IR FRAZKFE "T 81" HAREBRBAM

ge PR R 182 12 3

BER E ®




FIZFRHRE + A7 LA SHEM

DEEIEES T2 Lk

English Romantic Literature: a Reader

XFHMETE T 5 K s
FHE - bR



EBEMSKE (CIP) iR

5[ R E OO I/ WEIRER. —

gt XAMETFHR 5 K¥EHIREE, 2014
SAMEFRBHRE “+ R BHRER B
ISBN 978-7-5663-1007-1

[. Q- 1. Q% . QFE-FEZHFR
H-FHHQIRE £ X E - CERE V.
(DH319.4: 1

o [H iR A E B8 CIP BT (2014) 25 079066 5

© 2014 £ FHEFREFHAF LR EHRAIT
WRIERE EE2R

KERBE XL FIEIE
English Romantic Literature: a Reader

HRE ER
RERE: £ % 9 A

A& B R 5 K ¥R
b P X EH AR 10 5 HE B G fi%: 100029
M HL i : 010— 64492338  ARATHBEHIE: 010— 64492342
M4k: http:/www.uibep.com E-mail: uibep@126.com

BT A PR | B3 R E L SR AT RAT
Aedm s 185mm X 260mm 21.25 Eigk 491 T
2014 4E 6 AJbEE 1R 201445 6 A% 1 IRENKR

ISBN 978-7-5663-1007-1
EN¥t: 0001 -2 600 fif EHr: 39.00 G



ARFIRAGXTHNATE A 5 KA 5T H R 2 B B



Ol

52

FEREE R T 18 4R, &4T 19 4 30 FRK—FH3F#iEF) . # 7
WIREZZEIRTE 1798 FREMN (FHHEKERFF) BEHLER, S04 AR R
BRI EEZREA K. X ERE R E MK AH S (M. H. Abrams) #K
fE “BHACKEFR 7

X FF “BHAREM” (IR Zeitgeist) NIRRT 4WE? ERAREE L, EHElE
EREMEARBE-RIEBEEXBBRR, WRRB. AR KIED RN R SRR R
BT A ARG I IHIEE (B0 ancient régime) ZEML IR £ EdA 210
BT RAK I 24 I B S AR AR

IEWEHES « BEEYT (Raymond Williams) 7E (AL 5H2) —HH AT AEE: “IR
18 3 SR KA BRI I — 351250, HE LA S T & 5 R A BN AR A R e — k2
e, RESTHERN.” ©

WAARR AT CBRMEAERE X)) (1971) —F, METEKEIREE X5 248t
KT F A RBKRERRRNEREE, ESNERIEROSEME.

A —MRITHREE, AAREE R AP HEMRFIHE SR, g g4 s
HEyRE £ CTF X E X “HEERBIRA RN, MEPHAFENEE.” @ X
FAKHREBEXRELEHRANEZE, EAHAEHTEERBEN. F - & (Aidan
Day) £ (IREEX) —HHHEIFHLMA. LA, REEIREE NEENEZFES
AOER M = ANMEY) = s FEE A E E R RS, XBEIENAE.

MR, REREENPRSEEZFTHELEH—ERERENE, REMERKEH.
R E ISR ERE “BHXE”. (SR, FEREFARERFALGIE &
B HWIHRES, WIS - &E4FW (Thomas Chatterton), {EAtf13FIEEEIRE = X
KER.)

IR E R R EIRE EXFH 2 B COHEFRERE, S, BEIEAANLR
FIBEEXN ARBEHIEE. XRE5EE 17, 18 LML K = LT FMELH ¥ X254
BEAXTA, XY E SCRIHUR R HEH] . TIZETRIB F R NF R, AR # o 5  v
BIAREYE, MEBR. MELEWT: BRI FEIRERH R, ” PRt “ IR
P 2 RO R I P 2 AR R A ELSE. 7 (1 am certain of nothing but the holiness of
the heart’s affections, and the truth of imagination.)

HR, HEIREE XS S0 F8EE X (radicalism) MERBFYVINBR. Hi¥ny

© BERE - RANT, Crib5i4e), MBS, HARHMRER, 2011 4, 246 .
@ #E, GRS, R, hEEHIHRE, 20104, $7 7.

s



KERBENCFIRIE

037 » ¥ B (Thomas Paine) FAZZELEF, #EXHIEE M AT 1 B H L H BRI
#y, BEEHPSIEBEOE RIS, (Ff A T REERMER. FREYRENAR, BX
o, RS RIER AT 8 % E XX Ry SCRHE L EE R B RS R. 5K (X
Y —HRABEAORNGR. EEAHEE (BUAEXR) MEEBK « BEX
(William Godwin) %, HERAMBII L. BEMAERERDENY, TRAA
FRET (CHEBHLEN) MMF, HE4ERY/ERMME S CUAKmS, B
TR 225 .

