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            Extracts 

from 

the syllabus.
   

         

         The following extracts from the recent Syllabus of the University of Toronto define the scope and character of the examinations in English literature and composition:

         Poetical literature.
   

         The object of the papers for both pass and honors will be to determine whether the candidate understands and appreciates the author’s meaning. This involves the careful study of the form in which the author expresses himself. Paraphrasing, derivation, synonyms, proper names and historical points, figurative language, sentence and paragraph structure, and metrical form, will all be considered solely from this point of view. The biography of the writers and the history of the periods in which they lived, will be dealt with in this connection only in so far as they may have affected the meaning or the form of the texts prescribed. The candidate will also be expected to have memorized the finest passages.

         English composition and prose literature.
      


         For pass and honours: the framing of sentences and paragraphs; paraphrasing of prose; expansion and contraction of prose passages; synonyms; correction of errors; the elements and qualities of style; themes based upon the prose literature prescribed; the critical study of the prose literature prescribed, involving the study of the merits and defects of the author’s language, sentences and paragraphs. On this subject no special paper will be submitted for honors, but in the pass paper there will be for honors a few questions of a more difficult character than some of those set for pass.

      

   


   
      
         
            Preface.
   

         

         How shall English literature be taught is one of the most important questions now under the consideration of educationists. Although to such a question there can be no final answer, still there is a marked approach towards unanimity among those who have revolted from the almost profitless methods of the past, and who are seeking to exalt English literature to its proper place as a branch of knowledge and as a means of culture. Instead of regarding the masterpieces of our language as a fine field for grammatical and philological exercitation, the new vogue regards them as the outpourings of genius and the expressions of art, and directs attention, firstly and chiefly, to the author’s message; secondly, to the striking features and devices of the artistic medium that conveys the message; and thirdly, to the remote and the immediate causes that developed or influenced the author’s literary genius, thus affecting the cast and the coloring of his message. What the author has to say to us is, of course, the main thing for consideration; but how he speaks to us, and why he speaks to us, are questions of vital importance, if we wish to enjoy the full effects of his message.

         This edition of Scott’s “Lay,” it will be seen, follows the new line of literary study which has been prescribed by the University of Toronto and adopted by the other Universities and the Education Department of the Province. Different masters will no doubt use the book in different ways, but whatever modes of treatment may be adopted, all, as far as our schools are concerned, must tend to the object defined in the Syllabus of the University.

         The biographical chapter contains a full account of the causes that led to the development of the romantic poetry of the present century, and examines the literary, political, social and moral environment of the poet up to the date of the production of the “Lay” It would be well for the pupil to give this chapter a careful perusal before he reads the poem itself, in order that he may have a general notion of the conditions under which the work of art was produced. It will be necessary thereafter to make frequent use of the biographical chapter, whenever an examination of the poet’s environment will throw light on the text.

         The explanatory notes which usually run hand in hand with the critical notes have, in the present edition, been assigned to a separate place. These expository and historical notes are intended for the use of the pupil in his first reading of the poem.

         The Critical Introduction is intended mainly for the use of the teacher. In the detailed analysis of the finer passages of the poem, the various topics considered in the twenty-eight sections of this Introduction will need to be discussed. When the pupil has been brought to see the poet’s art in the poem itself, a reference to the Critical Introduction will serve to fix his knowledge and to familiarize him with the rhetorical nomenclature. When the study of the poem has been completed, the pupil’s critical knowledge may then be systematized by reading the Introduction in course.

         An exhaustive critical study of the opening lines of the poem has been attempted in order to show one way in which the Critical Introduction may be employed by the teacher. It will be neither possible nor desirable to treat many passages so exhaustively.

         The Questions and Opinions will be found serviceable at various stages in the pupil’s progress through the poem.
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            Biographical notice.
   

         

         Poeta nascitur non fit has had immemorial acceptance, and yet it is a most fallacious adage. Without the poetic instinct no one, it is true, has ever become a poet, but to ascribe everything to native genius is to belie the literary history of all the great poets of the world. Birth counts for much, but the environment and the epoch are of equal importance. We shall see this strikingly exemplified in the case of Scott. The stars were propitious at his birth, but the favorable surroundings of the “poetic child” in the plastic period of youth, and the powerful literary impulses that had sway at the close of the last century must not be overlooked, in studying the evolution of those metrical romances of which “The Lay” was the first in the order of production, as it is perhaps the first in the order of literary merit.

         In the following brief sketch of the poet’s life, only those circumstances will be noted that throw light on his poetry, or that influenced the growth and bias of his poetic powers. As Scott’s character in all its main features was formed and finished very early, a due share of attention will be devoted to his boyhood.

         Scott was born in Edinburgh on the 15th of August, 1771. He was connected with ancient Scottish families, both on his father’s and on his mother’s side. His great-grandfather was Walter Scott, well known in Teviotdale by the name of Beardie, whose great-grandfather was another Walter Scott, Auld Watt of Harden. The poet had thus a good genealogy for a Border Minstrel.

         Scott’s father was a “Writer to the Signet,”—much the same as an English attorney. His mother was Anne Rutherford, eldest daughter of Dr. Rutherford, professor of medicine in Edinburgh University. His father was a man of high spirit and lofty principle, regulating his household in religious matters with all the formality of a Presbyterian precisian of the old school. The elder Fairford in “Redgauntlet” is a thin disguise of Scott’s own father. The popular notion that a son’s characteristics and distinctions are to be ascribed to a mother’s qualities, receives some confirmation from the case of Scott. His mother had a light and happy temper, a devout spirit, and a cultured mind. She was noted for her skill in story-telling, and for her extensive acquaintance with English literature, especially in the fields of poetry and fiction.

         Walter was the ninth of twelve children, only five of whom lived beyond early youth. Several of the family appear to have had unusual talents, the eldest son, Robert, having a strong turn for literature. Walter shewed every sign of health and strength till he was about eighteen months old, when a fever brought on a lameness which never left him. In his third year the boy was sent for free air and exercise to the country to live with his paternal grandfather, at Sandy Knowe on the Tweed, near Kelso. The boy spent several years in this romantic district, where “every field has its battle and every rivulet its song.” To this happy period the poet refers in “Marmion” (Int. III.):—

         
            
               
                  “And feelings roused in life’s first day,
   

                  Glow in the line and prompt the lay.
   

               

               
                  Yet was poetic impulse given,
   

                  By the green hill and clear blue heaven.
   

                  It was a barren scene and wild,
   

                  Where naked cliffs were rudely piled;
   

                  But ever and anon between
   

                  Lay velvet tufts of loveliest green.
   

               

               
                  And ever by the winter hearth,
   

                  Old tales I heard of woe or mirth;
   

                  Of lovers’ sleights, of ladies’ charms,
   

                  Of witches’ spells, of warriors’ arms;
   

                  Of patriot battles, won of old
   

                  By Wallace wight, and Bruce the bold;
   

                  Of later fields of feud and fight,
   

                  When pouring from their Highland height,
   

                  The Scottish clans in headlong sway.
   

                  Had swept the scarlet ranks away.
   

                  While stretched at length upon the floor,
   

                  Again I fought each combat o’er,
   

                  Pebbles and shells in order laid,
   

                  The mimic ranks of war displayed:
   

                  And onward still the Scottish lion bore,
   

                  And still the scattered Southron fled before.
   

               

               
                  For I was wayward, bold and wild,
   

                  A self-willed imp, a grandame’s child;
   

                  But half a plague and half a jest.
   

