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  Preface 

 

 

 I am glad to present this book, especially designed to serve the needs of the students. The book has 

been written keeping in mind the general weakness in understanding the fundamental concept of the 

topic. The book is self-explanatory and adopts the “Teach Yourself” style. It is based on question-Ans.wer 

pattern. The language of book is quite easy and understandable based on scientific approach. 

 Any further improvement in the contents of the book by making corrections, omission and 

inclusion is keen to be achieved based on suggestions from the reader for which the author shall be 

obliged. 

I acknowledge special thanks to Mr. Rajeev Biyani, Chairman & Dr. Sanjay Biyani, Director (Acad.) Biyani 

Group of Colleges, who is the backbone and main concept provider and also have been constant source 

of motivation throughout this endeavor. We also extend our thanks to Biyani Shikshan Samiti , Jaipur, 

who played an active role in coordinating the various stages of this endeavor and spearheaded the 

publishing work. 

I look forward to receiving valuable suggestions from professors of various educational institutions, other 

faculty members and the students for improvement of the quality of the book. The reader may feel free 

to send in their comments and suggestions to the under mentioned address. 

 

Abeer Mathur 
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     Reference to the Context 

 

 

  1.      Reference to the context:- 

For, Leonardo , Rafael , Angelo and me 

To cover – the three first without a wife, 

While I have mine! So- still they overcome 

Because there is still Lucrezia I choose. 

Again the cousin‟s whistle go my love. 

Ans.  Andrea Del Sarto will find his competitors in heaven too. The four great painterts – 

Leonardo, Rafael , Angelo   and Andrea will come together and God will ask them to 

decorate one-one wall each. Andrea would thus be able to demonstrate his competitive 

superiority. But, the very next moment, he remembers that the other three would have no 

wives, while he himself would still have Lucrezia as his wife. His infatuation for her will 

drag her down in heaven as well. The other three would be able to defeat him there also, 

as they have done in this world . But even though it means his defeat as an artist. 

The cousin‘s whistle is again heard , perhaps more insisted and urgent than before. So 

Andrea allows his wife to go to him. 

 

2.  The world is charged with the grandeur of God. 

It will flame out , like shining shook foil; 

It gathers to a greatness, like the ooze of oil; 

Crushed. Why do men then now not reck his rod?  

Ans.  The first four lines of the poem ‗God‘s Grandeur‘ which was written by G.M Hopkins 

describes a natural world through which God‘s presence runs like an electrical current, 

becoming momentarily visible in flashes like the refracted glintings of light produced by 
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metal foil when rumpled or quickly moved. Alternatively, God‘s presence is a rich oil, a 

kind of sap that wells up ―to a greatness‖ when tapped with a certain kind of patient 

pressure. Given these clear, strong proofs of God‘s presence in the world, the poet asks 

how it is that humans fail to heed (―reck‖) His divine authority (his rod). 

3.  The two weak points in our age are 

Its want of principle and its want  

Of  profile. The  chin a little higher , dear. Style largely 

The chin is worn. They are very high, just at present. 

Ans . Her social commentary on class structure is Wilde's commentary about how the privileged 

class of England keeps its power. Lady Bracknell firmly believes the middle and lower 

classes should never be taught to think or question. It would breed anarchy and the 

possibility that the upper class might lose its privileged position.Lady Bracknell is first 

and foremost a symbol of Victorian earnestness and the unhappiness it brings as a result. 

She is powerful, arrogant, ruthless to the extreme, conservative, and proper. In many 

ways, she represents Wilde's opinion of Victorian upper-class negativity, conservative 

and repressive values, and power. 

Her opinions and mannerisms betray a careful and calculated speaking pattern. She is 

able to go round for round with the other characters on witty epigrams and social 

repartee. 

 

4.  I had no idea there were any flowers in the country. 

Personally I cannot understand how anybody 

Manages to exist in the country, if anybody 

Who is any body does. The country always  

bores me to death. 

Ans.  Introduction:  Here Gwendolen is speaking to Cecily. In this the personalities of Cecily 

Cardew and Gwendolen Fairfax. Both women have in common their singled-minded 

persistence in pursuing a husband named Ernest. They have strong opinions, are able to 

deal with unexpected situations, and are connected in many instances by dialogue that is 

repetitive and parallel. However, they also have many differences. 
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Reference to the context: Here Gwendolen talks in a manner to show her disliking for 

countryside. She comments sarcastically to Cecily about her astonishment on seeing 

flowers in the country where Cecily Cardew lives, Gwendolen says that country side 

would be last place on earth whrer she would like to live in.  

Cecily Cardew is passionate about her desires and her goals, but she is also overly 

protected in the country setting. She is being brought up far away from the temptations 

and social life of the city, protected until her coming out. Her goal is to marry a solid 

Victorian husband with the trustworthy name of Ernest. When she meets Algernon, she 

is sure she has found him. Gwendolen Fairfax is a big-city, sophisticated woman in sharp 

contrast to Cecily Cardew. 

  



8                                                                                                

 

For free study notes log on: www.gurukpo.com 
 
 
 

Poems 

1.  Attempt the critical appreciation of Browning‟s Porphyria‟s Lover. 

Ans 

Introduction :  Porphyria‘s Lover , a short dramatic monologue , was published in 1836 

with another poem ‗Johannes Agricola‘ in a monthly Magazine, the Monthly Repository. 