HEIREE NAEREIRSZ (EZ « HA) F aRx) i, 250 ERM K F
¥y EARE MR H FBURM— /N Frit R oRIGZ AT e . Bltn, SR8 2
K. BEFRAT R « EHEHEF (Joseph Priestley) 7F 1791 A F THuEIEHT (RE
EEKER) BBE, EREEEMSZEEEMEN TEIHENS S iHERES KR
Frimi . He2ZEMEARRMEK T OF i) G B nGE . “ e AP 7 EE R AR,
TAERIHARE R K E 17 (Bliss was it in that dawn to be alive, / But to be young was very
heaven!) WFH) “HEBRAT 437 $REOHBREE EaEH AR, TeZEN SN IER
EEERFRFRET .

WAAPIAHT  (Abrams) FEHAEZZE (BRS5LT) PEREENFEN “RUAH”, 5
BT SO “REPTUL” ARIRAE . BATR B SIEEBG, T kT WREER
Y. NIXFRM UGBTI, i TRE - AARKE: “SHTFREBENEMS, &
ERRERN, MAMARRREBCHRYE, REANRERERIENSHAKK
.70 Fi, K AREEEBR TSNS, MASHERIBBS N ARNARS5ES
R BERAEVITR, XPEE TR T IRE 3 i #ASC 22 ) — KA 1E

FEVREEER BRANEZFESHE, FEHESTFRRARE T . SEEHTHE
e R R R B RN O, I BR3P A L 0 3 40 4th £ 37 K 5 B 9K B £ 1L 7K A
FE . HERMDAVER, IRIBIRK AR REZ ZEMIEWMK, BRHFAEKYR,
AR ERBFFRRF], MEFHEZHRE XK. S5 AEELRTHK—F R,
BRFRMRE “gef8”7, DAAKNEZEFAMRRES| MFBRK. Z¥E B “pr
187, IEFERASFHIEB AT A S BRRE I A B Z0FRIRE £ R, ;8T
—A M.

HTRIEFR, XTFREREE LHARER R S BIT, AEEEEER
TABHMEREEECHEMIEER.

E S BIEATHIMOE, MRIEREIRE E N NE R, BFTIERETIRE =X
RE AR » AETOA “WIREIRFEN” BRAR « RZZERT. S. T. FIREVAFIRIE, M “4
BREREBIRTEAN” FEE. TRMFE. 55, HERELHIRE X B CER
WA EMBE /R » 20, B « BEFRFE., TEK, T2 080 &R I %
A HEIRE E SUER, AP RTBCR IR « SR « Eg/RME. BE% « D
i« FRBE.

LT EAEESCF BN R E L, EE 150 EIRE T SO B A £

© BEE-HaAK. (REBEXHRE), F bR, 2008, 5107 K.
2

)



S, =

FF

Wo XAREMBRE S XFFRMBE K AHHFTERAEEARE R RE T B
M, FERTHEERE, BINT RARER. KB P RCAEE A EAMUBRA, E
BhSRT ZAEINEM, FENEEREE L.

AR ZER, W& EAERH A CHEENARIN, ERKEIGERCHBR
REFETE . RIBBE T RN ICENHIE, HIBRREFLHORTESHESE. HRE
TR X SNA B BT 5 KA I A et A B0b 1 Hh R B8 B AN AT S AT E B B, R XA
T B2 5y K5 R AN 5 27 B A 0 HH RSGRGE I & P (R, B Ja B IR S BOL K
RS, RAMMIFEEAMKKERE S, ERTHEENTR, FEmEHAEH BT
o

e, G UL AR e B B A AR BB A X A /NN B 5 e 3R E O R A T A R
B RHE

i

B H
204 EFERE “—4%F"



B

Ontents

IO OTUCHIONY +++++++++++sereerernensenene et he et e 1

William Blake (1757—1827) .................................................................................................. 17

Selected Poems by wlulam Blake ................................................................................... 22

Introduction to Songs of INNOCENCE *#+#eresrserrensesrnesmasaiesienesstnraersnsisenetsasaenatennacans 22

The Echoing Grecn ................................................................................................. 23

The Lamb ................................................................................................................ 24

The thﬂe Black Boy ............................................................................................... 26