                  Was still endured, beloved, caressed,”
   

               

            

         

         In these early days his grandmother and his aunt, Miss Janet Scott, had charge of him, and to them we are indebted for fostering the “poetic impulse.” Up to the age of seven or eight, Walter lived at Sandy Knowe, making occasional excuisions to Edinburgh, and spending part of a year in Bath for his health. We learn much about the literary predilections of this youthful prodigy in the opening chapters of “Waverley,” which Scott himself tells us contain many reminiscences of his own boyhood. He was allowed to learn as he pleased, what he pleased, and when he pleased. He drove through the sea of books like a vessel without a pilot or a rudder. He read Spenser, Shakespeare and Milton. He dived into the earlier dramatists and the old historical chronicles. He was carried away by the dazzling and heart-stirring descriptions of Froissart. It may be thought that these pursuits of young Waverley must surely belong to a later period in the life of Scott, perhaps to the Kelso days, or even later. However this may be, the poet tells us in his autobiography that before he was seven years old he read aloud to his mother Pope’s translation of Homer, and he expresses the opinion that children derive powerful impulses from hearing and reading things which they cannot entirely comprehend. He tells us, further, that the wonderful and the terrible in Pope roused his childish enthusiasm, and that, without intending it, he got by heart a large number of the passages he liked most.

         After his seventh year Scott lived, till his marriage, with his father in Edinburgh. In 1778 he entered the High School, which he attended for four or five years. His school reputation was one of irregular ability. He tells us that he glanced like a meteor from one end of his class to the other. He made a brighter figure in the yards than in the class. His uniform good nature and his tales, which were largely the product of his ready imagination, made him very popular with his classmates. Much of the time of the boys was devoted to classical study. Scott never took kindly to Greek; in fact, he tells us that in after life he could not say the alphabet: but in Latin he attained a high degree of proficiency. He could read any Latin author of any age so as to catch the meaning without difficulty. His teachers frequently praised him for the unerring precision with which he caught the meaning and spirit of the text. His Latin course led him through Cæsar, Livy, Sallust, Virgil, Horace, Terence. In his last year at the High School he made some very successful translations from Horace and Virgil.

         During his High School course Scott spent six months with his aunt, Janet Scott, at Kelso. It is perhaps to these days that many of the references in “Waverley” apply. All his time, with the exception of a few hours each day in the Grammar School of Kelso, was given to English literature. History, poetry, voyages, travels, fairy tales, eastern stories, romances, were devoured with avidity. Ossian and Spenser in these days were his delight. “I could have read Spenser forever,” he tells us. “The quantity of Spenser’s stanzas I could repeat was marvellous.” Scott’s phenomenal memory gave him an early command of language. With him, to like a passage of poetry, a play-house ditty, or a Border-raid ballad, was to remember it.

         It was about this time that Scott became acquainted with that wonderful book, Percy’s “Reliques of Ancient Poetry,”—a book whose influence on English literature, and indeed on Continental literature, can never be estimated. Scott himself gives us a lively account of the effect that the first reading of the “Reliques” had upon him. “I remember well the spot where I read these volumes for the first time. It was beneath a large platanus-tree, in the ruins of what had been intended for an old-fashioned arbour. The summer day sped onward so fast that, notwithstanding the sharp appetite of thirteen, I forgot the hour of dinner, was sought for with anxiety, and was still found entranced in my intellectual banquet. Henceforth I overwhelmed my school-fellows and all who would hearken to me, with tragical recitations from the ballads of Bishop Percy. The first time, too, I could scrape a few shillings together, I bought unto myself a copy of these beloved volumes; nor do I believe I ever read a book half so frequently or with half the enthusiasm.”

         During this happy period at Kelso, Scott became acquainted with the novels of Richardson, Fielding, and Smollett. To this period also the poet afterwards traced the awakening of the delightful feeling for the beauties of external nature, whose sway he always continued to feel. The neighborhood of Kelso was one of the most beautiful in Scotland. From this time forward the love of natural beauty, especially when associated with ancient ruins, became with Scott an insatiable passion.

         In his thirteenth year Scott was sent to the College of Edinburgh. Here, strange to say, he made the greatest progress in mathematics, ethics, philosophy, and history.

         In his fourteenth year he entered his father’s office as an apprentice. He tells us that his desk usually contained a store of miscellaneous volumes, especially works of fiction. During his early apprentice days he and his friend Irving used to compose romances for each other’s amusement. These were read during their walks among the most solitary and romantic districts in the vicinity of Edinburgh. Even their holidays were spent in this odd pastime. About the same time Scott began to collect old ballads. These two or three years had no small effect in directing his imagination to the chivalrous and the romantic in poetry and prose. His researches led him to a knowledge of French, Spanish and Italian. He became familiar with Froissart, with Cervantes, with Tasso, Ariosto, and Dante. He “fastened like a tiger” on every collection of old songs that he stumbled on in whatever language.

         It was in his sixteenth year that Scott met and was noticed by Burns, for whom he ever afterwards retained a deep feeling of reverence. It is somewhat remarkable that no clear trace of Burns’s influence can be detected in Scott’s poems; as, however, it was Burns who in the north raised the taste for simple poetry to something like a passion, Scott’s simple style may owe something to him.

         His five years’ apprenticeship with his father ended in 1789, the date of the outbreak of the French revolution. The next three years he devoted to legal studies, attending the regular lectures in law at Edinburgh University, where David Hume was then the regular lecturer on Scotch law. After three years of “stern, steady, undeviating industry,” Scott assumed the advocate’s gown at the age of twenty-one.

         To an early affection belonging to this period we owe some of the tenderest pages of “The Lay,” and of “Rokeby.” The heroine in each of these works has certain distinctive features “drawn from one and the same haunting dream.” After four years of self-deception, his dream was dispelled by the marriage of Miss Margaret Stuart Belches to another. A sentence from “Peveril of the Peak” may be quoted here:—“It is these little passages of secret history which leave a tinge of romance in every bosom, scarce permitting us, even in the most busy or the most advanced period of life, to listen with total indifference to a tale of true love.”

         In his twenty-third year he began what he called his “raids” into Liddesdale. For seven seasons in succession he visited this romantic district, exploring every rivulet and every ruined peel, observing the wild manners of the natives, and noting down every anecdote and every ballad that he heard. Liddesdale has been called “the nursery-ground of his genius.” At any rate, to these rambles we owe the “Minstrelsy of the Border.” “He was makin’ himsell a’ the time,” as a friend of his said, “but he didna ken may be what he was about till years had passed: at first he thought o’ little I dare say but the queerness and the fun.”

         Already in Edinburgh some interest had been excited in the rising literature of Germany. Just before he began his “Liddesdale Raids” he had joined a German class, and had soon been able to taste in the original the beauties of Goethe and Schiller. The ultimate determination of his literary ambition was mainly due to the example of the great founders of the German drama and romance. In his twenty-fifth year he translated Bürger’s “Lenore,” and in the following year his “Wild Huntsman.” About the same time he versified some lyrical fragments of Goethe.

         In 1797 the fears of a French invasion were becoming every day more serious. The shock of the French revolution had disturbed all Europe; and England, having joined the mon archical alliance, which aimed at compelling France to restore the old order of things, now feared an invasion of revenge. “The revolutionary movement, which had been a few years before an inspiration to Wordsworth and Coleridge, now stirred up re-action in Scott.” He regarded the revolution with aversion, as it seemed to him “merely vulgar and levelling.” He had been before only a poetical Jacobite; he now became a full-fledged and fervent Tory. With all the spirit of a mosstrooper he formed the project of organizing a corps of mounted volunteers. The organization was effected, with himself as quarter-master, and the corps was accepted by the government under the designation of “The Royal Edinburgh Light Dragoons.”

         This was the year of Scott’s marriage. On a summer tour he met at Gillsland, in Cumberland, a lively beauty who fixed his matrimonial fate. Charlotte Margaret Carpenter (or Charpentier) was the daughter of a French royalist of Lyons. Meeting in August, they were married at Christmas. Scott’s domestic life was a happy one, although his wife, having no great depth of character, gave him neither inspiration nor support in his literary work.

