tho first, led tho author into confusion when he began to sel­

ect toe scones which were to be built into the whole work* In 
Motives 

the absence of any knowledge as to how the play developed in 

tho outbor's mind, it is perhaps idle to speculate but it would 

seem, at least, that tn© play wt-.s conceived with the original 
1 Snow, p. 41. 
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motivo of filial obedience* brought forward by tho machinations 

ef Olivia* that in tho seco d act the new motives of jealousy 

and love swept the play into a new form* not originally intended* 

With the subject and theme fixed and the linos of action wlthlln 

the plot rather definitely laid down, the next problem w&a one 

of choose of tho scones to be presented. The architect* who 

has decided upon the typo of his building* determined its size 

and selected its materials* must next pass on to problems of 

internal design and tho choice of room units, weighing their 

relative importance and juxtaposition. Similarly, wh:.t scenes 

to present end what to omit* what are demanded because of tho 

exigencies of art and what are matters of taste ard effect, are 

the most difficult problems t: at a dramatist has to decide. It 

is just hero that the weakness of "Tho Brides* Tragedy" la most 

obvious. Its construction, though far from perfect is not its 

weak point—there are few such blunders as having Orlando left 

alone* modi tst ing before an empty prison cell while his father 

marches sway to freedom; tho fault is much deeper and more 

elemental than that. It lies with tho lack of judpiont of 

en inexperienced dramatist. The scenes for portrayal are 

chosen for reasons of romantic appeal and not for t, e quite dif­

ferent and proper purpose of dramatic effect. Snow declares it 

to be *"a play unfit for the stage* with a higher percentage 

of effective stage scenes than many which have succeeded on the 

boards-*. But he does not state which are these supposedly 

effective scenes. 

Still continuing to consider the play from the con­

ventionally dramatic point of view, one should criticise the 

Choice 
of 

Scenes 

Construction 

Romantic 
appeal 

1 Snow* p. 46. 
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Excesslve 
number of 
scones 

choice of scones which Beddoes put together to make up his 

dramatic structure. It cannot bo said that a wider choice was 

ruled out because the ploy wss already lengthy; as it stands 

its acting time would b© only from seventy-five to ninety 

minutes* In fact the choice is, if anything, too comprehensive; 

it includes twenty-two scene? which almost verges upon imprac­

ticability, keeping %i% mind the staging facilities of either 

Beddoes * or our own theatre. Othello* in contrast, has fif­

teen scenes which for acting purposes can bo reduced to seven 

or eight; Beddoes* twenty-two scenes might bo reduced by one 

or two In the fourth act. His choice might receive presentat­

ion only in the cinema wore t'at not debauched by artistic 

atrocities committed by tho mob-minded* 

The reader or observer dev.ands two things: ho wants 

to witness tho crliro or at least come close to it* and ho wante 

to bo present at tho retribution which falls upon tho murderer* 

Beyond that* the choice of scenes, leading up to the climax 

and away from it, rests with the dramatist. In the Brides' 

Tragedy the choice is so varied and the settings are eo unlike 

that a continuous presentation is almost impossible. It is 

just a question whether the prison scenes should not be removed 

to the third act to serve as the final compelling force to drive 

Hesperus on to orimo. More certainly should punishment fall upon 

the head of Orlando. But leaving theee aaide there is tho very 

serious fault of presenting scenes purely for thslr picturesque 

appeal rather th»r ••heir practical value. Such ere the suicide's 

grave scene—beddoes could not resist a gra-geyard—the forost-
Posslble 

setting for tho murder* and tho cottage scene in the fifth aot. improvements 

By omitting these snd consolidating ths action of several of 

Arrangement 
of 

scenes 
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Faults 
of the 
scenes 

the scenes into common settings* tho play would gain in 

force and directness; it would lose some of tho romantic 

appeal which Beddoes would never think of sacrificing. 

The scenes loading up to the crime, whatever may be 

chosen, must be convincing and present an Inescapable conseq­

uence if tho ploy is to be more than a disjointed mass—and 

die jointed not because of faulty workmanship but because 

of incongruity. *he proson scene lac s the presence of 

Orlando to charge it with conflict and tense emotion* The 

jealousy scone* full of great possibilities, is hurried and 

lacks entirely any motivation. Wo arc oven loss prepared for 

the innocently treacherous kiss than is either Feerlbel or the 

page or the astonished Bosporus. Scone two* act two* must have 

boon as puzzling to Floribel as it is to tho reader; yet bee­

ause of the tangle of plot into which the suthor has got himself* 

the perplexity of Hesperus cannot be clarified* In these and 

ether scones tho play lacke body; the situations are merely 

sketched in broad outline. In addition to the a ck of emphasis 

from which thoy suffer* there is an almost total lack of all 

the careful leading up to and elaboration of focal points of 

interest which make a play stsnd out in three dimensional 

proportions* Sue play loses In psychological intensity* 

Tho construction of the play is not its weakest 

point. Hor is this to unexpected when it is considered that 

Beddoes had before him the scenes of Elisabethan playe as mod­

els* Outwardly U# play has balance; the five acte are app-
construction 

rtetisiatoly the ssiro length and the twenty-two scenes are rathor °* t n * 

evenly spportioned among them* Hot nil the ex i t s and entrances 

Lack of 
intensity 
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aro as stupidly awkward as the exit of Olivia at t e end of 

Act 11* scone ill. The beginnings of scenes are almost invar­

iably good snd show skilful foreshortening* The dialogue is 

distributed somewhat evenly among tho characters and since Bedd­

oes has seldom more than two or three active persons on the 

stage at any one time, this is the more easily accomplished* 

There sre contrast too and suspense and motivation, not handled 

very ably* but nevertheless contributing to the total general 
General 

effect* The business of the moth in Act II, score iv is "good effect 

theatre * as Snow has pointed out. 

( Blindfold moth, 
Thou Shalt not burn thy life; there, 1 have saved t oe, 
If thou art* grateful, mingle with tho air 
That feeds the lips of her I thought of once, 
Choak her* moth, eh oak her. 1 could bo content, 
If shs were safe In heaven.) 

Ill 

The characterisation whtsh we expect to flrd In 

romantic drer,a originated In tho very nature of western art, 

as the evolving of the future from the past and tho upward and 

outward growth of tho individual. A character of luripidoe 

remains substantially the sane at the end of the drama as he 

was at the beginning for wo must not coifuse circumstance and 

action with the qu 11ties of soul and personality. Tho Lear 

of act five* on the other hacd, is a vastly different man from 

tho imperious and misunderstanding King of the first act of 

Shakespeare's play. Aetion and reaction and the cruelty of 

Character­
isation in 
western and 
In olacsleal 
drama 

i Snow* p.44. 
2 II, Iv, 42-47. 



-186-

humana have wrung his soul in torment until at tho end the st­

ruggle dies away and peace cornea—the peace of death. To wes­

tern* romantic drama belongs "The Brides* Tragedy" and though 

it would be unjust to compare this youthful work with the 

maturity of genius yet It is well to kmep in mind the kind of 

drome that Beddoes set out to write. We expect his characters 

to" he, not static, but consciously developed. Tot the fault ie 

not Beddoes* alone* ^The character-drawing, as in most Romantic 

plays* is wholly negligible. Its place was supplied by melodram­

atic incident and by the hysterical dialogue which in the days 

of Romanticism wont under the name of tragic passion." So writes 

Donner. But he states tho fact; he does not explain It* Though 

it is true that western art centres about Individualism and aloft 

that the romantic age tended to emphasize the indlvijoual with 

his claims to freedom and rights, yet there is here snothor 

current of mass action flowing in the contrary direction and 

toward a consciousness of democratic politioal power later to 

hear fruit in the Reform Bill of 1832. It wae these two oppos­

ing forces which Rousseau had attempted to reconcile in Du Con-

trat Social* Literature, particularly dramatic literature, 

turned away fro® individual Ism. It is noteworthy that at tho 

saiae time there was a turning away from portrait painting and 

a movement toward orchestration in music. It ie regrettable 

that neither Snow nor Donner eeiced upon this aspect of decline 

in drama characterisation for thoy, no doubt, would have made 

much of it* 

Of the fourteen men end women of tho dramatic personae 

Lack of 
expected 
characteris­
ation in Tho 
Brides *Trage*y 

Contrary 
currents in 
political 
thought 

Decline in 
portrait 
painting 

1 Donner* p.95. 
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slx are active-' Hesperus, Floribel* Lord Ernest, Orlando, 
Dramatis 

Olivia and Loners. It is not altogether by choice that they personae 

are equally divided between tho sexes; the result is a mechan­

ical balance of character in keeping with the outer balance of 

form. The number of appearances upon the stage ard the speeches 

ef the characters are nicely apportioned according to tho im­

portance of the characters* All that could be done in tho way 

of mechanical construction to give the ploy proportion haa 

been accomplished. But all this Is merely the beginning of art* 

Hesperus is tho main character in too play; from first 
Hesperus 

to 1. st his presence or action dominates every scene. At first 

we see hiia as the gentle lover swaying the affection and moods 

ef his Floribel* lightly putting aside the forebodings which 

have arisen in her drears. S©xt, in the prison scene* be 

appears as the obstinate, dejected and reluctant saviour of his 

father's freedom; but, characteristically of Beddoes, he makea 

Bosporus turn for solution, not to the outward world of struggle 

and intrigue to outwit his oppressor* but to the inner world 

of wretched passivanese and despair t at contemplates annihil­

ation. His last speech in act one shows how much bo is s 

creature of moods in the romantic senss: 

1*11 re a ghost and play about ths graves. 
For ghosts can never wed* 
There, there, they go; my hopes, my youthful hopes. 
Like ingrate flatterers. What have I to do 
With life?... ..1 

B© meets Floribel again brt the presence of her and the contrast 
Floribel 

with his father makes his plan of confession fade In Irresolution. and 
Hesperus 

The man Bosporus &a we know him up to this point is not the sort 

1 X* 111,115-119. 
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of person to react as he does when ho surprises Floribel 

kissing tho page* even although Floribel has told us, "He has 

too much of human passion in him*". But her opinion is not 

infallible; in Act II, scone 11 she had described him thus; 

He is tho glase of all good qualities 
And what's a little virtue in all others 
Looks into him and sees Itself a giant; 
Ho Is a nosegay of the sweets of rmn, 
A dictionary of superlatives; 
|lo walks about* a music among discords* 
4 star In night, a prayer 'midst madmen's curses; 
And If siankind, as I do think, were made 
To bear the fruit of him, and him alone. 
It was a glorious destiny. -*> 

He ra§e8 as a madman, in words that are as effective as sword 

thrusts and in spsechos that are studied Irony; in five minutes 

the tender submissive love is changed to jealousy and implacable 
Extravagance 

hate. It Is tho extravagance of romanticism; not even the noody of 
romanticism 

and suspicious Moor lost so hastily his love for Desdemona. 

In the very next ecene he is in love with Olivia. Realising 

the incongruity of tho situation Beddoes offers an explanation 

rather than take pains to build up a new Hesperus out of tho 

old. The very media for which drama exists are supplanted by 
poetry: 

you'll not believe me, 
But doubt and say 'tis sudden. Do not minute 
The movements of the soul, for same there ore 
Of pinion unimpeded, thrice word-swift, 
Outsoar the sluggish flesh; and these, Olivia, 
Anticipating their death-given powers, can crasp 
A century of feeling and of thought; 
Outlive tho old world's age, and te at once 
In the present, prst, and future; while the body 
Lives half a pulse's stroke. To see and love thee melodrama 
Was but one soul's stop. 

1 II,ii, 13-22. 
2 II,ill, 39-49 



-169 

An ingenluo method of getting aroun< a difficulty but 

damaging to a convincing character portrait! 

Like Beddoes hi? self* Hesperus has a death obsession. 

Surely his is the strangest sort of love i?mkin£ ever wit­

nessed this elde sanity. 

Then thou Shalt b© mine own; but not till death. 
We'll let this life burn out no matter how; 
Though every sand bo moistened with our tears. 
And every day be rain-wet in our eyes; 
Though thou shouldst wed some hateful avarice, 
And I grow hoary with a daubed deceit, 
A smiling treachery in woman's form. 
Sad to the soul, he art-cankered anc; forlorn; Romantic 
Ho matter, all no matter. idea of 
Though madness rule our thourhts, despair our hearts, death 
And misery live wit' us, and misery talk. 
Our guest ell day, our bod-fellow all ni£ht; 
No matter, all no matter. 
For when our souls are born then will we wed; 
Our duet shall mix and grow into one stalk* 
Our breathe shall make one perfume in one bud, 
Our blushes meet each other in a rose. 
Our sweeter voices swell sorr* sky-bird's throat 
With the same warbling* dwell In sone soft pipe, 
Or bubble up along some sainted spring's 
Musical course, and In tho mountain trees 
Slumber our deeper tones, by tempests waked: 
We will be music, spring, and all fair things 
The while our spirits make a sweeter union 
Than melody and perfume In the air. 
Wait then* if thou dost love me. 1 

Olivia, not understanding the sort of marriage to ve con­

summated upon a death~b*&d}proposcs: 

Can we rot love 
In secret, and be happy in our thoughts. 2 

His is not the sort of love that leads ran to coismlt mur­

der. It is the old problem of mixed metivee again which 

leads Beddoes Into an artistic cul-de-sae. Had he slain 

1 11, 111, fc3-88 

2 11, ill, 13, 14 
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tke. 
Plorlbol at tho moment of her indiscretion aad"murder 

could have been attributed to uncontrollable r^£C and 

jealousy:. How, however, a new love has suddenly developed 

which is represented as genuine and presumably jealousy 

flickers out* If the normal reactions of mortals are any 

guide* Tet Floribel is to bo murdered, not because of his 

uncontrollable passion for Olivia, and not for jealousy 

and* lacking another motive, we must think of filial obed­

ience in which light Floribel is an obstacle to Hesperus' 

marriage of necessity. All thee© shiftings of motive ©rid 

purpose make tho character of Hesperus eorfused and con­

tradictory. The spirit of "red-handed Murther" haunt*e his 

sleep and by the suicide's grave his thoughts take onAmur-

dereus design. There is a slight reference, it is true* 

to hie love for Olivias 

Olivia calls me forward and to reach her 
What if we ti*ead upon a world of hearts? 1 

But the chief motive for tho murder seers to b© erratic 

necessity as required by Beddoes. 

It is hard to reconcile the tempestuous Hesperus of 

the jealousy scone with the moody creature who sits from 

sunrise to evening otionless and speechless. A sunimer 

day Is so long! Evening comes And, as a hell strikes, he 

rlees to his deed* In this connection it is hard to agree 
2 

with Snow who says, "Beddoes had also a sens© of the true 

dramatic - which la a fusion of situation with character, as 

striking as the merely the: trlcal and far more deeply moving." 

Mixed 
motives 

Contusion 
In charac­
ter and 
plot 

Hesperus 
a romantic 
hero 

1 11* Vi, 96* 97. 
2 Snow, p. 45* 46. 
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Character and situation aire not in accord here at this 

crisis of the play. The action, too, does rot seem to 

rise out of ris character; his threat of deoth Is as inex­

plicable to Floribel as to us. It is understood only in 

her words; 

com© wild ard poisonous creature 
Hath wounded him and wit!- contagious fang 
Planted this fury in his veins. 1 

This has been ably Interpreted by Donner who her© calls you 

his very wide and appreciative knowledge of the llisabethan 
2 

and romantic drama. "The Romantic villain was & 'noble' 

villain who could not commit murder except by some seeming­

ly inexplicable aberration, and the crude story that had 

satisfied the author of Arden of Favorsham wae dramatically 

Impossible to the Romantic mind. Beddoec had to make a 

special effort to make the murder credible, and this was only 

possible if it appeared to be against the natural inclination 

of the murderer* The upper-class villain of the domestic 

drama was consequently turned into a sentimental hero, no loss 

to be pitied than his victims* fvery effort was made to 

exonerate him of his crime* and* according to Romantic 

practice* Hesperus was made the victim of a constitutional 

defect* which has its own literary history." He might also 

have added that the need for it was a concession to sentl-

msntallsm. 

There is nothing in the farillar entrance of M s 

servant to rouse such wild and dreadful fancies as Hesperus 

Donner*s 
explana­
tion of 
the incon­
sistency of 
character 

1 XXX* ill, 11. 119-121 
2 Donner* p. 87 
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gives way to in the first scene of act four* Here again 

Is the failure to unite action with oharaetor and character 

with action* There le no dramatic reason for this scone as 

there Is for the similar scene In Macbeth. The banquet scene 

is better done* the scene which Snow admires so much; there 

courage and audacity give a touch of admiration to the man 

in his words: 

Turn out that follow; 
X know him for a erasy marvel-aonger, 
A long-faced gossip with his batch of wonders s 
And now h e ' l l t e l l you the most terrible news, 
How many owls and ravens screeched las t night*. 
Or how some ^iost has l e f t his marble tomb 
To blab a drunken l i e * X 

2 
Donner thinks "fate must overtake Hesperus at h is own 

wedding, because the banquets of Kyd, Marston* Toumour, and 

Shirley tend to turn into carnage." Tho crit icism does not 

soorc quite f a i r ; there i s more in Beddoes* practice than 

mere ia>Itatl**%u This same defiant mood of Hesperus* words 

in the above passage i s well maintained into tho next scene 

in the l ines* 

Well* gaping idiots; have ye stared enough; 
Have ye yet satisfied your pious minds 
By thanking your most bounteous stare ye're not 
A proejldy like thief 3 

and in the words to his fathers 

Who's this greybeard driveller? 
Go, find your wits* old fellow, that bald skull 
Is full of leaks; henool look in last night*e bowl; 
Search all your money-hags* Bon'4 come abroad 
Again without them; 'tis amiss* 4 

Action 
and 
character 
not united 

Sustain­
ing a 
mood 

X IV, ill* 11* 86-92 
2 Donner* p. 91 
3 Xfm Iv, 11* 72-75 
4 XT* iv* 11. 80*64 
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Donnor is too umvero when he says that Hesperus* 

passion became "a hysteria which led Hesperus to such 

outrages as his speeches. to his father after the 

trial*........There is no life In it and no truth* only 

literary reminiscences*" One may be excused some hysteria 

with a noose hanging over one's head* The Hesperus of the 

last act is uninteresting. Wo expect something more than 

tho meek penitent piously mouthing line after lino of blank 

verse* to his quiet listeners. Toward the end of the 

scene he calls upon Floribel for comfort; his new love* 

OHfris, has been temporarily displaced in his thoughts. 

I feel an airy kiss upon my cheek; 
It is her breath; she hears me; she descends; 

Hor spirit is around me* How 1*11 die* X 

Here we have no hero going to his doom dogged by in­

escapable fate and powerless to have avoided his end, nor 

have wo a creature of human frailties, whose crime is mortal 

weakness* unredeemed hy the love of/God, going to a just 

punishment yet arousing our pity because of other nobler 

qualities of character. His passing leaves us cold* It 

may be argued that Beddoes* original was a consummate 

villain to whom Hesperus appears passing respectable, but 

If art is to rise to the heights of tragedy it must do 

more than merely show scenes from the life of a murderer* 

Orlando is the light-hearted and scheming villain of 

tho play. His diabolical plan to break off the love affair 

between Hesperus and Floribel is grimly successful* Though 

he appears infrequently in the latter part of the play it 

is aio evil nature which has started the action to., ard doom 

Lack of 
integration 
and con­
vincing 
realism of 
oharaetor 

Orlando 

1 T, Iv, 11. 74-76 
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ond hie influence is felt to the end. Knowing hie own 

guilt it is hardly In keeping to have him address Hesperus as, 

BrocUgioua wretch! 
Rebel to man and heaven! On thee shall fall 
The cureless torture of the soul, the woe 
Hell nurses for the deepest damned. * 

There is an unwarrantable neglect of this character in the Hegleet 
of this 

last two acts which weakens tho whole play. He appears character 

once more, In the final scone, to grant in.one short speech 

Hesperus* plea for fdrgiveneses 

And we rejoice to grant it, and if prayers 
In meek sincerity outpoured, avail 
Tou have them from our hearts* 2 

Surely there was a place here for a scene of recrimination 

between the two men. Hesperus learning of the original 

piece of villainy that sot off his downfall might have 

settled the score with a sword thrust* Or If Beddoes in­

tended Orlando to expiate his offence by a lifetime of regret 

he night at least have dismissed him in lines of comfortless 

remorse* 

Lara. Ernest Is shown as resolute and courageous In 

the presence of his gaolers but once they are gone his 

broken spirit cries out and ho begs his son pitifully to Lord 
Ernest 

rescue him from prison. It is a scene not without some 

power and the controlling force is the character of Lord 

Ernest. Donner has put his finger on tho weakness of both 

father snd son and also upon a fundamental weakness of the 
3 

plot* "their failure to understand each other cauaes the 

whole tragedy. In their decisive meeting (1,111) it never 

1 I V , i v , l l . 112-12 
2 ?, i v , 11* 12-14 
2 Donner, p. 96 
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occurs to Lord Ernest to ask for the reason that Hesperus 

night hav© for his refusal to marry Olivia, and tho son 

has not the moral courage to tell him*" There is tender­

ness for his son, nhieh does not become mutual until the 

lest act* When Hesperus takes upon him the strange madness 

that precedes his crime his father concocts a story of 

childhood Influence to account for It. Lord Ernest's total 

unswareness of the cause ef his son's strange behaviour 

adds a pathetic touch to the scenes that follow, but It 

rouses our impatience toward the man; we seem to expect 

that he will penetrate the myetery. Hie stupid lack of 

insight is redeemed by his courageous defence of his son* 

at his arrest* 

But all the warriors of the universe 1 

Shall not cow met 1*11 free him; villains, back* 

How Hesperus is led sway snd in the next scone Lord Ernest* 

sll his bravery gone* a broken old man, patiently endures 

tho angry satirical insults of his son. There is something Pathos of 
character 

very fine in old Ernest's devotion to Hesperus; it strikes 
one as realistically human. His last words to his son are 

full of tender affection. 

Hesperus* Hesperus 
Thou'rt going to thy mother; tell hor* son* 
My heart will soon he broken* so prepare 2 
To have me with you* Bless thee* boy, good night* 

i i 

The father can think of no place but Heaven for even a 

murderer son* Lord Ernest i s the most nearly a normal 

x i f , i n , 110*111 
2 V* iv* 64-67 
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human of all the characters in the play. One cannot agree 

1 

with Donner that ho "is quite as hysterical and unreason­

able as Hesperus*" 

Lonora, the mother of Floribel, is a sort of counter­

balance to Lord Ernest. Unlike Lord Ernest's love for his 

son* Lenorats love dees not demand any sacrifice of her 

daughter. Her deep* almost sentimental, effection for Flori­

bel 1« shown in her very first speech. 

Doer and gentle soul* 
You ne'er offended me* hut when you said 
You had offended, 2 

3 
op to tho middle of the third act Lonora, as Donner also 

observes, acts as well the role of confidante to her daugh­

ter* which she can well do for she alone knows of hor 

daughter's marriage* After tho murder scene she becomes 

as It were the soul of Floribel continuing upon earth* There 

is exhibited sognlf leant control in thle woman crushed with 

the death ef her daughter and then of her husband. Tot* the 

serenity of sadness falls too Immediately upon hert as is 

the ease with the presentation of Hesperus* oharaetor* wo 

ere not shown the transitional stages of character evo­

lution. The poignancy of emotion prevents her concluding 

lines in Act III from sounding maudlins 

I have not eyes enough to weep for both* 
But 1*11 go steal the sleeping world's, and beg 
A little dew from every sipping worm 
To wot my cheeks with* • 

Lonora 

Lonora 
as 

confidante 

X Donner, p. 96 
2 XX* II, 6-8 
3 Donner* p» 93 
4 III, V, XI. 92-93 
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In this andAfirst scene of act five sorrow roaches heights 

of poetic dignity* Life, as portrayed in tils broken woman* 

takes on a nobility that is never shown elsewhere by any 

other character in tho play* This is genuine pathos* It is 

Ilk© tho heart pang of one, who rising to begin another day, 

remembers that Death is in the house and feels the resur­

gence of wretchedness* She has reached through love and 

sorrow a spiritual plane that precludes any idea of human 

passions* She opens her lips to curse Hesperus but only 

words of forgiveness are spoken. And now for love of him 

who onee loved Floribel eh© bringe poleon in a bouquet of 

flowers which liberates both of them from life* To her* 

dying, is given a vision of her daughter* 

With his other two women characters* drawn on more 

ambitious plans, Beddoes le loss successful* At the same 
1 

ti-e one cannot, as Donner does, dismiss them by saying "the 

women are mere copies of the devoted heroines of certain 

Elizabethan piaya"..,..«"in all her main features Floribel* 

like Olivia* oolongs to the class of women wit; out self which 

had been made popular by Montemayor and Sir Phillip Sidney* 

Oraen* Shakespeare, Beaumont and Fletcher* Maesinger, and 

Shirley." It ie so easy to generalise* 

Floribel is the Incarnation of trusting aflection* 

Tot she has a mind of her own too; she begs him to make 

known their marriage* to throw away* "Tho blank snd ugly 
2 

visor of concealment." She chides hi.; for his tardiness 

X Donner* p* 97 
2 II, II, 11. 101-104 
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in a petulance thst dissolves in love* But she ie not blind 

to his impetuous nature* It is because of her deeply 

affectionate nature and dependence upon Hesperus that she 

is no match for him in his cruel denunciation of her* She 

cannot even shield herself from the poison of his words. 

She but carries out her intended role expressed in tho lines, 

*.*««.*.«..«•«**• iir again 
My wicked sen KG s grow so cruel quick 
As to suspect his kindness, I'll be sure 
My eyes have got false sight, my tears false hearing 
And my whole mind's become a revel traitress* X 

It Is only this which can explain her tenderness to him on 

their next meeting and her eager defence of him to her 

mother* though her heart ie breaking. The murder scene 

is not convincing and Floribel acts like a bewildered 

child* She dies, speaking perfectly coherent blank verse 

to hor last breath* Floribel is little more than a piece 

of stage machinery. After her death In the middle of the 

play her place is filled by Olivia who has already become 

betrothed to Hesperus. She is represented as forward, Olivia 
replaeee 

offering herself to Hesperus - most unbecoming in a ro- Floribel 

mantle young lady!, though it does assist Beddoes In 

speeding up tho action of the play. Her healthy skepti­

cism of the pleasures of death are in agreeable contrast 

to the ravings of Hesperus. After her husband has been 

dragged away to prison, tho sarao maid and attendants who 

have measured her worth toy their devotion comfort her in 

death* Olivia has fallen into a pleasant melancholy 

X XI, ii* 11. 101-104 
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whieh enjoys the prospeet of early death. Her companion, 

Vlolette, is to sit on hor grave In tho evenings snd the 

spirit of Olivia will visit her. Vloletta does not 

think It will bo nearly so pleasant as does Olivia. Ro­

mance here becomes sheer silliness* 

On© longs to hear the voice of sanity or the humorous 

satire of Shakespeare; "Men have died from time to time and 

worms have eaten them, but not for love*" 

Throughout the whole play the characters lack canity 

end a convincing humannoas* Boon at their beet they are 

little more than creatures of the stage, each coning on in 

turn to speak his linos and to depart* Thie Is pertly due 

to the way in which Beddoec hes presented his scenes as 

separate entitles, unified only by their common subject* 

There is a total lack of transitional action and a lack 

of blending of ore phsB© of character Into another* It ia 

also due to the fault of fitting the characters to a precon­

ceived source of action* Still more does the unreality of 

characterisation rise from the strelned atmosphere of gloom 

which envelops every scene* 
1 

To say that, "Tho fundamental weakness of characters 

as well as plot lies in the dialogue which fails to make 

them probable or even credible," betrays a curious Isck of 

appreciation of how a drama Is conceived and written. One 

would have thought that Donner would entertain no other 

idee but that drama is sprung from the conflict of character 

Failure 
to create 
life-like 
characters 

Weakness 
of charac­
ters not 
because of 
dialogue 

X Donner, p* 98 
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In action and thst the last stag© in the process ie tho 

writing of dialogue* It is the same wrong notion which 

led Beddoss away from drama and into poetry and to that ox-

tent must one discount all Donner*s criticism of dramatic 

structure and action. 