The Chln].ney Sweeper ............................................................................................ 27

Holy Thursday ........................................................................................................ 29
Int]'oduction to Songs Of Experience ....................................................................... 30 s

Earth’s DN 1) 4~ e e O e L e T L S L L LU LT CP R 32

The Ch]mney Sweeper ....................................................... Weassessssssesssssesaateriaeneenranas 33

Holy Thursday ........................................................................................................ 34

The Slck RIOSE v v rererreer e snusant ettt ettt s e st sttt st st ne 3 5

Ah Sunﬂower .......................................................................................................... 3 5

The Garden Of 00 ) = R e C T e P PP P PR 36

I SaW a Chapel ........................................................................................................ 37

Auguries Of Innocence ............................................................................................ 38

The Marriage Of Heaven and Hell (Plate 4) ............................................................. 40

The Marriage Of Heaven and Hell (Plate 5) ............................................................. 41

PrOVerbS Of Hell ...................................................................................................... 42

Robert Burns (1759_1796) ................................................................................................... 43

Selected Poems by Robert Bums .................................................................................... 43

HOly Willie’s Prayer ................................................................................................ 44

To a Mouse, on Turning Her Up in Her Nest with the Plough, November, 1785 -----48

William Wordsworth (1770_1850) ....................................................................................... 51

Selected Poems by William Wordsworth:««-=sssrseessereemimmmiiiiiiiiiiiiiiei. 55

“Simon Lee the Old Huntsman; with an Incident in Which He Was Concerned” -+ 55



HERBENFIRIE

1ines Written in'Early SPHng 1798+ seoresuermessssmsrussssssansssmrenssasonssussasasaassasisivns 59

“Lines Composed a Few Miles above Tintern Abbey, on Revisiting the
Banks Ofthe Wye durlng a Tour. July 13’ 1798” ..................................................... 60
“Strange Flts Of PaSSiOn HaVe I Know-n” 1799 ........................................................ 65
“She Dwelt among the Untrodden Ways” 1799 ....................................................... 67
“A Slumber Dld My Spll’lt Seal” 1800 .................................................................... 68
Samuel Taylor Coleridge (1772—1834) - - -wseussrersrasrussrunirunrisi e 69
Selected Poems by Samuel Taylor Coleridge -+« -« +s+ssewsseesseussemsseussensssnsinnnises g Lo da sl /5)
The Rime of the ANCIENt MATIneEr::-+++++-+ss+esserstsssessesstssiestsstesserscssuessestessessesssessssnes i)
The Bolian Harp ++ -+ +s+ssssstussssesstastantuststsstuntsntuntussissas s i ittt st 99
This Lime Tree Bower My Prison 1834 s+« ssssesssissnsssssussssstsosisssinssnssinssonsnsinsnsins 102
Dejection: An Ode (composed c. July 1802) «:-sssssssssssssessssusssssssssasssssssunenensssssasees 105
Frost at Mldnlght 1834 .......................................................................................... 1 12
ChriStabel---++s--+essssseseesssssncrsssssnnesssssonnees LorasssissssesesRasisersssis s bntpesRtobpe BB s suasiess 115
BiOGraphia LIteraria -+ -+ sssstuserssssstsssasssisiussiissnsstis st gttt 136
Lord Byroﬂ (1788_1824) .................................................................................................... 149
Selected P()emS by Lord Byron ..................................................................................... 155
Childe Harold’s Pilgrimage, CantO ONE ++++++eessseesssenssssssssmsienssrssssiinesesssnssacenannannes 155
7 OO IR T LTS, O MR TR eI O G TR 165
Don Juan ............................................................................................................... 17 8
The Vision of JUA@ement: -+ -++s-sssesessrrsssssssssassssnsssussssssssssssissssssieshsstiesnssiinsessses 196
Percy Bysshe Shelley (1792—1822) -+ wswssesseesessssssustmtistsstinsissitisisis ittt 215
Selected Poems and Prose by Shelley ........................................................................... 218
Mutability (A) 1816 -++wrsreserssssssessmssssssssssusssssssasss s e ssnsstssinsestssassssssinssensees 218
Mutability (B) 1821 +++-esersseessesistsssiasttbunsurseessiussinsssussstestie basesusssssenissenssassionsensaees 219
To Wordsworth 1 8 1 6 ................... R et LS e dueR vt e S 353 FS NS T EITIF U b5 J ST SN DPEs 3 Rovossnsens 220
Alastor; or, the Spirit OF Solitude: s ceererrerrenceniiiiiiieiiiniiiiieiioniieiiuiraeiiireasintenennans 220
Hymn to Intellectual Beauty .................................................................................. 233
Mont Blanc: Lines Written in the Vale of Chamoumni «++++++«=+++teeeenssnosesesaceumunsaareans 237
On Llfe ................................................................................................................. 243
A DEfenCe Of POEtry -+ sssssssessssssssssssunsiasiisseiissiasstssiessesiatesabmsesssnbssiusassinsssnsens 248
John Keats (1795—1821) ..................................................................................................... 257
Poems and Prose by John KeatS .................................................................................... 259
ERAYIMEOR +#++v5sesessseessesssesseese st s b s 259
Sleep and Poetry 18 1 6 ........................................................................................... 265