         In 1798 Scott hired a cottage at Lasswade on the Esk, about six miles from Edinburgh, in the midst of some of the most romantic scenery in Scotland. The Esk region is described in “The Gray Brother”:

         
            
               
                  “Sweet are the paths, O passing sweet,
   

                  By Esk’s fair streams that run,
   

                  O’er airy steep, through copsewood deep
   

                  Impervious to the sun.
   

               

               
                  Who knows not Melville’s beechy grove.
   

                  And Roslin’s rocky glen;
   

                  Dalkeith, which all the virtues love,
   

                  And classic Hawthomden.”
   

               

            

         

         In this delightful retreat were produced those original ballads which laid the foundation of his poetic fame. It was his residence at Lasswade and his consequent intimacy with the noble family of Buccleuch that gave form and color to his first great romance.

         In 1799, through the aid of Lewis, who was the author of the romance called “The Monk,” and who had been largely influential in stimulating the young poet’s ambition in the direction of romance, Scott gained publication for his version of Goethe’s tragedy, “Goetz von Berlichingen.” The attempt was favorably received by the critics. “Goethe’s tragedy was the first fruit of the passionate admiration for Shakespeare, which at that period made such a marked impression on the imaginative literature of Germany.” The influence of Goethe on Scott seems to have been very great. As Percy’s Reliques impelled him to edit the old ballads of Scotland, so “Goetz” had much to do in influencing him to attempt in his later works a more extensive treatment of the wild traditions of these ballads.

         To the same year belong the poet’s first serious attempts in original verse,—four beautiful ballads,—“Glenfinlas,” “The Eve of St. John,” “The Gray Brother,” and “The Fire King.”

         In this year, too, Scott was appointed Sheriff of Selkirk, with £300 a year. The territory was in great part the property of the Duke of Buccleuch, through whose influence the position had been secured for the poet. As the duties of the office were light, Scott devoted himself with renewed vigor to the editing of the Scotch ballads. This work formed his chief occupation in 1800 and 1801, his attendance at the bar and his shrieval duties sharing his attention. About this time Scott met a brother poet, James Hogg, the “Ettrick Shepherd,” a son of genius, though a rude peasant.

         In 1802, when Scott was thirty-one, he published the first two volumes of “The Border Minstrelsy.” These volumes included about forty traditional ballads never before published, along with some of his own imitations of the old ballad poetry. The “Minstrelsy,” which first introduced Scott to the English public as an original writer, was received with admiration by the critics.

         Scott had intended to introduce in the third volume of the “Minstrelsy” a long poem from his own pen,—“a kind of romance of Border chivalry in a light-horseman sort of stanza.” This refers to the first draught of the “Lay of the Last Minstrel.” The “Lay” outgrew the dimensions originally intended, and the third volume of the “Minstrelsy” was issued without it in 1803. In this volume appeared a poem, “Cadyow Castle,” containing many stanzas of high poetic merit. The projected romance, however, was not given to the world for nearly three years. The poem made progress at intervals, mostly when he was in quarters with the troop of horse, and necessarily without his books of reference!

         The resumption of the war in 1803 after the peace of Amiens gave renewed animation to the volunteers which the repeated threats of invasion of the next two or three years did not allow to die. The feeling against the French was intense. In 1804 Scott wrote:

         
            
               
                  “For fiercer than fierce Hengist’s strain,
   

                  More impious than the heathen Dane,
   

                  More grasping than all grasping Rome,
   

                  Gaul’s ravening legions hither come.”
   

               

            

         

         Thus the “Lay” grew up amid the “pride, pomp, and circumstance of glorious war,” which Scott declares always gave him poignant and pleasing sensations. In the battle scene of “The Lady of the Lake” the poet reveals himself:

         
            
               
                  “To hero bound for battle-strife,
   

                  Or bard of martial lay,
   

                  ’Twere worth ten years of peaceful life,
   

                  One glance at their array!”
   

               

            

         

         Scott was by blood a man of martial feelings. To him there was sublimity in the rush of cavalry and the thrill of military music. Those anonymous verses that introduce one of the chapters of “Old Mortality” give us the key to Scott’s personal and poetic character:

         
            
               
                  “Sound, sound the clarion! fill the fife!
   

                  To all the sensual world proclaim,
   

                  One crowded hour of glorious life
   

                  Is worth an age without a name.”
   

               

            

         

         It was during the autumn of 1803 that Scott first met Wordsworth. The English poet and his sister Dorothy had just completed their tour of the Highlands. On a morning of September the two poets met at Lasswade. Wordsworth tells us that Scott partly read and partly recited, some times in an enthusiastic kind of chant, the first four cantos of “The Lay.” “The novelty of the manners, the clear picturesque descriptions, and the easy glowing energy of much of the verse greatly delighted me,” writes Wordsworth. It may here be said that the English poet always regarded “The Lay” as the finest of Scott’s poems.

         In 1804, on account of the duties of his shrievalty, Scott moved from Lasswade to Ashestiel, on the south bank of the Tweed, near Selkirk, in a wild pastoral country, a beautiful situation for the residence of a poet.

         In the first week of January, 1805, at the age of thirty-four, Scott published his first great poem, “The Lay of the Last Minstrel.” The wonderlul enthusiasm it evoked decided that he was to devote his life to literature. Some interesting incidents in connection with the inception of the “The Lay” will be given separately.

         By long study, by collecting traditions, by mixing with men of all ranks in society, by brooding over poetic thoughts and imaginative visions, Scott had now ready at hand almost all the materials on which he was to continue to work for over a quarter of a century. After delighting the world for some years with his metrical romances, of which the finest are “Marmion,” “The Lady of the Lake,” and “Rokeby,” he turned to the field of prose romance, where he gained unrivalled fame by his Waverley Novels. A review of this period of varied and marvellous production need not be given here, since our main business is with “The Lay,” and since all has been told that the British public knew, or could know, of the poet when his first great poem came fresh into their hands in 1805.

         The history of “the lay.”
   

         Scott himself has given us the literary history of “The Lay.” Let him tell his own story:—

         “Accident dictated both theme and measure. The lovely young Countess of Dalkeith, afterwards Duchess of Buccleuch, had come to the land of her husband with the desire of making herself acquainted with its traditions and customs, as well as its manners and history Of course, where all made it a pride and pleasure to gratify her wishes, she soon heard enough of Border lore; among others, an aged gentleman of property communicated to her ladyship the story of Gilpin Horner, a tradition in which the narrator, and many more of that country, were firm believers. The young Countess, much delighted with the legend, and the gravity and full confidence with which it was told, enjoined on me as a task to compose a ballad on the subject. Of course, to hear was to obey; and thus the goblin story, objected to by several critics as an excrescence upon the poem, was, in fact, the occasion of its being written.

         “A chance similar to that which dictated the subject, gave me also the hint of a new mode of treating it. We had at that time the lease of a pleasant cottage, near Lasswade, on the romantic banks of the Esk, to which we escaped when the vacations of the court permitted me so much leisure. Here I had the pleasure to receive a visit from Mr. Stoddart, who was at that time collecting the particulars which he afterwards embodied in his remarks on Local Scenery in Scotland. … He made me better acquainted than I had hitherto been with the poetic effusions which have since made the Lakes of Westmoreland, and the authors by whom they have been sung, so famous wherever the English tongue is spoken. I was already acquainted with ‘Joan of Arc,’ the ‘Thalaba’ and the ‘Metrical Ballads’ of Mr. Southey, which had found their way to Scotland, and were generally admired. But Mr. Stoddart, who had the advantage of personal friendship with the authors, and who possessed a strong memory with an excellent taste, was able to repeat to me many long specimens of their poetry which had not yet appeared in print. Amongst others was the striking fragment called ‘Christabel,’ by Mr. Coleridge, which, from the singularly irregular structure of the stanzas, and the liberty which it allowed the author to adapt the sound to the sense, seemed to be exactly suited to such an extravaganza as I meditated on the subject of Gilpin Horner. As applied to comic and humorous poetry, this mescolanza of measures had been already used by Hall and others; but it was in ‘Christabel’ that I first found it used in serious poetry, and it is to Mr. Coleridge that I am bound to make the acknowledgment due from the pupil to his master.