The dlsquietesiing souse of impending disaster falls 

upon tho very first scene in Floribel's account of her 

dream* It comes again and again in Hesperus* spsechos to 

Floribel and Olivia and charges tho banquet hall with gloom* 

Hesperus* preoccupation with death casts a funereal etmos- funereal 
atmosphere 

phere over the whole play which is little relieved by his 

preachment of metempsychosis in such lines as theses 

Ho matter* all no matter* 
For when our souls are born then will we wed; 
Our dust shall mix and grow sifesesss into one stalk. 
Our breaths shall make one perfume in one bud* 
Our blushes meet each other in a rose* 
Our sweeter voices swell some sky-bird* 8 throat 
With the same warbling, dwell in some soft pipe* 
Or butfte up along some sainted spring's 
Musical course, and in the mountain trees 
Slumber our deeper tones* hy tempests wakeds 
We will bo music, spring* and all fair things 
The while our spirits make a sweeter union 
Than melody and perfume in the air* 1 

It is the sickly doctrine of diseased romance* 

XV 

Though tho atmosphere i s one of uneasy gloom unre­

l ieved by any touch of humour as a contrast which would 

heighten i t s r e a l i t y and in tens i fy r a the r than deaden i t s 

X XX, i l l , 11* 77-87 
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appeal yet tho work has certain excellences which lie in 

other directions* The assembly of a certain number of Effective­
ness of 

scenes in more or less chronological order upon the some individual 
scones 

subject Is not adequate for the purpose of drama yet* as 

individual passages, several scones are worthy of admir­

ation. It must be this meaning which Snow has in mind when 

he speaks of the effective scenes In the play* Such a one 

is scene XI of Act I whore Orlando unfolds to Claudlo his 

scheme to entrap Hesperus and win Floribel for himself* 

Hero the subject is simple enough to receive full 

and direct treatment within fifty lines* The speeches are 

balanced* the flow of dialogue is natural and each charac­

ter in turn takes up and continues the thought expressed 

by tho other* Orlando is easily the stronger of the two; Act I 
Scone 11 

the whole scheme is to be little more than an excellent 
practical joke* Claudlo who is full of the comlo spirit -

a 
it is pity wo see no more of it - sees tho humour but is 

blind to the danger It: tho situation* Orlando does not 

relish Claudio*s bantering ridicule; his entire lock of 

humour risea from the sera© dullness of nlnd which prevents 

him from appreciating the real dangers of tho plan he has 

under way* Here the contrast of character enlivens the 

whole see* scene and the humour relieves momentarily the 

meanness of the scheme. 

A second memorable scone is scene i of Act II where 

Bosporus rises from his sleep to battle a demon of his 

dreams* 

The exciting emotions of fear and terror ore well 

maintained* falling into a lull upon the exit of tho 



-202-

attendant only to rise again at the end to heights of great­

er borrow. In addition there is a full substratum of panto­

nine*, which is called into being by tho speeches of Hesperus 

and unites with tho spoken words to give tho basic appeal 

of drama - thought in action* It Is a quality that Is 

lacking elsewhere In the play, in the latter part of the 

scene, whore his evil thoughts rise as "rod-handed Murther" 

and toko on a visible form, the tense emotion la drawn to 

a climax hy the dashing of tho torch to the ground. The 

scene recalle, of course, the dagger-econ© in set two of 

Macbeth* 

These two scenes* Act X* scone 11, and Act II, scene 

iv, are chosen as illustrating Beddoes at his best, the for­

mer in his handling of easy progressive dialogue and tho 

latter in his creation of a life-like scene charged with 

emotion* Act V, soon© 1 gives Beddoes* eo mend of Imagery Act V 
soone i 

concentrated in fifty linos* Other passages might be choeen 

to show more effective or pleasing pictures but at this 

stage of his development Bedcoes was inclined to crowd his 

expression with images almost m thickly as ho had done in 

Tho Improvisator©. The variety of the imagery and the close 

observation which is implied in its portrayal mark tho 

beginning of great powers that promised so much for nature 

work of future years* Tot tho abilities revealed here, 

vitiated, it is true* by crude expression and sore senti-

mentallsm hut nevertheless revealed, were actually to pro­

duce but little poetry of surpassing grestaess. 
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The language of Beddoes le best in passages of conflict 

or tens© emotion; whenever ho fells into a pensive or senti­

mental mood then the lines become cluttered up with words* Diction 

Time end again ho passes fron the forceful direct speech of 

action into what ho evidently considered the poetic beauties 
I 

of language* "He wac a child of his ago, and he speaks its 

language," to Quote Donner one© again. This ie quite true 

but It does not give Beddoes credit for rising at times to 

greater heights of simple and forceful expression. Those 

meretricious touches are the common fault of youth and Bed­

doec* art was to grow away from them* Such linos as these 

can readlljty bo pardoned in tho work of one who Is learning Weaknesses 

his craft; 

Sow Eve has strewn tho sun's wide billowy couch 
With rosorod feathers moulted from her wing 
Still scanty-sprinkled clouds, like lagging cheep 
Some golden-fleeced, some streaked with delicate pink* 
Are creeping up the welkin 2 

(Lovs) 
That f lu t ters on melodious win^a and strikes 
The mute and viewleos lyres of sunny strings 5 

And even persuade myself th is Intercourse 
Of disembodied minds Is no conjecture 
Ho f ict ion of romance* * 

_ and so© thy rosy fingers 
Dimpling the brooks.* 

Thoy ere more than made up for in such ss the following; 

Bettor he mad than treacherous* Ays, 'twas well 
To tear the l e t t e r s ; there might be a husband; 
Ho* ho shall he no more.*5 

1 Donner* p« 106 
2 I, 1, 11. 1-5 
3 I I , I I , 11. 66, 67 
4 ?, i i i , 11. 81-83 
5 ?, i i i , 11* 90-91 
6 XI* Ii» XX. 143-147 
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Hsy* Oirl, 1 
Wet not thy cheeks. I've seen s player weep. 

I lay upon ray bod, 
And something In tho air, out-jetting night, 
Converting feeling to lrt©ns©r vision, 
Featured its ghastly a elf upon my soul 
Deeper than night. * 

Tho versification of "Tho Brides' Tragedy" deservee 

3 

more than passing interest* Donner, whose analysis of pro­

sody and understanding of metrical effects is always good, Versification 

discusses it at considerable length. It is a distinct im­

provement upon "The Improvisator©," although in that tho 

verso was aided by rhyme* In fact one could there with jus­

tice apply the dictum of Milton upon rhyme; "the Invention 

of a barbarous Age* to set off wretched natter and lame 

Mooter*" In The Brides' Tragedy, Beddoes' verse* eet free 

from the necessity of rhyme* flows with steady and strong 
rhythm* Ho longer arc circumlocutions and inversions re- Rhyme 

end 
quired to bring a rhyming word to tho end of the line* nor rhythm 

do suggested rhyme words force the thought of the poem. Tho 

linos ore direct and natural oven where the thought and senti­

ment sre weak or in poor taste. Only about one-third of tho 

linos are end-stopped and the ©njambment carries over the 

melody to find a pause at about the middle of tho succeed­

ing lino; very seldom does ho fall into th© artistic ©rror 

of closing s period at the end of a first foot. Primary 

emphasis is worked out to its ©ffeetlvo position at either 

tho beginning or ending of a lino or at a oaesural pause* 

1 XX* 11. 11. 184*185 
2 XX, iv, 11. 10-14 
3 Donner* p. 111-114 
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Th© substitution of a trochee for an Iambus i s someti: as 

e f fec t ive ly made In an i n i t i a l foot* His feminine l ines* 

of which where Is s considerable percentage, f a i l t o add 

any a r t i s t i c quality to his metro* What Is l e s s serious 

i s the needless lengthening of seven or eight l inos into 

hexameters, and the shortening ef a dozen l ines (in the 

Kiddle not at the end of speeches) to three or four fee t ; 

they ere not dictated by the exigencies of thought* 

Xt has been tho practice In c r i t i c a l studios of 

Beddoec t o point out the obvious s imilari t ies between him 

and such men of the Elisabethan age as Toumour, Webster, 

Uaraton, Beaumont and Marlowe* There l e no denial of thle 

but the comparison does not fu l ly state the ease* Every 

one of these men stood in debt to Shakespeare,the sun of 

the ego* Beddoes l e almost hysterical act upon the subject. Beddoes on 
X Shakespeare 

"About Shakespeare you don't say enough* He was an incar­

nation of nature* and you might just as well attempt to 

remodel the seasons, and the laws of l i f e and death* as to 

a l ter 'one jot or t i t t l e ' of his eternal thoughts. 'A 

•tar* you c a l l hlrat i f he was a s tar , a l l the other 

stage-scribblers can hardly bo considered a constellation 

of brass buttons* I say he was the universe* and a l l mater­

i a l existence with i t s excellences and defects was re f l ec t ­

ed In shadowy thought upon the crystal watere of his 

X Letter to Proctor, Bristol* 3/3/1824 
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imagination, ever-glorified as thoy wore by the sleepless 

sun of his golden intellect. And this imaginary universe 

hsd its seasons snd changes. Its harmonies and its dis­

cords* as well as the dirty reality; on the snow-msned 

nooks of its winter hurricanes rod© madness, despair and 

'empty death, with the winds whistling through the white 

grating of his sides'; its summer of poetry, glistening 

through the drops of pity; and its solemn and melancholy 

autumn, breathing deep melody among the 'sere and yellow 

leaves* of thunder-stricken life* kc &*•" Beddoes was e 

belated Elisabethan end what wonder le there that the 

shadow he oasts resembles the shadows of those others who 

also stood in Shakespeare's glory? Similarity there la 

but 12 springs from a common source; it ic not o&usal but 

circumstantial. Beddoes waa somewhat more than an Imitat­

ion of a secondary movement. Snow has stated it fairly Beddoes 
X not an 

when he says "Beddoes is not sn imitator in the sense that Imitator 

ho takes a model and follows a pattern. He has simply 

exercised the right of every artist to absorb what is con­

genial to his in tho work of his predecessors - without 

in sny wsy ceasing to bo himself*" There are scenes which 

recall Shekespeare definitely* such as the dagger-scene, al­

ready mentioned* snd the seen© of Orlando and tho sleeping 

Boy* so like those of Brutus and Lucius in acte two and four 

ef Julius Caesar; there ere also others which remind one of 

Shakespeare In a loss forceful way such ae the chiding of 

X Snow, p. 46 
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Hespsru* by Floribel for his tardiness, and the ridicul­

ing by Claudius of Orlando in the role of lover* tho Shakespeare 
parallels 

reminisconcoc are mainly of Shakespeare as Donner admits, 

but he might have gone further* When one places the scenes 

side by side their similarities seem to evaporate; thoy are 

not nearly so close in phrase and imagery as one had imagined* 

The seorot of the similarity - and it is a real thing - lies ir 

the atmosphere which Beddoes has been able to recreate* it 

Is Shakespearian mood and point of view that he reproduces. 

The words and phrases which have such an Elizabethan ring 

ore not transferred from whatever parallel scene may be in 

question but they are with few exceptions part of the six­

teenth century dramatists' vocabulary and occur in every 

play of Shakespeare* One might as wt 11 be honoet in oritl-

cisa, Tho general conception, tone and spirit of "The Brides' 

Tragedy* is not original* 

Snow has a good pevssage on the debt of Beddoes to 
1 

the lesser Elizabethans. Ho says "Much has been made by 

coiamentators of his kinship to Toumour t why has so little 

been said of his similarity to Beaumont and Fletcher In 

this - a single play* but yet half his completed dramatic Snow's 
opinion of 

work? It is a matter of tone entirely* a suffused lyricism Beddoes* 
Elisabethan 

end gentle sentimentality clothing in soft silk the hareh- tone 

noes of the setlon* Hesperus Is surely the romantic hero of 

so many of Beaumont and Fletcher's plays, a "^hilaster strayed 

into tragedy*" 
1 Snow, p* 46 
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The execution of his so-called tragedy has one great 

fault which runs through every scone of It* Snow remarks 
X 

that "The Brides' Tragedy has the distinction of being the 

only play he ever brought to real completeness*" But it 

is of a different sort of completeness of which I speak* 

Even taking into account the long soiiloquys and descrip­

tive passages there is action enough but the action pro­

ceeds by leaps and bounds* That is its lack of complete­

ness. The fault exists in two forms. First the poet does 

not allow himself scope or actual space enough to work out 

tho design which he has Imagined. It is the fault* too* of 

"The Improvisatore". Thought and imago are jammed together 

to produce confusions the human mind doee not appreciate 

following a mass* The play needed to be doubled in length 

without the addition of sny more scenes or there should have 

been a simplification of design such ae he was to employ 

years later in hie best lyrics. The thoughts cannot reach 

satisfactory completion in such a restricted field* 

This look of completeness is evident -In another form. 

Tho ploy lacks body and depth* all the delicute art of chiar­

oscuro by which genius subtly reveals the implications and 

suggestions of ideas* Beddoes* is th© art of th© mediaeval 

fresco. To be sure a three dimensional treatment of his 

fflsterial would be incompatible with its profusion but the 

more reasonable explanation of the whole deficiency le that 

Beddoes* as yet, had not developed that pdee and power of 

Incomplete-
nesa of 
The Brides* 
Tragedy 

Cramped 
Movement 

Crowded 
Imagery 

Lack of 
three 
dimenelonal 
treatment 

1 Snow* p. 48 
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sustainod, concentrated effort which alone creates raaster-

piocos. In fact he was never to reach that creative disci­

pline except in his lyrics* Beddoes* tragedy is Ilk© tho 

picking out of a complicated and florid tune upon a key­

board j It lacks all that is the counterpart of tonality 

and modulation in polyphonic music* 

If tragedy to Beddoes meant any more than a dramatic 

work upon a serious subject ending In the death of the 

principal characters then the questions arise as to tho 

sense in which tho play may be regarded a tragedy and who 

are the tragic figures* Tho title, "The Brides* Tragedy", Is the 
plsy a 

Implies that Floribel end Olivia are the protagonists of Tragedy? 

the drama* Even though they appear only in parts of the 

play it may receive its title from thorn as tho play "Julius 

Caesar" is so named for a similar reason; tho spirit end 

driving-power of th© play emanates from them. But leaving 

that aside* neither of th© figures is tragic. Both arc 

caught np into she whirlpool of action and coma to death* 

neither because of fate ordained by the gods nor because 

of essential weakness or degradation of character. One 

cannot make the whole weight of th© drama rest upon ons 

innocent, if indiscreet, kiss, or upon love whose only 

apparent fault Is its forwardness. Thoy sr© tragic only in 

the sense that a street accident with fatal consequenoos is 

described as tragic by a semi-Illiterate newspaper reporter* 

Beddoes accurately describes th© role of Floribel in the 

words of Hesperusj 
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1 
Oh, Floribel! fair martyr of my fury* 

Hor Is Hesperus* th© only other choice for the chief tragic 

role, eble to gather tho tragic spirit In and about his 

being. Ho, it is plain, is damned at first sight, socially 

and morally* There is no tragedy in pure villainy. Even 

Othello was grouted some loftiness and grandeur of character. 

But tho motive of filial obedience is not sufficiently stressed 

to redeem the evil of Bosporus' nature* 

She play has another artistic fault in common with 

tho tragedies of the romantic school* For the dramatlsta 

of the early nineteenth century* and for Beddoes, too, 

tragedy meant pathos verging upon sentiment a llera. This is 

plains* Feeling was set loose from its logical basis in Sentimental ism 

character and situation to harass tho minds of the re adore end 

spectators. It was romance run riot* 

These lines from Beddoes' dedicatory letter to Card 

may be appropriately quoted here* 
3 
"(There are instances} sufficient to attest the 

flourishing condition of dramatic literature, but 

alas! we must seek them in the closest, not in 

their proper home* the populous theatre, for there Dedication to 
Rev • H. Card 

wo shall meet with a sight* sufficient to deter the 

boldest adventurer from hasarding tho representation 

of his best and most vaunted piece* our countrymen 

barely enduring th© poetry of Shakoepeare as the 

1 ?* Xv* 11* 70 
2 Snow* p. 44 
3 Dedicatory letter to the Hov* H. Card 
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vohielo of a fashionable sonx or a gaudy pageant. 

Even the theatre Itself however may appear 'not 

yet onelavod* not wholly vilo*, as long as tho 

classic taste of Mllraan, the plaintive sweetness 

of Barry Cornwall* and th© frank nature of 

Knewles, linger* like flowers upon tho Muse's 

grave* But they have almost deserted the pub-

lie haunt* and England can hardly boast any­

thing that deserves to b© called a national 

stago. The following scones were written, as you 

well know, exclusively for the closet," 

Beddoes was entirely straightforward in his devotion 

to this bastard art* He seemed never to have realised its Literary 
drama 

limitations nor to have seen that either narrative poetry 

or tho novel is tho only acceptable vehicle for the ex­

pression of dramatic thought that cannot find dramatic 

form or that happens to bo born in an â e when the theatre 

is artistically dead, as it was In Beddoes' day. Yet seven 
1 

years later in a letter to Kelsall Beddoes wrotes "You are, 

I think* disinclined to th© stages now I confess that I Tho stag© 

think this is the highest sim of th© dramatist, k I should 

be very desirous to got on It. To look down on it is a 

piece of impertinence as long a s on© chooses to write in 

tho form of a play, andyis generally th© result of a con­

sciousness of one's own Inability to produce anything 

striking k af fact ing in that way. Shakspeare wrote only 

for it." 

X Letter to Kelsall, Gottingen, 27/2/1829 
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Such was tho romantic impractieallty of hie mind that ho 

novmr dreamed that if Shakespeare had been born into the 

romantic revival he would have turned his mighty creative 

powers into poetry and prose fiction, Hor did Beddoes 

over free himself entirely from his delusion* There were 

several reasons why Death's Jest-Book nevor reached satis­

factory completion and not tho least of them was its entire­

ly unsuitable medium* 

Yet when all the blemishes of tho work have been 

pointed out* or passed over in sympathetic silence, there Lasting 
merits of 

yet remains an appeal in The Brides' Tragedy which does The Brides * 

Tragedy 

not perish oven upon subsequent reading* It hae a rich­

ness of colouring* a mediaeval flavour and the enticing 

air of romance which make the whole much greater than the 

sum of its parte* 

?X 

Tho period between the publication of The Brides* 

Tragedy end his departure for Germany was a critical one 

in Beddoes* literary life - those years between the autumn 

of 1822 and tho summer of 1825* >>hat happened to Beddoes 

within that time it is impossible to say with any exactness. 

It is easy to follow his comings and goings from Oxford to 

Cheney LongvlXlo* or Southampton or London end back to 

Oxford again but that tells us exsctly nothing of why 

within loos then three years Beddoes had parted from his 

family, had abandoned a litorary career on Its very 

1822-25 
period in 
Beddoes* 
life 
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threshold, snd hod gone off t o Gottingen to study laediclne. 

With tho exception of the lyr ics Beddoes never finished 

anything he ever began, once The Brides* Tragedy was in 

print* He came nearest t o f inishing Death's Jest-Book but 

that finished him, as a writer of drama* To Kelsal l , at 
X 

th i s period he wrote, "What h i s CBeddoes speaks of himself! 

intentions further may be I cannot say precisely, as you k 

I , between ourselves, reco l lec t that ho i s not altogether 

endued with the polar virtue of perseverance, & that the 
it 

needle with w ho embroiders h i s cloth of l i f e has not 
been rubbed with tho magnet of steady determination*" 

There i s l i t t l e of interest to be attached to his 

four unfinished dramas, "Tho Last Hss*" "Love's Arrow unfinished 
dramas 

Poisoned," "Torrlsmond," and "Tho Second Brother." Of 
2 

the f i r s t he wrote$ "I w i l l do the Last Man before I die* 

but I t i s s subject I save up for a time when I have more 

knowledge* a freer pencil , a l i t t l e menschon-lehre* a 

command of harmony, is en accunralatlon of picturesque Ideas 

& dramatic characters f i t for the theme*" 

"The Last Man*" in Donner'e edit ion of Beddoes, at ta ins 

a sort of problematical existence by association with some The Last 

Hon 

three score scraps of blank verse, four of which wore in­

tended for t h i s ploy, one or two for Torrismond and as for 

tho rost - one man's guess i s as good as another's* Tho 

anavrer **&© known only t o Sod and Beddoes and probably 

X Letter to Kolss l l , Hamburgh, 19/7/1823 
2 Letter to Eelss11, London, April (?) 1825 
3 
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Beddoce was not so sure for thoy seem to have been written 

with the idea of fitting them into whatever work would 

take them least incongruously. Kelsall and Oosee wisely 

refrained from printing more than half of them* 
1 

Xt is altogether wrong to assume* as Dormer does, that 

tho play was ever written* In a letter to Selsall* Beddoes 
2 

eaye, "I hove finished the first act of a play; oh. ae 

stupid. Procter has the brass to tell me that he likes 

that fool The Last Man* I shall go on with neither; there 

are now three first acts in my drawer*" 

Procter probably saw a draft of the ploy or Beddoes 

told him of it| th© most one can surmise is the first act* 
3 

Whefttjhowevor, a critic says of Beddoes, as Donner does* 

"His power shoos itself to its greatest advantage in tho 

short fragments which ho hss left us in such abundance," 

criticism has passed entirely beyond ite proper function of 

pointing out relationships and making appraising comparisons 

end has entered a realm of formless fancy* That his art is 

Baroque is true to some extent but these are but fragments. 

Even in those days one hardly expects to be pold that there 

is art in a scrap-book* 

A prose draft of "Love's Arrow Poisoned or The 

Usurper of Eaplea," an hysterical play wlth^lurld title, 

appears to have boon made) in 1823* It is altogether likely 

that the ploy was nmver written. Of it there are preserved 

An unwritten 
play 

Art in 
fragments 

Love's Arrow 
poisoned 

X Donner* p. 125 
2 Letter to Keleall, London, February* (1824) 
3 Donner* p. 127 



-215-

th© fragmente transcribed by Dykes Campbell from the note­

book which had been in KeXsall's possession and which was 

lost after tho death of Browning's son. Neither tho draft 

nor tho fragments are such that the loss of the play* if it 

over existed* can bo much regretted. The part, entitled 

Ermlnla Abbandonata, has some scores of lines of bombastic 

rant, better* from a purely technical point of view than 

anything similar In hie earlier vers© but designated poetry 
1 

more from courtesy than anything else* "A characteristic 

scon© of Beddoes rhodociontade*'' seys Snow* 

VII 

Torrlsmond was written in 1824. In the form in 

which it has come down to us it consists of four scenes 

making up a first act. If any prose draft of the whole 

play was ever mode It has not survived so that we have no 

knowledge of the author9© intentions as to its develop­

ment soil conclusion. 

Tho chief characters are Torrlsmond and his father* 

the DukmfMfoT Ferrers* Ic scene one w© learn from the Duke's 

fierce tirade and the conversation of the servants that 

Torrlsmond* infamous for his disobedience end profligacy, 

is elgslfleantly absent at a time when some crime more 

serious than usual has been discovered. In seen© two th© 

friende of Torrlsmond ©re enjoying a drinking bout but 

Torrieraond is unusally morose. Thoy depart shortly and 

Torrlsmond 

Synopsis 
of the 
play 

X Snow* p. 54 
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leavo9 Torrlsmond end Cyrano. feivlsisefid who co-plains 

of not being understood sets off t o find a g i r l whom he 

bed mot e t e feast tho night before* In scon© three 

ferouiea and hor female attoBdonts ere in a garden at 

s igh t ; Cyem* the noon I s shining). In a few taersoste 

the attendants* seeing that Heronlom has fallen asleep* 

quit the seen© and Veronica, presumably I s to spend the 

night out of doors* fsfrismond* however* arrives almost 

iia-odlately and Veronica* waking from a dross associated 

with terrXemend, beholds her lover in the flesh. Thoy 

plcdeo t he i r love but* thinking swoone i s approaching, 

"exeunt severally." In »owm four we are told by liolchior 

that the public treasury has been robbed and learn that 

th is i s the tasdlate eoues of the Duke's rsgo* Torrls­

mond returns from his love oonouest to find tho palace in 

en uproar. Taken quit© aback by Ms father ' s unusual 

manner, ho makea so defence of himself against tho vagus) 

charges brought against him* The Duko disowns) his son and 

wishes death for hXm* Tmrtmm&0 loft with Melchior* says 

that they shall d i e . 

The plot has ot least three weak points. The ehsrao-

terismtion end action stand so far opart that the events in Three 
ve&kness&s 

the play s re quite incredible. Tho sleeping scene in the 

garden i s u t te r ly unnatural. The Duke's four words, "you 

have robbed mo," ore to ta l ly inadequate as a basis for tho 

coon© that follows; cay normal person would have asked for 

enllghtorasent yet no ©xplamtlon i s asked end none i s given. 

fho Duke* we are led to bolieve, has slways been of 
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s meek and forgiving nature; ton yours of vsrongdoing by 

his son have called from him reproof and favour, threats 
X 

and forgiveness* Bo says* "I bore upon me this world of 

wrongs and smiles*" Sever before has the duke been so sad 

and angry as now when Melohlor charges his son with theft. 

Be flays about him in ell directions; the courtiers are 

worms feeding upon his wealth* aides and abettors of his 

•on* Gaudentlo* he threatens to kill; Torrlsmond and 

Melohlor* he consigns to *, speedy death. The portrait le 

wildly disproportionate and* what is worse, based upon 

reactions from the flimsiest of charges mad© by Melohlor* 

There are two Torrismon&a, he of reputation aa des­

cribed by others and he whom we sec in the act. He is 

said to be "all red and hot with wine," a man of "oily 

subterfuges** one 

Whose veins are stretched by passion's hottest wine 
Tied to no law except his lawless will 2 
hages end riots headlong through the world* 

2 
Torrlsmond* according to Snow* is "a quite insoluble 

problem in dramatics." Ho finds the problem in the faulty 
4 

concept ion of the character of Torrlsmond* "It was love 

Beddoes had chosen as th© force to convert his young hero* 

end he arranged a very charming and ingenuous love affair -

with the result that Terrismond mad to be either a quite 

innocuous sinuor or altogether too hardened and blase" for 

the idyl. He ends, as w© are glad such a high-spirited 

youth should do, by acquitting himself much better as a 
penetrating 

lever then s sinner." But more of Snow'sAcriticism later. 

X X* iv* 11. 19, 20 
2 I* 1, 11. 70-fS 
3 Snow* p. 56 
4 Ibid 

The Duke 

Torrlsmond 
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According to the Duke* young Torrlsmond was the cause of. 

Blood split in every street by hie wild sword; 
Tho reverend citleers pelted with wrongs, 
Their rights and toil-won honours blown aside* 
Torn off, and trampled *n«athhls drunken foot; 
Tho very daughter© of the awful church 
Smeared in their whiteness by his rude attempts; 
The law thus made a lie even in my mouth; 
Myself a jest for beer-pot orators; 
Hy state dishonoured;—1 

In the drinking scene he confides to Cyrano that he who 

appeared "vain, futlfto, frivolous" is really aching for Torrlsmond 

love snd humor! companionship and understanding* Before 

Veronica he appears stainless and unspotted* the injured 

innocent against whom every lie-monger has raised his 

tongue* She* precociously wise* has guessed at the reality 

of the true gentlemen "underneath this troubled scum of 

follies." When ho confronts his father ho raves madly upon 

his father*s snger, his €MO6. mother, hie children ho may 

some day have* his own death* upon everything except the 

point in quest Ion, the theft sat from tho treasury. 

Tho two TorrismondS) do not meet anywhere in the action; 

he whom we see is just as unconvincing as ho whom wo know 

by report* 

One naturally wonders what Beddoes would have written 

In tho way of the four other expected acts* how he would 

have complicated bis action and in what manner it would Completion 
of tho 

hove been resolved. Romantic It would of necessity have play 

been but there was tho poosibility of a tragic as well as 

of o happy ending. In a fancied extension of the first 

sot one is brought to realise) that he hes olreody inoludod 

X SStOOV SJ& 22) 
X* lv*^X. 2-10 
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too much of the material which would find a logical place In later 

acts. And in thst very fact—the Inclusion of material which bo-

longs el8©whore«p-ll©s the greatest defect of tho portion given to 

us, It is exactly similar to th© defect already noted In "Tho 

Brides* Tragedy*; the author has not given himself enough room 

to work out his them©. Th© plant le too large for the flower-pot. 

But w© must J urge the act as It is. Its contradictions, unexpec­

ted situations* and absurdities of character «\ark it as rot tho 

most successful of Beddoes' creations. 
1 

It has boon suggested by Donner that "the tragedy was 

complete with tho first set;" "the catastrophe was final and 

Irreaswtdiablo" | "th© whole life of the hero and of his father 

is comprised in this one act"; "he had in fact created a powerful 

drama in a form that was now and unknown to him*" There are within 

tho first set two possible linos of development foreshadowed; either 
Donner*s 

tho villainous Torrlsmond might be redeened by the lov© of Veronica eritleiem 
of 

and uni ted again t o h i s fa ther or the play might continue the t r a g - Torriaraod 

edy of t h e i r l i v e s t o tho death of one or both* But how may i t be 

sa id tha t t h e catastrophe has ar r ived at th© destiny Implied by 

oharaetor or act ion? One might as well say tha t Lear ends with 

the d iv is ion of tho kingdom and the banishment of Cordelia* Bedd­

oes made a take-off in a somewnat over-loaded machine ( i f they had 

not aeroplanes in those days* thoy had balloons) and the f l i gh t i s 

under way; ho did not make a landing. And Beddoes was quit© aware 

tha t h i s play was unfinished. As a one-act play Torrlsmond i s 

u t t e r l y Inconceivable)--©* f a r as t ha t &oes, drar a i s not a cuestion 

ef one ac t or ten but whether within a riven compose a play hae 

beginning* body* and end* Tot i t i s s ta ted t h a t t h i s i s a form of 1 Donner* p.144-145. 
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ert "new and unknown" to Beddoes; to Beddoes, without a doubt, 

for if he never wrote a first-rate play, there is at least abun­

dant proof that ho knew what one should be like, and it is most 

certainly "new and unknown" to everybody elee. Snow's criticism 
1 

is nearer the truth— "a cult© insoluble problem in dramatics"; 

th© play was never finlohod and rover could bo finis; ©d, Donner 

praises in Torrlsmond what he considers Greek elements. ̂ "Liko 

a Greek tragedy this act Is concentrated round the catastrophe. 