NS g,

Contents

The EVC Of St Agﬂes ............................................................................................. 269

Ode toa nghtmgale (18 1 9) .................................................................................. 277

Ode to Psyche (1 8 1 9) ............................................................................................ 282

Ode ona Grecian Um (1819) ................................................................................ 285

To Benjamin Bailey (The Authenticity of the Imagination) ««-«-+«ssssseseseresesssesees 287
[December 21, 27 (?), 1817] Negative Capability -+ -w-wsssseessessemesnssnsenssusnnisnans 289

Minor Romantic Writers and ESSayists:«- -+t 293
Thomas Love Peacock (1785—1866)++w++resseusessuseurussusmmsmsisssisnsiisisisiisisisissiiesisies 203

The Four Ages Of POELry «+-+«+sssseseseessssesensssstusunssinstsintsissininiisssssi e 203

Charles Lamb (1775—1834) «+ssereesessestustssustststunmstistisis ittt 306

R RSO B < SORIER IS ST AE I O R Ry R TR R HOSREAE 306

wllham Halett (1 778_1 830) ........................................................................................ 3 10

The SPirit OF the Age -+ ++sssssersssssssssssssssssssesssssisisssisssssissssse e 310

Women Romantic Poets ..................................................................................................... 3 19
Anna Laetitia Barbauld (]743_1 825) ............................................................................ 319

The Rights OF WOIMNIAM 77 +verrerrerresrnrennetuennittittiittirietitit ittt raeesrassaenes 319

To a Little Invisible Being Who Is Expected Soon to Become Visible -+«+++-+eeeee- 321

Charlotte Smith (1749—1806) «++++++sssserrssesussssssmsissmimisiisiisisisiss s 399

TO Sleep (1784) ..................................................................................................... 322

To nght ................................................................................................................ 323

Mary Robinson (1758—1800) -+« ++wsesesssrssestrsssssusisisinssiinssississsisssssstsss s 393

Ode to Beauty (1791) ............................................................................................ 323
Romanﬁcism websites ........................................................................................................ 326



\
CA 550

Introduction

Romanticism refers to the profound shift in Western attitudes to art and human creativity
that dominated much of European culture in the first half of the 19th century, and that has
shaped most subsequent developments in literature—even those reacting against it, such as the
opinions of T. S. Eliot and T. E. Hulme. v

The task of providing a viable definition for the cultural and literary phenomenon called
“Romanticism” has never been easy, as it is, the vexed question of what salient attributes
constitute this literary phenomenon has been answered in a variety of ways by different
literary critics in England and America, but no solution has been satisfactory to all subsequent
critics and readers. Isaiah Berlin, in his lectures entitled “The Roots of Romanticism”, wisely
evades the problem of generalizing or defining romanticism. He quotes Northrop Frye’s
statement to the effect that ahy generalization on romanticism would be met with “countervailing
evidence” from great writers of antiquity.” On the contrary, he contents himself with only
assessing the importance of this literary movement by stating that “the importance of
romanticism is that it is the largest recent movement to transform the lives and the thought of
the Western world.”® ;

This critical opinion on the difficulty of defining romanticism is nothing new at all. As far
back as the beginning of the 20th century, the American critic Arthur O. Lovejoy in a paper
complained of the large variety of senses of this term, stating that “by itself it means
nothing.”® Perhaps this difficulty proves the fact that in academic and intellectual matters, one
should never be content with ready-made text-book answers but instead, should lean
backwards to scrutinize the bewildering maze of romantic literature.

Originally, the term “romanticism” was unknown to the writers now we commonly
include in this category of writing. As Aidan Day rightly points out in his book Romanticism:
“Certainly those writers that are now thought of as part of a Romantic movement in Britain

@ Berlin, Isaiah, The Roots of Romanticism, edited by Henry Hardy, Pimlico, 2000, p- 1.