         “I did not immediately proceed on my projected labor, though I was now furnished with a subject, and with a structure of verse which might have the effect of novelty to the public ear, and afford the author an opportunity of varying his measure with the variations of a romantic theme. On the contrary, it was, to the best of my recollection, more than a year after Mr. Stoddart’s visit, that, by way of experiment, I composed the first two or three stanzas of ‘The Lay of the Last Minstrel.’ I was shortly afterwards visited by two intimate friends whom I was in the habit of consulting on my attempts in composition, having equal confidence in their sound taste and friendly sincerity. As neither of the friends said much to me on the subject of the stanzas I showed them, before their departure, I had no doubt that their disgust had been greater than their good nature chose to express. Looking upon them, therefore, as a failure, I threw the manuscript into the fire and thought as little more as I could of the matter. Some time afterwards I met one of my two counsellors, who inquired, with considerable appearance of interest, about the progress of the romance I had commenced, and was greatly surprised at learning its fate. He confessed that neither he nor our mutual friend had been at first able to give a precise opinion on a poem so much out of the common road, but that as they walked home together to the city they had talked much on the subject, and the result was an earnest desire that I would proceed with the composition. He also added that some sort of prologue might be necessary to place the mind of the hearers in the situation to understand the poem, and recommended the adoption of such quaint mottoes as Spenser has used to announce the contents of the chapters of the ‘Faery Queen.’ I entirely agreed with my friendly critic in the necessity of having some sort of pitch-pipe, which might make readers aware of the object, or rather the tone, of the publication. But I doubted whether in assuming the oracular style of Spenser’s mottoes, the interpreter might not be censured as the harder to be understood of the two. I therefore introduced the old minstrel as an appropriate prolocutor, by whom ‘The Lay’ might be sung or spoken, and the introduction of whom, betwixt the cantos, might remind the reader at intervals, of the time, place, and circumstances of the recitation. This species of cadre, or frame, afterwards afforded the poem its name of ‘The Lay of the Last Minstrel.’ The work was subsequently shown to other friends during its progress, and having received their imprimatur, it was soon finished, proceeding at about the rate of a canto per week. There was indeed little occasion for pause or hesitation, when a troublesome rhyme might be accommodated by an alteration of the stanza, or where an incorrect measure might be remedied by a variation in the rhyme. It was finally published in 1805, and may be regarded as the first work in which the writer, who has been so voluminous, laid his claim to be considered as an original author.

         “It would be great affectation not to own frankly that the author expected some success from ‘The Lay of the Last Minstrel.’ The attempt to return to a more simple and natural style of poetry was likely to be welcomed at a time when the public had become tired of heroic hexameters, with all the buckram and binding that belong to them of later days. But whatever might have been his expectations, the result left them far behind; for among those who smiled on the adventurous minstrel were numbered the great names of William Pitt and Charles Fox. Neither was the extent of the sale inferior to the character of the judges who received the poem with approbation. Upwards of thirty thousand copies of the ‘Lay’ were disposed of by the trade; and the author had to perform a task difficult to human vanity, when called upon to make the necessary deductions from his own merits, in a calm attempt to account for his popularity.”

         It would be interesting to know what “deductions” the poet made. In accounting for the phenomenal popularity of “The Lay,” we must look beyond the intrinsic merits of the poem. The fact that “The Lay” has retained for nearly a century a large measure of its original popularity, proves that it has genuine excellencies. But what special causes produced the rapturous applause with which the poem was originally received, and gave it an immediate popularity previously unequalled in the history of literature? Circumstances must have favored the advent of such a poem.

         It has been customary to trace the influences of the French Revolution in all the literature of the revolutionary epoch. The thrilling scenes of the great upheaval in France stirred all Europe:

         
            
               
                  “Not favor’d spots alone, but the whole earth,
   

                  The beauty wore of promise—
   

                  …. The inert
   

                  Were roused, and lively natures rapt away!”
   

               

            

         

         The poets, as might be expected, were the most sensitive to the new ideas of liberty, equality and fraternity. In England, Wordsworth, Coleridge and Southey all joined in “the pæans of delivered France.” English statesmen discovered very early, and the poets not long after, that French liberty was spurious, that the extreme of democratic licence was as terrible as the extreme of grinding despotism. Although Wordsworth and his friends soon abandoned their republican sentiments, they never returned to “the meagre, stale, forbidding ways of custom, law and statute,” from which they had revolted in the realm of literature. In 1798, Wordsworth and Coleridge published their “Lyrical Ballads” “as a protest against the prevailing artificial literature of the period.” In these ballads the two poets eschewed the refined and sentimental style of verse, with its elegant and polished diction, which was then in vogue. The false and unnatural diction of contemporary literature, its general inattention to the beauties of external nature, its want of sympathy with the ordinary events and common feelings of mankind, came under the condemnation of these literary reformers. The British public neither appreciated their strictures on their brother poets, nor admired their own original work. In 1800, Wordsworth published his famous Preface, throughout which we can detect a tinge of the animosity which disappointment engenders. He says:—“A multitude of causes, unknown to former times, are now acting with a combined force to blunt the discriminating powers of the mind, and, unfitting it for all voluntary exertion, to reduce it to a state of almost savage torpor. The most effective of these causes are the great national events which are daily taking place, and the increasing accumulation of men in cities where the uniformity of their occupation produces a craving for extraordinary incident which the rapid communication of intelligence hourly gratifies. To this tendency of life and manners, the literature and theatrical exhibitions of the country have conformed themselves. The invaluable works of our elder writers are driven into neglect by frantic novels, sickly and stupid German tragedies, and deluges of idle and extravagant stories in verse.”

         It was to a constituency thus described by the greatest poet of that age that Scott addressed himself in 1805. His genius was ripe and the times were ripe for his genius. The poet and the spirit of the times met each other. Although the “Lay” was incomparably superior to the fictitious literature that had come under Wordsworth’s ban, its freshness and vigor and simplicity satisfied the cravings of the popular appetite.

         Enough has been said to account for the remarkable popularity of the “Lay.” If the poem had been published at any time within the twenty years that terminated the last and opened the present century it would have been received with rapture. But of these twenty years, the year 1805 was the best year for such a poem to appear. “England was then in a heroic mood. Napoleon was thundering at the gates. We were in the heat of a struggle for existence. Branksome Hall, with its warriors keeping watch day and night in complete mail, was a picturesque image of the England of 1805.”

         Scott’s preface.
   

         Scott gives us the design of “The Lay” in his own preface: “The poem now offered to the public is intended to illustrate the customs and manners which anciently prevailed on the Borders of England and Scotland. The inhabitants, living in a state partly pastoral and partly warlike, and combining habits of constant depredation with the influence of a rude spirit of chivalry, were often engaged in scenes highly susceptible of poetic ornament. As the description of scenery and manners was more the object of the author than a combined and regular narrative, the plan of the ancient metrical romance was adopted, which allows greater latitude in this respect than would be consistent with the dignity of a regular poem. The same model offered other facilities, as it permits an occasional alteration of measure, which, in some degree authorizes the change of rhythm in the text. The machinery, also, adopted from popular belief, would have seemed puerile in a poem which did not partake of the rudeness of the old ballad or metrical romance.