.......as it stands It conforms with tho Aristotelian oanor, 

and at no single point has it been compelled by external force." 

Th© criticism is only partly true and that part has a wider app­

lication than to 0ree> drara. 

Of classical drains Bsddoes hae thle to eay» ". .th© 

quest at ion from Bildordijk, w I prise highly as the historical 

vindication of tho Shakespearian f OPTS, and t> ©refer© a decisive 

refutation of all application of Aristotelian maxims to our 

drama* for those who reojalre an authority besides that of tho 

feelings of the people*" 

As poetry, Torrlsmond is superior "To anything earlier 

that Beddoes wrote* with the exception of some of his lyrics. 

The characters speak In a more natural and mature fashion than 

in "The Brides* Tragedy"; the excessive length of som© speeches 

Beddoes was never to overcome. Th© Duke tear© hie passion to 

tatters snd strews tho parts shout In heroic fashion but the 

verse moves along with balance &n& a sense of sure comrcand. 

Bene of too speeches are quotable entire but parte of them 

Oreek 
drar a 

Poetis 
expression 
of 

Torrlsmond 

1 Snow, p.56 
2 Donner p. 146* 
3 Letter to Aelsall, Wursburg, 19/7/1830. 
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and Indlvldtml linos show &©ddoea' increase In th© power of 

expressing himself poetically in direct and forceful fashion; 

Is there not breath, or tongue, or mouth aisong you* 
Enough to crack a curse? 1 

Some other night wo will Ilk© bacchanals 
Shiver tho air with laughter and rough songo, 
And be most jovial madmen* 2 

Oh* I an not at homo 
In this DeeoBiber world, with men of loo* 
Oold sirs and madams. 3 

Got to your bod 
Or I'll decant thy pretext of a soul 
And lay thee* worrs, where thou shalt multiply. 4 

But we'll drive In a chariot to over graves, 
Wheol*d with big thunder, o'er th© head© of men. 5 

This is enough to ©how that Beddoec was moving in th© 

direction of powerful expression in poetic drama. There were 

still In his work sees© of the faults of Elisabethan poetry* 

far-fetched coreolts* bombast, classical allusions, and all the 

etlser works of euphuism but an impartial critic looking at this 

work of a beginner in verso could not but have prophesied the 
Possibilitie 

achievement of a poetic medium ot now strength and originality. of the 
ploy 

The play falls because of its patent absurdities but tho central 

idea is attractive* There wore possibilities of drama of a high 

order in Torrlsmond; it needed breaking up and expansion to throe 

or five acts but the loftiness of con sept ion and the s ens© of 

drama are impreeslvely conspicuous* Yet he turned aside to Death*a 

Jest-Book* which was to become the grave of moat of his later lit­

erary efforts. 

1 X, 1, 11*10,11. 
2 I, 11, 11* 49*51. 
3 1,11,11*81-83. 
4 I, Iv,11.132-134. 
8 I, iv, 11. 16,17. 
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Of the two brothers of the Duke of Perrara, one, Orasip, 

has ruined his fortunes and booon© ©strariged from his wife by hie 

debauchery. Th© other, E!&rceilo, the second brother, has not b«on 

seen or heard of for a tto gen years. In th© first scon© of tho 

first act of "The Soeond Brother", Marcello, in beggar's rags, 

moots Oraslo who with a crowd of his friends is making carnival 

in the streets of Ferrara. Marcello, denied money and spurned 

by Oraslo, is greeted by tho «J©ra, Bzrll* who t«lls him that tho 

Duke Is dying end has bequeathed the duchy to hl-a, Marcello. In 

tho next scene Oraslo professes to have grown tired of his wild 

life* His wife Valeria enters* disguised as a nun, and aster 

some mooonts ho recognises her* As they are reunited, Varini* the 

father of Valeria, co-ties in to take possession of Oraxio's mansion 

which ho haa bought from tho creditors* A messenger enters to 

smneune© tho death of the Duke and tho accession of tho second 

brother j *Sare©llo* In the second act Oraslo Is driven away from 

the entrance to th© palace* Then tho disappearance of Valeria le 

announced and as Varini sits alone, tho ghost of his daughter 

passes by him. Then servants enter to announce the euiolde of 

Valeria by drowning and tho finding of hor body. InSact four, 

marcello rebuffs the nobles and Isbrand-like declares he will 

become a god. To Oraslo* in the dungeon, h© declares he will 

raise Valeria from tho deed. Of Act four only a p&rt of scene 

one was written. Here the expression Is so arcblguous that It le 

difficult to interpret tho scone In agreement with the.rest of 

tho play* Valeria was plainly dead in tho second act but her© 

Tho 
Second 
Brother 

Synopsis 
of tho 
play 
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she appears t o be r e a l l y a l i v e . Nevertheless tho scene can bo 

road t o show hor ac resur rec ted and* knowing tho humanness of 

Beddoes' ghosts , i t i s not an impossible in te rpre ta t ion* An 

explanation of tho disagreement i e found in Dormer's statement 

t h s t "After the t h i r d ac t tho composition S©©MS to have been 

in ter rupted and a now s t a r t made or. the acr« leaf of manuscript, 

a f te r whieh Act IV scone 1 followed immediately". 

I t Is l i t t l e wor dor t h a t Beddoes £-;vo up tho attempt to 

fashion a play from tho Materials ho ?*ad tronght together . There 

was t h e p o s s i b i l i t y of working out something upor the then© of 

redemption by love, but th© k i l l i ng -o f f of Valeria In tho second 

act seers t o preclude ti a t , unless Beddoec had In mind an a n t i c i p ­

at ion of the Wolfram motif . Ae i t i e , t e plsy i s so confused and 

contradictory tha t tho only eolutlon was t o t e a r i t up and begin 

i t again* And Beddoes never did tha t sor t of thin£* 

As in Torrlsmond ©o in Tho Second Brother, Sr ov» polnte 
8„ 

out t h a t Beddoes has tackled an i r eo lu l e problem. H© says, "The 

p lo t of profl igacy a t th© crossroads rave l led off i n to tha t of the 

overweening ambition of a beggar become duke aisd yearning t o be 

a god* Beddoes t r i e d t o interweave the two s t o r i e s , but the 

themes were ©aoh too powerful t o fuse ." 

A foot-note t o I r . Dourer*s c r i t i c i s e of th© play must 
Donner*© 

be mentioned* not in eaptioue di*»greemont but t o corroct an mis in te r -
3 pre ta t ion 

obvious mis in terpre t & t Ion* "Th© passage (11.11,11.156-5) has 

been subject t o ai3U8ir>-« connent by a German c r i t i c who bel ieves 

t h s t Valeria has comeilttod suic ide snd compliments Beddoes on 

1 Beddoes, Works* ed. Donner, I n t r o , p . xxx. 
8 Snow, p .68 . 
3 Donner, p . 161, foo t -note . 

The ploy 
unfinished 



his originality in presort ir.g ber 0mt on the stage before i t 

has dawned cm hor t »*t mm Is vend (Orote Holdauer, 2h<xzt^ Lovell 

Beddoes, lienor Beltr£§* sur or^li»db«K Fhilolo^Xe, 1924, . .137). 

the credit foi» tblo .ylginsalty rests eBtlroly with Friuloto 

Holdauer* InP.J.B. however, Beddoes was aetueul* to do i t ." 

Several careful twea&isfS; of t c act and sec e in 

ej*t*tl«n oo- fins Dr* MoXdauor1®' ve-dtratandl^s of th© role of 

Valeria. Yet t i e appearance of Valorise .v>.ost before wo have 

boon iefoiT'od of her dtstu i s a trif:© disconcerting; i t con 

hardly be oensidorod so artist ic merit. Ard K ere in Death's 

Jfest-Dook does keddooe haw* th* fehoot of one walk who le unaware 

of his own death? Presumable landreke i s referred to* But Ssn-

drek© i s not oven deads t i e whole humour of t"et situation Hoe 

in the) foot, so Beddoes plainly shows, that he i s very ouch alive* 

T> J* i s the fault of ponderous crlticiar,—one i s apt to r loo the 

obvious Interpretation in tho anxiety to 1 vent profundities whore 

none exist* 

I t would be rot tng ©hurt of pedantry to rake a close 

analyse of the play for i t so closely resent les tho t roe other 
Analysis 

unfinished s? r'rfs of t! e period in prosody* style and t ooo t ot 

nothing row can to sold* JUike them i t Is ©&st In on Ellsatothon 

Fomentla rsouidj there mrm echoes rvt cr t a n imitations of tho 

sixteenth cortury drer© in i t s aceros srd poetry* In conception 

i t foils) or art of the) tdbXialty of Torrisnond but in execution i t 

does not tttvvsia «o issuer. &* oi*«rt*ct©rlsatioT> is* &s in tho other©, 

dle^oir/ted cud unreal, th* sett 1. go for a Beddoes* ploy were 

beoomint ota-dard ee*so*ntio*»<-»lofty Settle are?dtooturo. 

1 For en explsr-tion of r»i« C c.^ted i-ttr?ret tion see tho 
fOOt-^Ot€, .>«. 234,235. 
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banruet ing-hal l or ducal apartment* churchyard or £uvct>a, 

moonlight or s tar~ight* Most of th© scer.ory and not a l i t t l e 

ef tho charac te r iza t ion ho car r ied over in to Death's Jest-Book. 

In b i s our- c r i t ic i sm of the play B©eioes was cbaract -
l Beddoes' 

o r l s t l e a l l y severe . * i wish. I f you read the 2cfi brother again, opinion 

you w4 writ© down a l l j v criticism—meric the ^SS. In oei.cll & 

send me a c r i t i c a l e p i s t l e . I r e a l l y think i t i s very bad*" 

S e l s a l l wss as usual r e t i c e n t ; tho c r i t i c a l e p i s t l e 

was never wri t ten* or if written* i t has not boon preeervod. 

1 Let te r t o Ke l sa l l , London, 25/4/1625. 
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OiAPTlR VI 

DEATH'S JEST-BOOK 

Voices wore heard, moat loud, which no man owned 
There) woiomoro shadows too than there were fsonj 
And a i l tho a i r more dark and t h i ck than night 
Was heavy, a s ' twere made of something more 
Than l iv ing breaths* 

Tho Second Brother, X, I I . XI. 87-31. 

Hor© speaks again your passion: what know r;© 
Of Death 's cojmsandmsnts to h i s s u b j e c t - s p i r i t s , 
Vhoare as yet the body's c i t i senef 
What sess uunavlgable* what wild fo res t e , 
i ha t e a s t l e s , and what remperts there may hodg© 
His icy f ront lor? 

Tower and r o l l what irey, 
There have been goblins bold who have stolen pasuports. 
Or s a i l ed the se«, or looped tho wall , cr flung 
The drawbridge down, and t r ave l l ed back again. 

Death's Jest-Bool;, XI, iv , 11.62-70. 

I 

I f the composition of "Tho Brides ' Tragedy" wns too 

hurried and I t s physical bulk too compressed t o permit of an 

adequate treatment «»f i t s subject then on© would expect greater 

things of Death 's Jest-Book for i t s revision was le i sure ly spread; 

over a period of twenty years and in i t s length I t i s over t^ ica 
Death's 

tha t of the e a r l i e r playj I t runs t o well over on© hundred »uarto Jest-Book 
no 

pa .es . Yet tho play cannot be ccr siderod a inasterplec© n-d for Maeterpieee 

reasons not d iss i ja i inr t o those for which ie oondoianod "Th© 

http://pa.es
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Brfries' Tragedy"* The diffuseness of the whole work and the unsat­

isfying treatment of Its theme are not, however, bleniehee which 

arise from tho original conception of the play or its plot or 

characterisation or oven from tho selection of scenes put togother 

to build up the whole. These all loav© something to be desired, 

It is true, but they do not account for the lack of straightfor­

ward and vivid impressions which one expects from the drams. As 

Snow saw it tho play "Ie something that cosies from th© fflngos, 

at least, of delirium and despair". Always one views tho action 

through a hose of metaphysics; its reality is not convincing. 

Like tho ghost of Wolfram it takes s natural form before our eyes 

but it continues its existence as something not of this world and 

is obedient only to laws of its own making* 

This most unusual* almost unique, effect ie brought ..bout 

partly by the character of the author and partly by his artistic 

ffiioonncoption. Upon a story of revenge he builds a draiaa in 

llisabethan style but out of the drama there arise philosophical 

speculations to which the poet finds it neeeesary to give verbal 

expression and so the action of the play lags from time to time 
Two art 

while tho author runs off to chase end round up his beliefs upon forms 

the nature of life and death* Beddoes the dramatist is forever 

being elbowed out of tho way by Beddoes the poet. Oreat dramatic 

art relies upon the presentation of significant action accompanied 

by words that clarify Its meaning in order to convey thought snd 

emotion. But there are in Death*s Jest-Book two art forms, a 

revenge ploy and speculative philosophy. The play was to all In­

tents and purposes finished in Beddoes* Gftttineon period; tho 

1 Snow, p.99 
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spir i tual meditations were continually evolving and changing 

for two decades. Sovertheless those mere not trarsfor ed into 

radieal changes in tho ploy i t s e l f although beddoes was forever 

adding or planning to add lyr ics to the finished drer.a* 

Snow makes some pointless comments on tho history of 

tho play. After cit ing dates of ccmpositlon end revision, he 

says l "So much of th© history of th© play i e sof in i to , and I 

think i t b e l i e s t o common assumption that Death's Joot-Book 

belongs real-ly to the Gottingen period. Not only doee th© play 
Snow's error 

reappear persistently in his correspondence up to 1844 but also sbout the 
composition 

over the famous t'rre© texte there were alterations snd additions of t' • ploy 

"freely written"—additions whose date wo can only guess. And 

tho texts themselves I sm Inc.. lnod to assign to s much later 

date than is usual* placing the third text not earlii.c than 1837* 

eight years after he had left Gottingen. Everything points to 

the ploy's having boon of much wider significance than if it had 

belonged to the early period alone." Everyone know* he kept the 

ploy by him for tho rest of his -if©; it is axso known that the 

revls&slons except for this first sot ere not of much importance— 

at least w© can criticise only what we have. Snow himself* in an 
2 

appendix, says substantially tho sara© thing "...the text ae we 

have It is mainly tho osrlieet (1829) vereion* except for the firet 

set** 

Pros Pembroke College, Oxford, Beddoee wrote to Kelsall 

In Juno 1825, 5"I do not intend to finish that 2nd brother you saw 

but am thinking of a very Oothic-etyled tragedy, for w" I hav© a 

1 Snow, p*109-110. 
2 Snow* p. 190. «/,„/,-»« 
5 iettor to Keleall* Oxford* 8/6/1825. 
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jewel of a name—DEATH*S JEST-BOOK." July saw his departure for 

Qottingen and there amid his anatomical studios the play began 

to take e' ape. But the writing of it mustH have been a confused 

and tangled process* A month later ho refers to "a somewhat 

quaint and unintelligible tragedy* which will set all critical 

pens nib upwards, a la fretful porcupine*" In October, 1826, ho 

wrote to Kelsall* "I wish you would cot* k ee© mo*... that you 

might look over my unhappy devil of a tragedy, which Is done and 

done for: Its limbs being as scattered end unconnected as those 

of the old gentlemen whom Medea ralrcod k boiled young. I have 

tried 20 times at least to copy it fair, but have given It up 

with dlogust....." As this first manuscript has dlaappeared or 

boon destroyed, wo cannot know to what extent Its limbe were art­

iculated before s copy was sent to England in 1829. Keleall ind­

eed made a transcript of small portions of th© first draft, prob­

ably while Beddoes had the play with him in England In 1828* But 

as tho extracts comprise altogether ieee then two hundred lines, 

which agree substantially with the text of the first manuscript* 

there is little by which to judge the earlier form of tho play* 

©f verbal changes and ©tfpansions of thought th©r© were probably 

many* for vSmSm the nature of later ehanges in the play but 

the plot and arrangenent of scenes probably received finsl form 

to 1826. Two copies of the original manuscript have survived; 

manuscript on© was evidently retained by B©ddo©s and manuscript 

two sent to Procter in England* for publication, where it prob­

ably remained for sosse time. 

X Letter to Keleall, Hambur£b, 1»AA825. 
2 Letter to Kelsall, Gottingen, SyOtylBSS. 
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Tho erlticism of Procter*^evidently received early in 

April* 1829* brought to a halt the ambitious hopes of Beddoes 

for his play* There was a breve resolve to tak© up the task of 

revision "I will thou do Hiy best for tho Play this cummer", he 

wrote to Procter in answer to the latter's eritlcism*s"Ani I right 

in supposing that you world denounco, snd order to be rewritten, 

all tho pros© scones and passages?—almost all the 1st ard 2nd, 

groat part of the 3rd act, much of th© two principal scenes of 

y* 4th, and tho 5th to be strengthened* and its opportunities 

better worked onf", "no continues and added with a note of dlerasyi 

"But you sc© this Is no trifle, though I believe it ought to be 

done** Tehh days later* he wrote to Kelsall, "the play ic to bo 

revised & improved. The whole summer therefore will bo occupied 

in this business*" But Beddoes' plans had a way of falling short 

of realisation and the revision of 1829 probably never advanced 

beyond tho two fragments written on scraps of paper transcribed 

by Dykes Campbell. Before autumn had come Beddoes had gone 

through that omssing episode which speak© more of his insanity than 

his drunkenness, and had left Gottingen for Wursburg* 
6 

In January 1881 ho wroto to Kelsall "I have eon© idea of 

raising my ghost (in th© never ending D's J.b..) at tb© end of the 

5th act*****" Then follows s long list of projected changes and 

tho words,7"! have really begun a little to alter the Ill-fated 

ploy In quaetIon." That sentence tells most of tho story. How 

1 Letter to Procter* Gottingen, 19/4/1629. 
2 Letter to Procter* Gottingen, lS/4Ae29. 

S Letter to Proctor, Gottingen, 19/4/1829. 
ibid /, 

8 Letter to Kelsall* Gottingen, 30/4/1829. 
6 Letter to Kelsall* Wursburg, 10/1/L831* 
7 Ibid 

Procter's 
severe 
criticism 

Plans 
for 
revision 
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of tho additions snd changes in tho two manuscripts 

were made at wurzburg i t i s d i f f i c u l t to say; they may 

belong t o a la ter date* In 1637 the whole project was 

revived and i t s publication was contemplated in "The 

Ivory Gate," a volume also to include pros© narratives. 

1 

Between 1838 and 1848, according t o Donner, th© poet com­

pletely rewrote act on©* I t was in truth the "never-ending 

Death's Jest-Book." But* judged in relationship to tho 

whole play, the changes which w© know of, made in tho 

play over a period of twenty years, were not of tremen­

dous consequence* 
2 

Thus Snow le utterly wrong when he eaye "In th i s 

history (ef i t s composition} in fact* and In the changes 

which tho nature of the poet underwent In the long period 

of I t s composition* perhaps l i c e the explanation of i t s 
structural weakness* i t s tendency to an overgrowth of 

rhetoric, and t o wandering Into bye-pathe of action." And 
S 

i t i e nothing loss than pure invention to say "it i s In 

th i s long period of obscure transition (1825-1847) that 

his play took shape*" What on earth does th© cr i t i c mean? 

Th© play before us , except for act one and a ens© verbal 

changes, was written between June 1825 snd February 1629, 

may in fact have been finished except for revision by 

October 1826* A sentence from a l e t t er to Procter written 
4 

then seems t o indicate as much; "D's Jest Book Is finished 

in th© rough* and I wi l l endeavour to write i t out and 

send i t to you before Easterj" 

X Beddoes, Works, ed. Donner, Intro, p.xl 
8 Snou, p. 108 
3 Snow, p. 110 /,„„-
4 Letter to Procter, Gottingen, 9/10/1826 

Snow's 
error 

Date of 
Composition 
1826-26 
1829? 
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I I 

1 
Donner gives the Impression* in his eight pa,.© 

enquiry into th© change© made In act one, that they were 

extensive and important* But th© changes are purely of Extent 
of the 

expression not draroa j the number and nature of the scenes changes 

snd th© plot remain th© same* Th© dialogue was lengthened 

by over two hundred l inos , from seven hundred and eight 

to nine hundred and th ir ty - f ive , to the exact. Lyric© 

to th© extent of two hundred srn: twenty-seven l ines wer© 

added* The revised act one i s to I ts original as one 

photographic study of a subject Is to another* It Is 

essent ia l ly tho sauo sot* 

The plot of Death's Jest-Book i s conceived on s 

heroic scale* Beddoes alludes to his source In a l e t t er 
2 

to Kelsall* "the Jest book — or the Pool's Tragedy— the 

his tor l e a l nucleus of which Is an Isolated and rather d i s ­

puted fac t , that Duke Boleslaus of Hunsterberg In S i les ia 

was k i l l ed by h5s court fool A.D. 1377, but thst i s the 

least important part of the whole fable." The account i s 

to be found in "Goschichto der Kofnarren" by Karl Fried-

rich Flogol, Liognitz, 1789, but i t gave Beddoes merely 

the suggestion for bis play. 

In addition to the main theme, th© play has a number 

of eide-issuos* mors or lees coherent with th© fates of 

Isbrand and th© Buko* There i s thus brought about so © 

2 Letter to Kelsall* G e t t i n g , 29/10^827 
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unlty of action although i t Is theWson of Isbrand which 

hoXde together the various elements of th© drama* 

Before the play begins the Duke of kuntterberg had 

boon dispossessed of h i s duchy by Melverlo and his daughter 

had boon dishonoured. The Duke's two sons* Wolfram and 

Isbrand, disguised as knight and fool* had come t o tho 
1 

court* "stiff-l imbed with murderous intent,"to avenge 
2 

these crimes but Wolfram's hate hati changed to love* "My 

heart, and not my dogger*" ho t o l l s Isbrand* "found the heart Synopsis 
of the) 

for which my weapon hungered." Whon Wolfram proposed to ploy 

load an expedition to Egypt to rescue Duke Melveric* there 

beleaguered by the Saracens while on a crusading expodit- Act I 

ion , the anger of Isbrand f lares up at hie brother's 
3 

apostasy* "Do i t , " he cr i e s , "and I wi l l laugh eo loud, 

tho dead shall shake the ir ooffinal" But Isbrand's remon-

atraTslne heve no e f fect end Wolf rem sets s a i l for Egypt** 

to bring back Molverlo to be reinstated as duk© of what 

should be h i s own inheritance* Isbrand remains as court-

fool with Thorwald who has been regent in Molverlo 'e ab-

eence. With Wolfram s a i l s Mandraks, s Roeicrucian astrolo­

ger and quacksalver who leavoe his wife, Kat«* to follow 

the study of mystic and occult eel©noee in Egypt* When 

Wolfram roaches the African coast* ho finds that Molverlo 

has fa l len in love with Sibylla to whom ho himself had pre­

viously made vows of love* Molverlo demands that Wolfram 

X X, I , XI. 226, 227 
8 X, 1, 11* 230*231 
3 I , I , 11* 198, 199 
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glvo up SJbJtlla to him and upon his refusal plans to poieon 

nlm* sending his servant, Zlba, to make Wolfram a present 

of poisoned wine* Meanwhile* Melverie encountering a 

company ef robbers* has been made prisoner and sends to 

Wolfram for assistance* Th© measosger arrives and Wol­

fram Is persuaded to go to the Duko's rescue. Be is about 

to drink the poisoned wine when Elba dashes it to the 

ground. But tho discovery of Melverie *s intended crime 

makes little difference to Wolfram; though ho deaplsos tho 

savage Duke* yet he will rescue him. This is quickly 

accomplished but when thoy are left ©Ion©* Melveric deals 

Wolfram a mortal blow. Wolfram refuses to tell who at­

tacked him* and dies commending Sibylla to Melverle'e care. 

The entry of Mandrake and hie boy into a tavern at 

Aneona heralds tho return of Duke Me lv eric. Mandrake* In Act II 

Egypt* had concocted an ointment which rendered ite user 

invisible and on the return voyage the jar had accidentally 

fallen and discharged Its contents over him. It Is s poor 

magician who does not bollev© his own hocus-pocus; Mandrake 

must pretend to be Invisible. There follows an amusing 
1 

scene in the tavern at Mandrake's expense. 

The body of Wolfram Is to be burled but when Duke 

Helverie* disguised as s pilgrim, and Sibylla leave the 

church, Isbrand and Siegfried, hie friend, eubstituto the 

protesting Mandrake for th© body. Isbrand then declare© 

X Donner is here guilty of an amusing blunder. On page 
216 he says, "on th© way back his own (Mandrake's) pot of 
balsam falls down and kills hi®. Bo Is now doad end 
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he will bury his brother at Grussau and "fetch the Duke 

and his sons to Hell*" The eons, Adalmar and Athulf, are 

both in love with AmeXa, daughter to Thorwald. The Duko, 

who removes his disguise to Thorwald* la told that Adal­

mar is plotting rebellion* Isbrand is already deep in the 

rebellious plot sad looks with satisfaction upon Athulf'a 

intended murder of his brother. 

The conspirators are to asset by night in the ruins Act III 

of a Gothic Cathedral and with them ie the Duke himself* 

still in disguise* The spirit of Mario (Marlus) joins 

the rebellious crow* After the conspirators leave, Ziba 

attempts to raise tho soul of tho Duke's wife* long dead 

end burled In the Cathedral* in an amusing scene* he 

invisible* end wherever ho goes ho is token for a spook 
until dudgiltfcng brings him to his senses and ho takes 
his place among the living* He is buried instead of 
Wolfram at Ansona snd rises before him at Grussau." Lot 
ue look at the text* act two* scone one* lines 70-75 j 
"last night in the storm* the waves rolled, and tho ship 
rolled in them* and in the middle of dreams, fell tho pot 
of balsam on the man's skull who made it, broke It to 
pieces, end bathed him from head to foot, and so ran ho 
sbout dripping with th© oil of Invisibility end teare for 
bis lost body - but hero he comesi see him not." The 
error upon which Donner builds his wrong Interpretation 
of tho role of Mandrake, evidently aroee from the two 
"its* in line seventy-two* It is quit© plain from 
whet foXlovs that one should road the lino to meant "fell 
too pot of balsam broke it (th© pot of baaeam) to 
pieees." The pot of balsam must have been broken in or­
der to bate* Mandrake from hoad to foot with tho "bewitch­
ing butter** Besides the "see him not" shows that Man­
drake is to be ridiculed with his own silly notion. Sor 
is ho •buried st Aneona;" the text says, sst two, scone 
two* lino 148* "Mandrake runs across the etsgo. With 
what glee would Mandrake have chuckled over this faulty 
reading of hie role! 
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sueeeede only in rousing Mandrake who having ©scaped being 

buried olive In Aneona has taken refuge among the tombs at 

Grussau. Left alone, the Duke calls upon bis wife to rise 

but the sepulchre gates fly open to discover \8elfram who 

had been buried by Isbrand in tho duchess' tomb. Th© two 

depart together for thsjpovernor's palace. 

In the fourth act tho Duke revoale himself to Adalmar* 

Wolfram appears to Sibylla, and Athulf declares his hope- Act IV 

loss love to Amala* Just as Athulf* standing below his 

love's window drinks s vial of poison, Adalmar enters and 

finding out the state of affaire runs off to bring Zlbs to 

supply an antidote. It turns out that the vial of poison 

was but a powerful soporific. Before Athulf falls asleop 

however* he kills Adalmar with a daggor thrust, and than 

tho dead and living are left lying beneath Amala's window. 

The conspirators meet at a banquet and news ie brought that 

the reeellion is en the point of successful realisation. 

Th© triumphant Isbrand is deserted by his followers, 

eves tho faithful Siegfried. Sibylla, with her ladies. Act 7 

gathering flowcre In a meadow, foretells her approaching 

death* The last econe le in the ruined Cathedral* Wolfram 

ipi a i i Lb saves Isbrand from the poisoned wine served him 

by Siegfried* Lsdles enter bearing the dead Sibyllsj Mario 

stabs Isbrsnd in the name of Liberty. As Isbrand diss* 

Wolfram sots s fool's cap on his brother's head* As the 

Duke inquires for his sons* Amala enters with ths bier of 

Adalmar. Then Athulf cornea in end etabs himself. Immediate­

ly Amala falls in s death swoon. The Duke resigns hie 

file:///8elfram
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orown to Thorwald and is carried off by Wolfram "still 

alive, Into tho world o* th' dead." 