@ Ibid.

® Quoted from Wellek, René, “The Concept of ‘Romanticism’ in Literary History. I. The Term ‘Romantic’ and Its Derivatives”,
Comparative Literature, Vol. 1. No. 1 (Winter, 1949), p. 1.
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never thought of themselves as such.”® What is more, the adjective “romantic” had pejorative
connotations: “when it first appeared, described... what were perceived as the fictions of the
old tales, with their enchanted castles, magicians, ogres and their representation of inflated
feelings and impossible passions.”® Anyway, it was associated with the medieval chivalric
romances as opposed to classical proprieties. To the mind of a contemporary individual, the
term “romantic” was equated with “fanciful”, “light”, or even “inconsequential”.® Byron
confessed his ignorance of the term in the following rejected Dedication to Marino Falters,
dated 14 August 1820: “I perceive that in Germany as well as in Italy there is a great struggle
about what they call ‘Classical and Romantic’ terms which were not subjects of Classification
in England—at least when I left four or five years ago.”

In etymology, “romantic” was derived from the word “romance”, originally a descriptive
term, referring to the verse epics of Tasso and Ariosto.” Subsequently, the term was applied to
fiction, often European in origin. The idea was popularized in a lecture course delivered by
August Wilhelm Schlegel at Berlin, 1801-1804, in which he made the “classical and romantic”
distinction mentioned by Byron. Schlegel held that romantic literature first came into being in
the Middle Ages, and found expression in the work of Dante, Petrarch and Boccaccio. He saw
romanticism as a reaction to classicism and identified progressive and Christian views in this
movement. Schlegel anticipated some 20th-century critics of romanticism in his discovery that
romanticism was “organic” and “plastic” in opposition to the “mechanical” tendencies of
classicism.® He further stated that “there is in man a terrible unsatisfied desire to soar into
infinity, a feverish longing to break through the narrow bonds of individuality.”® Schlegel
thus defined romanticism as “literature depicting emotional matter in an imaginative form.”
The French romantic writer Victor Hugo’s phrase “liberalism in literature” is also apt.
“Imagination, emotion, and freedom are certainly the focal points of romanticism. Any list of

@ Day, Aidan, Romanticism, Routledge, 1996. p. 84.

@ Ibid., p. 79.

® Wu, Duncan ed., 4 Companion to R icism, Oxford, 1998, p. 5.

@ Torquato Tasso: (born March 11, 1544, Sorrento, Kingdom of Naples — died April 25, 1595, Rome) Italian poet. The son of a
poet and courtier, Tasso became a courtier of Duke Alfonso II d’Este at Ferrara. In a period of intense poetic activity he produced
the pastoral drama L’Aminta (1581; performed 1573), a lyrical idealization of court life. In 1575 he completed his celebrated
masterpiece on the First Crusade, Gerusalemme liberata (1581; Jerusalem Delivered), a heroic epic in ottava rima that blends

historical events with imaginary romantic and idyllic episodes. He developed a persecution mania and from 1579 to 1586 was
incarcerated in a hospital by order of the duke. Gerusalemme was translated and imitated in many European languages, and
Tasso was the subject of literary legend for centuries. He is regarded as the greatest Italian poet of the late Renaissance. /
Ludovico Ariosto: (born Sept. 8, 1474, Reggio Emilia, duchy of Modena [Italy]—died July 6, 1533, Ferrara) Italian poet. His
epic poem Orlando Furioso (1516) is regarded as the finest literary expression of the Italian Renaissance. It enjoyed immediate
popularity throughout Europe and was highly influential. He also wrote five comedies based on Latin classics but inspired by
contemporary life; though minor in themselves, they are among the first of the imitations of Latin comedy in the vernacular that
would long characterize European comedy. He also composed seven satires (1517-1525) modeled after those of Horace. (Source:
Britannica Concise Encyclopedia)

® Cf. Abrams, M. H. The Mirror and the Lamp, Romantic Theory and the Critical Tradition, Oxford University Press, 1953.

Berlin, Isaiah, The Roots of Romanticism, edited by Henry Hardy, Pimlico, 2000, p. 15.