The two poems together were called Madhouse cells. Later on , the poem was published 

in Dramatic Lyrics, 1842. The monologue is spoken by the abnormal , if not actually 

insane , lover of Porphyria , after he strangulated her. 

Summary: The speaker lives in a cottage in the countryside. His lover, a blooming young 

woman named Porphyria, comes in out of a storm and proceeds to make a fire and bring 

cheer to the cottage. She embraces the speaker, offering him her bare shoulder. He tells 

us that he does not speak to her. Instead, he says, she begins to tell him how she has 

momentarily overcome societal strictures to be with him. He realizes that she 

―worship[s]‖ him at this instant. Realizing that she will eventually give in to society‘s 

pressures, and wanting to preserve the moment, he wraps her hair around her neck and 

strangles her. He then toys with her corpse, opening the eyes and propping the body up 

against his side. He sits with her body this way the entire night, the speaker remarking 

that God has not yet moved to punish him. 

Critical commentary: ―Porphyria‘s Lover‖ opens with a scene taken straight from the 

Romantic poetry of the earlier nineteenth century. While a storm rages outdoors, giving a 

demonstration of nature at its most sublime, the speaker sits in a cozy cottage. This is the 

picture of rural simplicity—a cottage by a lake, a rosy-cheeked girl, a roaring fire. 

However, once Porphyria begins to take off her wet clothing, the poem leaps into the 

modern world. She bares her shoulder to her lover and begins to caress him; this is a 

level of overt sexuality that has not been seen in poetry since the Renaissance. We then 

learn that Porphyria is defying her family and friends to be with the speaker; the scene is 

now not just sexual, but transgressively so. Illicit sex out of wedlock presented a major 

concern for Victorian society; the famous Victorian ―prudery‖ constituted only a 

backlash to what was in fact a popular obsession with the theme: the newspapers of the 

day reveled in stories about prostitutes and unwed mothers. Here, however, in 

―Porphyria‘s Lover,‖ sex appears as something natural, acceptable, and almost 

wholesome: Porphyria‘s girlishness and affection take prominence over any hints of 

immorality. 
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For the Victorians, modernity meant numbness: urban life, with its constant over-

stimulation and newspapers full of scandalous and horrifying stories, immunized people 

to shock. Many believed that the onslaught of amorality and the constant assault on the 

senses could be counteracted only with an even greater shock. This is the principle 

Browning adheres to in ―Porphyria‘s Lover.‖ In light of contemporary scandals, the 

sexual transgression might seem insignificant; so Browning breaks through his reader‘s 

probable complacency by having Porphyria‘s lover murder her; and thus he provokes 

some moral or emotional reaction in his presumably numb audience. This is not to say 

that Browning is trying to shock us into condemning either Porphyria or the speaker for 

their sexuality; rather, he seeks to remind us of the disturbed condition of the modern 

psyche. This poem, like much of Browning‘s work, conflates sex, violence, and aesthetics. 

Like many Victorian writers, Browning was trying to explore the boundaries of 

sensuality in his works. What is the relationship between the two? Which is ―worse‖? 

These are some of the questions that Browning‘s poetry puts up.. And he typically does 

not offer any answers to them: As a fairly liberal man, Browning is confused by his 

society‘s simultaneous embrace of both moral righteousness and a desire for sensation; 

―Porphyria‘s Lover‖ explores this contradiction. 

2  Discuss The Grammarian‟s Funeral as an epitome of Browning‟s philosophy. 

 Ans. ‗A Grammarian‘s Funeral‘ was written shortly after the revival of learning in Europe. It is 

a description of the funeral procession of a great scholar who spent the later years of his 

life in the study of Greek grammar. The grammarian‘s in Browning‘s poem is a true 

embodiment of the Renaissance spirit with his unquenchable thirst for knowledge, and 

his eagerness and enthusiasm for knowledge is the same what Robert Browning himself 

had. It is in the form of a dramatic monologue-the speaker is a member of the funeral 

procession and in his speech, he gives high praise to his late master, the grammarian, for 

his great thirst for knowledge and his firm determination to complete his task in the 

midst of the infirmities of old age and the severe handicaps of illness.―Look out if yonder 

be not day again Rimming the rock-row. That‘s the appropriate country; there man‘s 

thought, Rarer, intenser, Self-gathered for an outbreak, as it ought, Chafes in the censer.‖ 

The highland ‗rock-row‘ is a symbol of high purpose, because where there is purpose, 

because where there is purpose, man‘s thoughts will struggle to break away from all 

restraints (‗chafes in the censer‘) and to ascend to higher levels (rarer, intenser). 