XII 

Such Is tho plot of "Death's Jest-Book* -"lurid stuff" 

as Snow calls it* Surely there was never anything quite 

like it before or since. A revenger turns friend, tho liv­

ing long for death* the graves open to send the dead back 

to life* s living man Is murdered by a spirit* ghosts 

take up the life of mortals* a man is carried off to tho 

land of death by a ghost. Ie the play a burlesque? Did A 
grotesque 

Beddoes here seek to expose the ailliness of ghost ploys ploy 

snd tho downright romantic drivel that passed for drama? 

The wooing of Sibylla by the ghost of Wolfram, the love 

scone between Athulf end Amala* the taking of tho Duk© into 

the spirit world and the similar eo«n«© aro uproariously 

funny* On© might* st first reading or knowing nothing of 

Beddoes, easily ascribe the travesty purpose to its compo­

sition. The beautiful lyrics, sots© of the serious passages 

and Beddoec' well-known theories of life and death easily 

prevent this interpretation of the play. The author sought 

to break done? tho barriers between this world and ths next, 

to show that death Is but an incident in the progreeo of 

life end that entry into the world to come is to b© wel­

comed not dreaded* 

These are serious thoughts yet, as presented In tho 

play, the effect ie humoroue, and that, I am cure, wae not 
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Beddoes' intention* Hor Is the world of the 1930's eo 

such different from that of the 1838 *e that w© eee as Humour 
unint en t i onal 

rldiculoue ohet our great-grandfathers may have thought pro- snd 

intontlonsl 

foundly consequential. This is no explanation of the at­

mosphere of amusement that hovers about the whole work. 

There are of course, the Mandrake scnees which sre irresist­

ibly Mumoroua - Beddoes urns at his best whenever he rid 

himself of tho death complex end the serious manner. But 

the Mandrake eeonee are deliberately developed ae a comic 

sub-plot, in plain imitation of tho Elizabethan convention, 

end they reach an effect which artistically Xeaves little to 

be desired* Sere Beddoes hod an exeollont sub j sot, he con­

ceived a suitable character end he invented humorous situ­

ations* The intontlonsl humour of Death's Jest-Book is quite 

the equal of what Is similar in the Elisabethan drama* 

Tho introduction of a spirit or ghost into a play is 

net In Itself amusing. The ghosts of Samlet's father or 

of Banquo have in fact a quite contrary effect. An expla­

nation of tho undeslred snd unexpected humorous effect of the 

ghosts of Boddoee' creation is probably to be found in tho 

way in which our author worked* Beddoes bad thought so 

long snd so intensely upon tho subject of death that tho 

dead wore as real, or more eo* to him than wore the living* 

Be had got to the place in his thinking where he conceived 

of humans passing back end forth across tho barrier of 

death without groat tribulation or apparently much inoonven- Incongruity 
of the 

ience. The terror end horrow of death are entirely removed. supernatural 
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»ow this ©asy end familiar attitude toward death is not 

common to men; too often we are so busy with living that 

death is not given a thought* The presentation then ef 

death in familiar terms and tho introduction of ghosts who 

make love and take part in a revolution is so utterly incon­

gruous that the comic instead of the serious is evoked by 

the author. What is commonplace* in Beddoes* world is 

dreaded and avoided in ours; Beddoes never realised how 

far ho had departed from the noamse! life of humans* His 

ghosts are es amusing as falling down a stairway even 

though the victim perish* 

If Beddoes * ghosts are bisarre and gro&eeque, not 

fitting harmoniously into tho scheme of the play, no loss 

disturbing are the Inconsistencies end weaknoaeos of his 

plot} snd both faults, though so different in nature* 

spring from a common cause* Beddoes was so lamereed in his 

theme that he forget the practloaX exigencies of his art* 

©no is able to aocopt the device of disguise even although 

eo must believe that not a soul recognised Melverle after 

less than four years' absence, for it le of tho net or© of a 

convention end not much different firom tho ordinarily 

accepted stage situation In the smpresontation of any drama. 

But surely it is absurd to see Mandrake* carried off a Ineonslst-
enciee of 

moment before as substitute for a corpse, return without tho plot 

the development of sny complication in the plot by the 

astonished sards mourners* Donner fails to appreciate 

tho faot of Mandrake's very real existence. Th© v©ry comic 
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effect of Zlbe's efforts at ghost-raising, resulting In the 

oppesranee of Mandrake, removes utterly any possibility 

of Wolfrem's appearance being taken seriously* The drama­

tist has put us in a humorous mood* laugh at a hoax and 
1 

laugh at whet is supposedly genuine* Donner says* "The 

only danger of Horaun cuius Mandrake is that he makes the 

other characters look net a little sbsurd, and the very pur­

pose of his introduction in tho conjuring scone may thus 

bo defected* for there oan be little doubt that Beddoes 

made us lough at Mandrake lest we should laugh at Wolfram* 

snd thst would not do*" But wo do laugh at Wolfram, and 

that Is just tho weakness of tho dramatic oonetruetlon. 

Hor is it likely that Amala would be deceived by the voice 

of Athulf below her window* Tho singing of the Harpagus 

ballad in tho fourth seene of the fourth act falls complete­

ly flat* Either Beddoec had forgotten that Melverie was 

unrecognised by all the company\or he took this way of let­

ting it be -nown that Isbrand had penetrated the diegulse of 

pilgrim worn by tho Duke* In either case It is a plain 

blunder or faulty technique. 

I? 

The substructure of the play i s conceived on e brood 

end noble basis that places It fer beyond tho old revenge 

plays in i t s philosophical Implications end tho grandeur 

of Its thought. 
Snow rejooto the interpretation of Death'e Jest-Book 

X Donner- p. 237 
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ss a regengsj play, or tragedy of asm Asia. But lot Snow 
X 

speak for himself« "Beddoes himself conceived of the play Death's 

•* a tragedy of Hemesls. There is no mistaking tho intent as e reveng© 

of the finoX speech of tho Spectre to Duke Molverlo with its 

Tho spirit of retribution called mo hither* 
Thy sons have perished for like cause* as that 2 
For which thou did* at assassinate thy friend* 

Hut equally without mistake it is clear this intent was 
3 

not carried out*" So continues, "Theoretically one might 

assume Wolfram, living or spectral, to be the central figure 

snd Isbrand the tool of fate* but to mak© such sn assump­

tion is to make a serious mistake in emphasis*" But one 

doesn't need to moke the assumption. Wolfram and Isbrand 

are co-equals, a duel representation of revenge* In at 
4 

least one statement it is possible to agree with Snow. "To 

classify him then as a subsidiary - tho tool of fate - in 

a tragedy revolving around Wolfram or Melverie would be 

8 

grotesque." More senelble is his assertion* "Death's Jest-

Book docs, indeed, have much in common with the old revenge 

ploy* The baalc pattern is the same*" But to say that 
8 
"Xt Is this conflict between tho nemesis or llisabethan 

revenge drama, and the Floy of the Wild Fool, with ite 

obscure symbolic connection with Beddoes' eon nature* which 

causes tho dramatic action to waver," is simply not to under­

stand the play. The "Play of tho Wild Fool," as Snow desig­

nates tho pert of lebrand, is part of th© revenge drama. 

X Snow, p. XX4 
t f, iv* 11* 548-380 
8 Snow* p« 1X4 
4 Snow* p. 113 
5 Snow. p. 118 
6 Ibid 



The conf l i c t , and there i s a serious one, r i s e s not from 

within tho body of the play I t s e l f but from tho excres­

cences of motaphyslos end mysticism as opposed to the 

drams, proper* The interpretation as given in section f ive 

below will* X hope, moke clear that neither Snow nor Donner 

Donner* indeed, speaks of "a great tragedy of revenge 

l a Klisabethan s ty lo ." But he misses th© main point of the 
2 

revenge motif* He says* "In order to make hie hero oredl-

bl© t o a sceptical age* Beddoes prove© Wolfram in the 

wrong, in order t o ahow Isbrand in the right* Thus the 

death of Wolfram affords Isbrand a|new cause of hatred." 

Wolfram forgives* true enough* but he punlehoe too* which 

I s quite in keeping with Christian ethics* In act one he 
3 

exclaims ho wi l l have hie revenge, "I wi l l avenge mo* Duke, 

sa never men* snd in act five* he doolaroe* "The sp ir i t of 

retribution called mo hither*" Missing th is point Donner*e 

argument runs off on a tangent* What Beddoes proves - i f . 

Donner had persevered t o the end of th© play he would have 

seen i t - i s thst Isbrand i s wrong and Wolfram right . I s ­

brand's now cause of hotrod i s a perfectly legitimate urn© 

ef motives; i t shows Isbrand's changing nature* I t changes 

one© more, too* when Isbrand's hatred turns to contempt 

for the whole human race snd ho aspires to godly powers* 

Snow's and 
Donner's 
faulty Inter­
pretation 

X Dormer, p* 2X4 
8 Donner* p* 820 
3 Doath'e Jest-Book, X, iv , 1. 203 
4 Death's Jest-Book* V* i v , X* 348 
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Th© play suffers, end suffers badly, from the excres­

cences that hove grown out of th© fissures of the msin body. 

Beddoes with allihls keenly developed sense of humour, did 

not see that hie treatment of the theme created absurdi­

ties of action snd character* He needed someone to bring *>*=•* Bxcresoenoos 
of the ploy 

bis abnormal fancy to touch the normal world; only Beddoes 

could appreciate the play as ho wrote it* But there was 

no one to point the way. Kelsall was either loot in blind 

adoration or afraid to speak out; Procter could not under­

stand it* Tet the basic ideas of the play are sound* 

It la wrong to judge the ploy from the surface 

appearance of its plot end action* To do eo is to get no 
1 

further than Snow when ho says It is "a play which is Superficial 
2 criticism 

chaotic and IneffectusXf" "The action ic erratic and oon-
3 

fused.*} "Death's Jest-Book Is tho symbol of that emotion­
al ferment and disillusion which was going on (in him)*" 
4 
"It is a mod ploy*" All those comments may bo applied with 

some justice to the play but thoy cay nothing ef the frame­

work underneath* And that framework lot us now examine* 

Life has boon swept from its normally peaceful and 

ordered movement by tho iisarpation of the crown on tho 

part of Melverie. His le a treacherous and base dlsloy-

X Snow* p. 101 
2 Xbid 
8 Ibid 
4 Xbid 
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alty. 6f the two sons of the deposed Duke* one, Isbrand, Examination 
of the plot 

plans revenge after the nonaally human fashion. He is wise end action 
in the light 

in the ways of this world and scorns the lofty idealism of Beddeee1 

philosophy of 
of Wolfram* Tho letter, disdaining revenge* seeks to work life end 

out his relationship to his father's usurper on levels of 

sublime friendship attested in a blood bond* But the powers 

of good* humanly directed* cannot cop© with what is Intrinsi­

cally evil. Melverie triumphs over Wolfram as he had tri­

umphed over Wolfram's father* H« usurps his kingship in 

love and* murdering Wolfram, seises tho maiden Sibylla for 

himself* Tet Melverlc's triumph is not completes ho holds 
Virtu*-

his duchy only by vltvum of the loyalty of Theodorlo* and 

death 

Slbylls's heart he never possesses, for It was given long 

before to Wolfram* Isbrand sees in tho death of Wolfram 

but another reason for revenge* This man to gain his ends 

makes use of the disloyalty of son to father* Be succeeds 

but in the moment of his success he is betrayed by his 

friend, Siegfried, who* foiled in his attempt to murder Is­

brand by poison, le led away a prisoner* Tet Isbrand* in a 

way that precludes any extension of thie drama of human 

revong©, is struck down by tho spirit of Marios* tho Roman 

Consul, Thus the men who at tempted by force alone to strain 

tho linos of life baek into their proper channel, le mur­

dered by osio whooe very name typef les violence snd blood-

abed* And the ©teed Is done In the name of liberty! neither 
nor . 

Snow nor Donner sees anything psrtleularly unusual in Marcos 

maoquoradlng in the garb of liberty. Donner says, only, 

X Donner* p. 2X7 
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tha t i t must bo a pseudo-heroic tradition* Surely Beddoes 

did not admire M«riua, the blood-thirsty demagogue* Or 

i s he here b i t t e r ly sa t i r i ca l of red-handed Revolution - the 

Bolshevism of the day - committing crime in the nam© of 

Liberty? One brother slays the other secretly and at his 

fa ther ' s demand for revecge, fe© k i l l s himself, Donner says, 
X 
"The Duke's sons a t the same time sfurdar each other in 

r ivalry for a women's lov®*8 wheat Where? Sot in Death's 

Jest-Book. Human forces and passions, humanly directed 

toward revenge* have failed to restore Bature's order snd 

balance. Yet Melverie i s not allowed to continue his 

unnatural course* At the very end ho sees retribution in 

tho sp i r i tua l being of Wolfram snd resigns his throne to 

Thorwald. Wolfram removes Melverie from the 8cone of his 

evi l deeds* Thorwald the loyal and just inherits the duchy 

for which evi l men have committed crime* Tet ©von Thorwald 

does not wholly escapej ho hss countenanced forcee of ev i l 

la tho person of Melverie and suffers tho death of hie 

daughter* Amsla* from th© resul t of a disloyalty. Wolfram 

triumphs ultimately*, the earthly portion of his family i.» 

entrusted to clean and honest hands; Sibylla* his love* 

joins him in tho aftorworid* Thus material and spi r i tual 

forces are sat isf ied mna. l i fe can flow on unbroken ly . 

Beddoes hod or Idea hor© which touches tho sublime* 

Would that Beddoes, the metaphysician and eat death-

obseseiorlst , had permitted Beddoes, the dramatist and 

sye t i c , to work out his theme untraiBjssXled* "The poetry 

Triumph of 
spiritual 
forces 

Be-establish. 
mont of 
equilibrium 

X Bonner* P» 230 
2 Snow* p. 103 
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ns> couldn't cjet out of him," says Snow. Yet the play, 

utterly uneuitod to stage presentation* before an audience 

of philletlnos, can bo enjoyed by any who take th© trouble 

to gain first Beddoes* unusual and difficult belief In the 

strange relationship of the next world to this* 

Sublimity 
ef Beddoec' 
theme 

?X 

Of tho persons represented in the drama, the men 

hove more individuality and reality then have tho women* 

Of the men* the Duke* Wolfram, and Isbrand alone have 

sufficient character to enable them to stand alone and 

apart from the soanea of the play* Beddoec was quite con-
X 

aelouo of his weakness in character portrayal. "The 

charge of monotony in character is well grounded, but I 

can hardly hotfowox do anything in this case, for the power 

of drawing character and humour - two things absolutely 

indispensable for a good dramatist - are the two first 

articles In my deficiencies." 
2 

Donner soys* (Isbrand) "la e more complex and a more 

consistent character," implying that the other characters 

are not consistent. And what does ho moan by consistent? 

If ho moans unchanging, or static* or identical in ect 

five with the man represented in act one, th«n ho is pay­

ing Beddoes no compliment. So is s block of wood cone la­

tent. "Consistent" characters ore found In Greek drains; 

X Letter to Soloall, Gottingen, 50/4/J88i 
8 Donner* p. 826 

Character 

What is 
Bonner*s 
moaning of 
o one letent? 
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in weatorn drama the characters live and grow snd change 

as the play proceeds. Ie Lear ef act five consistent 

with the Lear of set one? Beddoes* characters are far 

from perfectly drawn but no one should mistake what he 

was trying to do. Kelsall thought that the characters 
1 

n9T9 all eelfpeonaistent and in good keeping with the 

deep mote to which all the work is pitched*'* 

Besides the sublime goodness of Wolfram, the Duke, 

taasaeatse) Melverie,asp©are without © single redeeming quel- Duke 
ttelv 

Ity. file utterly selfish mind scarcely thinks of the prior 

claim of Wolfram, his deliverer* to the love of Sibylls* To 

such a man ss Wolfram, a bonefactor becomes an enemy be­

cause ho hss unintentionally proven tho other's fallibil­

ity and human insufficiency. Such a friend is to bo slain 

that vanity may be preserved. To Wolfram tho Duke throws 

out tb« challenge t 

Pool, would thy virtue shame end crush me dooni 
And make a grateful blushing bondslave of mo? 
0 set X dare bo wicked still; and murderer 
Hy thought has christened me* such I must remain. 
0 curse thy meek* forgiving* idiot heart* 
That thus will take its womanish revenge, 
And with th© loathliost poison* pardon* kill me; 
Twice-sonteneod, die! 2 

Thus the) materialist!© Melverie, blind to virtuous Ideal­

ism* thinks forgiveness a weapon raised to slay him* Aftsr 

the murder ho is completely in control of himself and will 

be able to rub his cares smooth in the bustle of tho world* 

The sly and crafty Melverie now shows his coming* When 

X Kelsall in a letter to his sister- 27/7A850, ss quoted 
by Donner, footnote}* p. 226 
2 X* iv* IX. 182-189 
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Thorwald reminds hia of hie former underhand battles against 

treason, he repliest 

He is wary still, -, 
And has a snake's ©y© under every lesf. 

The sight of hia sons, neck-deep in treasonous plots, forooe 

him to summon all his powers of duplicity and cunning. Athulf 

and Adalmar shall be removed by affairs of love from the stormy 

pclltieal world; the other loaders he will spy upon. The woman 

Sibylla ho is impatient with for hor grief. But it too n-.ust 

yield before his imperious will. "I will look to't hereafter." 

Tet* alone, the crime of murder which rlees up between them 

threatens remorse. But there Is still courage and determination 

in Melverie*a mind and ho strikes on with the thought: 

Who should be merrier than a secret villain? 

With admirable daring ho allaye suspicion by suggesting that he 

end Isbrand have formerly mot; Isbrand has been completely 

fooled and the wily Melverie Is safe. Isbrand is too sure of 

his own security. His perilous toast is childlike to Molverlo* 

so wise in th© was of human kind* so low in his sstlmste of 

human nature* The transition from the Duke of Munsterburg to 

tho husband who wishes he were with his dead wife is an uncertain 

snd contradictory portrayal of oharaetor. W© are not prepared 

for tho lines: 

I wi l l abandon this ungrateful country* 
And leave ray dukedom's earth behind mo; al l* 
Save the sumll urn that holds my dead bolovod; 
That r e l i c wi l l I save from ray wrecked princedom; 
Beside i t l ivo and d ie . 

1 XX* i l l , 11*286,287. 
8 XIX* 1* 1.62 
3 XXX, i i i * 11.173-177. 

Malverio'e 
cehemoe 
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Yet, for wf at is to follow* this other side ef tho Dike's 

nature must be revealed* Xt can only be complained that It 
Complexity of 

Is slumsily end hurriedly done* There is a genuinely real- character 

istlc touch about Molverlo*s credulity, quite in keeping with 

his worldly character* Your materialist Is ever the most sup­

erstitious of mortals. After th© resurrection of Wolfram, tho 

role of tho Dube Is loss fully displayed, for with tho ghost's 

appearance, the future lines of action of the play are cl©arly 

determined. After the first scene of &st four in which ho 

offers reconciliation to his son, Adalmar, he does not appear 

again until the second scene of act five except for a few 

moments in act four, scene four, when he utters but on© speech, 

deeply ironical* Quick to seise upon the slightest wavering of 

the conspirators* allogianco to Isbrsnd* bo turns their purpoees 

to Isbrand's destruction and his own gain* In tho last scene* 
Failure 

there tm a decided falling off in the importance of Melverie* of portrayal 
at end 

Beddoes did not make the most of the final situation j tr e Duke of play 

is suddenly reduced to th© statue of marionette and weakly 

speaks the lines that are given him. 

Th© character of Isbrand is th© nost continuously 

developed of all, and the Interest in him Is maintained 

throughout* *My Friend Isbrand I reeossmendod to your attention j 

he's a nice fellow*" Xwas Beddoes* coseaent. severtheless Snow 

seems only to be striving for critical effect when he says he is 

the "one eonsistoEtiy living figure among a group of gesticulating 

marionettes.88 The characterisation is not really quite so bad 

as that. In tho beginning Isbrand is the very antithesis of 
1 Letter to Kelsall, GBttingen, 27/2/0829. 
2 Snow* p. 118« 

Isbrsnd 



Wolfram snd cries "Bate! Hate! leveng© and blood!*1 But time 

and elwicmstSKCcs are opposed to carrying out his designs snd 

he must for s time wear 

a face 
As innocent and lamblike as the wool 
That brings a plague.* 

There ie a simplicity about Isbrand and a singleness of purpose 

in his action which give him an appearance of strength which he 

really does mot possess* lis assumption of the role of fool 

serve* the practical purpose of allowing him to further his 

schemes unsuspected besides providing a reason for the display 

of his wit and humour* Be gives a just description of himself 

in his words to Siegfried: 

Original 
singleness 
of purpose 

1 ara patient and still and laborSous, a good 
Contented man; peaceable as an ass c; ©wing a thistle* and my 
thistle is revenge* 1 do but whisper it now; but hereafter I will 
thunder the word* and I shall shoot up gigantic out of this pis­
mire shape* and hurl th© bolt of that rev on go*5 

Isbrand is too sure of himself; ho does not realise tho real 

politic ability ©f his foes nor Is he shrewd enough to suspect 

tho poor pilgri™. His intellect Is greater and r.oro philosophis 

then Melverie*s but distinctly Inferior in native cunning. Too 

glibly ho boastst 

Tomorrow, Siegfried, •holt thou see me sitting 
One of the drivers of this racing earth, 
With Orftssau's reins between my fingers** 

Th© weakness of Isbrand is his Intense hatred of tho Duko ae his 

labrand 
and 

Melverie 

X X, i , 1.284* 
2 X* i , 11*874~27#. 
8 IX* 11* 11*97-181 
4 XX* i v , 11.13*18 
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guiding fore©; a greater men would have mode i t secondary to tho 
Hatred 

reeovery ef the family estates* Snow sees about him "a species of the 
Duko 

of perverse grandeur which springs from the largeness of his 

contempt for any end a l l supposedly great thi. go*"1 When Boling-

broke, a contemporary of Beddoes* characters, returned to Englsnd, 

i t was* so he said* to claJw h i s ri^i t fu l inheritance, not to 

wreak vengeance upon Richard Fiantagor^t. Bat Isbrand Is cast in 

s lesser mould* With unusual candour he describes bimsslf to Sieg­

fried* 

But tho heart I have 
I s a strange l i t t l e snake. He drinks not wine 
When he'd bo drunk* but poison: ho doth fatten 
On b i t t er hate* not love. And oh* that dukes 
My l i f e i s rate of him; and when I tread 
His nook Into tho grave* I ehall* methinks, 
Fal l into aches with the mig-ty joy* 
Or bo transferred into s winged etart 
Tli at wi l l be a l l eternal heaven die t i l l e d 
Down to one thi ok rlsh minuto. This sounds madly* 
But I aa. nad when I remember him*8 

Tot there i s imagination in him and a refinement of revenge for 

he has buried h is brother in the tomb of Melverie'a wife so that 

th© Duk© af ter death shall l i e thinking en eternity becido the 

men he murdered, and thus embrace his own damnation* I t i s Isbrand's 
Isbrand 

sel f -conceit which makes him think of himself as an instrument not 
altogether 

used by Fate* Bis part in tho play bel ies his own thought* an inetr-

For Isbrand i s t* e handle of the chisels 
Which Fate* the turner of men's l i ves , doth use 
Upon the wheeling world. 

Those were evidently th© l inos which mad© Snow f©ar that a misinter. 
4 

protation of Isbrand might be made. 

1 Snow* p« 125. 
2 IX* Xv* 11.86-86 
8 XX, i v , XI. 97-99. 
4 Snow* p* 114. 

lament of 
fat© 
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Xn his advloe t o Athulf, Isbrand roaches levels of diabolical 

revenge which far exceed h is own brute purposesi 

If you would wound your foe* 
Oet swords that pierce th© mind: a bodily s l i c e 
Is cured by surgeon's butter: l e t true hate 
Leap the f l esh ,wel l , or fling, his fiery deeds 
Into the sonl* 

In a neatly ironical passage Isbrand declares his complete mas­

tery ef tho s i tuation in Grussau; the Duk© can afford to lot the 

fool prate of h i s etamlng* The sett ing for the presentation of 

the Harpagus ballad i s wel l planned; Isbrand really reaches fine 

dramatic of foot hare but the point i s los t because of a structure! 

error i» tho play. Th© duel with Zlba in which th© l e t t e r ' s l i f e 

Is spared by Xjuhafca, after the Ec7ptian has been disarmed, ^lves 

us a glimpse of a chivalrous and courageous Jofeeid we had probably 

not thought of before. I t prepares us too for the Isbrand of act 

f ive who despises common nen and common ways. He says: 

Beddoec' 
use of 
dramatic 
irony 

1 have a t i t of FIAT in ray soul* 
And can myself create my l i t t l e world. 

I t was ever 
My study to find out a way to godhead* 
And on reflection soon I found tret f i r s t 
I was but half created} 

What si>all we add to nan 
To bring him higher? I be£i^ to think 
That's a discovery I soon shall make. 

I raised myself 
By th is oomparatlv© philosophy, 
Abovo your shoulders* my sag© gentlemen. 
Have patience but a l i t t l© and k©©p a t l l l * g 
1*11 find means, by© ar;d by©* of flying higher. 

Xsbrend succeeds in a world of action. When necessity for sotion 

X IX, iv, 11. 189-19S. 
2 If* ii* 11*38,39; 47-50; 62-64; t>7-71. 

Develop­
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is over, ho flies off at a tangent, lost In philosophical epee-

ulatlon and the scorch for the philosopher's stone. This is a 

new Isbrand. whatever justification there was In his planning 

ef revenge Is eclipsed by this altogether unwarranted reaching 

up for godlike powtrs* Death comes to rector© him to his normal 

level—death* the grim jester. Very appropriately Wolfram sots 

the feel*© sap ©a the head of the dying Isbrand and sayst 

ss>mntlise Death sends you back this cap of office 
At his court you're elected to th© post:1 

In early life Isbrand the fool had attempted to make a fool of 

death and up to a point ho succeeded: now h© Is to be court fool 

to Death to make a fool of life* "For now Death makes indeed a 

fool of mo." * So passes Isbrand* "the only dramatic figure 

created by Beddoes which does approach greatness•** 

The key to Wolfram's character Is to b© found In these 
Wolfram 

lines which he addresses to Isbrard as the ship Baris is waiting* 

ready to sail to the rescue of Duk© Molverlo * 

0 think not, brother, that our father's spirit 
Breathes earthly passion mores he Is with no 
And guides to to tbe danger of his fo© 
Bringing from heaven his homo, pity and pardon* 
But should his blood need- bloody expiation 
Then let m© perish. 

Leave mo the truth of love, and death is lovely.* 

Wolfram Is tho lonely figure in th© play for his idealistic 

philosophy of resignation snd love have entirely separated him 

i H; 8: li-.Br "*• 
2 Snow* p« 122* 
4 X* i, Xl» 2S8-265; 267. 
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from tho Isbrands of th i s world, and thoy are legion. So to 

Isbrand, Wolfram's way of lif© i s "llon-heartedness right 

eftinino!1* There Is one thing needed to complete the earthly 

l i f e of tho perfect knight—love. And love he firds in tho 

person of S ibyl la . But earthly b l i s s Is not attained without a 

Struggle, rarely i s i t obtained at a l l . Between Wolfram and th© 

perfection ef h i s mortal l i f e comes Melverie th© hard and brutal 

ego i s t . Xf there Is a question of right in such natters, then 

Wolfram's prior claim to Sibyl la's love should take precedence* 

But Boddooe, with rare i - s ight into t e ways of men, allows the 

Innocent Wolfram to bo misjudged and makes the Duke consider 

himself the injured party. The eslf«abnegpatlon of Wolfram 

reaches i t s highest l eve l when* looking upon the poieened goblet, 

which IS© Ivor Ic had prepared for him* h© coos out to save his 

l i f e . So seised Is Melverie with t*~© idea of possessing Slbyl la- -

snd having got her, ho paid l i t t l e more attention to hor—that ho 

psys h i s "thanks In steel** In dying, Wolfram refuses to t e l l who 

was his murderer. There Is no trace of bitterness In th© words: 

2 
X w i l l avenge me, Duke, as never man. 

He has in mind the natural working out of divine law. Wolfram 

l ike Beddoes* has thought long upor death and l i f e and ho has 

an answer! 

Tet* can nian die? Ay* as t -e sun doth 8«t: 
The earth i t Is taat f a l l s away from day; 
Fixed in the heavers, although unseen by us* 3 
The iramortal l i f e and l ight remains triumphant. 