S~ i, =

Introduction

particular characteristics of the literature of romanticism includes subjectivity and an emphasis
on individualism; spontaneity; freedom from rules; solitary life rather than life in society; the
beliefs that imagination is superior to reason and devotion to beauty; love of and worship of
nature; and fascination with the past, especially the myths and mysticism of the middle ages.””
The great American literary critic M. H. Abrams, in his much celebrated handbook “A
Glossary of Literary Terms”, identifies five salient characteristics of romanticism: 1) “the
prevailing attitude favored innovation over traditionalism in the materials, forms, and style
of literature.” Abrams sets forth the new poetic theory advanced by William Wordsworth in
his groundbreaking preface to the second edition of Lyrical Ballads in 1800, hailing it as a
poetic ‘manifesto’ for the emerging school of poetry in England. Abrams points out
Wordsworth’s innovations in his poetic practice, such as his rejection of the “upper-class
subjects and the poetic diction” of the 18th century, and his choice of “common life” and the
vernacular language spoken by rustics as “language really used by men”. 2) the romantic
preference for the poet’s own genuine emotions as the essential subject of poetry over “the
artful manipulation of means to foreseen ends”, as stipulated by the neoclassic critics such
Alexander Pope. Romantic poets see the process of composing poetry as the “spontaneous
overflow of powerful feelings” rather than slavish imitation of ancient precepts. 3) the
romantic cult of nature as the fit subject of poetry. Although acknowledging the importance
of nature “the landscape, together with its flora and fauna”, Abrams warns against mistaking
the romantic poets for “nature poets”, as their chief interest was not in describing nature for
nature’s sake, but in using the landscape as a stimulus for meditation on “central human
experiences and problems”, in what Harold Bloom called the “internalization of the quest
romance”. 4) The majority of romantic poets engage in describing themselves in their poetry.
This persona is not set in the organized society as its members, but “as solitary figures
engaged in a long, and sometimes infinitely elusive, quest”, often as “social nonconformists
our outcasts”. The Byronic hero and Prometheus are typical examples of such figures. 5) Many
romantic writers echoed the poetical liberals in seeing the French Revolution, with its
“infinite social promise”, as heralding the apocalyptic new beginnings and high possibilities
of humanity.

Known as the Romantic Movement or Romantic Revival, romanticism in its most
coherent early form emerged in the 1790s in Germany and Britain, and in the 1820s in France
and elsewhere, with its chief emphasis upon freedom of individual self-expression: sincerity,
spontaneity, and originality became the new standards in literature, replacing the decorous
imitation of classical models favoured by 18th-century neoclassicism.

The Romantics put a premium on the emotional directness of personal experience and the
boundlessness of individual imagination and aspiration, dismissing the ordered rationality of
the Enlightenment as mechanical, impersonal, and artificial. Increasingly independent of the

@® Morner, Kathleen and Ralph Rausch. NTCs Dictionary of Literary Terms. Chicago: NTC Publishing Group, 1997.
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declining system of aristocratic patronage, they saw themselves as free spirits expressing their
own imaginative truths; some of them found a group of admirers who worshiped them as
geniuses or prophets.

Instead of the restrained balance valued in 18th-century culture, the Romantic writers
favored emotional intensity, often taken to extremes of rapture, nostalgia (for childhood or the
past), horror, melancholy, or sentimentality. A few Romantic writers cultivated the appeal of
the exotic, the bizarre, or the macabre; almost all showed a new interest in the irrational realms
of dream and delirium or of folk superstition and legend. The creative imagination was exalted
to the supreme position in Romantic views of art, and the “mechanical” rules of conventional
form were superseded with an “organic” principle of natural growth and free development,
borrowed from the discipline of biology.

The rise of Romanticism as a new cultural phenomenon has been attributed to several
developments in late 18th-century culture, including a strong antiquarian interest in ballads
and medieval romances (from which Romanticism takes its name). The transcendental
philosophy of Kant and Fichte, which stressed the creative power of the mind and allowed
nature to be seen as a responsive mirror of the soul, was an important inspiration for the first
self-declared Romantics—the German group including the Schlegel brothers and Novalis. This
new German philosophy found its way to Britain via S. T. Coleridge and to France via Mme de
Staél, eventually shaping American Transcendentalism. English Romanticism had emerged
independently with William Blake’s then little-known anti-Enlightenment writings of the
1790s and with the landmark of William Wordsworth’s 1800 Preface to Lyrical Ballads. In a
second wave after the Napoleonic wars, Romanticism established itself in France and across
Europe; by the 1830s the movement extended from Pushkin in Russia to Poe in the USA.
Romanticism drew some of its energies from the associated revolutionary movements of
democracy and nationalism, although the “classical” culture of the French Revolution actually
delayed the arrival of French Romanticism, and a strong element of conservative nostalgia is
also evident in many Romantic writers.