  

We learn from the speaker that the grammarian was a gifted man but had wasted his 

youth. In the winter of old age, he suddenly woke up to the fact that he had 

accomplished nothing. He therefore made a strong resolution to devote the remaining 

years of his life to studies. He put on the gown of a scholar and resolved to master his 
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subject-Greek grammar-without caring for the difficulties he would have to face. ―How 

should spring take note Winter would follow? How can anyone in his youth ever think 

that old age will follow? ―New measures, other feet anon; My dance is finished?‖ In his 

old age, the movement of life has slowed down and his question is, is his activity now 

over? ―Theirs, who most studied man, bard and sage‖; reference to the humanist, the 

poets and learned men of the Renaissance, whose study centered on man. The 

grammarian‘s in Browning‘s poem is thus a true embodiment of the Renaissance spirit 

with his unquenchable thirst for knowledge, and his eagerness and enthusiasm for 

knowledge is the same what Robert Browning himself had.―That before living he‘d learn 

how to live‖; through his books, he would understand the meaning and purpose of life. 

―What‘s time? Leave Now for dogs and apes; Man has Forever‖; unlike the beast‘s life, 

man‘s life is not limited to this world, because he is concerned with the greater goal of 

eternity. ―Oh, if we draw a circle premature, Heedless of far gain, Greedy for quick 

returns of profit, sure, Bad is our bargain. Was it not great? Did not he throw on God, (He 

loves the burthen)-God‘s task to make the Heavenly period Perfect the earthen?‖ It is not 

wise to be impatient to obtain an early reward in this life, but we should patiently work 

for the perfect reward that will be given by god. 

3.  Critically analyze Hopkins‟ poem „God‟s Grandeur‟. 

Ans. "God‘s Grandeur" starts off with a claim: the earth is full God‘s special power, God‘s 

vitality. But the earth is ultimately temporary. The fire will go from it one day. It will 

reach a peak, then slowly spread, and then collapse. (This is confusing – don‘t try to take 

Hopkins too literally. Let your imagination feel and see the images he presents). 

The speaker states that the natural world is inseparable from God, but at the same time 

temporary. The speaker wants to know why don‘t people don't take better care of the 

natural world. Why don‘t they recognize and respect the power of God that is running 

through our environment? He says that people have been endlessly tromping and 

trudging through the world for so long, and now the surface of the earth is calloused and 

burnt over by industry. It looks blurry and out of focus with all this industry, and endless 

hard work covering it. 

According to the speaker, we humans stunk up the earth – everything looks and smells 

like people, and all the bad things people do. (The speaker doesn‘t sound too keen on 

people here.) The ground we walk on doesn‘t have any flowers or trees or grass on it. 

And we have to wear shoes, so we can no longer feel the ground itself. We have lost our 

connection with the natural world. 
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But don‘t worry – the speaker assures us – nature never stops. It‘s hiding underground, 

like a hidden spring. And even though the sun always sets in the west bringing darkness 

and night, it always rises again in the east, bringing light and morning. 

The speaker assures us that morning follows night, and light follows darkness, because 

the Holy Ghost is always hovering over the messed up world, pondering deeply, and 

worried. The upside, though, is that the Holy Ghost watches over the world and treats it 

in much the same way a bird would treat her unhatched eggs, providing comfort, 

security, warmth, beauty, and motion. 

4.  How does Mathew Arnold define poetry and its increased importance in the modern 

age? 

 Ans.  Matthew Arnold was one of the foremost poets and critics of the 19th century. While often 

regarded as the father of modern literary criticism, he also wrote extensively on social 

and cultural issues, religion, and education. Arnold was born into an influential English 

family—his father was a famed headmaster at Rugby—and graduated from Balliol 

College, Oxford. He began his career as a school inspector, traveling throughout much of 

England on the newly built railway system. When he was elected professor of poetry at 

Oxford in 1857, he was the first in the post to deliver his lectures in English rather than 

Latin. Walt Whitman famously dismissed him as a ―literary dude,‖ and while many have 

continued to disparage Arnold for his moralistic tone and literary judgments, his work 

also laid the foundation for important 20th century critics like T.S. Eliot, Cleanth Brooks, 

and Harold Bloom. His poetry has also had an enormous, though underappreciated, 

influence; Arnold is frequently acknowledged as being one of the first poets to display a 

truly Modern perspective in his work. 

Perhaps Arnold‘s most famous piece of literary criticism is his essay ―The Study of 

Poetry.‖ In this work, Arnold is fundamentally concerned with poetry‘s ―high destiny;‖ 

he believes that ―mankind will discover that we have to turn to poetry to interpret life for 

us, to console us, to sustain us‖ as science and philosophy will eventually prove flimsy 

and unstable. Arnold‘s essay thus concerns itself with articulating a ―high standard‖ and 

―strict judgment‖ in order to avoid the fallacy of valuing certain poems (and poets) too 

highly, and lays out a method for discerning only the best and therefore ―classic‖ poets 

(as distinct from the description of writers of the ancient world). Arnold‘s classic poets 

include Milton, Shakespeare, Dante, and Homer; and the passages he presents from each 

are intended to show how their poetry is timeless and moving. For Arnold, feeling and 

sincerity are paramount, as is the seriousness of subject: ―The superior character of truth 

and seriousness, in the matter and substance of the best poetry, is inseparable from the 

superiority of diction and movement marking its style and manner.‖ An example of an 
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indispensable poet who falls short of Arnold‘s ―classic‖ designation is Geoffrey Chaucer, 

who, Arnold states, ultimately lacks the ―high seriousness‖ of classic poets. 