His isolst-
ion 

Struggle 
betwoon 

Wolfram snd 
Melverie 

Wolfram 
like 

Beddoes 

1 X* i* 1* 268* 
2 X* Iv* 1* 203* 
Z X* Iv, 11. 2S1-234. 
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The resurrection of Wolfram* in Act III, seen© ill, is a 

dramatic device ttat ©an imvor be generally accepted for, 

over a period of centuries?literature hao built up a number 

of conventions sbout the appearance of ghosts which tho author 

cannot violate without appearing ridiculous to most people. A 

Wolfram who rises from the grave, not a conventional ghost, but 

a oreature of flesh and blood* instead of being corvlncingly real 

is less than actual* H« explain© his appearance end mission to 

BoIvories 

Flesh* bones, and soul* and blood that thou stol'st irom mo. 
Upon thy summons* bound by bloody signs, 
Bore Wolfram stands i 

I will stay awhix© 
To see how tho world goes, foast and b© merry* 

Thou* old man* 
Art helpless s arjalr.ot p,©. I shell not hor~; th©©; 
So load m© hem©** 

Xt was Beddoes' idea to break down utterly the conception of 

death as a wall us spar at ing th© next world from this and to think 

of it as merely a transition* It Is at thi© olnt among others* 

that Beddoes* philosophy comes into conflict with his dramatic 
Damage to 

purpose and in that conflict th© characterisation of Wolfram Character 
por t rayal 

suffers blows near ly as f a t a l as those dealt by feelveric'e s»ord. 

To e l l SjPpoarances a insn Ilk© o t U r on, Wolfram now plajs tho 

port of a disembodied s p i r i t . To prove his point , Beddoes has 

got l imsel f entangled in an a r t i s t i c incongruity. T>ere i s no 

need whatever t o ©xpatiat© uoor the rr.ture of wolfram; i t i s w©ll 

known from tho f i r s t ac t of the play—yet t - e author does l i t t l © 

1 I I I , i i i * 11* S62-6c5; 671, <-72; C05-687. 
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©Xse in the scene between Sibylla and Wolfram the resurrected. 

Consider such linos as theses 

I tarn a ghost* Tremble not; fear not KO. 
Tho dead are ever good end Innocent, 
And love the living* They are cheerful creatures, 
And quiet as t e sunbeams* and most like* 
In grace one. patient lev©,, and spotless beauty* 
Tho now-bor® of mankind. A 

They add nothing to the action* Xt is simply Beddoes speaking 

through the lips of Wolfram with whom ho has identified himself, 

as thinker and philosopher, throughout the whole -lay. Unfortun­

ately for the action of the play and the developront of its theme* 

the speeches in this vein are too long and too obviously grafted 

to tho main stem of tho play, not sprung from its roots of char* 

aster and action. The growth of the love between Wolfram and 

Sibylla seems dictated more by logical necessity than by devel­

opment of personality. Wolfram*** lifo In tho next world has to 

be made complete and Sibylla cannot he left on earth languishing 

forever* In tho last scone of t o play Wolfram assumes a more 

active role* Still Clinging to his thesis t- at tho dead and living 

are one, Beddoes presents Wolfram as a roietering companion of 

the conspirator*. And in this case we can forgive him for doee 

not Wolfram sing that humorous and quaint ballad* "Old Adam* the 

carrion crew"? Tot Wolfram Is -more than human and his gr©st©r 

than mortal powers are revealed when he forbids Isbrand to drink 
Beddoes' 

the wine in which Wolfram alone knows that Siegfried has placed impossible 
tack 

poison. Beddoes set himself a cost difficult task; thie buslnsss 

of trying to make Wolfran appear both man and spirit, of trying 

to present life as a continuum in gradations from ©artb to the 

1 17* ii* 11. 111-116. 
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infinlt©, involved dramatic difficulties for wnich neither ho 

nor anybody else ever created a perfect technique. The diffic­

ulty Is certainly not solved by making Wolfram speesj* Beddoes-

like, tho fifteen lines in Act f, scene iv, in which he raises 

the question* "But dead and llvini, which are whishT* In tho 
Removal of 

lost hundred lines of the play, Wolfram becenee a sort of master Wolfram to 
new role 

of ceremonies to order tho behaviour of th© characters. It is 

a stopping off the e ege which Boddoes would pra&ebly have explained 

by saying that Wolfram* about to enter again the spirit world, 

removes himself a little in order to bring the action of the play 

to its close. 

Tho female characters* Amala and Sibylla* are carried 
Amala end 

forward by the action of tho play but thoy do not direct it. Sibylls 

Both are pathetic figures and each is t e counterpart of tho 

other for as Sibylla ceases to have any significant earthly ex­

istence beeause of the strife between Melverie and Wolfrsm so 

Amala perishes in the corf.Hot between Athulf and Adalmar. As 

Isbrand says of Amala s 

Poor Amnio,* 
A thorny rose thy life is* plucked In the dew, 
And pitilessly woven with those snakes « 
Into a garland for tho King of tho grave. 

So might one lament the painful life of Siyblla until she Is 

united again with Wolfram. There is admiration for the co: start 

love she boars Wolfrsm* keeping It as a sberished seorot in her 

hosrt. .There Is pathos too in hor repetition of hor lover's words; 

X V, iv* 11. 206-220. 
2 XX* Iv* 11* 215«^18. 
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Can a man diet Ay* RE the sun doth set: 
It Is the earth that falls away from ii^ht; 
Fixed in the heavens* although unsren by us, •» 
The ftmraortal life and light renalna triumphant. 

Beddoes* women are never living cre&tures; he die1 not succeed 

in giving reality to either Olivia or Floribel in "Th© Brides* 
Thinness of 

Tragedy." It is hardly to fc© expected of on© who all his lifo Gharact©risatlc 

had so little to do with women; besides ie wrote in an age when 

women had littl© actlvo part in th© world of nen and affairs. 

Athulf and Adalmar seem to be Introduced Into the plsy 

largely because th«lr antagonism forms a parallel to the contest 

between Solverio and Wolfram. But there th© comparison stops* 
Athulf and 

In th© words of Athulf, his brother, Adalmar ie a man, Adalmar 

Whoso sword's his pleasure. A mere savage nan 
Mad© for the .monstrous tidies, but left out then. 
Born by mistake with us. a 

i 

Amala* who should have known thorn wel l , admires th© bravery and 

honour of A d a l a r , thinks him a l i t t l e cold and admits an i n t e r ­

es t in the o t h e r : . 

I f h i s wild brother 
Had but more constancy and less insoleneg 
In love* ho were a man much t o ray hea r t . 

To Amala, Athulf pours out a whining t a l e : 

Bad I been in my young da;s taught the t r u t h . 
And brought up with the kindness and affection 
Of a good man! I was not myself ev i l* . 
But out of youth and ignorance did much wrong. 

1 IX i i , i l » 3 9 - 4 2 . 
2 I I , i i , 1 1 . 39-42* 
S I I I , l i , 1 1 . 19-21. 
4 IV, 111, 1 1 . 57-59 
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Xt Is the- common cry of th© criminal and echoed in tho words of 

every coward who seeks to blame environment and not himself for 

his failures. It is appropriate for tho niceties of dramatic 

action that Adalmar the warlike, should perish by the hand of 
Contrast In 

tho profligate and that the latter should expiate the crime by oharaetor 

suicide* 

Of Siegfried and Ziba it is sufficient to say that they 

are pushed on and off the stag© whenever tho mechanics of tho 
Minor 

play require their assistance. Thoy are stag© naC ln«ry, even characters 

ss Mario* tho ghost of tho Roman twenty centwries dead. Thorwald 

is the devoted regent, a greater and hotter Melverie, but until 

tho end only a placo-holder. Mandrake, of all these l©sser 

characters, is tho most human and bloat with the most Individ­

uality. At times, he threatens toeLerry away into his role rost 

of the interest and much of th© action of the play* His prot©noo 
The humour 

of invisibility* his flashes of wit and humour, his living embodl- of 
Mandrake 

meant of tho sa t i re of esoteric mumbo-jumbo reveal the Beddoes of 

Charterhouse days with a l l the buffoonery and merry fun that went 

with thorn* Bo ie the very Don Quixot© of ps«ude-mystielsrn. Every 

on© of h i s scenes i s price loss—obscured, a las , in D©ath's J e s t -

Book which s t i l l awaits general acclaim* 
VII 

The selection of scenes from all the possible one© that 

suggest theraoelvos from the raterial of the plot, is ample for tho 

drsmatie portrayal of tho narrative. They exhibit that neatness 
Dramatic 

of arrange ont which is characteristic of all Beddoes' completed construction 

work. Of th© five acts a a have four setroa except tr>« third 

which has thro©. The first act (ir. th© 1829 vercion) ord the 
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last act «r© both shorter t an the other thre© which are all 

approximately of tho same length, with th© exception of tho 

last act* tho architecture of the play is created on sound prin­

ciples. The beginning of each seer© is effective and tho author 

brings each to a mtural close. In no cee does he carry the 

dialogue beyond that point whore the curtain would fall most 

effectively. The last act* on the other hand* haa ©very app. 
flurri©d 

oaraneo ef having boon put together hurriedly aa a tentative construction 
of 

completion of the work* The climax of tho play nay bo cons id- act five 

©rod as falling within th© lest scene of act thre©* with th© 

resurrection of Wolfram. Ae far as tho main plot is con earned* 

no now element Is introduced after that point and the rest of 

the play Is given over to a solution of tho problem that has 

been presented in the first thrte sets. Beddoec thus follows 

tho Elisabethan tradition of a drawn-out denouement. Bach 

scene* excepting agate act five* duplicates the construction of 

each act; the climax occurs between the mathematical centre of 

each scone and tho end* 

As noted by Donner* th© development of the plot correa-
Beddooe' 

ponds to Beddoes* dramatic theory expressed In a letter to Kelsall theory of 
^ dramatic 

where he says, "In the first (act) the deed must be committed* oonstruetifl 

the consequences of w employ the following: in the second* a 

reset Ion attempted* and a second seed sown for ripening In the 

after time: In the third, which ne©ds not to be the most powerful 

ss X once thought, the storm gathers, doubts srise, or th© termin­

ation w° appears to be at hanr, Is Intercepted by some bold and 

unexpected invention; a new event, the development of a character, 

1 Letter to Kelsall, Wursburg, 10/1/1831. 



-261-

hltherto obscure, a new resolve &c gives a new turn to th© aspect 

of tho futures in the fourth all is consummated, the truth is 

cleared up, the firal determination taken, the step of Nemeeie 

Is heard: and In the fifth th© atonement follows. The first, 

fourth, and fifth, must b© most attractive a* d interesting, from 

tho confliction of passions and the ©vents occasioned by them: 

the 2 is a pause for retrospection, anticipation; in the third Is 

rather tho, struggle between the will of i an and the moral law of 

necessity, a* awaits inevitably hie past action—the pivot of all 

tragedy*" 

But from th© ctandpoirt of Interest, th© obherence of 

tho play is faulty* Each act tendc to centre about itaelf and 

there is little of that projection of interest from each act 

to the succeeding on© which ie necessary if the play is to move 
Incoherence 

forward as an organic whole. Ac It is, tho machinery rune down 

at intervals of twenty-five page© or so and has to be wound up 

again before tho next act is got under way. As each act stands 

by itself, so each scene* with two or three exceptions* partakes 

of the nature of a separate unit, tfrcifplaft .imei Mm in' blm' tialmo 

mji ©L^UIUIIULI ii LH_I I ill T h e play h a s thus the n a t u r e of a group of 

scenes strung on the sane theme and nade coherent by their chron­

ological order and relationship of subject matter* The play reads 

much better than it would act* 

Thus Beddoes has arranged the material of his drama* 

For the sake of eeonoKiy and ©as© of stags production «4 ss: regret­

table that ho and the others who tried to bring about an Elisab­

ethan revival did not better understand the sixteenth century 

stage. ,Hor did thoy see-J to appreciate th© fact that the division 



Failur© of 
romantic 
drama to 
develop a 
satisfactory 
form 

of a play into scenes was imposed by tradition upon play­

wrights and that Shakespeare*a plays, for example* were so 

written that they might be played with little interruption. 

Tet Beddoes seems to have been fully aware of th© artistic 

atrocities of improper staging as the quotation from the 

letter on page 49 shows* There arc at least three solutions 

to the practical difficultlas of tho production of such 

draiaa j the use of the tripartite Elisabethan stag©, or some 

similar structure; tho employment of easily changed scenery 

end lighting; or, the structural sains of unity of place. 

The rebirth of th© draiaa In the generation succeeding Bed-

does saw the employment of th© latter mesne. Yet It was 

not beyond Beddoes' reach* It would have meant, of course, 

en entirely different conception of dramatic art; It would 

have required the elaboration of scones and the roconetruc-

tien of settings to make than fit a comrcor. background. As 

1 

Donner points out, "Several scones appear totally unnecess­

ary." Tet not much In th© nature of variety would have had 

to be sacrificed. The trouble was that the early nineteenth 

century thostre demanded scenic display and the cpectaele 

which* after all, Is not drcaa. 

The working out of the plot In a large number of dif­

ferent scenes had to reecsutend it th© ©ase with which action 

could be brought into th© f*rar.s, though it is not Impossible, 

If more difficult, to achieve it in the three or five scene Action 

drama* And the instinct for action w*e truly dramatic even 

if It does Involve a tendency toward n-olodraraa. In this 

X Donney, p. 218 



respeot, "Death's Jest-Book" is superior to "The Brides' 

Tragedy." The introduction of a sub-plot and th© use of 

parallel situations also assist in providing sufficient 

movement* In fact the action of the drama rises almost 

entirely out of tho plot and its complications for the 

characterization le not incisive enough to tak© control 

of tho situation* This relative weakness of character 

portrayal would make it necessary to report action rather 

than to stag© it, were it not for the fact* already men­

tioned, that tho play is drawn through a variety of scones. 

As it Is* only on© important event takes place off-stage -

th© taking of th© city by the forces of the conspirators. 
ths 

Thst wo can easily forgo; Beddoes can be given erodlt of 

consciously avoiding that typo of scon© which ordinarily 

misses fire in a moat lamentable fashion. 

Weakness of 
characteris­
ation 

Variety of 
soenos 

7IIX 

Tho design of Death's Jest-Book is based on interest­

ing symmetries grouped about th© central idea of the plot. 

The central Idea may be generalised as loyalty and the 

forcoo, that move about that focal point, are treachery* 

revenge* love* and constancy* 

In the first place* there Is the three-sided relation­

ahip of Wolfram, Isbrand and Melverie. The Duke ic tho 

person upon whom the actions of the others are centred, 

each in his characteristic way, and it is In the person of 

the Duke that the personalities and Interests of the two 

Design of 
Death's 
Jest-Book 

Drematlo 
symmetrise 
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brothers meet snd com© into conf l i c t . Congruous with 

t h i s design i s the relationship of Athulf end Adalmar 

to Melverie* lech i s opposed to h i s father and each in 

a different way* yet in that opposition i s one of their 

interests made common. The Wolfrsm, Sibylla, Molverlo 
relation 

ftrtsjwtship i s paralleled by the Adalmar, Amala, Athulf 

relat ionship. Thor*ald occupies the central position 

in the conf l ic t between Isbrand and 'Xelveric, opposed to 

the former and loyal to tho l a t t er . In addition there 

are here linked up two other characters, Ziba.who i s loyal 

t o Melverie and Siegfried who faithfully supports Isbrand 

unti l tho l a s t scene* 

This analysis of the design units which f i t into th© 

general outl ine of tho play I l lustrates beautifully th© Dramatic 
structure 

thoughtful ear© which B^oddoes gave to tho building up of 

the structure of the drama. It is exactly the asm© oper­

ation of mind which reveals Itself In the Intricate vers© 

forms which he evolved for his lyrics. The symmetries 

observed* snd there are also minor ones* have not mathe­

matical precision of application nor indeed should that 

be expeoted in artistic work* But they do reveal that tho 

romantic Beddoec paid more attention to form than is gen­

erally the case with one who is not of tho classical 

temperament* 
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XX 

One e s s e n t i a l of drama Is c o n f l i c t , whether of man 

against f a t e * or dest iny* or s o c i e t y , or man, or some 

other antagonist* Besides the human c o n f l i c t s of Death's 

Jest-Book ther© I s th© c o n f l i c t of man against th© natural 

order of human and universal re la t ionsh ips upon which i s 

imposed Beddoes* creed that death Is a swinging door, open­

ing both ways* between th© earthly l i f e and the grave l i f e . 

Bel ther the creed nor th© cosmic c o n f l i c t need concern us 

her© for though they do take part in the play, or intrude 

upon i t , i t i s t o the narrower struggle of man with man 

that a t t e n t i o n i s here d irec ted . 

The nature of th© c o n f l i c t s in Death's Jest-Book i s 

complicated but t h i s complication arose not from the 

Author's f a i l u r e t o recognise the superior advantage of s im­

ple c l e a r - c u t l i n e s of act ion but from the nature of hie 

subject* (There was a l s o as a contributing cause, the r o ­

mantic creativ© Impulse which demands in tr icacy , subt l e ty , 

and a mysterious a i r of ind irec t ion and vagueness In the 

working out of i t s themes.) Ther© i s no personi f icat ion of 

universa l f o r c e s in h i s play - t h i s i s implied in the p lot 

and evolvos in th© denouement - but we s tep beyond the 

human world when w© enter a realm In which th© dead l i v e 

and act as humans. Manifest ly , i f we are akxe t o hav© a 

play bassd on a dualism, in t h i s case the material and 

s p i r i t u a l a spec t s of l i f e In c o n f l i c t with disharmony, then 

Dramatic 
c o n f l i c t 

Complication 
of c o n f l i c t 
in Death's 
Jest-Book 
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it becomes necessary to divide, as it were, our character, 

representing that duality, into two parts. Thus, in 

opposition to Melverie, Beddoes placed th© two brothers. 

Wolfram snd Isbrsnd* This alone was sufficient to raise 

almost unsolvablo technical problems but when on© of them* 

Wolfram, is slain and returns in a spiritual body to tho 

stag© then the action as far as he is concerned la out of 

gear with tho rost of th© play. It is a knotty problem* 

but given the theme, ther© does not seem to be any way of 

avoiding it* 

The conflict between evil and goodness manifested in 

th© flesh must always end inAtriuniph of evil until that 

goodness loses th© dross of tho mortal body snd becomes 

manifested as a rafleetlon of divine spirit* So Wolfram* be­

ing Wolfram* must perish before the incarnation of evil in 

Melverie. The conflict* oxeollent as It may be as an exhi­

bition of a Christ like character crucified by the powers 

of darkness* is distressingly insufficient as material for 

drama. It does not satisfy our sense of tho dramatic for 

it Is not a struggle fought on even ground; unlike quali­

ties arc opposed. It was logically nooecsary to continue 

the conflict on a pplritual plane and for this purpose our 

author resurrects Wolfrsm* But tho idea which appeared 

perfectly natural to Beddoes strikes the average person as 

hisarro. Tet this is not so because of unbelief, for tho 

Christian faith teaches the resurrection of the dead, but 

beeause of tho except lonal nature of his reappearance and 

because it is not within the bounds of eramtlc convention* 

Dualism of 
revenge charac­
terisation 

Its diffi­
culties 

Conflict 
of good 
and evil 

Dramatic 
insuffiei-
,eney 

Artistic 
difficulties 
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But Wolfram is resurrected and play goes on, not, 

however, with any solution of Beddoes' problem. He did not 

find any ssVamatle way of showing the conflict between th© unsolved 
problem 

spiritualised Wolfram* and the mortal Melverie. Wolfram 

retreats to tho side of th© stag© until the last seen© when 

the author by an almost unwarrantable tour do force puts th© 

direction of affairs Into his hands. It, at least, was a 

mothod of concluding th© play. 

If th© play loses dramatic intensity beeause of the 

abstract representation of the conflict between Wolfram 

and Melverie, it certainly does not gain by th© portrayal 

of th© conflict between Isbrand and Melverie. Here there was 

no difficulty' problem of pitting on© plane of existence a- Conflict 
between 

against the other nor was there even anything in the nature Isbrand 
and Melverie 

of a total opposition of personalities. Yet the protagonists 

never come to a clash. In the open. The reason, of course, 

is that Melverie retains his disguise until the end. For 

this* there is no*aseawon tenable on purely dramatic grounds. 

There is a reference to past action but no justification for 

tho present course in Thorwald's lines: 
I remember oft 

How he would cloud his majesty of form 
With priestly hangings or th© tatt©r©d garb 
Of the ste-s©ated beggar, and go round 
To catch the tavern talk and the street ballad 
until he knew th© very nick of tlm©, 
When his heart's arrow would be on the string; 
And, seising Treason by the arm, would pour 
Death back upon him. * 

1 XI* iii, 11. 276 and 279-286 
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Xt lo just this clouding of his majesty of form which robs 

the ploy of force end intensity* In & novel or narrative 

poem it mi*£it acquire secondary interest because of under­

hand Intrigue described and commented upon by tho author 

but in the drama this sort of conflict simply fails to 

materialise. The struggle of war Is ever more dramatic 

than the secret negotiations ef the conference chamber* 

Xt should have boon possible to bring tho conflict out 

into tho open and with the loss of a littl© mystery and 

irony (which nearly mlssee tire) to turn th© action Into 

s more thoroughly dramatic form* "The very nick of time*" 

which Thorwald refers to, comes too 1st© to r©tri©v© th© 

opportunity for dlrootness; it is only within the last hun­

dred lines that the pilgrim is acclaimed as Duke Melverie 

snd thst Isbrand is even aware of his presence in Munster-

Indireet 
represen­
tation of 
conflict 

The conflict of Athulf with Adalmar ie beyond the main 

action of the ploy and had necessarily to be subdued In 

tone snd scope but this restriction did not need to bo 

applied to the conflict of Athulf and Adalmar vith their 

father* Isbrand* it is true, uses this struggle for his 

own purposes and conceals his own plane and not Ives behind 

this screen until the moment comes for their reveletlon. 

Tet ther* Is no practical reason for this; as the son of the 

wrongfully deposed Duke he hod a legal and moral claim to tho 

duchy in which ho might easily have raised a considerable 

following. Even If this were not a reasonable supposition 

to be ected upon in constructing tho play* th© conflict of 

Conflict 
between 
Athulf and 
Adalmar and 
with Melverie 

Isbrand'8 
use of those) 
confllctc 



-269-

the sons with their father snd Isbrand's conspiracy are 

totally insufficient in their portrayal of dramatic force. 

Wo overhear the conferences of conspirators; we get re­

ports of what is taking place but in visible conflict of 

purpose and character, an essential of drama, the play is 

deficient. 

The contrasts in the Death's Jest-Book are numerous 

and illuminating. They spring from what individualism of Dramatic 
contrast 

character there is and are added to by action. Altogether 

they show something of Beddoes' method of work. Besides the 

contrast between Wolfram and Isbrand which, as has been 

shown, rose from the theme of Beddoes' pipy there are aleo 

th© contrasts of Wolfram and Isbrand to Melverie. In 

addition ther© are the contrasts of Athulf with Adalmar, 

Amala with Sibylla* Siegfried with Ziba. In all these 

cases, in th© latter ones more so, the weaknesses of charac­

terisation prevent tho contrasts being shown In sharp relief. 

Yet, whatever life and interest the play may be hold to Beddoes' 
use of 

possess, when considered purely as drama and not pootry, ic contracts 

du© in some considerable measure to th© way in which th© 

author has set on© of several parts of characters over 

against his counterpart. There is also a way of looking 

at this technique as a means of character portrayal, not 

essentially dramatic, to b© sure, and partaking more of 

romantic stylistic qualities. With the aid of imagination 

the reader may see by contrast the presenc© of chsracteristlos 
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in one individual which are suggested by opposing character­

istics in hie opposite. Thus what is not mad© clear by the 

author is extended and amplified by th© activity of tho 

reader. But such dependence upon reading into the charac­

ters of th© play does not exemplify dramatic writing at 

its best. 

XI 

The nature of spoken drama is such that the fullness 

of its effect Is dependent upon th© Incorporation of physi­

cal stag© properties and scenery into tho body of Its The place 
of ctage 

expression. This is to be distinguished from the use of properties 

mere scenic background or the employment of properties for 

the carrying out of action* There are times when a piece 

of stage property, or an accessory object, acquires a 

special significance arising from an expression of its 

own, quite apart from any material utility. An example 

of such "theatre", as the term is so used, comes In the 

dagger scene in The Brides* Tragedy when Hesperus saves 

a moth from his flaming torch and bids it go to "cheek" 

Floribel. 

This "theatre" or symbolical action taken up into 

the body of verbal expression is not an artificial device Symbolical 
action 

of the stage. It occurs naturally when under the stress 

of ©motion surroundings acquire a new Importance and the 

mind is sharpened to an edge of greater appreciation and 

metaphor becomes the language of strong feeling. When, act-
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ing under a writ of quo warranto, the commissioners of 

Edward X came to demand of the Earl Warexme by what right 

he hold his estates, that nobis earl brandished th© rusty 

weapons that would defend his lands as well as they had 

seized them. 

Or consider snothor example. A year and a day after 

the Great War when the heir of a noble English house was 

still among the "missing" his aged father, without a 

word* lifted his son's sword from th© table in the great 

hall and hung it among the weapons of his ancestors who had 

fought at Crecy and Poitiers. 

It is of such stuff as this that drama is mads. It is 

In this material that Beddoes* drama is lacking* In fact 

in the Death's Jest-Book there is nothing at all whloh eo Beddoes' 
t failure 

speaks with thefLanguage of imagination. There are approach- to use 
symbolic 

es to it, accidental probably, rather than unsuccessful action 

attempts. In est II, scene iii, Adalmar sends Isbrsnd 

for a battle-lance but by the time h© returns with it the 

author has almost forgotten the matter. Th© device of tho 
a 

poisoned wine in the first and last acts is of^different 

nature, so also is the opening xa of the sepulchre doors 

in Aet III. Hia nearest approaches to symbolic action are 

tho dance of death in Act V, and the giving of the flower 

by Sibylla to Amala In Aet XXX. The pretence of invisibil­

ity by Mandrake in act one leading to his pommelling is 

tho humorous counterpart of the serious "th«atr«." 

This fai lur© to make more use of a moans of of foot 

so dear to the hearts of theatre-goers is disappointing In 
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Beddoes. Tot he had the koeness of poetio appreciation Beddoes' 
sense of 

to fool tho power of such symbolic expression* The truth tho dramatic 

moomo to be that Beddoes * mind was lacking in a sense ef 

tho true dramatic. Death's Jest-Book existed only as words 

in his mind snd on the written page* Be probably never 

visualised the whole drama from beginning to end* There i s 

nothing here to approach the easket-seene* in The Merchant 

ef Venice or tho incomparable* "Is this a dagger which I 

see before mo** In Haobeth, which bos boon so magnificent­

ly interpreted by Gordon Craig in "The Art of the Theatre** 

Beddoes roaches greater excellence in th© mechanics 
air* o w o.tr <, dU*a««*>.ft.fc.«, 

of expression in hie* prose than he does in his ,pootry. Act Alterations 

one* which contains more pros© than any other* had tho bene­

fit of rewriting* After the collapse of 1829* he never 

bed the courage and confidence to undertake a complete 

revision of his work* The changes which he mod© in tho 

prose portion of act one between 1838-44 are numerous but 

slight; none are changes for a worse* snd most are changes 

for a bettor oxpreaeion. An example or two will sufilee. 

"Have reverence* X pray thee," becomes "lUpSpoet tho grove 
2 3 

end sober, X pray the*** *©ur uobl* faculty is in dooay" 

in th* play 

io changed to "our noble faculty is In its last 
4 5 

leaf •* "Thus be our fair purpose shipwrecked," is rewritten* 
6 

"Thus perish our good Revenge." Th* changes sre mostly of 

X X* *, X. 36. CX829) 
8 X* I* X* 45. (1858-1844) 
f X* X* X* 37. (1829) 
4 X, i* XX. 46* 47. CXSS8»ie44) 
2 X, I, S**X* 1X8 (X822J 
6 I, 1, 1. 207. H8S8-1S44J 
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t h l s order*- a ;rov©reent toward* a more dynamic, concrete Verbal 
change 

and colourful speech. But th© changes are not In the 

direction of simplicity and h is prose continues to suf­

fer from bombast. So in the l i n e s ; "Revenge, Revenge, 

lend m© your torch, that I may by I t s bloody l ight spoil 

the l inos of th i* man's face, and note how p i t i fu l an ess 

the phi l tres of charity and friendship have made of our 

poor brother** changad t o "Revenge, Revenge lend no your 

torch, thst X may by i t s bloody f i r e see the furrow* of 

t h i s man's countenance, which one© were iron* l ike tho 

bars ef Eal l gate* and devil ish thoughts peeped through 

them." th* wlldness and renting of tho outburst •pol l tho 

e f f e c t . 

Th* pros* of th* central part* of tho play - there i s 

none in acts four and f ive - i s more moderate in tone end 

acquires © hawmony and balance which moke i t a perfect 

vehicle for th* expression of Mandrake's quixotic notion c. 