         “For these reasons, the poem was put into the mouth of an ancient minstrel, the last of the race, who, as he is supposed to have survived the revolution, might have caught somewhat of the refinement of modern poetry, without losing the simplicity of his original model. The date of the tale itself is about the middle of the sixteenth century when most of the personages actually flourished. The time occupied in the action is three nights and three days.”

         Several statements in this preface call for special attention:

         (a) Scott admits that the customs, manners, scenes, incidents and sentiments of the poem are largely ideal when he admits that he has employed “poetical ornament.” The Borderers of “The Lay” never lived. “If we turn from ballads to the actual story of the frontier raids, it is that common tale of unholy ravage and murder which deserved rather the curse than the consecration of poetry. Scott has brought out the solitary virtue—dauntless bravery—into the foreground, and has thrown the crimes into the shade.” The artificial trappings with which the poet decks his Borderers are not Scottish: they are taken from mediæval romance, probably from the pages of Froissart. No such grandeur as that of Branksome Hall was ever seen in Scotland. Never moved such knights and squires “on Scottish mold.” To say then that Scott was a rebel against the narrow poetic laws of the eighteenth century, as some have done, is misleading. Scott’s nature and habits were conservative. His conceptions of poetic art are those of the eighteenth century. He was not entirely clear of the influence of Pope’s literary canons. “Poetic ornament” is everywhere at work. However much the novelty and energy and picturesqueness of “The Lay” delighted Wordsworth, Scott’s theory of the poetic art was radically at issue with the English poet’s. Wordsworth says: “Poetry is the image of man and nature. There is no necessity to trick out or to elevate nature. No words which the poet’s fancy or imagination can suggest are to be compared with those which are the emanations of reality and truth.” Thomson, Gray and Burns, the immediate predecessors of Wordsworth, had discovered only in part the extent and significance of the doctrine that Wordsworth incessantly preached and practised, that truth is the first law of poetry. Scott, then, belonged to the old rather than to the new school of art, but instead of the dreamy reflection, the tranquil sentiments, and the too frequent monotony of his predecessors, he substituted stirring action, thrilling emotion, and pleasing variety.

         (b) The reference to “the refinement of modern poetry” demands some explanation. If we read the later version of the ballad of Chevy-Chace in Percy’s Reliques, beginning:

         
            
               
                  “God prosper long our noble king, our lives and safetyes’ all;
   

                  A woeful hunting once there did in Chevy-Chace befall,”
   

               

            

         

         and then turn to a characteristic passage of Pope, such as those lines in Windsor Forest, beginning:

         
            
               
                  “Ye vigorous swains! while youth ferments your blood,
   

                  And purer spirits swell the sprightly flood,”
   

               

            

         

         we shall find that Scott’s diction lay half-way between the rudeness and energy of the old ballad and the highly wrought and ornamental style of the eighteenth century. Scott did not eschew poetic diction altogether as Wordsworth claimed to do, but he was no slave to it. While on the one hand he carefully avoided the crudities and vulgarities of the early ballad poetry, on the other he steered clear of that over-refinement which roused Wordsworth’s ire.

         (c) It has been already said that Scott took the first hint of his metre from Coleridge’s “Christabel.” In the preface to. “Christabel” we read: “The metre of the ‘Christabel’ is not, properly speaking, irregular, though it may seem so from its being founded on a new principle: namely, that of counting in each line the accents, not the syllables. Though the latter may vary from seven to twelve, yet in each line the accents will be found to be only four. Nevertheless this occasional variation in the number of syllables is not introduced wantonly, or for the mere ends of convenience, but in correspondence with some transition in the nature of the imagery or passion.” This “new principle,” which by the way we find in English verse as early as Chaucer, Scott adopted with enthusiasm. He carried the principle of variety much further than Coleridge. The accents vary in number from three to five. Innumerable changes are rung upon the rhymes. Everywhere, however, as with Coleridge, variety is the result not of mere wantonness but of a keen sense of poetic harmony.

         (d) What Scott called the “machinery” of the poem is that over which the critics of “The Lay” have had their fiercest fight. Jeffrey, the critic of the “Edinburgh Review,” passed judgment as follows: “The magic of the lady, the midnight visit to Melrose, and the mighty book of the enchanter, which occupy nearly one-third of the whole poem, and engross the attention of the reader for a long time alter the commencement of the narrative, are of no use whatsoever in the subsequent development of the fable, and do not contribute in any degree, either to the production or explanation of the incidents that follow. The whole character and proceedings of the goblin page, in like manner, may be considered as merely episodical; for though he is employed in some of the subordinate incidents, it is remarkable that no material part of the fable requires the intervention of supernatural agency. The young Buccleuch might have wandered into the wood, although he had not been decoyed by a goblin; and the dame might have given her daughter to the deliverer of her son, although she had never listened to the prattlement of the river and mountain spirits.” … “The goblin page is the capital deformity of the poem. He is a perpetual burden to the poet and to the reader: it is an undignified and improbable fiction, which excites neither terror, admiration, nor astonishment; but needlessly debases the strain of the whole work, and excites at once our incredulity and contempt. He is of a servile and brutal nature, and limited in his powers to the indulgence of petty malignity, and the infliction of despicable injuries. Besides this objection to his character, his existence has no support from any general or established superstition. We entreat Mr. Scott to take advantage of any decent pretext he can lay hold of for purging ‘The Lay’ of this ungraceful intruder.” The “intruder,” as Jeffrey called him, was never banished. In his introduction to “The Lay” written twenty-five years after the first publication of the poem, Scott accounts for the presence of the goblin. This delence has already been quoted. The student would do well to consider Jeffrey’s attack in detail. The critic who nine years later greeted Wordsworth’s greatest poem,—“The Excursion”—with the famous salute,—“This will never do!” can hardly be taken as a safe literary guide.

      

   


   
      
         
            Critical introduction.
   

         

         The purpose of this Critical Introduction and the mode in which it is recommended that it should be employed in tuition have been indicated in the Preface.

         The principle that has dictated the order in which the topics have been introduced may be easily seen. The Vocabulary of the poet is the subject of section I.; the Sentence in its various aspects, of sections II.-VI.; the Paragraph, of VII. The commonest of the Figures are explained and exemplified in VIII.-XII. Some of the Qualities of Style receive attention in XIII.-XVI. Sections XVII.-XXVI. deal with the principal devices, characteristics, and themes of poetry. Sections XXVII. and XXVIII. give a brief treatment of Taste and Beauty.

         It will be noticed that the sections are not mutually exclusive. There is necessarily much overlapping, especially in the latter portions, the same things being touched upon in more than one place, but from different points of view.

         I.

Vocabulary.
   

         At the outset of studies in style it is well to consider the nature of the poet’s vocabulary,—

         
            
               	
               As regards origin,
               
               
               
               
               
               
               
               
               
               
               
               
               
               
               
               
            

               	
               As regards the employment of archaisms,
               
               
               
               
               
               
               
               
               
               
               
               
               
               
               
               
            

               	
               As regards the use of words having a distinctively poetical cast.
               
               
               
               
               
               
               
               
               
               
               
               
               
               
               
               
            

            

         

         (1) Our best writers use about eight words of classical origin in every forty. Wherever there is any marked variation from the normal usage in respect to the proportion of classical words, the cause of the variation should be ascertained. By comparing I. 7, with I. 8, it will be seen that the abundant use of classical words (fifteen out of forty) at the beginning of I. 8, is clearly intentional.

         (2) Account for the employment of so many obsolete words and forms in the poem, such as “dight,” “wight,” “ladye.”

         (3) Examine any of the finer passages (e.g. VI. 2), and select words that belong almost exclusively to poetic diction,—“meet,” “sires,” “strand,” “bereft.” Account generally for the use of such words.

         Two other questions may be dealt with here: (a) Is the poet’s vocabulary pure? (b) is it rich? and in dealing with what themes does he display the greatest verbal wealth?