At the root of Arnold‘s argument is his desire to illuminate and preserve the poets he 

believes to be the touchstones of literature, and to ask questions about the moral value of 

poetry that does not champion truth, beauty, valor, and clarity. Arnold‘s belief that 

poetry should both uplift and console drives the essay‘s logic and its conclusions. 

The essay was originally published as the introduction to T. H. Ward‘s anthology, The 

English Poets(1880). It appeared later in Essays in Criticism, Second Series. Lines from 

the essay - ―The future of poetry is immense, because in poetry, where it is worthy of its 

high destinies, our race, as time goes on, will find an ever surer and surer stay. There is 

not a creed which is not shaken, not an accredited dogma which is not shown to be 

questionable, not a received tradition which does not threaten to dissolve. Our religion 

has materialised itself in the fact, in the supposed fact; it has attached its emotion to the 

fact, and now the fact is failing it. But for poetry the idea is everything; the rest is a world 

of illusion, of divine illusion. Poetry attaches its emotion to the idea; the idea is the fact. 

The strongest part of our religion to-day is its unconscious poetry.‖ 

5.  Write a short note on Hopkins‟ “Felix Randall”. 

Ans. ―Felix Randal‖ is a sonnet with an Italian or Petrarchan rhyme scheme (abba, abba, ccd, 

ccd); although not published until 1918, it was written in 1880. The title character is 

known from extrinsic evidence to have been a thirty-one-year-old blacksmith named 

Felix Spencer, who died of pulmonary tuberculosis. 

 In fact, though the title is ―Felix Randal‖, the poem is just as much and perhaps even 

more about Hopkins‘ ministry. Note that Hopkins‘ reaction to the news that Felix is dead 

is neither sorrow nor joy but a comment that Hopkins own duty toward Felix is ―all-

ended‖ (line 1,776). He does not go on to speak of the good times in the man‘s life, but 

rather how his greatness diminished. He describes how he has watched the physical 

decline of this man, ―…his mould of man, big-boned and hardy handsome/pining, 

pining, till time when reason rambled in it and some/Fatal four disorders, fleshed there, 

all contended‖ (lines 2-4,776). Felix Randal was a ―farrier‖ (line 1,776), a blacksmith. It is 

interesting that his decline suits his profession; he loses his shape like a piece of metal in 

the forge, becoming amorphous. 

The second stanza concentrates on Felix as the object of Hopkins‘ ministries. Hopkins 

gives Felix Extreme Unction, ―Sickness broke him. Impatient he cursed at first, but 

mended/Being anointed and all;…‖ (lines 5-6,776). Extreme Unction is the final 

sacrament in the Catholic Church, meant to prepare one‘s soul to enter heaven. However, 
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Felix‘s attempt to skirt Hell began before the Anointing of the Sick near his deathbed, 

―though a heavenlier heart began some/Months earlier, since I had our sweet reprieve 

and ransom/Tendered to him‖ (lines 6-8,776). Notice that the emphasis is on the 

sacraments the man has received even more than the attitude change that has occurred. 

This is not a tale of a deathbed conversion. The focus is not on the dying man, but on 

Hopkins‘ work with the man. 

The next stanza is explicitly about Hopkins‘ specific ministry to Felix. Hopkins describes 

the connection between the two of them, ―This seeing the sick endears them to us, us too 

it endears./My tongue had taught thee comfort, touch had quenched thy tears,/Thy tears 

that touched my heart, child, Felix, poor Felix Randal‖ (lines 9-12,776). It is interesting 

that Hopkins portrays the relationship as reciprocal. Hopkins and Felix are both 

endeared to each other. Felix‘s tears which he wipes away touch his heart. That a whole 

stanza is given to the mutual aspect of the relationship rather than just Hopkins‘ one-

sided ministry to the man is significant. Perhaps Hopkins was trying to console himself 

to the idea of ministry, that it was not a constant giving with nothing in return. He 

needed to know that his personal sufferings had a purpose. Not only that, he wanted his 

spiritual exercises, his writings, to be missionary. He longed for recognition and was 

―…preoccupied with his lack of an audience‖  

 

The final stanza highlights the difference between the Felix Randal of life versus on his 

deathbed. In life, Felix Randal was a productive citizen, lively and ―boisterous‖ (line 

12,776). His work as a blacksmith garnered him respect, as he was ―powerful amidst 

peers‖ (line 13,776). However, as he approached death, he seemed the exact opposite: 

weak, cursing, and unlikeable. Hopkins notes the distinct difference, ―How far from then 

forethought of, all thy more boisterous years‖ (line 12,776). It is possible that this 

illustration of a distinct difference in personality and form between youth and old age 

had its roots in Hopkins‘ own disenchantment with his vocation. His later years found 

him frustrated with a sense of ―poetic infertility‖ (774). In addition, his ministries were 

tiring, as he later noted, ―It made even life a burden to me‖ (773). Indeed, the poem 

focuses more on Hopkins‘ reactions and musings on Felix Randal than on Felix Randal 

himself. 