"They Xiv* a l l j o l l i l y underground and sneak about s l i t t l * 
in th* night a i r to hoar th* news end laugh at their poor 
innocent great grandchildren, who take them for goblin*, 
end trombl© for fear of death, which I s a t boot only a 
ridiculous gam* at hide-and-seek. That le my conviction, 
and X s s quit© Impartial being I s tho secret , but 1 wi l l 
only keep away from th© l iv ing t i l l I have mot with * few 
of the** gentle would-be dead, who are shy enough, and am 
become i n i t i a t e d into their secrets , end then I wi l l write 
t o tb* it*wwp*p*j?** turn King's evidence and discover tb* 
whol* import and seorot* become more renowned than Colum­
bus* though sure to be opposed by the doctors snd under­
takers whose invention the whole moot extravagant idea 
seems t o be." 3 

I X* i* XX. X30-433 
8 X, 1* XX. 220-223 
S XXX* H i * U . XX-22 
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XII 

In form th* pootry of Death's Jest-Book resembles 

oleeely that ef "The Brides* Tragedy** Th* Iambic penta­

meter, th* stsndard line of Sngllsh dramatic verse* is Proeody 

modified in tb* same way as in tho earlier drama* by 

feminine endings, shifts of accent within the feet and 

th* addition of unaccented syllable** Enjamba©nt espies over 

tb* sound and sense from line to line, and th* sentence 

endings occur mere froquantly within the lines thsn at the 

W&&* Tb* breaking of a Una between successive sp*aker* 

i* coKSBon. On© lmprovem©nt,worthy of not** ie the greater 

proportion of short tee' long speeches as the ploy pro-' 

grease** but th* excessive length of some of the speech** 

1* still * defect. Xt was a fault of th* masters whom he 

followed* They hod gradually eliminated tho fault; Oer-
X 

boduc contains many spsechos which run from sixty to eighty 

lines! 

As long before as his Oxford days when he was buoy 

with tb* dramas, The Last Kan* Love's Arrow Poisoned, Tor­

rlsmond end Th* Second Brother* Beddoes had anticipated Poetic 
2 diction. 

thi* very criticism la a letter to Proctor. *X was at 

'Much ad** th* ether night and observed the good of foot of 

th* enip-snap system of dialogue, in the seen* between 

B©nodlst snd Beatrice Sifter Hero's repudiation, (IV.1.) 

but i t 1* only as a relief? and I really cannot like e 
X OorbodoOj Horton and Saokville* 1560-61: "The f irst Englleh 

tepagody. 
2 Letter to Procter* London, (February, 1824) 
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plan which w i l l go fey t o exclude pootry* a l l tho tenderer 

paseicais, (which are proverbially garrulous,) and almost 

every thing l i k e e l o q u e n c e . . . . . . . . " other times, other 

modes. Few even in his own day would have disagreed vith 

Baddoos* 

Tb* dict ion of the drama* and tho arrangement of 

words within the l inos vary considerably from speaker t o 

speaker and with the s i tuation to produce a curious uneven 
the 

*ff*ct from reeding of the whole play* When the action 
progresses smoothly and ©motion i s leashed then such l inos 

as those* spoken by Isbrand record tho thought: 

Excellent. You're a follow of my humour. 
X never sloop o'rslghts; the black sky l ikes me* 
And the Mmmt soul ' s solitude* while half mankind 
Lie* quiot in earth's shad* r*h*arsing death. 
Com** l o t ' s be merryt I have sent for wine* 
And her* i t comes. These mossy stones sbout us 
Will sorv* for stools* although they hove been turrets 
Which scare* aught touched but sunlight* or the claw 
Of the strong-winged eagles* who lived her© 
And fed on battle-bones. Come s i t* s i r stranger; 
Si t too* my devil-coloured one; hero's room 

rook* X 

There i s bet ter prosody in the play and there i s a lso 

worse* but th* passage I s typical of Beddoes' calmer ety le 

end simpler diction* When* however* the pressure of emotion 

or tho hurry of action I s applied* the words are eumber-

som* and th© heavy diction plunges and rears from lino to 

l ine* Thus speaks the Duke to Thorwel*, 

I s t h i s tho eilenoo 
Shot I oommendodf Fool, thou say'st a lesson 
Out of sen© philosophio pedant's book. 
X lovod no desolate souls sh© was a woman* 
Whose sp ir i t I knew only through those limb*, 
These tender members thou dost dare despise; 

X XXX* i i i * XX* 286-297 
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By whoa* ©xh oust leas beauty* infinite lev*. 
Packless expression only, I did learn 
That ther* was aught yet viewless snd eternal; 
Sine* thoy could com* from such alone. Where i s sh«? 
where shall X over eee her ©a she BUST 
With th© sweet smile* she snllod only on me; 
With those *y*s full of thoughts* none also could s«e? 
Where shall X moot that brow end l ip with mine? 
Boned, with thy shadows! But hor warm fair body* 
where1* that? There* mouldered to the dust* Old men 
If them dost dare to mock my ears again 
With thy ridiculous, ghostly consolation, X 
I ' l l send the© to th* bleeaings thou dost speak of* 

On* misses th* limpid strength of the lyrics which for 

purity of diet Ion st«od out in vivid contract to hi* blank 

vere©. Hi* genius was lyrical, as so frequently^been said* 

but th* scar̂ a date from a later period when the years of 

bis api^rantioeship wore past* Beddoes never got beyeng 

the blank vet*** of the "Death's Jest-Book." Th* Juvenile Blank 
voree of 

ejuality of his lines* apparent so frequently in "Tb* Death's 

Brides' Tragedy," ho* almost disappeared; there i s s ten­

dency In th* direction of simplicity. But there cam* no 

later dram* to carry his orsftmanship to masterly express­

ion. Tho prosody and diction of "The Bridos* Tragedy* were 

eood tKitatiana* skilfully modified, of Elizabethan models. 

"Death's Jest-Seek" in these respects represent* a transit­

ion period* Th* edommout and lushness of tho earlier 

black verse hav* been eliminated but the author has not 

achieved chaste and powerful expression* vjbot might have 

com* later 1* interesting* even If fruitless* speculation. 

It I* unfortunate that Proct*rfs criticism of "Death** 

Jeet-Book" was destroy©** ( i t was in Beddo***.possession 

in 18S7* aooording to his letter to Kelsall) but from 

X XXX* Hi* XX* 224-242 Mrimm 

2 Letter to g*X*aXX, 2ftrich* X5/5A83* 

Jost-Boott 
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Beddooo' l e t t e r t o him written in April* 1829, we have 
X 

what was probably a summary of i s remarks: "For of tho 

three c l sssos of defect* which you mention - obscurity* 

concei ts , and raysticiam - i ©JS afraid I am blind to the 

f i r s t end tho lost* s s X may be supposed to have associ­

ated a certain train of idea* to a certain mode of 

expressing them, end my four German years may have e 

l i t t l e iiapsdred my English s t y l e ; and to tho second X aa, 

a l a s . * l i t t l * partial* for Cowley was tho f i r s t poetical 

writer whom I learned to understand.8 

Tb* critiolsm and tho reply are gust what one would 

expect* Procter wee probably the las t c r i t i c end l iterary 

men of h i s day to be expeoted to see sny great worth in 

Death's Jest-Book and for Beddoes t o have recast the work 

according to Procter'a^ooncaption end atmosphere and robbed 

I t of any appeal that i t doe* possess. One must take th* 

bad with the good. In truth, th* fault* which Proctor ob­

jected to are part and parcel of that ouphuiam which was 

th* ours* of Elizabethan stylo and infected even Shakes­

peare. Xt 1* interesting t o read Beddoes' ref lect ions on 
2 

that crit ic ism after a laps* of eight years t "I hoar end 

read not a Jot sbout B* Cornwall* Two years ago when I 

v i s i t ed your Island I l e f t a horridly scribbled dirty old 

•ard s t hi* ehoiaber* whiah* as far as I know* was never re-

turned. Bow no on* has behaved so frankly* kindly and ©n-

couragiagly t o m© ss he did. Be overrated my twopenny poeti­

cal ta lent as much as yourself, but exerted himself moot 

% Letter to Procter, Of ttingen* W J A 8 2 9 
2 Letter t o Kelsal l , Zurich, lS/eViS37 

Procter's 
cr i t icIan 
of Death's 
jest-Book 

reflection* 
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dis interestedly! were i t smother cause I would say* nobly* 

in my favour. X wi l l some day or other show you his l e t t e r 

t o mo (X822) sbout the wretched fool** Tragedy, which i s a s 

eandld, s s goodnatured end wollolshing as man over wrote*" 

Tb* sa t i r i ca l element in Boddoos* own character 

found a natural pXaee in h i s revivif icat ion of tho poetic 

drsyaa. The rsferene** t o contemporary l i f e and events are 

r e a l i s t i c touch** that bring the play out from tho page* 

of a book* Beddoes* 
• s t i r * 

"But i s not th i s ointment called th© fat 
of the lend* with which those who ore smeared do hid* 
tb* hldoousne** of their souls so often?" X 

"opposed by tho doctors snd undertakers whos©2 
invention th* whole most extravagant idea seems to be.* 

"the Fetes are no more humorous, 3 
they have been converted by tho Knowledge Society tracts ." 

"Th**e (tho cap and h&lls}*should send to England, for 
the bad poet* and the cr i t i c s who praise them** 4 

This Is the sort of thing that Shake spear© had done 

again and again, for example in act two, scene two of Tho 

Tempest. I t Is in tho dramatic tradition and appears in 

dram* even to**day. 

Th* same sort of humour finds expression in another 

and broader way* Shakespeare, for example* had sat ir ised 

the love them* of "As Too Like It" snd ef *Tw*lfth Sight" 

In th* sub-plot eheraoters of aanyaedo snd Malvoli*. So 

Beddoes r idicules the burial snd resurrection them** in th* 

persons of Mandrake. 

X XX* 1* U . 63-67 
2 XXX* i i i * XX* 21, 22 
S I* i* IX. 78-^9 
4 XX, i i i * XX. 107,108 



-879* 

Twioc in th* ploy* in Act III* scone i l l* and Aet V 

mooxto iv* th* action takes place amid cathedral ruin** 
*w> 

"Tb* rulnc of a apacious Gothic Gathodrai snd ohurchyord. 

On tb* cloister wall th* Dance of Death is pa toted. The 

sepulchre ef th* Dulct with massy carved folding door** oe., Tbb 
Romantic 

by moonlight." So rm tb* stag* directions. The spirit of Spirit in 
tb* dram* 

rensnco Is ther© in the imaginative appeal of tho highest 

expression of western architecture and in th* mystic beam* 

of th* moon* She sontimentalism of decadent romance Is there 

too* fop th© cathedral is a ruin* by some Strang* perversion 

of artistic seme* supposed more beautiful thsn the entir* 

structure* England was yet to livo through th* day when 

money and energy w*r* actually spent on building ruins to 

satisfy th* cravings of dlsoasod romanticism. 

XXXX 

There never could be any ending to Death** Jeet-Book* 

Th* theme 1* capable of *ndl*ss ©peculation and ©an be a* Failure of 
Beddoes t * 

varied as the fancies of en imaginative mind* Xt is not complete th* 
play tc hi* 

limited by a set creed or a body of accepted fact or legend; own sat la-
fact lee* 

it could never b**em* * religion* Furthermore* the work 

was not understood. The obscurity and mysticism of which 

Procter complained concealed frontAth* meaning of the dram** 

Xt kept wsndoring forever in thst misty region between 
Bedded' ^ . , _ - , 

the h*av«m of n3* invention snd the earth of man s under­

standing. Th* many beautiful lyrle* that were *dd*d from 

X XXI* i i i * Stags direction. 



tim* to time concentrated the meaning of the work and gave 

us Beddoes' r ichest poetry but they stand quite opart 

from dramatic construction. Am tho years passed he had 

l e s s end loss intention of publishing h is work; the flash©* 

of X833 and 1S3B are l i t t l e bursts of enthusiasm, not to 

be tigBsn seriously. Death's Jest-Book became a symbol to 

Beddoes of hi* own failure* end the longer h* clung to I t 

tho more d i f f i c u l t i t was to shako himself free t o get on 

with other work* Be had for i t the same pathetl* devotion 

that * parent has for a weakling child* 

The p ilospphy which Beddoes evolved out of th© pro­

blem* of l i f e and death i s neither pessimistic nor morbid* 

To" the uninitiated or car©loo© reader i t may appear eo* 

but "Tho Brides* Tragedy" was in the proper sense not * 

tragedy at a l l and Death keep* a Jest-book for those who 

think death a tragedy. Only those who wi l l not or cannot 

follow Beddoes to th* end of hi* argument get the idea that 
la 

hi* graveyard poetry. S i* drama i s not a ghost play* 

Qboats end graveyard so*n*s are the meet spectacular e l e ­

ments in h i s drama but they ere far from being th* moot 

important. Xt never occurred t o Beddoes that the reader 

would be so Impressed with the ghost that ho would f o i l 

to so© sanythijtg e lse* So tho child a > the so© eeee only 

th* wild animals end learn* nothing ofWturol seleno*. Mot 

many of us sre on suoh faralllar terms with death and ghost* 

•* was Beddoes. 

Strung* to say Beddoes never appreeisted or f e l t 

Beddoec' 
play not 
grave-yard 
pootry 
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sympathetic t o the Church. ¥*t her tranoendentsliss Is 

something akin to b i s own, and he of a l l men should have Tb* 
Chursh 

onetored into tho mystieisra of Christianity, i t seen* to 

have been with him s euostlon of prejudice end Protestant 

revol t ftgsinst d i sc ip l ine , that i s wrongly Judged ae imposed 

sole ly by a priesthood and mot as arising from Inner convic­

t i o n s . Ser did ho se© thst spiritual truths, whether r e l i g i ­

ous, p o l i t i c a l , or moral must be encased in form and order* 

i f thoy ere not to perish among mm* 

The author of Death's Jest-Book had advanced far 

beyond th* university student who wrote "The Brides' tragedy*. 

Xt i s too much t o say that ho was a f orerunner of Darwinian 

evolution, yet he did view If« as a dov©lopment from lower Influence of 
s c i en t i f i c 

to higher forms* H© seems to have recognised four piano© thought on 
Beddoes 

of existence; f i r s t* the animal soul stag** after the no­

t ions of Uythagorae, then the normal earthly existence* 

followed by e i ther i t s higher development on earth or i t s 

trwratttsn transposition to another world* 

Tb* f i r s t phase i s amusingly referred to in Isbrand's 

song, "Squate on a toad-stool under a tree** to which Siegfried 

r e p l i e s ; 
A nobXft hymn to th* belay god* indeed? Four stag** 
would that Pythagoras hoard th*** boyl X *f exictenee 

Again Xabrmnd refers t© l ! f e f s lowly stag* when he question* 

Are there not 
Tbosethat f a l l down out of humanity 
Into the story where the four-log£«d dwell? 2 

X XXX. i i i , XX* 868,369 
2 V, 1* IX* 42-44 
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• * * • * » * • * * * * • * * . . . * . . * • • • • . « . , . . . . . * . . » • • * * 
To p ig oM f o r e s igh t , reason, and such stuff, 
Then you have a man* X 

Earthly Xif* i s compounded of many pursui ts and v i c i s s i -

tudoe: 

You're young, and must be merry l a th* world} 
Hove fri*3ld«^©*By, lowers t o betray you. 
And fees young children with t h e blood of your heart* 
T i l l thoy b*v© miofesd up strength enough t o break i t . 2 

Xabrand soys* 

while men are here* 
Thoy should hoop close and warm and th ick together , 
Kany abreast* O^r middle l i f e i s brood; 
'But b i r t h end death, the t u r n s t i l e s tha t admit us 
On *a r th sud off it*, send us* on© by one* 
A s o l i t a r y walk. $ 

But t he re I s a longing bom of human ambitions t o be some­

thing mere than men* Isbrand voices i t in h i s determin­

a t ion t o transcend temporal power* 

And man i s t i r e d of being no more than huaanj 
And 1*11 be aiMttthing b e t t e r J - not by tear ing 
Thi* chrysa l i s ef psyche e re i t s hour* 
Will I break through Slyslum* There ©re aoe*tlmes* 
Even hot*** the means of being more than mens 
And X by wine* and women* and tho sceptre , 
w i l l b#* say own way* heavenly in my c lay . 
0 you small st&r-mob, had I been with on© ef you*, 
X would how* seised th* sky some moonless n igh t , 
And mad* myself t h * suns whoso morrow r i s i n g 
Shal l see me new-or*sted by myself* 4 

What s h a l l we add t o men* 
To b r ing him bignerf I begin to think 
That** a discovery X soon s h a l l make* 
Thus X* ewiiag nos#rfl t o books*- ba t being read 
X» th* odd nature of seaoh fish and fowl* 
And cabbages end beasts* have X ra ised myself* 
l y t h i s comparative philosophy, 
Above your shoulders* my sago gentlemen* S 

§f th* na tu re of t h * higtiest foBa of existence which Hoc 

beyond the grave Be^kl©** has l i t t l e to says ho i s content 

X f* i* 1 1 . 61*62 
2 I f , l i * IX* $7-40 
$ X?* Iv* H . S4>32 
4 XV* ly*ix* 189-199 
o y , i* IX* 62-69 
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to speak of i t In terra of conventional allegory. 

The word was Caaf*tt 
A name by which th* master, whose I s a / 
I s named by jsany wise and riany wrotchod* 
Will y* with m* t o tb* place whore sighs are not; 
A shore of blessing, which dieeas© doth beat 
S**~llfe»* and dash** those whom he would wreck 
Into the arms of Poaewt X 

The mere one roads Doath's Jest-Book th© saore an* i s 

led to see that as an art f i m i t bears l i t t l e relation 

to th* stage play* I t* production in a theatre as a ser­

ious venture i e not open to consideration. The play i s 

not too long j I t i s* In fact* considerably shorter than 

Strang* Interlude, end 6 'Hei l l ' s ploy was a *uce**s* Hor 

ore there technical d i f f i cu l t i e s of production which could 

not be eas i ly solved by the us© of the resources of l i ght ­

ing and apparatus at tho disposal of tho modern stag* mana-
2 

ger* Tb* d i f f i cu l ty i s more elemental than these. Tb* 

power and app*al of the play do not l i e in the unfolding 

of v isual soon*** with a l l the ir other sensuous associations 

but in the ©motional ema. Intel lectual implications of th* 

dialogue. Th* stage production of Death's Jest-Book would 

show only the rather ordinary actios of a revenge drama* 

excepting always the humorous Mandrake scenes and the 

roourroetion of Wolfram* As to portray on tho stag* thi* 

drama of th© mind one might as well try *e eee th* warmth 

of tb* aaaaxk south wisher f e e l the perfume of a flower. 

Dl f f leul -
teV** of 
stag* pro­
duction 

X XV* 11* XX* 30-56 
S Donner, p* 284, ep*aks of the invisibl* existence of 
Mandrake as an obstacle to practical production* But 
Mandrake's invis ib le existence exist* only in the pro­
teose* of tb* other ebaraot**** An odd orror* (so© pp. 
23tf,23F for an e^sa&fttion of Ixmner'e blunder.) 
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CHAFTE8 ¥11 

THE esxTxe's yausier 

Sot in t he popular playhouse, ©r f u l l throng 
©f ©pera-asa-ors longing tor deooi t ; 
Sot on fee ve lve t day-^ed, uovel strewn* 
Or in the In te rva l of pot wrid pipe , 
"Sot between sermon and the scandalous paper* 
Kay vers© Ilk© t h i s **©r hop© an ©ye to food o n ' t . 

Linos wri t ten in Swltsorland, 11* 57-62 

X 

There Is scarcely a single piece of Beddoes' work 

which is not corrected either overtly or implicitly with 

the subject of death* Xt is not enough to say* with Snow 

and Denser that his later poems are free from the "skele­

ton complex," That sort of criticism arises from th* 

confusion of fown with substance* Skeletons or no# skele­

tons the pointij of vlow and msanlng of his pootry in th* 

last ten years of his life are substantially what thoy 

wore in hi* youth* The artistic development of his pootry 

i* another matter* It is as though on s tapestry of human 

•vents and passions Beddoes continually saw tho obverse 

eld© and caught but an ocoasienal glimpse of tho beauty 

em& jcyousness of life* 

Death in 
Beddoes' 
pootry 



Or ia a l l b*ing* living-? and what i s* 
With loss of t o i l and trouble,"'more a l i ve , 
Than they* who eannet, half a day, exis t 
Without repairing the ir f lesh mohatnlsx? 
Or do you owo your l i f e , not to th i s body, 
But to tb* sparks of sp ir i t that f ly off* 
Each instant disengaged assd hurrying 
From Xlt t l* particle© of f lesh that di«? X 

Tb*se ore Beddoes* questions, remarkable in the ir ant ic i ­

pation of modern s c i e n t i f i c thought and theory. Life i s a 

continuous readjustment to environment, productive of ener­

gy? Living i s dying? Yet his pootry i s net felooay; th* 

reading of i t i s not depressiv©* Familiarity with his 

subject brought him dlsinter*stfedreas which i s accepted 

by the roo&eer and the emblem© of mortality after repeat­

ed obeorvntlor lose their horror* Other poets and au­

thors have written or? death - s good deal of dying has gone 

oil tv the worldf Burton* Young, Grey and Browne are repre­

sentative of the school of melancholy. But to those* and 

to other writers of th* f i r s t order* death 13 regarded in 

the nature of a tragedy. Tho romantics wore the f i r s t to 

aee sny other but the tragic nature of death* There i s no 

other than Beddee* to whom death i s a j e s t , and to whom * 

worffi-*at«» corpse i s the subject and occasion of sardonic 

Th* oompXete f u t i l i t y of his thinking i s annoying 

In such a mind* emit* apart, of course* from the beauty of 

th© poetry which was thrown off In the process. Bedcoes 

get* no farther in the l ifetime pursuit of h i s subject 

thfth mo»t peopl* do in *ar3y manhood or In casual think­

ing as th© years pas*. Procter, Xolsall , and other of 

Beddoes' 
attitude 
toward* 
death 

Fut i l i ty 

X V* i f , XX* 200-216 



-20o-

Beddoes' friend* must have real ised this* But a century 

ago* oven more than to-day, what could one do with a 

stind that work* as a squirrel in a rotary cage? 

Th* d i f f i cu l ty that Beddoes got into and which he 

found unsolvahle was much greater thsn tho graveyard pro­

blem of mortality. By an inner spiritual necessity Bed-

does did rooolv* h i s death eomploa but the solution he 

arrived at woo not permanent or final* Ho succeeded only 

In transferring th© question of man's spiritual destiny 

from t h i s world of hsraens to the world of the dead. Death, 

th* Comforter, i s to him only death, the deliverer from 

mortal trouble** Sibylla cal l* comfort from the grave and 

Wolfram appearing, rep l i e s in the l ine , of quotation xaox on** 

pB#e» 285. 

XX 

Soe&tliaes* as in the case of Amala* Athulf, and 

Adalmar, lov© i s treated as a conventional l i terary sub-

l o o t ; St i s part of the stock in trad* of the poet. In The subject 
of love 

more e l ^ i f i o a n t part* of Beddoes* work, as in the case 

of Sibylla and wfeXfraii* lov© Is representod ae an e ter ­

nal principle of completion #n& oonsjumraation. Tot* as 

few *s can bo ftsoertftinod* Beddoes had no affairs with 

women* nor oven on© lov* passsg* in h is l i fe ,unless i t was 

with Zoo l ing* Tot love for him was not surely an ao*-

dorcic question involving only other people in other ploe*** 

There i s th* d i s t inc t pooftibility that tee human lev© 
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whloh speaks out in hi* writing i s th* real lov© which* 

because of hi© iso lated temperament, he could never oone 

to the point of uttering in real human associations. 

Other poets s in^ of the &r*iSB or flowers that bloom 

over the dead or th* mounds of earth that mark tho burial 

place of those who ha.e gem away, but Beddoes disinters 

th* decaying body and Impatiently declares that th i s 

thing of decay end frightfulnoss 1* l i f e . Death i s th© Death the 

only real; 

only rea l i ty . In Rodolph, th© second fytt© of the youth­

ful Improvisatore* the revolting scenes of tomb-horrors 

•7* most disgustingly presented but the subject never i s 

absent from h i s pootry though It Is treated with more 

restraint in Death's Jest-Book. 
Ir: that work Eiegfriod says: 

In tho old times Death wac a feverish sl*op, 
Xn which men walked* The other world was cold 
And thinly--peopled, so l i f e ' s emigrants 
Came back t o mingle with the crowds of earths 
But now greet c i t i e s are transplanted thither* 
Memphis, and Babylon* snd e i ther Thebes, 
And Prism's towery town with i t e ©n«3 beech. 
Tho &&&& are s?ost *m& norrlests so be sure 
There w i l l bo no more haunting* t i l l their towns 
Are f u l l t o the garret} then they' l l shut their gat**. 
To keep the l iv ing out* and perhaps leave 
A dead or two between both kingdom** X 

Th* deed in Beddoes* poetry came back to walk tho earth 

•gain with spiritual hodiea, r<ot as appsrotlon* or wraiths* 

So Intense i s the rea l i ty of this conception that the poet 

ooomo t o forget thst Wolfram of the third and succeeding 

acte of Death's Jest-Book i s » being from th© other world. 

Bo l i v e s snd moves smong mortals as or>e of themselves so 

naturally that «ka«h* when he makes a display of powers 

greater than human the reader expsriene** s distant shook 

X XXX, i i i , 11. 38©~400. 
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of un©xp©ctedness snd unreality* 

Tb* scenic background of Beddoes > work beeem* more 

and more standardlaod as he pursued his authorship* Some 

duplication ef background arises ef necessity from the Scenic 
background 

subjects which th* poet chose; there are ouch duplication* 

in tb* work of tb* greatest writers who or© at all prolific. 

Hut is Beddoes th* repetition gee* farther than this. In 

presenting bis sconoa he continually sols** upon th* ***** 

nodal points in th* narrative and action. In Death's Jest-

Book tb* situation* ar* pretty well narrowed down to 

gardens* graveyards* tho Gothic architecture of banquet-

rooms, lofty ducal halls and th* ruined Cathedral. On* 

can hardly say that th* sameness of the situation are** 

from tho intensification of an ides,} it is rather to be 

admitted that bis lack of variety betrays a narrowness of 

viewpoint end * failur* to explore all tho possiblo way* 

of presenting a nsrrativ* in sconle form by careful dis­

crimination and selection. 

Because of hi* subject matter and more particularly 

bis ignoring ef the Christian teaching which i* th* pro-

r«qui8it© of sny interpretation* satisfactory to wectorn Beddoes' 
wn-Sngl' 

art and life* of the problem Beddoes bed set himself, hi* spirit 

poetry is uttorly un-English In spirit* What Snow says 

of Dosth** Jest-Book applies equally to all bis works "Xa 

tho orderly sequence of the history of literature tho ploy 

has no places it belongs to no school snd no period." tee 

X Snow* p. 100 
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must not bo led astray by accidental resemblances in out-

word foam and hi* use of the Elizabethan idiom* The** ar* 

but superficial things which, 2* unfortunately, hove littl** 

and can bav* -ittie, to do with Beddoes* death complex. 

Hor will sny complete similarity to Beddoes' work be found 

is the East for there the solution of his problem, lacking 

anything batter* ie found in fatalism or spiritualism that 

m*an XittX* to th© western mind. Tho spirit which directed 

bis efforts can hardly bo called active revolt as in th* 

oaa© ef Shelley, for Beddoes seems alwayc to have passive­

ly boon *on the outs* with orthodox thought. Hie radical 

political leanings of tb* Oxford end Wurcburg days are but 

tit* social counterpart of tho contrary position ho main­

tained with accepted religious beliefs. 

A* * poet* and more particularly aa a romantic, 

Beddoes' idea* ore r*aeh«d by a process of feeling and 

imagination rather than logic, a© is even less concerned, 

than other romantics with demonstrable truth, for hi* 

form* and Ideas arise in a world glimpsed only by tb* 

visionary* yet in spite ef tho emotional foundation of 

his work there or* few passages in it of genuine path©©. 