Parallel to the revolution in politics, Romanticism also started a revolution in the realm of
literature. As Hazlitt wrote so memorably in his essay on Wordsworth: “It (Wordsworth’s
poetry) partakes of, and is carried along with, the revolutionary movement of our age: the
political changes of the day were the model on which he formed and conducted his poetical
experiments. His Muse ... is a levelling one. It proceeds on a principle of equality, and strives
to reduce all things to the same standard.”®

The literary rebellion started by Wordsworth in England and Victor Hugo in France
brought to an end the artificiality of older conventions, breaking up the 18th-century system of
distinct genres and of poetic diction. Lyric poetry underwent a major revival led by
Wordsworth, Keats, Shelley, Pushkin, Leopardi, Heine, and others; narrative verse took on a

@ Hazlitt, William, The Spirit of the Age: Contemporary Portraits, http://www.gutenberg.org/etext/11068, (accessed 2009-8-25).
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new subjective dimension in the work of Wordsworth and Byron. In fiction, Hoffmann and
Poe pioneered the tale of terror in the wake of the Gothic novel, while the historical novels of
Walter Scott, Alessandro Manzoni, Victor Hugo and James Fenimore Cooper combined bold
action with nostalgic sentiment. A new wave of women novelists led by Mary Shelley, George
Sand and the Bronté sisters broke the imposed restraints of modesty in works of powerful
imaginative force. The astonishing personality of Byron provided Alfred de Musset, Mikhail
Lermontov and other admirers throughout Europe with a model of the Romantic poet as
tormented outcast. The growing international cult of Shakespeare also reflected the Romantic
hero-worship which, in the writings of Thomas Carlyle and R. W. Emerson, became a “heroic”
view of history as the product of forceful personalities like Napoleon.

Despite the challenge posed by the rise of realism and naturalism in the second half of the
19th century, Romanticism has in some ways maintained a constant presence in Western
literature, providing the basis for several schools and movements from the Pre-Raphaelites and
Symbolists to expressionism and Surrealism. In a broader sense, the term “romantic” may be
applied to works and authors of other periods, by explicit or implicit comparison with a
“classical” standard: thus Shakespeare is more romantic than Moliére or Ben Jonson, both
because he disregards the structural models of Greek drama and because he exploits freely the
supernatural elements of folk legend; and in a different way, W. B. Yeats and D. H. Lawrence
are more romantic than W. H. Auden and E. M. Forster, because they assert the absolute
primacy of their personal visions, rejecting common norms of objectivity.

IT

Confining our scrutiny to English Romanticism, we can state with some measure of
certainty that its beginning was marked by the publication of the Lyrical Ballads (1798), a
joint effort between Wordsworth and Coleridge. The small volume of poetry announced a new
literary departure and was refreshing to contemporary readers, though not without some sense
of strangeness and discomfort. William Hazlitt expressed his appreciation of the poems in the
Lyrical Ballads in the glowing laudation: “the sense of a new style and a new spirit in poetry
came over me”. The effect on him was analogous to “the turning up of the fresh soil, or of the
first welcome breath of spring”™® Roughly speaking, the various Romantic writers can be
divided into the following schools: “the Lake School” (Wordsworth, Coleridge and Robert
Southey), “the Cockney School” (Leigh Hunt, William Hazlitt and John Keats), and “the
Satanic School” (Byron, Shelley and their disciples). It is also customary to group them into
the Older Romantics and the Younger Romantics—the former referring to the Lake School
Poets and the latter to Byron, Shelley and Keats. The odd one out is William Blake, who is
sometimes referred to as a pre-Romantic poet, because he was born much earlier than the rest

@ Abrams, M. H. & Stillinger, Jack, The Norton Anthology of English Literature, 7th edition, Vol. 2, 2000, p. 220.
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of this “visionary company”.

The fame of the six canonical Romantic writers, Blake, Wordsworth, Coleridge, Byron,
Shelley and Keats, according to Duncan Wu, is chiefly due to two factors in the 20th century.
Firstly, the publication of their works was little known to the reading public in their own day,
and secondly, the turn in critical opinion. The appearance of a number of authoritative works
on English romanticism in the 20th century laid a solid foundation for the pre-eminence of the
canonical writers. Of particular note are John Livingston Lowes’s The Road to Xanadu (1927),
Jacob Bronowski’s 4 Man without a Mask (1944), Northrop Frye’s Fearful Symmetry (1947),
M. H. Abrams’s The Mirror and the Lamp (1953) and Natural Supernaturalism (1971) and
Harold Bloom’s The Visionary Company (1971).