6.  Write the critical appreciation of G.M Hopkins‟ “Pied Beauty”. 

Ans.  The speaker says we should glorify God because he has given us dappled, spotted, 

freckled, checkered, speckled, things. (This poem says "dappled" in a lot of different 

ways.) 
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The speaker goes on to give examples. We should praise God because of the skies with 

two colors, like a two-colored cow. And the little reddish dots on the side of trout. And 

the way fallen chestnuts look like red coals in a fire. And the blended colors of the wings 

of a finch (a kind of bird). And landscapes divided up by humans into plots for farming. 

And for all the different jobs that humans do.  

In short, the speaker thinks we should praise God for everything that looks a bit odd or 

unique, everything that looks like it doesn't quite fit in with the rest.  

All these beautiful, mixed-up, ever-changing things were created or "fathered" by a God 

who never changes. The speaker sums up what he believes should be our attitude in a 

brief, final l ine: "Praise Him." 

The speaker says that we should give glory to God for having created "dappled," or 

spotted things.  

If you're worried about not knowing exactly what "dappled" looks like, fear not: Hopkins 

is going to give you lots of examples. 

"Glory be to God" is a way of giving praise. If you've been to a service at a Christian 

Church, you might have heard this phrase before. Often it is sung in church hymns.  

In fact, the "hymn to creation" is a popular genre of hymn, which gives praise to God for 

all the things He has created. The speaker points to "dappled" things in particular. 

The "hymn to creation" is inspired by the Psalms in the Old Testament. These short songs 

are traditionally thought to have been written by King David of Israel (yes, the one with 

the sling shot who took on Goliath).  

Psalm 148 is one of the original hymns to creation: 

Praise him, you highest heavens  

and you waters above the skies. 

Let them praise the name of the Lord,  

for he commanded and they were created. 

As an ordained priest, Hopkins would have known these hymns well. 

Line 2 

For skies of couple-colour as a brinded cow; 
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The speaker gives examples of "dappled things." In this poem, at least, "dappled" refers 

to things with multiplied colors. 

Hopkins's first example is really two examples in one. "Skies of couple-color" are skies 

that have two colors. The most obvious possibilities are blue and white in a clear sky that 

is "dappled" or streaked with clouds. This image in turn reminds the speaker of a 

"brinded cow." 

This line surely has to be the most famous usage of "brinded" in all of literature. The 

word means to have hair with brownish spots or streaks. It means the same thing as the 

more common word "brindle," often used to describe the color of dogs like boxers or pit 

bulls. 

"Brindle" is also a kind of cow, but maybe not the one you'd expect. If you're anything 

like us, you were probably thinking of the famousblack and white Holstein cows. But 

brindled cows have a much more uneven coloring, usually in shades of brown.  

So there you go: a little lesson in livestock. 

Line 3 

For rose-moles all in stipple upon trout that swim; 

The small light-reddish dots or "rose-moles" on the side of trout are another example of 

"dappled things." They look like they have been drawn "in stipple" on the trout's body. 

"Stipple" is a technique in arts like drawing, painting, and sewing, to create texture 

through the use of small dots.  

Many trout, such as this Brown trout , do have red dots on their bodies. 

You may have noticed by now that Hopkins likes to use hyphens to create new words. 

"Couple-color" was one example, and "rose-moles" is another. 

Line 4 

Fresh-firecoal chestnut-falls; finches' wings; 

And here come two more hyphenated words, along with two more examples of "dappled 

things." The first example is "Fresh-firecoal chestnut-falls."  

This is probably the trickiest image in the poem, partly because we're not nearly as 

familiar with chestnuts as 19th-century English people would have been. 
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"Chestnut-falls" is not too hard to imagine. It refers to chestnuts that have fallen off the 

chestnut tree. This hyphenated word points to the specific chestnuts that have fallen from 

the tree.  

But "Fresh-firecoal" requires some background on nuts. 

When they are on a tree, chestnuts are covered by a spiky, light-green covering, but the 

nuts themselves are reddish-brown.  

When the nuts fall, they are "fresh" from the tree. Because of the contrast of red nuts with 

their outer covering, they look like the burning of coals inside a fire.  

To add another layer to this chestnut conundrum, people also like to cook these 

delectable nuts over fire. When the nuts get hot, they open up to reveal their "meat," 

inside. These opened chestnuts also look like embers.  

We're almost certain you now know more than you ever wanted to about chestnuts. 

Fortunately, the second example of a "dappled thing" in this line is much easier. 

Finches are small birds with streaks and spots.  

The speaker focuses only on the finches' wings – a sign of his great attention to detail. 

Line 5 

Landscape plotted and pieced--fold, fallow, and plough; 

Another dappled thing: the English landscape, divided up into different "plots" and 

"pieces" for farming and raising livestock.  

A "fold" is a fenced-in area for sheep, "fallow" describes a field that has been left empty, 

and the "plough" is a tool used to turn over the topsoil before planting crops. 

So far, the poem has not distinguished between big and small things. The cloud-speckled 

skies are comparable to the dots on a fish, despite the fact that these things are very 

different in size.  

Here the speaker transitions from a very small example – the "finches' wings" – to whole 

fields.  

He's also using a lot of alliteration, and "plotted/pierced" and "fold/fallow" are examples 

from this line.  
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Finally, the speaker makes no distinction between untouched parts of nature and the 

parts that have been adapted by humans. According to the speaker, farming is a part of 

God's creation, just like the finches and the fish. 