Pathos arioos from mental and spiritual sympathy with some Look of 
gsnuiu* 

eufferlng mortal. But those in Beddoasfl work who suffer pathos 

most* and thoy «r« *1I women* FXeriboX* L©n*ra, Sibylla* 

snd Amala* ar* shadowy creatures whom one always sees a© 

apart from th© rang* of one's intenser feelings. Hor doe* 

pathos arise fnom revolting ec«n©o of physical horror; ©von 

tb* disgust snd terror which they g*aer*t* pas* sway with 



frequent repetition. There 1* her. no suffering of th* mind* 

Tb* humour of Beddoes which found its outlet in satire, 

ore** naturally from his temperament. That lack of harmony 

which all groat minds feel between themselves and a contemporary 

world was prevented in Beddoes* case from becoming immediately 

destructive because of the v ery recognition of it and because 

of Its outlet in his work. *t is allied to Tleck*s doctrine of 

Romantic Irony but it is really much deeper than this and was 

developed years before Beddoes over came under Tieckian influence* 

Thore w e a strain of vulgarity In his humour which finds but 

Isolated expression in his work. Xt has boon called Rabelaisian 

but it Is really on a much lower level, if Indeed one can use 

the term humour at all in describing it* Thore is s distinction 

between the humour that has its basis in sexual activity and the 

humour that springs from human excretory processes. It is a 

tuostlon of filth* Thore ie a strain ef genuine Rabelaisian 

humour in English literature from Chaucer through Shakospoar** 

Swift* Fielding* and other* down to Butler (Erewbon) and John 

Fewys. Xt is restricted because of the puritanical slant of 

English public opinion* in contrast, for example, to the Frenoh 

but it 1* there nevertheless* snd is a counterweight of human 

sanity to the sanctimonious hypocrisy injwrent in the English 

mind. It prevents romanticism from becoming mor© drivel. But 

this psrtlcuXsr brand of humour is entires absent in Beddoes. 

Xt could flourish in Byron but is hardly to bo expected In 

Beddoes to whom sexual timidity was uppermost. 

All Beddoes* best work is lyrical; even in th© blank 
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vor99 of hi* dramas* those are the best portion* in which the 

subject Iv© ©lenent is strongest. It was hero that Beddoes 

felt moot our* of hi* powers i ̂ i do not know whet or I have 

written to you about song-writing; it is almost the only kind 

of poetry of sr I have attained a decided end clear critical 

theory.* 

Five hundred years of versification in English have 

shown that th© language is not suited to intricate veree forme. 

Hor do** th* poetry of Beddoes disprove tho statement. When 

tho poet venture* beyond the range of five or six rhymes ard var­

ies his lino lengths from two to five or mere feet and extend* 

th* length of hi* *tansa beyond ten or twelve linos then he suooo 

cede only in arousing the reader's curiosity in a metrical exper­

iment. The thought sad feeling ef tho poem become purely second­

ary} we sre interested in how long the poet can sustain his feet 

of v*rss~3uggl©ry. Most of tho romantics had their fling at 

devising new metres in their days of early apprenticeship but 

Beddoes persisted in his fruitless attempts somewhat longer thsn 

th* rest. Exception must be ia*de of tho Indefatigable Dr. Bayer* 

though* in a serious sense* one can hardly call him a poet. 

Boddooo 
boat work 
le lyrical 

Vere© 
form 

III 

Beddoes present* In his life and work an interesting 

ease for « psychologist. Though most of the evidence ic buried 

forever in th* past y*t enough remain* in letters, observation* 

of other** and in his work to put an analysis ef his pereonallty 

1 letter to Selsall* wurzburg, 19A/1830. 
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upon something more than an inferential basla. All m*n vary in 

their perceptual, intellectual, ©motional and volitional power** 

Xt would b* a s«d* monotonous world did they not* If there i* 
variation* 

scything in tb* human race more productive ef a paralysis of in 
pereonellt, 

human effort than th* idealisation of tho "average man" and 

mediocrity, it would bard to nam* it. Tber* is th* normal or 

average Individual* very uninteresting and largely hypothetical. 

ther* ar* the** who are deficient in one or more ef; perception, 

intellect, emotion end volition| likewise thore are some who 

enjoy or suffer sn excess of these powers. That Beddoes possessed 

more than usual intellectual power* is absolutely proven by his 

successAand Wursburg in addition to hi* literary work. One cannot 

be so sure of his ©motlocal powers, strength of ©motion is not 

synonyraoua with its aberrations snd in sexual ©sotion ho appear* 

to have boon deficient. Of perception and volition there is n* 

direct evidence to point either one way or tho other* 

But if this were all there would be nothing in Beddee* 

to mark hlra as different from million* of follow mortal* • There 
is another way in which the individual may vary from the ordin-

Distortloa 
ary rum of bemanity* Bis personality may be distorted to s 

dctroe that sots him distinctly apart from tho race. Thereby, 

failur* in lif* is not implied, though it commonly follows; th* 

best and greatest of ron bav* exceptional pcrsonalitiss. Bedd­

oes was no ordinary laan, and his more than ordinary pootry came 

partly from a distortion of bis nature* 

Friends snd human oompsnlonships never meant vary much 

to Beddoes. At rare intervals in his lettsrs he e^ews confidential; 



X 
•in* truth 1ft* that b©ing © l i t t l * *hy k not a littl© proud 

porhape, X h v© bold back* k never mad* th* first step toward* 

discovering my residence or existence to any of my family friends— 

in consequence X have lived in a deserted state which X could 

hardly bear much longer without sinking into that dospondcncoy on 

th* brink of sbich I have *at* *o long* Tour cheerful presence at 

time© (could wo not moss together occasionally) w6 set me up * 

good duals but perhaps you bad better net draw my hoavy company 

on your bead** *»X feel ray self in a measure alon© in tho world 

It l ikely to remain so, for from th* experiment* X have mod*, I 

fear X om s non-caraductor of friendship* a not-very-likoabl© 

person;" /and even more significant is th* following: "As for 

my so 11, th* world which X have carefully kept at arms length has 

only mad* me somewhat mere indifferent snd prosale than before." 

There war* tb* associations with X*l*olX* Bourne, Phillip*. Proc­

tor snd others, i t la true, but on* eon hardly live for forty 

years without asking *am* human attachments. The point i s that 

tb*** war* few and far from being on an intimate footing* For 

tb* greater part of hi* l i f e they were nothing more than corres­

pondent© V ith whom he could b* pleasantly confidential without 
Friendship* 

th* bother of personal v i s i t s . He saw l i t t l e of hi* family; on 

hi* l««t v i* i t to Cheney LongviXle b* spent most of tho time shut 

up in his room* In Swltsorland he walked th* mountain path* alone. 

Bsddoes wae not Isolate* in the *e«se that he was a cringing re­

cluse* wi*tfuXly looking Into * world in which th*r* was for him 

a* part* Bis isolation was brought sbout by preoccupation with 

1 Jitter to SelsalX* Dssidon, **/V£»** _ 
2 I*tt*r to &*ls*lX, ̂ H^f*',f^jif^-

3 Letter to Kelsall, Shiffnal, ll/b/1846. 
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with Ida** snd Interests which ordinary -en may think ebout frsq-

uently rut de not dwell upon* Beddoes never got on wall with 

people. Of th* few who car* into contact with him in person 

rather than in letters only f«ls*l l remised hi* ucoojsplainlng 

friend and adsirer. Thar* ar* glimpse* in his letter* of this 

irascible trait in Beddoes: l*x *ia obliged to you for patching 

up ay manners to Harrison." *»boing • great wretch, * horrid 

radio*! fe * person entirely unfitted for good society, X never 

wonder at m$ acquaintances disavowing & cutting me* as th* Arab* 

** th* English **y** Even Semmr ha* thi* to say of Beddoe** 

irasoibil lty t ^SchORlein eoased to be Boddoe** friend* lust ae 

Keller was to do on removing to Berlin three years later* The** 

taw* who had eon hi* best friends* 'exchanged, * a© ftevoll Phill­

ips pat It* fth* friendship of T.i*.B« for th* anile* and patronage 

of th* Gourt^bllndad FhilXiaa* eyes* and i f th«rc w&e a rupture 

between Beddoes and hi* ©armor* friend** i t may not hove been en­

t irely UDpoovokod on l̂ l̂ooo** part** Atrd It i s probable too that 

aelaall suffered and forgave mush* Tho schizoid 1© oold and aloof* 

offer* gratuitoo* irsults and i s put out when th© poor wiotim show* beddeee 
* » 

reeontiront. Tb* ssooluaiv* Beddoo* was artist is* When h* fe l t la "difficult 

tb* mood, wsi& that was not olaaya for b* had ew.tempt for th* rao* 

of walking ew*d ®*u* b* opened the doors into hi* world of dream* 

and fax el**. Sot tb*y were his. drees** and h|* fanele*. It lo 

XittX* wonder that he took no* epeoiai care for their preservation 

for s»nkS»d which saoant sOjaoet nethlrg to him. The daalre for 

X Letter to HaXftalX* ^ssdea* VV1B24. 
S l e t ter to aolsal i , Efrich, 1S/B/18S*. 
2 Dormer, p* 370. 
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soclusion ineressed as he grew older; it had received its first 

groat impetus with the rejection of Death's Jest-Book. 

Thosfe incidents in Beddoes' llf© reported by his bio-

graphers during which he exhibited gay spirits and/govial social 

intercourse* far from disproving what has just been said of Bedd­

oes* isolated and schizoid temperament, carry us into another 
Moodines 

side of his nature. H© was moody. Bis letter© are records of 

the alternation* between tho extremes of optimism and an un­

warrantable dejection with respect to his labours. Tho point 

to be noted is that the contradictory moods were not occasion** 

by environmental influence* of sny special nature. At th© tim* 

of Procter*« damning criticism of Daath's Jest-Book* boddoo* could 

write with some confidence of its early revision} the crash came 

later* Th* melancholy and despairing aspects of his cycloid 

nature predisposed Beddoes to suicide. 

The doubt* and obsessions of pyechasthonia clung liko 

a cloud to Beddoes* They never completely enveloped him for the 

Collapse of th* 2$ttingea period and his suicide seem to have 

been ©ce«*!oned by disturbances of snothor variety. Yet they 
ben taX 

oar* more pors latent and more serious than th* psychasthenic ton- ill* 

d*nci*s of moat of us mortal*. 

If we ar© to appreciate Boddoos and get any satisfac­

tory interpretation of his work it is thus that we must regard 

him* His powers wore more than ordinary and to moro than an 

ordinary degree wore distorted. Eccentric h* undoubtedly wo** 

though eertaiaXy not continuously insane. Bis personality was 

markedly schisoid; it beeaiae more and more isolsted and puree** 

Its cycloid way through doubte and obsess Ice* 



Thore are no records that Beddoes suffe; ©d more than 

the »iXd perceptual diotortions of most people. Set it Is a pity 

that wo have net Beddoes* personal account of all ho experienced 

on that eventful night in Oottlngon when his mind definitely book©. 

With what imaginary denw© or tormentors did he atrug&l*? Or did 

Bsddoes over see the ghost* he wrote about? Did Wolfram ever 

visit him in his room and hold familiar conversation as h© did 

with Sibylla or Duke tterveric? They are* unfortunately* useless 

Tb* inappropriate emotional response of beddoes to the 

stimulus of daoaying human todies is an Indication of tho way in 
Disharmony 

which hia mind was Internally dxsbarmonloue* Familiarity with of mind 

the real situation or with the id*a might bring sbout s lack ef 

violent reaction bat in a normal person it would never Indue© 

pleasure. Beddoes fairly revels In his description of rotting 

flesh and crawling worms. This achlzothyralo reaction is found 

clearly marked la Baddoes' early work; It appears In the last 

word* be *v*r wrote. 

Era- Procter told Sir Edmund Goes* that on one ocoaalon 

Beddoes fai led to appear for * dinner •ngagaraent. It turned out 

that he had boos *ppr*b*sdad by the polio* in th* *ct of attempt­

ing to aet f ir* to Urnry lane Theatre with a iiae pound note for 

a torch. Xt waa Just th* action to b© expected from one who heel 

a deep aversion to th* theatre of his day and who had for a brief 

spell lost control of Judgment* 

Beddoes do** not *©em to bsvs had moro than th* usual •Qtl__1ji 

•bar* of phobia* and ©nxlatle* but ae to perversion* of affection friendahips 

snd 1-toreet there i s some rather sli#>t evidence. The Jew* 
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S*rnard R*ich# in h i s ©arly years and th* baker, Eonrad De^on* 

within til* l a s t three or four y*ars of hi* l l f * are friend* 

hardly t o be brought tote th* c irc le of hi* intimate associate** 

Thore Is something more here than th* usual kind of frlendchlp 

between msm* And that does not moon criminality. 

Th* delusion of inferiority pursued Beddoec a l l hi* 

days. Letter after l e t t e r rei terates the *am© cry. ^ o t lo t 
Delusion* 

me assure you that your idea of my merits as a writer are 

ejttrwagantly surpassing my real worth: I wd really not give 

a ch i l l ing for anything I hav* written* nor six-pence for any­

thing X am l ike ly t o writs. X an essent ia l ly unpoetical in 

character, habits fe ways of thinkings and nothing but the des-

peret* hunger for dist inct ion, eo common to your.: gentlemen at 

th* bnlvy , ever set me upon rhyming." 

"What would have been my confusion fe dismay, i f I 

bad sat up as a poet* and la ter to my career anything real and 

groat had start? od) up amongst us fe l ike a real devil in a play 

frightened into daapair & fatuity tho miserable masked wretch©* 

Who mocked b i s majesty. These ar© the real and (tood reasonc for 

having at l a s t rendered nyself up to th* ctudy of a roputabl* 

profession in which th* desire of being useful may at least ex­

cuse ra«* sltho* I raay b* unequal to the attempt to becom© a 

aaeter In It* fe I assure you that the approbation which you hav© 

pX*as*d to b**tow upon a very sod boyish affa ir , that cars© Bride* 

Tr. which X w* not now be condemned t o read through for any con­

sideration* appeart *"© me a remarkable * incomprehonalble solecism 

1 Letter to Kelsall, ^J****** J ^ ^ H © * 
2 Letter to Ie l*el l» Sottingen* 2X/IQ/X*&t* 



of your otherwise sound l i terary Judgment." "I often very shrewdly 

suspect that X hav* no real netloal c a l l . " 

Snow Is strangely tasappreolat iv* of the significance of 

these outbursts. Be sayes^Thor* was to him a blatant Ph i l i s t in ­

ism which could dec are poetry a proper occupation only for on* 

whom i l l - h e a l t h or mantal weakness prevented s*fro» pursuing to 

sny good purpose studios to useful sciences! ' Ard f ive years 
a 

l a t er be speaks of hi* 'somewhat c jntoraptuou© respect for th* 
Snow's 

profession of « mere poet in our inky age*. "FbllistinismT comment 

Bathing of the kind* Beddoas remarks ar© the projeetional 

thinking of one ah* s t other times directly censures himeelf. 

Judging the Insignificant poets of hi* day* ho judgee Beddee©* 

I t was uao^aa for Kelsall to arcu* with him about the matter* 

Delusions ar* not Just false notion* to be laughed away or l ightly 

conquered j they ar* intensely rea l to the victim. Xt i s no won­

der that th© retort of th* deluded i s occasionally petulant. 

The graveyard obsession of Bsddoes w«s tho moot con­

s i s t en t distort ion of h i s mind* Even i f h* hod succeeded to 

getting Death's Jest-Book into publication i t l e doubtful i f ho 

could aver have ovoroomo or wanted to overcome tho complex about 

which b i s mind revolved. Life , the grave* and death occur a* 
Oraveyard 

subjects or references again and again to everything from The obeesslon 

Improvisatore t o h i s l a s t work* In fact the healthiest period 

of h i s l i f e from a mental standpoint* from 1831 to 1857* i e a l ­

most barren of l i terary production* Xt coincides exactly with 

1 Letter t o Procter, Ootttogen* 19/4/1822. 
2 Snbw, p* 122. 
5 Letter to Kelsall, Gottingen, 4/12/1822. 
4 Latter to Xeleall* aursbur^* 19/7/1830* 
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wlth the break in his correspondence with Kelsall; their enduring 

t i e was Beddee*' pootry end to those yeare ther* wa© nothing to 

writ* of* 

To venture an opinion as to why Beddoes was obsessed with 

the id** of doeth i s to venture tet© the uncertain world of psy-

choanalysle and with l i t t l e chance of a satisfactory explanation 

of th* sous* of th© obsession for the subject has almote for e 
, * . ^ * PoasibX* 

century la in to th* grave that he thought and wrote so rsueh about* explanation 

Ther* i s a poss ib i l i ty—It Is no more than such—that the death 

obsession with i t s attendant schiso-thymlc reactions cane about 

from some maladjustment or prevented developnent of hi© sexual 

i n s t i n c t s . Failur* of th* sexual Impulse to reach normal growth 

snd expression might to one of Beddoec* disposition load to a 

denial of the xxto principle and a transference of interest to 

thought* about death which fulminated at last in suicide* What­

ever the cause th* obsession was real enough and poirtod clearly 

to in te l l ec tua l distortion of a non-vlelent variety* 

Donner* to chapter seven of Me book* makes much of 

Beddoes search for th* Philosopher's Store. It 1* nothing 

mmm nor l e s s than a persistent fantasy and found in such 

thorn** a* th* magic wand, th* golden bough and the goldhoaded 

physician's cane* Fantasy thinking replaces real thinking. 

That do©* not mean that Beddoes was insane but i t doos indicate 

th* trend of h i s mind—a substitution of tho fals© for the actual. 

I t now becomes clear why his family objected to tho 

printing of h i s manuscripts bequeathed to Kelsall , why ho and 

1 William Saomlobael* to 1837, publlahed a book on a goldhoaded 
cane that bad passed through several generations of a f ac-ily 
of physicians. 
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tb*y were on diatant t*rma* why Eo* King was deferentially 

considered when tb* question of making public the knowledg* of 

Beddoes' *uicld* arose. 1* get a glimmering of what retrained 

Browning from opening th* Selsall box and of why certain manus­

cripts were quietly disposed of. They thought Beddoes was 

Insane and feared that revelation worse than the revelation of 
The queetloB 

auioid* which 1* not always a sign of mental weakness. Whether of Beddoes* 
sanity 

hi* euioid© was a gratification of the death instinct or an aet 

of hatred vicarioualy directed toward himself it 1* not possible 

to say* Tb* important tbin&_ is that although the distortion of 

bis intelleot w&* th* prime occasion snd condition of his lit­

erary work it was not so vislent that one could call him of un­

sound mind* Hor was there any evidence of dissociation of 

Idea* which would hav* mad* hi* writings pathetically incoherent. 

Happily there was no need of tho hushed reticence of hie family 

snd friends: Beddoes was Inaane only in the sense that all groat 

minds are unusual and ©eoertrio though to his case to on exagger­

ated degree. In Beddoes the distortion* took tho form of a 

death complex but* except rarely* he had full control of his men­

tal powers* 

Probably the greatest single w©akn©ss In Donner*s study 

of Beddoes Is ha failure to deal with tb* question of Beddoes' 

sanity. E* would probably reply that there w»* no question, yet 

it has been shown that to Beddee** mind thore wa© * dlctinot 

distortion from tb* normal. Thar* ar* three references to Donnsjr 

to Beddoea' attempt* at suieid* and th© suicide iteslf. But of 

1 Donner, pp* 264*267,578*379. 
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oourse cuiolde l* not alwoy* an evidence of insanity though freq­

uently a result of It* Evidently* thought Donner, ignoring the 
Snow and 

question of possible insanity was th* stoutest form of denial. Donrar on 
Beddoes* 

Snow, on the other hand* faces tb* question squarely, ifhen he sanity 
1- ^ 

say** " The end was taken out of h is hands, and he did not die 

a suieid*** he chose to Ignore th© physician's testimony that 
2 poison bad boost se^f-administered and Snow knew nothing of 

Beddee** mental collapse at Settingen which Donner passes off 

as intoxication* Of tho attempt* to burn Drury Lane Theatre, 

Snow ©ays "Th© legend of Insanity dates obviously from his v i s i t 

t o England In 1846, but on th is occasion the meet speetaoular of 

h i s acts , the attempt to burn Drury Lane* i s traoeablo to nothing 

more abstruse than an overly good dinner." And Donner accord* 

with th* view to tho words: "This* no doubt, was his protest 

against th* popular success of tho 'hapless drara of our day*, 

inspired by b is old friend Lord Alcohol." At least Snow and 

Donner hav* proven couoluoively ts&t they know l i t t l o of insanity 
5-

and 1*** of alooholisw. But Snow continues J "Beddoes suffered 

from what might bo cal led spiritual paralysis." what on earth i s 

spir i tual paralysist Be mention* "bitterness of mind", "eons© of 

f u t i l i t y * sud ends up by saying 6*Beyond this i t i s not oaf© to 

go to the meaaurtog of hi* abnormality. " Safe* Saf© for whom? 

But Snow do©* tre*t the question with an open mind even i f he 

X Snow* p* 97* 
2 Snow* Appendix A* pp. 181-188. 
3 Snow* pp. 90*98. 
4 Donner* p* 2^8. 
8 Snow* p. 28. 
6 Snow* p. 90* 
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fa i l* to ttxploro tb* quest ion thoroughly. Probably ho best 

aunts up hi* eon view to a fafarane* to an articl* to The Ath­

enaeum, for Becesibcr 27* 1890. He say©,1 *Ihio reviewer had 

on on* occasion challenged Mrs* Procter "whether she could* as 

an honest woman deny th* claim of eeddoes to th* kingship ef 

the earn* toasne* She made no attempt to deny it—which Indic­

ates that behind bar loyalty there was considerable doubt snd 

sXarm about her strong* friend** 

IF 

Beddoes, more than i s common* a man ef moods* wrote by 

the flickering and uncertain light of his strange inspiration. 

Thore was genius ther* but of an Intermittent sort which made 

composition diff icult . 2 "it i s good to be tolerable* or intol­

erable, to any other l ine, but Apollo defend us from browing a l l 

our live* at a Quintessential pot of tho smallest ale Parnassian; 

such hop* or memory 1* l i t t l e soothing for any one* whoso mind 

I* net quite aa narrow as a column of eights and sixes. I some­

times wish to devote myself exclusively to the study of anatomy 

fe physiology to science, of language** and dramatic poetry* end 

hav© nothing to hinder me* except—uneteadtoeae and indolencef 

a* r*ad*r» i t extremely probable* i f net absolutely oertato* that 

X shall wemsr be anything above a vary moderate dabbler to many 

waters: i f snothor very different epirit doee not come over ma 

vary, very eoaa* you will do wall to give mo up* Indifference 

grow* upon as and that renders my oas© v©ry desperate," So wrot* 

2 L*tt*rt© £*iflall* sNirsburg* VQfl/l&O* 

The ©ana 
ineane 
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Beddoes to 1S3Q. Xa early manhood* according to Keleall, he 

wrote witb ea§sr f a c i l i t y but th* *fforte Kelsall looked wer-

shippto^ly upon laatesl only a few weeks and in later l i f e ther* 

war* periods of yo&r* when h* wrote se reely at al l* He was never 

continuously aur© of hi»s*lf . Th* constant i f unimportant revie-

lon of Death's lost-Book over a period of twenty years shows how 
Inde o le ic* 

d i f f i c u l t i t was for him t o make up his i&tod* Many of th* merely 

verbal a l terat ions are no better than the original© for which 

thoy war* substltued. Thar* ar* som* Improvements, however, but 

no mar* than one might expect* Th* rest of his work escaped 

further revision for It was safely In Kelsall'a hands. Sven th* 

poetry that was in him got a chance neither to thrive in his 

moody end rebell ious ooul nor t o find copious expression en tb* 

written page, sot only i s h i s work uneven in quality but i t laeks 

the rang* mod variety which one sssooiate* with th* production* 

of « raster . The same subject i s endl**ely repeated—the l iving 

mmd the dead* the dead and the living* This i s what Beddoes had 
, Repetition 

to mind when be wrotes ^ovon the imaginative poetry I think 

yam w i l l find* to a l l my verse, a lw^s harping on tho seme two 

or thre* prin*ipl*as for which plain and satisfactory reasons 

X hav* no business to *xpoot any gre«t dist inct Ion as s or iter* 

being allowed t o be hotter than what i s absolutely bad, fe not quit© 

•n imitator* i s not enough for sny lasting celebrity*" But there 

ar* repet i t ions of another variety; simple ideas and images occur 

again and again, aetempayohosis* flowers, moonlight, bridal and 

funeral* the drinking of wire, human corpses, ghost©, a l l the** 

1 Letter t o laXsmXX* &ottlng©n, 39/4/LS29. 
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and oaay other* tuns up an p,,.*© after pa*** wno do** not expect 

infinite variety from a isartal stod end ©ssong the tUiambetbaca , 

of whom to style he mad* h&aaaif on** th* greatest bad tbair 

par%ph*mail» of liter&ry art . But o* ar* alwayc oonaeiou* of 

W*mmm* literary prapertiasi wc forget test of th* others to 

their v. s t flood of tot*Uoctual *s«s emotional trandour* 

Th* oraatlv* Inepira tloo of feeddoes eo;~o wholly from 

within h i s . Tfs* in i t ia l topula* cam* free hi* eorfHot with th© 

outer a w l i * a bstt i* which ho novor fought bond to hand bat from 
Inspiration 

which h* retreat**! to find protection to toner solitude* Th* 
tosplratleet which be crew from th* 21I*ab*tbans wa* purely l i t e r ­

ary *£& artiat lo but so ,gr*-t was hi* ®tt«eh£3*nt to th* work* of 

these predecessor* ar*; *e p*«at wot* hi* power* of assimilation 

tbst i t b*aa^s an* wit* nia own originality. Xt ss<^* not too 

tmoh to say *&**, Beddee* saver cot sciousiy Imitated iihakaapeare, 

latwtejv to/mmms? or esay of tb* root of th* JOisabatban** 2* must 

hav* lived, in hi* tor*** atou* mno to th* *ixt*or,tb century than 

to his ©we* So i t eo o* about that th* poetry of ifeddoea 1* 

totasosly subjective, lawn to hi* dvom&e mum as« rray of eber-
tDubjeotlvlaa 

ooters epaak St i* Saddee* aho speaks throegfe the fseakswwsMt to© 
men of his play* mm ^ora l i fel ike than th* woraen. Tharato l i e* 

one of tb*) p o t e s t rsasofs* for hi* faiXar* as * dramatist; the 

sswt objective of a i l Xltarary tmm was to the final analyai* 

favwleii t o hi* sotur*. owaXd BedtJee* have attempted t;* drama 

i f th* EXitabotbssa fm& arittae to aoa* ether form* or If b* had 

baas. *r*wn to *» * i* a* th* ***** frobatly not. Thara la a 

ps«**i* to &mrmr whiafe i s worth quottog a* ahowini, how trot eritl* 
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aaistog upaa a lose praiseworthy trait of @eddoe* ar.d uslttog i t 

to sous* dlsausale® of art is t ic styles ard prtooipU** attempts 

to give t;.<# poet qualities b* docs sot po*«oa*. Th* result i s 

an abswdly 'asaf^crat«d picture of th* real en and hi* work* 

tmm*** gpoataat effort to tail* diraatla® X* thlet loBec!do©e* 

tt^mt ao£t!let«d tt«ith€r to tb* construction of plat or th* draw-

tot of e^eraeter* t*r to the oomtmtom depicting©* a situation 

ar tb« iQirtmlmveloprmEfe of RE ©motional them; what gives hi* 

poetry both ir tensity a&g mom or* th* f* ashes of genius t a t 

*JBXi#it*b tho 6s)waU* of alaost ©verything h* wrote. Thus It 

happen* that b is power sbowa i tse l f to i t s greatest advantage to 

whs> ©mart frapaantit which be boo left us to such a bunder e*. The 

picturesque tooaery and vigor©** iengua^e render to*© hi gay 

pot«"i«ai* i t * art ia Baroque to this sense t ? t his peer* form 

tsamsalv** tot* #tria§* of ©rowawfit wher* oasb detail is wrought 

for i t * eat* a mm l&etead of gi*ta* relief to t . whole* and i t 

we* «&3y X&ter on that he X*arE*d to subordir^ to thee to th* 

fgnaral atruotara* f lttio. a* was hi* tos&toatiea i t worked on 

vl*m®li«attoB» JiaaJ&poawel rather than e^t-oratoated. Xt i« s 

isetrvofi of »rti*tlo oroatioB wbleb ha* baoaa* popular to our own 

day* aXtb*u#* i t baa parhap* not yet received it* meseur* of 

crit ical and i»*tfe*ti* aiseXyels. Xt £1 recto i t* eppeal to tb* 

Intel loot fatfee* the* to tb* emotions by clever ooabtoatlona of 

widely uxff«r*«t or oven contradictory it**** easd by unexpected 

emperiescs b*tw*s» disstoilar thing*. This nskss reading <?lf-

flauit mm® laborious, for so 4\»r from b*ln& eoaJted Into a i*cod 

Donner'* 
pralee of 
Bodcoos' 
faulte 

1 13©*®**** pp» X2T*1S2« 



that naturally give* u* th* ssroelation* Irtefsrsed by t *> past* 

w* hav* to think fe*rd for ©ur*eiv#* a & figure out tb* a**ntog 

*f oaeb p%ra*a anel atadls). Tb* mity whiab w© v,r* uaad to regard 

a* th* vary oooomo of art* trm trraator* to bo lost erXes* th* 

vigilant att*ntlor> of th* reader cam keep together ©n t ie sugg­

estions scattered abroad by fe© peat's arrstlo im&gtoatioc* 

Art to frapssfst* to t«tb*p a eontrfttfietio© of torn*. 