         II.

Order of Words: Metrical Emphasis.
   

         Order plays an important part in poetic diction. A fine study in order will be found in VI. 25. Inversion prevails throughout the stanza. Notice how the verbs, adverbs, and adverbial combinations secure an initial position. Show in each case whether the order is decided by metrical convenience, by a desire for emphasis, or by a leaning towards the unusual.

         In prose the positions of emphasis are the beginning and the end of the clause or sentence. In rhyming verse, the rhymes, on account of their terminal position and pleasing sound, gain a factitious emphasis. Of necessity it thus frequently happens that a word of little sense importance secures the powerful emphasis of the rhyme. This is a disadvantage inherent in the very nature of rhyming verse,—a disadvantage that the heroic measure of our language is not burdened with.

         III.

Number of Words.
   

         Condensation and energetic brevity are often employed as devices of style. But in poetry terseness is not always a virtue. Amplification and iteration frequently contribute to the poet’s object,— to give pleasure. Canto IV., 1--3, will serve to illustrate the matter in hand. “No more”—“no longer”; “all”—“all”; “all is peaceful”—“all is still”; “retains each”—“retains each”; “my”—“my”; “why”—“why”; “enough”—“enough”; “he died”—“he died”; “wide and far,” are all modes of iteration.

         There are many modes of repetition and verbal enlargement, such as tautology, pleonasm, palilogia, epizeuxis, anaphora, etc.

         Wherever justifiable diifuseness occurs its causes may be examined under these heads:—(1) Is it to prevent ambiguity?

         (2) Is it the result of strong feeling? (3) Is it for emphasis?

         Various devices of condensation are found in poetry, of which two may be named here: (1) The use of the co-ordinating epithet, as “swelled his old veins” (II. Epilogue), i.e. swelled his veins though they were old; (2) The use of the proleptic epithet, as “his ready spear was in his rest” (III. 4), i.e. his spear was in his rest, and so ready.

         IV.

The Period and the Loose Sentence.
   

         Examples of the perfect period are hard to find in Scott. In the Introduction (45-59) the sentence from “when” to “pride” is periodic, but when the old man is represented as beginning to talk, the strain becomes artistically loose. There is a fine example ot periodic structure in the last six lines of the section,—“would the noble Duchess,” to the end.

         As the loose sentence has the advantage in regard to naturalness and simplicity, we are not surprised to find it the prevalent form in Scott who never elaborates his sentences.

         What is the rhetorical purpose in the studied use of the periodic style?

         V.

Balance.
   

         The balanced structure is a mannerism with Scott. The balanced swing of his couplets is characteristic; in fact, it is almost a necessity of the rhyming tetrameter. The very first line shows the device of symmetry: “The way was long, the wind was cold.”

         The effect of the balance may be studied in individual cases. It is always an aid to simplicity and clearness, and it usually contributes to energy of expression. It sometimes gives a shock of agreeable surprise by the ingenuity of arrangement, as in the epigrammatic line, “For love is heaven, and heaven is love”(III. 2.)

         Balance is always pleasing to the ear, and thus it aids the memory. As the members of each couplet are themselves in metrical balance, and as structural balance is very common in Scott’s poems, we need not wonder that whole stanzas are carried in the heads of many who have made no effort to learn them.

         VI.

Length of Sentences.
   

         As short sentences produce lightness and vivacity, we should expect the abundant use of such sentences in Scott’s animated poetry. In the first five stanzas of Canto I. the sentences are apparently long, each occupying a whole stanza; but on examination it will be seen that this is due to the peculiar punctuation, the sense divisions being in reality quite short. A comparison of I. 19, with I. 21, will show that Scott is not at all consistent in the matter of punctuation.

         VII.

Paragraph Structure.
   

         From what has been said in the preceding section it is plain that the stanzas of the poem are not exactly equivalent to the paragraphs of prose, and if an attempt be made to apply the paragraph laws it must be remembered that verse has many limitations, and that the primary object of poetry is to express not thought but feeling. Doubtless a careful search will discover here and there a stanza that will submit to a critical handling in respect to the laws that govern the prose paragraph. It is. however, important constantly to note the arrangement and interdependence of the thought that each topic embraces. This part of the literary analysis should always precede the more minute study of each passage, otherwise the meaning of the passage as a whole may be missed.

         VIII.

Similitudes.
   

         As one of the three great functions of the intellect is agreement, or the appreciation of similarity, we must expect similitudes to play an important part in language. Comparisons may be either literal or figurative, the literal having the least and the figurative the greatest rhetorical value. These are the commonest sorts of similitudes:—

         (1) The similitude of literal comparison, as

         
            “For he was speechless, ghastly, wan,
   

            Like him of whom the story ran.
   

            Who spoke the spectre-hound in man” (VI. 26.)
   

         

         (2) The simile, as

         
            “And spears in wild disorder shook.
   

            Like reeds beside a frozen brook” (III. 26.)
   

         

         (3) The metaphor, as

         
            (a) “The dew was balm,” (III. 24)
   

            (b) “Had oft roll’d back the tide of war” (I. Int.)
   

         

         There can be no more interesting language study than an investigation of the purposes and effects of similitudes. The fol lowing questions arise in dealing with a similitude:—(a) Is it to aid the understanding? (b) Is it to arouse the emotions? (c) Has it mixed effects?

         It will be found in poetry that nearly all similitudes, even literal comparisons, have an emotional tinge.

         IX.

Contrasts.
   

         As another great function of the intellect is discrimination, or the appreciation of difference, we are prepared to find contrasts everywhere in speech. In contrasts, as in similitudes, the emotional element may be present in a greater or in a less degree. We have a very fine example of an elaborated emotional contrast in the Introduction,—the contrast between the minstrel as he is and as he was. Compare this with such a simple antithesis as:—

         
            
               
                  “It is not framed for village churls,
   

                  But for high dames and mighty earls.”
   

               

            

         

         Almost every page of poetry is studded with similitudes and contrasts.

         X.

Contiguities.
   

         The third great function of the intellect is retentiveness. Now. memory works largely by means of the association of ideas. The devices of language that correspond to this peculiarity of memory are the figures of contiguity. These figures name something either by some important adjunct or accompaniment (metonymy) or by some important part (synecdoche of contiguity). Examples of these figures are very numerous. In I. 19, “Even bearded knights—Star” we have five different examples crowded together: “arms” (for “war”), “hearts” (for courage”), “steel” (for “armor”), “Unicorn” (for “the Kerrs”), etc.

         Among the figures of contiguity is the transferred epithet, as

         
            “Those iron clasps, that iron band.
   

            Would not yield to unchristened hand.” (III 9.)
   

         

         Here the ephithet is shifted from the person to the “hand.”

         XI.

Interrogation and Exclamation.
   

         The rhetorical question is a favorite artifice of Scott’s. He frequently gives dramatic force to a passage by asking a question and then answering it (See I. 6, 8, 12). The following passages may be studied with a view to discover the effect of this device:—III. i, 25; IV. 2, 30. 35; V. ii; VI. 15, 31.

         Another figure of intensity is exclamation. Scott uses this figure in excess. Often, however, he uses the mark of exclamation as a mere mechanical device after an energetic statement or an expression strongly emotional: See, Int. I., “Had wept o’er Monmouth’s bloody tomb!” “He tried to tune his harp in vain!”—“with all a poet’s ecstasy!”

         The following passages will afford good studies in exclamation I. 7, 8, 11; II. 10, 23, 30, 31; III. 1, 20; IV. 1, 23; V. 20, 22.

         What traits of Scott’s character are revealed by his frequent use of interrogation and exclamation?

         XII.

Personification and Personality.
   