And all trades, their gear and tackle and trim. 

The speaker widens his focus from a single trade, or skilled job – farming – to all trades.  

He chooses three to represent the tools or accessories of all different kinds of jobs. 

Without delving too deep into their many possible uses, the words "gear and tackle and 

trim" point to fishing, sailing, and clothes-making, among other trades.  

"Trade" sounds old-fashioned now, but it suggests a natural connection between a person 

and his or her life's work. 

In this line, the dappled or spotted appearance of things becomes a metaphor for variety 

and mixture. In other words, the poem sets up a transition where "dappled" has a wider 

meaning in the second stanza.  

This meaning stands in direct contrast to the scope of the first stanza, in which the 

speaker focuses mainly on the visual. 

 

7.  Write the critical commentary on “The Windhover”. 

Ans. ―The Windhover‖ is a bird with the rare ability to hover in the air, essentially flying in 

place while it scans the ground in search of prey. The poet describes how he saw (or 

―caught‖) one of these birds in the midst of its hovering. The bird strikes the poet as the 

darling (―minion‖) of the morning, the crown prince (―dauphin‖) of the kingdom of 

daylight, drawn by the dappled colors of dawn. It rides the air as if it were on horseback, 

moving with steady control like a rider whose hold on the rein is sure and firm. In the 

poet‘s imagination, the windhover sits high and proud, tightly reined in, wings quivering 

and tense. Its motion is controlled and suspended in an ecstatic moment of concentrated 

energy. Then, in the next moment, the bird is off again, now like an ice skater balancing 

forces as he makes a turn. The bird, first matching the wind‘s force in order to stay still, 

now ―rebuff the big wind‖ with its forward propulsion. At the same moment, the poet 

feels his own heart stir, or lurch forward out of ―hiding,‖ as it were—moved by ―the 

achieve of, the mastery of‖ the bird‘s performance. 

The opening of the sestet serves as both a further elaboration on the bird‘s movement 

and an injunction to the poet‘s own heart. The ―beauty,‖ ―valour,‖ and ―act‖ (like ―air,‖ 
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―pride,‖ and ―plume‖) ―here buckle.‖ ―Buckle‖ is the verb here; it denotes either a 

fastening (like the buckling of a belt), a coming together of these different parts of a 

creature‘s being, or an acquiescent collapse (like the ―buckling‖ of the knees), in which all 

parts subordinate themselves into some larger purpose or cause. In either case, a 

unification takes place. At the moment of this integration, a glorious fire issues forth, of 

the same order as the glory of Christ‘s life and crucifixion, though not as grand. 

FORM 

The confusing grammatical structures and sentence order in this sonnet contribute to its 

difficulty, but they also represent a masterful use of language. Hopkins blends and 

confuses adjectives, verbs, and subjects in order to echo his theme of smooth merging: 

the bird‘s perfect immersion in the air, and the fact that his self and his action are 

inseparable. Note, too, how important the ―-ing‖ ending is to the poem‘s rhyme scheme; 

it occurs in verbs, adjectives, and nouns, linking the different parts of the sentences 

together in an intense unity. A great number of verbs are packed into a short space of 

lines, as Hopkins tries to nail down with as much descriptive precision as possible the 

exact character of the bird‘s motion. 

―The Windhover‖ is written in ―sprung rhythm,‖ a meter in which the number of accents 

in a line are counted but the number of syllables does not matter. This technique allows 

Hopkins to vary the speed of his lines so as to capture the bird‘s pausing and racing. 

Listen to the hovering rhythm of ―the rolling level underneath him steady air,‖ and the 

arched brightness of ―and striding high there.‖ The poem slows abruptly at the end, 

pausing in awe to reflect on Christ. 

Commentary 

This poem follows the pattern of so many of Hopkins‘s sonnets, in that a sensuous 

experience or description leads to a set of moral reflections. Part of the beauty of the 

poem lies in the way Hopkins integrates his masterful description of a bird‘s physical 

feat with an account of his own heart‘s response at the end of the first stanza. However, 

the sestet has puzzled many readers because it seems to diverge so widely from the 

material introduced in the octave. At line nine, the poem shifts into the present tense, 

away from the recollection of the bird. The horse-and-rider metaphor with which 

Hopkins depicted the windhover‘s motion now give way to the phrase ―my chevalier‖—

a traditional Medieval image of Christ as a knight on horseback, to which the poem‘s 

subtitle (or dedication) gives the reader a clue. The transition between octave and sestet 

comes with the statement in lines 9-11 that the natural (―brute‖) beauty of the bird in 
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flight is but a spark in comparison with the glory of Christ, whose grandeur and spiritual 

power are ―a billion times told lovelier, more dangerous.‖ 

The first sentence of the sestet can read as either descriptive or imperative, or both. The 

idea is that something glorious happens when a being‘s physical body, will, and action 

are all brought into accordance with God‘s will, culminating in the perfect self-

expression. Hopkins, realizing that his own heart was ―in hiding,‖ or not fully committed 

to its own purpose, draws inspiration from the bird‘s perfectly self-contained, self-

reflecting action. Just as the hovering is the action most distinctive and self-defining for 

the windhover, so spiritual striving is man‘s most essential aspect. At moments when 

humans arrive at the fullness of their moral nature, they achieve something great. But 

that greatness necessarily pales in comparison with the ultimate act of self-sacrifice 

performed by Christ, which nevertheless serves as our model and standard for our own 

behavior. 