Xt i s true t f t t i*d&©aef poem ovo in *ooc o>,***) strings of om-

*m*f& but that i# mot Strums* art. Baroque ert implies *tre 
feN* y O ^ * <Ce*ssl 

grand is*«*r** vast $reupto^a of offssssant snd detail on s colossal art 

tSealgB—but thar* la ©w*l#&. Shirk of ¥oraalll*** or Tb* irtos-

*tts*&oXv* Boeiases to ^Irsburg* or Salsburg Cctbaeral. that 

Semner probably wmom Is Ftocooo* not Baroque. But Koeeao impllea 

th* brlngtog together of fiseanlr^aae orra «r t—i*»aningl©s« as far 

c* tb* gaaeral daslps i s eonoorYed* and Beddee** art i s newer 

that tad* Mt when boruvr speak* of tb* terdonap of nodern art­

i s t lo ******** toward *oombtoatioc* of widely e Iff erect and con* 

tradiotorr Idaas and by i*Dexp&et*d conpc*rlaonc between dissimilar 

thing** *ad say* that this 1* th* method of Beddoes, ho ie entering 

tb* teata of th© ludiarowa* ?®:?ob«loglsta ^ove a race for think* 
kodarn 

tog of tb* sort to whleb Bornar drew* attention. Tb*y asi l i t tonderuiea 

*di*ji**oo!i«tS*B of Id*©*** i t* uXttoata expression i s found to 

tb* w»<3«hou*©<. And th* greatest waakn*** of aodera poetry i s 

i t* tooulaer*®*** as wigat ** expected of o decadent and oootion-

al ly ttnetabla age. S© aay that t> * re*d*rf • attention i s expeet** 

t* kv*p together th* *ugie*tlor* of fee poet*© srratic to*.glratiao 

1* to dorsad to* wooh* But Beddoe** poetry WAS never *© weak. 

ttano*r to hi* attowpt to praise t»* poet no* recd*red hia s dis-

sorvieo. 
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£atb atsaa ard l^tticer ô t? an aaf er ^roucd and moving 

to tfta rifjbw direction araaa tfcey point out t c It,tor ten<3eccy 

ef Bomsm to •fcspwieity and ooberejit e lar l ty of expression. 

SJIOW find* tt-«t *fb* ©r raoto^iats© of eed^oe** lyr ical » ty l* 

Ss I t* res t ra in t* Una* p**t Ms v^ry early work* he Is sparing 

of f ii*ar*o a t apooor: ©33d «jaG*dte£Xy apsrto£ of th* str iking, 
Beddee** 

wmxpmofeo& %pt%tmt **»**» o^stine^Bie*** his dremtle stylo.* lyr l* 
<& Vera* 

Sourer f tod* to hi* l a t e r *.yrle* **t&» foxx blooa of a poetical 

$seiu« tba t ajsplofod: a st;, -.© a ^ o s t cp&rtan to brevity but ful l 

of reenlr^.* Sbi*. ee* c to be toooB&ruort with w a t b* praise* 

a* tii* Boro^u* alarafit to Eeceoee. His *&ri.y work re cow dearie* 

a* I t ^*i* Ufte^uai ir, oxaoutioi, as Ir inspiration, and oona*Qu*ntly 

f a i l* t o wowo&mo even th* limited experience t a t dictated tb* 

poat*« sot of ©3?**t ion* taaly on rare oooaaia- • did ha a t ta to 

perfection to mom then single l ine* or the *hort*st lyrl*** 

can b* elstoed to s iar-o rmomxm for aedoo*©' 

&*gdea»* 1* tttiar post ever revealed just the .o.;» sort of originali ty 

®*tur« t o tots world* Jad ever? If I t i s insisted ibat his work 

was sp IXlaabothan toitation i t sssat be emit ted t r e t to hia 

Xyriao ha ©raatoel vers* fora* titfely ©rrir&l ©rd beautiful. 

tmo® fadiwry* Siegfried** Seug, t'-e Dirge* for a ibr l la and for 

laXfraw* onerjtg etr?*r* are ast^i^ieoo* of werSoBaf sisip. But 

Soddeaa did t**t sta-d wholly apart from bis own g*n*r«tlen* 

%om®m to tba l i t e ra ture of escape* * resu§* for then wf̂ o ar* 

afraid of l if* *n4 tooiead buUd another world to ti iair heart** 

X mom* pp» i ? s * m » 
k Smmmr, p* Wo* 



-aoe-

deair** In this tleddo** we* a typtofei ;'cr.trtic* But Beddee* 

****** fat to bis other world* *fcs*tru^i* to fra* hiiataXf 

fress tb* bos do of aorth frntm ews lo i t* expression to Dreea i'ed-

Xary* a ary of ekMpeir &t$d mt mmmr satisfy story to a patiently 

*uff*rto§ world* Si * progp*®* was blocked by t:-** esetb complex. 

m &M0 to trutr,* woirk through mm d*%*tb situation to c l i f e 

beyond but be woo totr%u*d by tft® deed boey. no turned &w*y 

from tb* ocatecpl&tl^ of th* apXrltael to look upon tr* toab 

and th* *t^rg*i-bote**—um attotttog bod?, not l i fe* not tb* 

*ouX* Eemtb i s tb* only reality for hto and th* pointed skelet­

ons upom tb* rutoad o^tnedrai wa~i* stop down to donee satirically 

bafor* them mtsm^ too* will orortiy b* d*od* Sbu* Loot;, ic a 

f*nantlc «o£t**pt a&d to eaddoe* * d*«tb and Soss»nee wore on** 

f&atb 
ard tra 
ronantlc 
spirit 

Sh* roesarstle vlawpotot i* based on a ooetrat l o t i o e -

tn© oppoaltlon of th* »*t*»l to tho isv^ lr;«d—but t at oauood 

a* tosejdtot* dtotraas to the Reas&tioa; i t never does* for they 

bav* not logical stod** T* sua* •xteut ^eddoea was en exception 

and tb* resoiRltlor of thi* teeoup*»ity broke out to satire. But 

for tb* ®**t pert th* etoy vision doe* not c^i^p*©, tt dissolves 

and fade* to tb* Xau§ year* of sridd;* *if* arc* old «i*. Trior* ie 

sw new fc#awo© anu so new **rt:.. JULf* le «ot tb* cisjple thto« 

tb*y would bav* us 1*1 love; r*er does i t ©ease to exiet looeus* 

w* ran away fro® it* ^ e with a l l &*4d*e*v striving end trout 1*4 

*^i*MplatS**i he movor ssao to grip* with l i f e . Tfce battlefield 

Of SJortal woo* l i*a to tb* world sot ir the Bind* -as It by 

dtotoe groom t *t Isats *©& sTfc-siX** *ere spared the conflict and 

Th* 
roaantie 
world 



tb* toevltabl* o@ta*troph# oi %m porisfcl m vision? ^aer non 

Orta* out tb* ^iaiilssiof^ssfe of fa-dire dor* bat the- struggl* of 

* ratlior different om% was tco aasots for £*ddoss: hi* ftoel 

©scape «ra# sutoide* 

Xt i* aosy t o am up te* f t l iar* of flodaees* philoso­

phy a* Zr-om mo* as a© irr*#ar *:IsbXs opposition of etod ©r»d 

se t ter* m the trowbX* lay deeper that, that* Scow sa^*,1 

n«sr of b i s aftaraater we* Urn inabil i ty to fearaonlse tb* 

to hi* own nature. Saourobi* ropaistlc end InaatertolSst that 

b* as* a t hsar t , tns BSutly-tetotejd si d jaeeranScEl world wtsioh 

b i s sjoisBtirI* brain prosftntvd t o fcto toft hia starved aid UG-

s»tl«f led—tie oouia add nstbto*. to i t stopiy booaus* hi* precis* 

sgtod auuld accept not; 1 4 but a tl*ex«atioai proof of that for 

wfeist. ther* exist* only proof spiri tual* By oonsoouorso* hi* 

world collapsed about bin * 3 nvictlorj of th* evil absurdity 

l i f e passed upon him heavily ard yot store heavily." 

©aioted, BO doubt* th is euperf Sotoi c^fiiot—coca^oo to 

lntokte§ paople* But Bokoes was f .r fros *#eking * 

a s t e r i a l t o t t o exploaatlan fo the spiri tual* Beddoe** world 

soil*, peed be©m*3*Ms# hevltsf ao<3utoed ard developed o belief to tho 

^BsatarisX* he ecul-tf m^ko note! $ of the II*e of t : a spi r i t for 

ws bto t h i* had no religious foundation, gfcddooe* shoots keep 

•esttof bant to t h i * world* tepiyto^ t* ut th* other world i s s 

vast *j3$£&to***» Tfc* ***rtt**list of to-day rurs Intw t .c very 

omm oui-ae-aao owu is* tack* out ef i t by supposing t r* next world 

t o b* 0 ear?ttou*tton of tb* labours end ©eeupetton© end toterect* 

of t t r s * tb* *oc*apti©» to t a t ^ l y ia**e acd unwarranted but I t 

1 Srrem, pp. 1X£»X13* 
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glvo* a cert to Xa&i* to an XUo^ieel belief* Beddoes bsawxa* 

t*«el*d to a death cocplfe* sad for hia* d*&th vac its only 

*olutlon. 
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QtikPtUi Vixx 

mmms A»D HIS CRITICS 

But i f there be, who* hewing la id tho loved 
whore they sjay drop a tear to roses* cups* 
With half tbe lr hoar* inhabit other world*, 
I f thore bo any—ah! were there but few— 
Who watching the slow limiting up of stars* 
Lsjosly at ev*, Ilk* seamen sai l ing near 
Setae island olty where tbolr dearest dwell* 
Cannot but guess to sweet toagining— 
Alas! too sweet, doubtful* and melancholy— 
Which l ight i s g l i t ter ing from their loved ore's home*-
Such may perchance, with favourable mind* 
Follow my thought alone l t c mountainous path. 

Lines written to Switzerland, 11* 65-74. 

I 

Beddoec published "Tb* Improvisatore" to 1821, "SB© 

Brides' Tragedy" to 1822. Easts died to 1821, Shelley in 1888 

and Byron to 18£4. Thus Beddoes made his l iterary appaaranc* 

when tho reign of the §reat triumvirate was drewing to a eloo** 

Tat i t was a reign to a kingdom removed from the public ways* 

for England never accepted her literary rebels unti l thoy were 

safely dead. Of th* l i t t l * compery of faithful adttlrers of 

Sholloy, Beddoes was on© who saw to the publication of hie las t 

poems. Both &s*ts and Byron influenced somewhat his art* Thus 

i t Mi#*t be expeoted that beddoes would earry on th*ir l i terary 

tradition* or, f a i l i n g that, occupy a place to tho period of 

transit ion t o the greater men who might to ttoe arrive. Y©t 

Beddee* 
and hi* 

eontemporarle* 
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Beddoes did neither. % was bom tot© the seoord generation of 

romantics but not of i t . E© owed no more to Keats end Shelley 

than did e i ther of these to th* other; for by teaperee&nt and 

disposition ho was an altogether different type of man. Beddoes 

remained the student to the end of hia dayst the other two eought 

to speak direct ly to the i.*n of their own age* Beddoes Is of t i e 

Romantic genu* but of a different specie*. Of the greater poet* 

of th© Victorian era, Tennyson published "Poems* Chiefly Lyrical" 

in 1830, Browning hi© "Paulina* to the came years Arnold's f i r s t 

work appeared to 1649. Thus the gap between the laet gre&t 

romantics and the Victorians i s not great In terms of years, nor 

i s i t grout to terms of a r t i s t i c form or purpose. rhere i s hero 

no period of long end changing transition as there was between 

the a*c-ela»sle eg* and the romantic revival within those few 

year* Campbell, Procter, Lander* Praed and Bood occupied tho 

f i e l d snd t o them i f to any* oust go tho credit for maintaining 

the tradit ion established by their vastly greater forerunners. 

If there i s l i t t l e kinship between Beddoes and the other 

writer* of h i s time I t doss not follow that he has no place there. 

B*, too* as isaeh as they, but to s different fashion, revived 

roRtanoe* Other writers appreciated the Elisabethan ago as much 

a* he but i t was l e f t for Beddoes to Bake that ago particularly 

hi* oan* His ro»ane© springs directly from the age of Shakoopcaro. 

Indeed, i f one were *ble to write Thomas I^well Beddoes, 1603-

1649* instead of 1803-1849, i t would be more to accord with 

b i s genius* 1 s t i t would not be s t r i c t l y true. Beddoes belongs 

direct ly t o tb* romantic revival and i f on© i s t©mpt©d to claaeify 

hto with tho rson of two centuries previous i t i s only an indication 

The 
Transition 

romantic 
and 

Elizabethan 
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of bow thoroughly b« was able to ask© the romance of Elisabethan 

day* live again. 

XX 

Xt i s th* way of the world that a usan's efforts are 

judged by tho magnitude of the task ho essay© and tb* amount of 

work haaucoiaplishe** Thus Thomas Burton and Katharine Manafiald* 

t o c i to such utterly different ruthors, i a l l out of t>» f i r s t ranks 

beeause of the ir limited production end tho narrowness of their 

respective f i e lds ef labour. So i t i s with Beddoes. In Dormer's 

edition* h i s poerrts and dream* run to almost five hundred pages— 
Narrows*** 

not altogether an toconelderable piece of work. Hor i s i t s l ight of 
Beddooe' 

If* omitting th© fragments and reprlutings, th© bulk i s reduced appeal 

t o half I t s else* But examination shows that much of his pub* 

ilabed work adds nothing to Beddoes' serious effort end not a 

l i t t l e posit ively detracts from i t . The s l t o handful of poetry 

of th* b l u e s t order that remains i s not sufficient* by usual 

cr i t er ia , to permit h i s c lass i f icat ion with the great. The fact 

of th* nsrrosness of his appeal does not need elaboration to 

show that I t Shuts hiia out of any clato to the conpany of the 
aajor posts* 

Thor* i s no evidence to show that Beddoes ever had 

sny influence upon the thought of his generation or upon cucc-

•Sdtog generations of writers. Such an influence must always be 

the mark of real greatness. -*u fac t one can hardly toagtoe w - | e | l 

bis work ever having any great l iterary e f fect . Thor© ar© poena tofluone* 

and paseae** shich w© admire and accept but they oould hardly 
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b* th* inspiration of younger men. BeddoesT personalitr was 

unique to a wsy that few personal It loa are. Th© chances that 

one would be bom with l i terary g i f t s and of the etme mind and 

soul a a Beddoes are inf in i te ly few. There i s no broad struetur* 

upon which a young post could, attach his mind as s taktog-aff place 

for th* f l i g h t of h i s genius. Mis poetry remains isolated as did 

th© aan himself. Certainly one cannot think of an ambitious 

youth following or Imitating Beddoes* as , for tostsneo* Browning 

to hto early work oonsoioualy followed Sholloy. 

The unequal quality of Beddoes' work makes i t d i f f i cu l t 

for a o r l t l e t o preserve a balance between giving to i t too much 
Beddeee' 

praise or too such condemnation. It is easy to becon© enthuslac- unequal 
work 

t i e about Beddoes, seeing only his merits or easy to Condemn hto 

seeing only h i s f a u l t s . What can one do with a poet who presents 

great poetry on on© page and "just pootry" on the next? Xt i s 

a question of motives* largely} Kelsall edited the work of a 

friend* Donner tho work of his poetic hero. 

Beddoec* acceptance to the world of le t ters Is United 

by h i s subjeat-aottor. Qre .̂t pootry i s that which i s reckoned 

such by the consensus of tho great minds of tho race over a period 

of generation** and one oan only with difficulty think of beddoes 

being universally acclaimed. The sp ir i t and Idea of hie work 
Subject 

ftod no echo to th© racial consciousness* however much hto pootie mattor 

technique isay be aeViired. H© just does not belong* There to no 

foot-rule by which one oar- raeasur© literary greatness but i t most 

b© broad enough to toping© upon a variety of nan's interacts and 

deep enough to stimulate his thought or fee l ing. Thor© wi l l 

always be l i t t l e coterie* of the neurotic and aesthetically feeble 
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to date© a cult of th* obscure but that is damning praise. Hor 

1* it enough to point out that Browning snd Tennyson admired 

the work of Beddoes* for th*y spoke only ©f a portion of it or 

of his versification and spoke too under circumstances which 

could elicit only prai*©. Writing to Kelsall on the subject of 

Beddoes* pootry, Browning had this to say; i"h© was to despoil 

D«ath of his terrors, strip hiia of his dart, at so on,— rca>© him 

tho "fool of tho feast"; ho does exactly the reveroe, materialises 

ard Intensifies th* horror* and frightens on© to death at dying... 

• *.*Bbw* as to the extracts which mi^it be made: why, you mifht 

pick out scenes* passages, 1; rics, fine ae fin© can be: the power 

of th* man is tomenoe & irresistible." Yet Browning declined to 

cot as literary executor of Beddoec' work, nor has any ©etsplotely 

satisfactory explanation over been given. Did browning, to hi* 

private opinion* really rate Beddoes v©ry high? 

Coleridge and Wordsworth, end Shelley and Keats too* 

revived th* past but they tra sf omed th* revival of an earl-
B*ddoe* 

ier mod* of thought to meet a new age end expressed new ideas. apart 
from his 

So far was Beddoes apart from the saato stream of national thought age 

that hi© work appears to most as a rejuaonatlon of Elizabethan 

romance. His work Is not l ife—not l i terature. Even If b© had 

succeeded to writing a dross* as great as Shakespeare's, th© world 

would have looked but coldly upon i t . *hc human mind doioande of 

a reproduction soiaothtog now and v i ta l to advance of the old* 

This Beddoes did attempt and fa i l ed . 

1 Browning's l e t t e r t o Kelsall* 22/5/1868. Quoted to part to 
Keliall*© ar t i c l e to the Fortni£htly Review* July 1872. 
v o l . 18, pp. 51-75. 
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III 

Though both Snow and Connor give Beddoes a high neasure 

of praise yet there are several interesting contradictions to 

the ir orit ioiss i as well as opposing views and different method* 

of tsrooMmomtm In th© f i r s t place, Snow i s sore moderate in toe 

claim* h* put* forth for Beddoes and more seriously follows the 

tradit ional ostto&t* of hto as a poet of lesser importance. 

"Beddoes** he soya, "i» unquestionably a minor poet"; S"ho wrote 

groat poems and passages snd remained a aecordary poet." Snow 
3-©peaks of Beddoes as h*vlng " t h a t tentative fan© a self-assured 

and normal world concedes to an explorer of tho uncharted and a 
4 

companion of spectre*". "H« i s a coterie poet." A reviewer to 

The Hatlon remarks that, "professor Snow very wisely attempts 

no radical revaluation of beddoes* place in English verse; ho 

1* content to accord hto a high place among tho minor poets." 

Donrer posi t ive ly affirms his gre tries s to his tioolaratlon, 

"This Beddoes i s not a minor who has irastered tho technical 

side of art* but a poet who has learned to the hard school of 

l i f e what I t i s not given to s l l to understand." Even more 

eu log i s t i c i s hi* f inal estimate of the po^et. *It racy, there­

fore* bo seriously cpaestlcned whether Beddoes does not deserve 

a place Sfflong the gre^t RoasantlCB, aid© by side with Blake, 

Snow 
and 

Donner on 
Boddoe*' 
place to 
l i terature 

X Snow* pJfi. 
II Xbid 
3 Snow, p.90. 
4 Snow, p. 178. 
5 The nation* 128:88. 
6 Donner, p. 381. 
¥ Bonner* p. 38t. 

Jan. 16, 1929. 



Wareswarth* Coleridge, Lord Byron, Sholloy ard Keats, different 

frost a l l * but s t hi* best an equal of the greatest". And between 

th* two where does th* truth l i e ? Fro* th© arguments advanced 

to th* previous pa*s* X exa Inclined to think that Snow i s closer 

t o a true appraisal of th© poet's worth nor does he do Beddoes 

the injust ice of overpraise* 

Tb* two c r i t i c s have not precisely tho came purpose 

to the ir criticism* Snow has always to mind the ©njoyiaent and 

appreciation of tb* poet* Hi© i s the more human of the two 

studies* Conner* on th© other hand* rests his ease on an Inter­

pretation of the post's thought and feeling* Ri* i s the a be tract 
Parpooo* 

manner of th* laboratory. It Is tune th i t Snow worked under a to 
cr i t ic ism 

handicap In that ho did not h»v© access to primary sources— at 

l eas t ho nowhere isontion* Dykes Ca pbel l 's transcripts and one 

presumes that he did not examine them. This Conner has dor:© and 

to addition, he has searched the public archives to Qeraany and 

Swltsarland* looked up newspaper fyles and other sources of ir_-

famotion from which he has extracted son© new and interesting 

material. Mo ha* toon able also to publish son© of Beddoes* 

work hitherto «Bjiprtoto4. l e t the material l e not of v i ta l imp­

ortance from a cr i t i ca l standpoint and Snow's work did not coffer 

much by its lack* 

Of tho two works, Bonner's i s the more intense and 

exhaustive. In h is pe.£09 th© ©nslysis of tho poet proooods 

t o a eojBprehensiv© degree but to that l i e s a shortcoming. On© 

gets th© impression that Donrer'e work exis ts ard »<.* inspired 

for th* purpoe* of crit icism alone. I t Is masterly work but i t Tro poet 
and hi© work 

ends ther*. Uomser becomes a bi t todloue at t i m e . A cose to 
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polnt i s h is detailed analysis of prosody. Enow, never so 

detai led or ntout* to h i s inquiry, stimulates one to read, 

and* i f possible* t * e Joy Beddoes. With hto* the poet always 

occupies a primary posit ion; th© criticism fellows after as an 

attendant mean* t o that enjoyment. 

another way of expressing the difference between Snow'* 

re la t ive ly short and Sautter's long work i s by saying that Snow 

i s l i t erary , Donner scholarly. From the standpoint of express-
l iterary 

ion snd s ty le Snow gain* am advantage in that h i s book i s more qual i t ies 
of 

readable* There are no passages to Dormer which to themselves, eritlciam 

have much l i terary excellence. All i s serious, weighty arid even 

overpacked with material. 

Oh* reviewer* considering The Browning Box and Th© 

Uerk^B of Beddoes, thinks that "They supersede a l l previous 

edit ions and l i v e s and invalidate almost a l l former cr i t ica l 

opinion". Another* writing of Dormer's book on Beddoes rention© 

bis **avalaiJ©h* of scholarship" but disagrees with Bonner to 

ranking Beddoes* lyr ios atov© his dramas. A third picturesquely 
3 writes; "al l that research Into externals can do he (Donrer) hcis 

I* but he ^ivos a policeman's account of the route to th© 

grave. Turnings and viewpoints are marked and starred, tho 

driving tested by precedent and photography but the po*tmort*B 

dees not reveal th* driver's strange formation, nor th© coroner 

f ina l ly decide whether ho wes drunk at the ttoe of the Occident" • 

1 The Sation, 145:52*, Get . 5 1 * }%M-r - n „ 1Q,«. 
2 The s©w Statesman and Hation, 10:852. Boo. 7, 1955. 
3 Th* SpeetaSr* 155:1076. Dec 27, 1935. Mur.pbroy House 
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Tbere are several points in which both studios f a l l 

shor t of excelxence tocritlclssji. Generalization* i t i c t r u e , i s 
-__ ^ *••** of 
fraught with th© dangers of over-simplification and d ic tor t ion genera l i z -

^ . a t ion 

yet a t o t a l gonaral topresclon ef an ©uthor ie desirable i f one 

i s t o carry away e usable oat to^tc of h i s wo^k* Thi** both Snow 

and Bonner f a i l t o give* There Is no sujarstog up, no conclusion* 

no philosophla in to rpre ta t ion of Beddoes. And th© educated ntod 

des i r e s t h e s o t t i n g up of a log ica l nexus of r e la ted pa r t s to 

l i t e r a r y o r i t io i s s i or to ory other f i e l d of learning* 

This f a i l u r e t o laake the study of Beddoes nnach nor© than 

a se r ia t im perusal of h is works a r i ses to part from tho look of 

emphasis upon the nodal points in Beddooc* lif© and work. Of 

those there a re d i s t i n c t l y three of major importance; the pub l ic ­

a t ion of The Brides* Tragedy; the re jec t ion of Death's Jest-Book; 

and the f l i g h t t o Zurich* About these three pocks in h i s career* 
Throe 

1822, 1829, 1653* ar© grouped a l l t h i t Beddoes over was. But tho Important 
period* 

Studio* of both STJOW and Donner lack t h i s or some other such a r r -

angeraent by which t h * work of Beddoes can b© grasped and under­

stood. Thoy lack a rrangeaaants thoy lack a r t . Good and bad. Im­

por tan t and uotoportant a l l receive nearly th© same a t t en t ion , 

on© reviewer writ ing of Snow's work found t h a t , "His 

book i s to fo res t iv© but bloodless; the curious figure of t*e 

v io l en t l y saorbid Beddeee deserves a wanner resurroct ion." But 

he p r a i s e s Snow for "vi r tue of scholarship* exacti tude and tr© 
c r i t i c a l f acu l ty .* 

I t I s no longer th© fashion to spoek of canons or 

s tandards of l i t e r a r y Judgment yet at t*© sa^e time i t i s d i f f i c u l t 

1 Sew Tork Ttoes, p . 4 , July 14, 1929. 
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t o see how a c r i t i c a l appreciation oan be of ,:uah worth without 

some considerat ion of a sense of valu* a . Ther© can u ru preola* 

Sieesuroiiieut* of a r t i s t i c performance, I t i s t rue , but there can 

be cosparisone and genera l isa t ions and an appreciation of a work 

of a r t on f i r s t p r inc ip le* and in re la t ion to th* media i t employs* 
F i r s t 

Xt i s her* tha t t he s tudies of both S^ow and Bonner f a l l short p r inc ip le* 

of tho expected* They f a l l t o es tab l i sh sat isfactory points of 

r e l a t i o n s h i p between Beddoes* work and draws and poetry in £©n-

e r e l * Mere c i t a t i on of resemblai cee to other authors i s not 

suaugh *>er i s ajuch beyond cur ios i ty s a t i s f i ed , to d i c i n g out 

sources of scares and p&sea^es. In the marker of s c i e n t i f i c 

research-worker Donner givee a score of references t o previous 

wr i t ings where &eddaes may (or nay not} have got ideas for h i s 

plays or poetr--. But these t e l l us not an© whit about tho Imp­

ortance or value of the poe t ' s work. 

Snow sa js t*at ^oddoos ha© no place in an ordered 

h i s to ry of English l i t e r a t u r e s Bonnor would place hto beside 

Blake, Shelley* Seat©, and other roaant lc poe ts . There i e , of 

aourso no point to placing a poet a f t e r a card-index system of 

e los s i f ioa t ion but there i s r e a l value in ©©eociating poets who 

have t r a i t s and tendencies in oossaon for each f o r t i f i e s the other 

and rounds out a phase of thought or helps complsto a p ic ture of 

en * r a . And only as knowledge and c r i t i c a l estimate© are organ­

i sed and eo-ordtoated can tray to understood and mod* permanent. 

F ina l ly both Srow and Bonner refuse t o pass from a con­

s ide ra t i on ef p a r t i c u l a r pocss and ploys to a study of the nature 
Beddeee* 

of Beddoes' mind. Ther*- are occasional references and ears© mental 
outlook 
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abor t lv* attetapts but wo &t no study of she way to which tho 

« tod of Beddoes looked out upon h i s world* Ires© l i t t l © f rag­

mentary gl topses &iv© no consistent notion of h i s processes of 

thought or of t h* purposa* that lay behind h i s jaental a c t i v i t y . 

That need not load in to tho vexed Question of Boddooo* sanity nor 

I s I t a l toge the r des i rab le t h s t i t should* But a study of h i s 

pe rsona l i ty and soas© inves t igat ion of tho ways in which h i s mind 

va r i ed from t h s t of an ordinary mortal would give a deep Insight 

i n to th* moaning of h i s work and i t s a r t i s t i c s igni f icance . 

Te t , to s p i t * of what has teen sa id , the s tudies of 

both Snow and Bonner are not to be brushed aside as t r i v i a l . 

Shay hav* t h e i r excellences which speak for themselves; keen 

- dralration of Beddoes* able analysis of h i s wr i t ings , and sym­

pathy for th* wan and h i s work* 

Theu&h Beddoes must forever remain somewhat of a cur­

i o s i t y to l i t e r a t u r e * never coming home to s e n ' s hear t* and 

bosoms yet he misses lauob who ignores him. What fan© be has 
Debt t o 

r e s t s and w i l l continue t o grow not on the dramas which he strove Snow 
and 

t o wr i t e but on a few ly r i c s which rose spontaneously from th© Donner 

depths of h i s s o u l . To both Cow and Bonn«r should we b© g ra t e ­

fu l t h a t thoy hav© doss© not a l i t t l e t o keep a r t i cu l a t e the 

voice whose quie t Questioning of our lon£to£a whispers across a 

whole century, 

"If the re were drean-a t o s e l l 
What would you buy?" 

Ash Wednesday, 1940. 
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