         As the world of man is one of the two great fields in which the poet works, humanity and human sentiments make up a very large part of the interest of poetry. In a thousand various ways the poet touches our feelings. The love interest, character interest, action interest, are all familiar modes. Our interest in humanity is so keen that to cater to our human sympathies the poet attributes human feelings to the lower creations. This process in its intensest form is styled personification. More frequently it appears in milder forms, as in the personal metaphor; but in one form or another poetry teems with personality. Almost any passage of the “Lay” will furnish apposite ex amples.

         In dealing with the personal metaphor it must be noticed that the personal interest gained by the figure is not the whole value of the poetical device. It has an intellectual as well as a rhetorical value. To ascribe to things the attributes of persons is to furnish an aid to the mind as well as a stimulus to the emotions. When the poet says: “Distant Tweed is heard to rave” (II. 1), both the feelings and the understanding are affected.

         XIII.

Simplicity and Clearness.
   

         A consideration of the qualities of style must begin with those that relate to the understanding. The most essential of the intellectual qualities are simplicity and clearness. Simplicity or intelligibility is opposed to abstruseness. Clearness or perspicuity is opposed to ambiguity or confusion. The latter quality has to contend with the vagdeness and ambiguity of many of our vocables.

         What militates against simplicity in II. 9; IV. 22; V. 29?

         What obstacles are there to clearness in I. 21; VI. 30, “and ever in the office close, etc.”?

         XIV.

Impressiveness.
   

         “Impressiveness is the art of stamping a thought on the mind so that it cannot be easily forgotten.” It is an intellectual quality, but it usually has an emotional effect as well. Canto VI. i, will serve for illustration. The intense impressiveness of this stanza has fixed it among the treasures of the language. Observe the various means that produce the abiding effect—the interrogative exclamation, the various terms and metaphors, the keen contempt approaching sarcasm, the startling contrast, the terrific doom pronounced by the iteration of the negative prefix “unwept, unhonored and unsung,” the energetic swing of the rhythm. The emotion of pleasure that patriotic strains always engender has a rousing effect. The glowing application (in the next stanza) of the patriotic sentiment to the minstrel’s own land makes the general handling of the topic more impressive. To all this must be added the isolation that the passage receives from having the initial place in the canto.

         XV.

Strength.
   

         An examination of the qualities of style that relate to feeling will begin with strength. Under the general name of strength many variations find a place:—animation, vivacity, liveliness, rapidity, brilliancy; nerve, vigor, force, energy, fervor; dignity, stateliness, splendor, grandeur, magnificence, loftiness, sublimity. Between animation and sublimity there is a vast difference, but they all agree in describing a quality of style that produces active pleasurable emotions. The vocabulary of strength is made up of the words that name powerful, vast, and exciting objects, effects, and qualities.

         Certain conditions are necessary for genuine strength: (1) There must be originality; the thoughts should not be commonplace nor the figures trite. (2) The language and the subject should be in keeping, one not being above the other. When this condition is not observed,—when the language is more elevated than the thought, the result is bombast. (3) There should be variety, as in the use of terms, in the structure and length of sentences, in the alternation of bold figures with those of a milder kind.

         The mode of strength that prevails in Scott is animation: it runs through the poem from beginning to end. The higher modes are seldom met. Studies in strength may be found in II, 4; VI. 25.

         XVI.

Pathos.
   

         The difference between strength and pathos is like the difference between motion and rest, pathos being the quality of style that produces passive pleasurable emotions,—emotions that compose rather than excite the mind. The vocabulary of pathos includes all words that arouse the tender feelings of love, pity, benevolence, humanity, etc.

         The same conditions are necessary for pathos as for strength, viz., originality, harmony and variety. When the condition of harmony is not observed,—when the language is more elevated than the situation described, the result is mere setimentality.

         Studies in pathos may be found in I. Int., and I. 9, 10.

         XVII.

The Redemption of Pain.
   

         As poetry has for its main object the pleasure of the reader, all painful elements in a poem must in some way be redeemed. The painful side of things, however, must have a place in poetry, else our feelings would be unpleasantly affected by the total absence of an important element in human life. Moreover, the description of suffering is not altogether painful to the reader, especially if the suffering is merited or in the circumstances necessary.

         The emotional power of pathos is one of the commonest means employed to redeem painful effects, the tender feelings being a rich source of pleasure. Charms of style are often in themselves sufficient to obviate painful effects.

         Discover how pain is redeemed in these instances:—

         (a) In the Introduction and Epilogue of C. I., and in IV. 2—the miseries of the wandering harper.

         (b) The death of Lord Walter, I. 9.

         (c) The sufferings of Margaret.

         (d) The bloody conflict between Deloraine and Cranstoun. (III. 6.)

         (e) The slaughter of the Beattisons. (IV. 12.)

         (f) The poet’s death. (IV. 35.)

         (g) The death of Musgrave. (V. 22.)

         (h) The death of Rosabelle. (VI. 23.)

         XVIII.

The Music of Poetry.
   

         The musical element of poetry may be considered under the heads of melody and harmony.

         Melody may be considered under two aspects:—

         (1) The laws of melody require the avoidance of all unpleasant, difficult, and harsh combinations of letters and syllables.

         (2) In poetry the melody of metre and rhyme is superadded to other melodious effects.

         Good studies in melody may be found in I. 15; II. 25; III. 24: IV. 1.

         In the “Lay” the melody is very unequal, but the verse always flows with such force that even the harsh effects are redeemed.

         Scott’s rhymes are often bad. The rapidity with which the poem was written is the only excuse that can be offered for such rhymes as “void,” “supplied;” “rejoined,” “behind;” “emprize,” “boys.”

         In connection with melody must be noticed the metrical ornament called alliteration. Scott uses it frequently but not excessively. We have a fine example in the Introduction in the passage beginning “No more.” Here we find “prancing palfrey,” “light as lark,” “courted and caressed,” “high in hall,” “lord and lady.” We have much concealed alliteration too in this passage, i.e. the recurrence of the same letter not in the initial place, or the crowding together of letters of the same order.

         Harmony is of various kinds:—

         (1) The sound of words may echo natural sounds, as in I. 13, 14; II. 3 (sixth verse); VI. 3 (last three verses).

         (2) The movement and the metre may imitate slow or rapid motion, easy or difficult labor, variations of mood, etc. See I. 15 (at end), and II. 26, for imitations of rapidity. See II. 18 (verses 3 and 4), and II. 31 (last two verses) for striking imitative contrasts. See also III. 15 (first verse); IV. 7 (verses 9, 10). Compare I. 23, with I. 24.

         (3) The melody as well as the rhythm is often harmoniously adapted to the sentiment. See III. 2; VI. 23.

         XIX.

Picturesqueness.
   

         The picturing or describing of scenes and objects is a quality partly intellectual and partly emotional. This quality appears in poetry in many different phases, from the formal attempt to rival a painted picture by “word-painting” to the single stroke picturesque, as in the picturesque epithet or picturesque simile. In the “Lay,” we have no fine example of the purest type of word-picture, although the poem has many picturesque passages. “Marmion” and “The Lady of the Lake,” abound in scenic descriptions pursued with some method.

         Picturesqueness may be studied best under the heads of stilllife and action. Studies in still-life will include, (1) nature, including all living creatures below man; (2) man, his portraiture and appearance; (3) the products of man’s hand (see Canto II. 1). Studies in action will include, (1) nature, as in the raging of the elements; (2) man in activity, which is the staple in such poems as the “Lay.”

         The vocabulary of the picturesque makes up a very large part of language. It includes the names of concrete objects and all words indicating form, size, position, light and color. The words indicating motion, resistance, sound and odor, may also be said to belong to the vocabulary of the picturesque. Sound and odor, however, are only suggestive of the picturesque.

         XX.

The Sensuous Emotions.
   