The final tercet within the sestet declares that this phenomenon is not a ―wonder,‖ but 

rather an everyday occurrence—part of what it means to be human. This striving, far 

from exhausting the individual, serves to bring out his or her inner glow—much as the 

daily use of a metal plow, instead of wearing it down, actually polishes it—causing it to 

sparkle and shine. The suggestion is that there is a glittering, luminous core to every 

individual, which a concerted religious life can expose. The subsequent image is of 

embers breaking open to reveal a smoldering interior. Hopkins words this image so as to 

relate the concept back to the Crucifixion: The verb ―gash‖ (which doubles for ―gush‖) 

suggests the wounding of Christ‘s body and the shedding of his ―gold-vermilion‖ blood. 

The poem opens with a rejection of Despair, that ―carrion comfort.‖ To ―feast‖ on 

despair, Hopkins avers, would be like eating something dead and vile. Nor will the poet 

unravel his ―last strands‖ of humanity by giving up hope, though he is close to 

hopelessness and the strands are already ―slack.‖ He makes the feeble but determined 

assertion ―I can,‖ and then goes on to explore what that assertion might mean, what basic 

action or spiritual gesture might serve to counteract despair: doing ―something‖ that 

expresses hope, even if it is as minimal as wishing for morning or as negative as deciding 

not to kill himself. 

Having skirted the pit of despair, the poet questions God about the suffering that has 

drawn him so close to hopelessness. He asks why God would, so roughly, with his 

powerful right foot, ―rock‖ his world and send him writhing. Why would God swipe at 

him with the dull and indiscriminate blow of a ―lionlimb‖? Why, then, maliciously look 

at him lying there with ―bruised bones‖ and further torment him with gales of 
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―tempest,‖ while he cowers, ―heaped there,‖ wanting to escape but exhausted and with 

nowhere to run? 

Then the poet attempts an answer. The ―tempest‖ was actually a harvest wind, shucking 

the ―chaff‖ from the wheat to expose the kernels of goodness concealed within. In patient 

acceptance of divine vengeance, the poet has ―kissed the rod‖ of God‘s punishment—or 

rather, he corrects himself, he has kissed the hand that held that rod. Since then he has 

suffered ―toil‖ and ―coil,‖ yet the act of acceptance has also brought a resurgence of 

optimism, mounting gradually to a ―cheer.‖ But this word prompts another round of 

questioning (―Cheer whom though?‖); now that he knows that God‘s rough treatment of 

him was for his own good, should he now applaud God for having treated him so? Or 

does he congratulate himself for having struggled, for having met God directly? Or both? 

The speaker, however far he has come from the brink of despair, is perhaps still trying to 

come to terms with that dark ―year‖ of suffering in which he struggled with God. 

Commentary 

Hopkins wrote this sonnet at a time when he had just emerged from a long period of 

depression and inner anguish. The poem is carefully designed to surprise the reader and 

dramatize the moment of recognition that the speaker experiences in coming to terms 

with his own spiritual struggle. The interpretation of the poem depends in large measure 

on how one reads the transitions between the poem‘s three sections (the first quatrain, 

the second quatrain, and the sestet). In particular, ascertaining the poem‘s chronology 

can be troubling, in part because Hopkins withholds an important piece of chronological 

information until line 10, when the poem first shifts into the past tense. In the second 

stanza, there is a disturbing immediacy in the poet‘s urgent protests against God‘s 

unrelenting persecution; only in line 10does the poet reveal that the trial has already 

passed. In light of this recognition, the reader must reevaluate the preceding lines. What 

is the order of cause and effect? Why does Hopkins use the present tense for the past 

events of the poem? 

The order of the events described in the first two quatrains seems to be reversed in the 

telling. Presumably, the struggle against despair in lines one through four provided a 

sequel to the violence depicted in lines five through eight. Yet the fact that this second 

quatrain is written in interrogative form brings it into the present of the poem. It both 

tells of past events and asks about their meaning from a retrospective vantage (as if from 

the present). In this interpretation, the poem contains two different narrative lines 

superimposed on one another. The first deals with a ―now done‖ crisis of suffering and 

resistance, in which the poet struggled in futility against God. The second ―plot‖ takes 

place later than the first but is also, one hopes, nearing consummation via the thinking 
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processes that have contributed to the making of the poem itself. This plot is the poet‘s 

attempt to understand the initial crisis—and it is this plot that takes place in the 

―present‖ of the poem. In this latter narrative, the content of the second 

quatrain doestemporally follow that of the first; it constitutes the (partly self-pitying) 

questions that still remain even after the poet has decided not to give up hope. These four 

lines mark the problem of understanding still at hand for the poet, a problem that will 

then be resolved in the sestet. There, the poet abandons the tone of impassioned self-

protection and seeks theological explanations for suffering and spiritual struggle. 