Although the writers of the romantic period did not formally organize themselves into any
kind of club or party, yet there is ample evidence to show that they had frequent social
gatherings to exchange ideas and information. Wordsworth and Coleridge went to Germany
together on a study tour and, later on, even chosen their residences at neighbouring locations.
Byron and Shelley were exiles in Italy and often met for social gathering and compared ideas
about politics and poetry. Mary Tighe’s Psyche exerted a formative influence on Keats; and
Dacre’s Zofloya was a novel that appealed much to Shelley.

As M. H. Abrams claimed in his essay “English Romanticism: the Spirit of the Age”,
English Romantic poets “were centrally political and social poets”, dismissing the notion of
escapism ascribed to this literary movement. Living in an age of domestic troubles and
revolutions in Europe, the Romantic writers naturally received their inspiration from the
dramatic events in France and embraced the revolutionary ideals of liberté, fraternité, and
egalité. They especially cherished the idea of universal brotherhood and looked forward to a
better world. To quote Abrams again: “the Romantic period was eminently an age obsessed
with the fact of violent and inclusive change, and Romantic poetry cannot be understood,
historically, without awareness of the degree to which this preoccupation affected its substance
and form.” Hazlitt associated the renewal of letters with the renewal of the world in his
celebrated book of essays called The Spirit of the Age.

Influenced by the Bible, the Romantic poets entertained a kind of apocalyptic expectation,
regarding the events in France as harbingers of a drastic change to the corrupt world they were
in. The majority of them were radical thinkers on the matter of religion, directing their strong
criticism and satire against the Established Church for its insensitivity to the suffering poor
and its collusion with the oppressive Tory government. William Blake created a Urizenic
figure in his self-created mythology to parody the conventional God; Wordsworth replaced
God with some vague “presences” in nature; Byron led a life of dissolution and irreverence in
order to defy the conventional religious morality; Shelley openly advocated atheism and was
expelled from Oxford; Keats leaned more towards Hellenistic paganism and hedonism, with

@ Bloom, Harold, R ticism and Conscil , W. W. Norton & Company, Inc. 1970, p. 92.

e



S Ny, =

Introduction

scant attention paid to the official religion. But interestingly, most of them admired Jesus the
man and drew their inspiration from the Bible.

The most prominent theorists of the new poetry were Wordsworth, Coleridge and
Shelley, who expressed their critical opinions in prefaces, essays or books. Byron had little
to do with theory, and Keats uttered his immature, scattered, though often insightful critical
views in his letters. According to Abrams, the most conspicuous shift of critical focus was
from the neoclassical theory of mimesis to the Romantic theory of expression. The typical
eighteenth-century metaphor for poetry was the mirror—an imitation of human life.
Borrowing Hamlet’s phrase “to hold... the mirror up to nature”, the neoclassical writers
believed in the faithful copying of nature (not the external landscape, but “the universal and
permanent elements in human experience”), which “consists of the enduring, general truths
that have been, are, and will be true for everyone in all times, everywhere.”(D For the
Romantics, the dominant figure for poetry is the lamp, which stands for the human mind. As
a matter of fact, the very term “expression”, as analyzed by Abrams in The Mirror and the
Lamp, connotes some inner pressure demanding release. As the editors of Norton Anthology
of English Literature point out, “Other Romantic theories, ...concurred by referring
primarily to the mind, emotions, and imagination of the poet, instead of to the outer world as
perceived by the senses, for the origin, content, and defining attributes of a poem”.® As a
result of this emphasis on the inner states of the mind, the Romantic poets favoured the lyric
poem as a medium to convey their emotions and meditations. Thus this previously minor
genre was elevated to the pride of place in critical estimation. The first person speaker “I”” in
such lyric poems often differs from the conventional abject Petrarchan lover and the gallant
in Cavalier poems. What the lyric speaker confesses to the audience often reflects the true
experiences and states of mind of the poet. The general preference among Romantic writers
for the ego is also manifest in the contemporary prose: Lamb, Hazlitt and Leigh Hunt all
enjoyed talking about themselves in their familiar essays, especially in the “currency of
spiritual autobiography” as shown in the fictionalized work of Carlyle (Sartor Resartus)
factual work by Coleridge (Biographia Literaria).

Coleridge, the most philosophical of the Romantics, introduced from Germany the
organic theory of poetry modeled on the growth of a plant. The conception and composition of
a great work of literature are compared to the growth of a seed which evolves into an organic
whole, in which the total unity is larger than the sum of the disparate parts. According to Frye,
“In Romantic thought the superiority of the organism to the mechanism is a central
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