         To the vocabulary of the picturesque, it has been said, belong words indicating light, color and sound. This class of words merits separate consideration, as they make up a very large part of the interest of description.

         Whether the higher senses, sight and hearing, furnish intrinsic sources of pleasure apart from their emotional associations, or the charms which these senses impart are entirely due to the association of ideas, is a question that cannot be determined here. The two higher senses are, in whichever way, copious sources of pleasure, principally in nature, and secondarily in the arts of painting and music respectively. Even the imperfect medium of language is capable of conveying to us the effects that these senses arouse.

         A careful examination of any canto will show how abundantly Scott avails himself of the vocabulary of color and of sound. For studies in sound, see I. 13, 14: III. 28: in light and color, III. 29; VI. 23: in sound, light and color, VI. 25.

         XXI.

Nature Studies.
   

         Nature, whether in repose or in action, is one of the favorite themes of poetry. It is interesting to examine the different ways in which Scott deals with nature.

         (1) The purely descriptive method is not found in the “Lay.” In this connection it would be well to read the description of the Trosachs in the “Lady of the Lake,” and of Loch Katrine in the same poem.

         (2) The expression of the simple and spontaneous delights produced by out-of-door life and scenes is found in III. 24.

         (3) We have many examples in the “Lay” of the employment of nature as a background or setting for human action or emotion. In this connection may be viewed the illustration of actions and emotions by striking similes from nature. See I. 12–18; II. 8, 24: III. 5, 14, 26, 29; V. 14. Compare II. 25, with III. 24.

         (4) The poet sometimes looks at nature through the light of historic events which it has witnessed, and with which some particular spots have become associated. See IV. I.

         (5) Sometimes the poet gives to nature a coloring derived from the emotion by which he is swayed. There is a very fine example of this tendency in Canto V. 1., “They do not err, who say that when the poet dies, etc.”

         XXII.

Studies of Man.
   

         Studies of man will include portraiture, dress and accoutrements, modes of action, character, and feelings.

         Scott’s portraits are all extremely vague. In particular, the “Lay” is almost destitute of portraiture. A few picturesque and suggestive terms suffice to describe the principal actors. What does the poet say of the features of the Ladye, of Margar et, of Cranstoun, of Deloraine?

         The mode of description most prevalent in the “Lay” is that which deals with man in action. In nearly every canto we have action at full swing. It is this that stirs the blood as mere word-painting cannot do. Studies in action may be found in I. 25—31; III. 3—7; 28—30.

         Character may be described by the methodical or by the inci dental method. In a story the character is usually developed by the actions and speeches of the persons. In the higher kinds of poetry character-criticism is by no means elementary work, but in so transparent a poem as the “Lay” no subtle analysis is needed. In this poem the development of character receives but scant attention; still a gathering together from the whole poem of all the fragments of character-description pertaining to the respective actors will prove a useful exercise.

         Descriptions of the feelings play a very unimportant part in the “Lay,” which is largely a romance of incident. A few examples occur, as in I. Int.; I. 9; II. 20, 24; IV. 2, 25; V. 1, 2.

         XXIII.

Poetic Uses of Epithets.
   

         There is nothing more characteristic of poetry than the profusion and expressiveness of the epithets. Eliminate the epithets from any fine narrative or descriptive passage and the main elements of force and beauty are gone. In picturesque passages sometimes all the salient features are in the epithets.

         Besides the ordinary prose use of the epithet as qualifying or limiting a noun, we find several uses peculiar to poetry. The coordinating epithet, the proleptic epithet, and the transferred epithet, have been already noticed. In IV. 7, “was but lightly held of his gay ladye,” the epithet is merely ornamental, not calling attention to the gaiety of the lady at all. In the frequently recurring expression, “Deloraine, good at need,” we have the descriptive epithet, after the Old English manner and resembling Homer’s compound adjectives. A peculiar form of phrase-epithet, occurring so often as to be a mannerism with Scott, is found in “knights of fame,” “knights of pride,” “squires of name,” “hearts of pride,” “many a word of boast.” etc.

         XXIV. 

Concreteness and Combination.
   

         As objects in the concrete are more easily conceived than their abstract properties, we find concreteness a characteristic of poetry. Canto I. 2—7, well illustrates this device.

         Cumulation, or combination, is another poetic device as common as concreteness and often accompanying it. Isolation is as rare in poetry as abstraction is. The poet multiplies and combines objects, situations, characters, incidents, images, to produce a harmonious and effective whole.

         Roslin on fire (VI. 23) exemplifies both concreteness and combination. See also IV. Epilogue; and III. 30.

         XXV.

Poetic Harmony.
   

         The very essence of fine-art effects is to produce harmony. The various kinds of musical harmony have already been referred to in section XVIII.; but the word has a much wider scope than this. These additional conditions of poetic harmony must be considered:—

         (1) The language and the subject should support each other. Compare III. 2, with III. 3. The dignity of the language and the melody of the rhythm harmonize with the sentiment in III. 2. In III. 3, the poet dashes along regardless of any fine effects.

         (2) Scenery and incident should harmonize. Studies may be found in I. 17; II. 25; III. 24.

         (3) In the development of character there should be no want of harmony, no inconsistencies. Everything that each person says and does should have a uniform bearing.

         (4) Harmony should be observed in the incidents and in the plot. In this connection may be examined the presence and doings of the goblin page.

         XXVI.

Ideality.
   

         A poem, especially a romantic poem, is a sustained hyperbole. Exaggeration and unreality are everywhere;—in the verbal descriptions, in the characters, in the introduction of the marvellous and the supernatural.

         The characters in romantic fiction are all idealized. The ladies are all beautiful and charming. The knights are all brave and chivalrous. The hyberboles of love are a necessary element in romance, one of the commonest forms of ideality being the constant triumph of love over all obstacles. The commonplaces and the miseries of life are passed over or redeemed in fiction. Poetic justice is meted out to all.

         Examples of exaggeration and ideality are thickly scattered over the pages of the “Lay.” We find a striking example at the beginning of Canto I., where we have a description of “Knights of more than mortal mould.”

         (XXVII.)

Taste.
   

         “Taste is the kind of artistic excellence that gives the greatest amount of pleasure to cultivated minds.” The artistic judgment that produces this quality has also the same designation. The terms “polish,” “refinement” and “elegance,” are almost synonymous with artistic taste.

         There are in taste a permanent element and a mutable element. Regarding certain matters of style there can be no discussion. It is conceded by all that elegance of style demands strict conformity with the well understood rules of composition and rhetoric. Besides this permanent element there is an element that varies with ages, countries and individuals. It is largely variety in taste that causes such diversity in literary judgments.

         Determine whether Scott ever violates these canons of taste:

         
            (a) Mannerisms should be avoided.
   

            (b) Negligence must have no place in a good style.
   

            (c) There should be no display of learning.
   

         

         Taste may have reference to plot as well as to expression. Discuss in this connection the propriety of the following:

         
            (a) The introduction in Canto IV. of the long list of Border worthies;
   

            (b) The minstrel’s account of his preceptor (IV. 34, 35);
   

            (c) Deloraine’s lamentation over Musgrave (V. 29);
   

            (d) The character and proceedings of the Goblin.
   

         

         (XXVIII.)

Beauty.
   

         Beauty is a word of somewhat vague signification. As it is one of the qualities on which taste exercises itself, the conception of what constitutes the beautiful must vary according to the taste of the individual. Beauty is one of the most copious sources of the pleasures of poetry, as it is one large part of the vocation of the poet to bear witness to the beauty that is in the world around him, and to the noble thoughts and affecting sentiments that give us pleasures of a placid kind. The term beauty is applied not only to objects that please the eye and the ear and to thoughts and sentiments, but also to the artistic language that gives a vivid and attractive expression to all these things, and even to the melody and harmony that accompany these graces of writing.
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