Another chronological ambiguity centers on line 10. One might assume that the ―toil‖ 

and ―coil‖ Hopkins has experienced since he ―kissed the rod‖ are precisely this struggle 

for understanding, after the experience of complete abjection before God forced his spirit 

into submission. It is out of that second struggle, in which he acknowledges both God‘s 

and his own roles in the earlier, more wrenching struggle, that his heart is able to 

recover. On the other hand, we might read the phrase ―since (seems) I kissed the rod‖ 

differently. In light of that puzzling parenthetical ―seems,‖ one might decide that all the 

violence of the second quatrain has taken place after Hopkins thought he had made his 

peace with God. In that case, the crux of the theological problem would lie with the 

inscrutability of a God who would inflict such suffering on even Hopkins, a priest who 

had devoted his life to God‘s service. 

There is also a way of reading the chronology of the poem more continuously. The 

punishments in the second quatrain are perhaps inflicted by God in retaliation against 

the poet‘s (insufficient) first resolution against despair. In this reading, the poem would 

imply that the conclusions in the first stanza are unacceptable to God—the decision to 

―not choose not to be‖ might seem willful and self-regarding, as compared to the 

humility and prostration before God‘s will at which the poet afterward arrives. In this 

reading, the renewal of questioning in the last lines might look like a further lapse, as the 

struggle for understanding continues in the poet‘s own heart even though he ought to 

stand in total acceptance of God‘s will. 

From the beginning, the poem works to contrast active and passive behavior, and to 

weigh the two against each other. Despair is a kind of extreme passivity, and a serious 

sin in Christian doctrine. Hopkins graphically dramatizes the difference between this 

despair on the one hand and some hopeful spiritual activity on the other. In the eighth 

line we see the speaker as a pile of bones lying ―heaped there,‖ dehumanized, cowering, 

panicked, and struggling desperately for survival. The sestet depicts the slow emergence 

from out of that heap, like an animal rising into a human being: lapping tentatively at 

strength as though it were restorative water, then seizing joy surreptitiously and, finally, 

more willfully—with a ―laugh‖ and a ―cheer.‖ This is the purified heart rising out of the 
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pile of bones, with more agency than in the foregoing image of the wheat being stripped 

of its chaff by a fortuitous wind. In the self-pitying language of the second quatrain, the 

speaker was a passive victim. However, in the later assessment, he decides that he too 

might deserve some credit for having battled it out with God, even if he felt 

comparatively helpless at the time. The image of kissing the rod, likewise, involves an act 

of self-subordination that is nevertheless an act, and not perfectly passive. Not only has 

this act resulted in a personal purification, but it has also given the speaker something 

else: a certain measure of joy or contentment. 

8.   Write the critical appreciation of “God‟s Grandeur”. 

Ans.   The first four lines of the octave (the first eight-line stanza of an Italian sonnet) describe a 

natural world through which God‘s presence runs like an electrical current, becoming 

momentarily visible in flashes like the refracted glintings of light produced by metal foil 

when rumpled or quickly moved. Alternatively, God‘s presence is a rich oil, a kind of sap 

that wells up ―to a greatness‖ when tapped with a certain kind of patient pressure. Given 

these clear, strong proofs of God‘s presence in the world, the poet asks how it is that 

humans fail to heed (―reck‖) His divine authority (―his rod‖). 

The second quatrain within the octave describes the state of contemporary human life—

the blind repetitiveness of human labor, and the sordidness and stain of ―toil‖ and 

―trade.‖ The landscape in its natural state reflects God as its creator; but industry and the 

prioritization of the economic over the spiritual have transformed the landscape, and 

robbed humans of their sensitivity to the those few beauties of nature still left. The shoes 

people wear sever the physical connection between our feet and the earth they walk on, 

symbolizing an ever-increasing spiritual alienation from nature. 

The sestet (the final six lines of the sonnet, enacting a turn or shift in argument) asserts 

that, in spite of the fallenness of Hopkins‘s contemporary Victorian world, nature does 

not cease offering up its spiritual indices. Permeating the world is a deep ―freshness‖ that 

testifies to the continual renewing power of God‘s creation. This power of renewal is seen 

in the way morning always waits on the other side of dark night. The source of this 

constant regeneration is the grace of a God who ―broods‖ over a seemingly lifeless world 

with the patient nurture of a mother hen. This final image is one of God guarding the 

potential of the world and containing within Himself the power and promise of rebirth. 

With the final exclamation (―ah! bright wings‖) Hopkins suggests both an awed intuition 

of the beauty of God‘s grace, and the joyful suddenness of a hatchling bird emerging out 

of God‘s loving incubation. 

Form 
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This poem is an Italian sonnet—it contains fourteen lines divided into an octave and a 

sestet, which are separated by a shift in the argumentative direction of the poem. The 

meter here is not the ―sprung rhythm‖ for which Hopkins is so famous, but it does vary 

somewhat from the iambic pentameter lines of the conventional sonnet. For example, 

Hopkins follows stressed syllable with stressed syllable in the fourth line of the poem, 

bolstering the urgency of his question: ―Why do men then now not reck his rod?‖ 

Similarly, in the next line, the heavy, falling rhythm of ―have trod, have trod, have trod,‖ 

coming after the quick lilt of ―generations,‖ recreates the sound of plodding footsteps in 

striking onomatopoeia. 

Commentary 

The poem begins with the surprising metaphor of God‘s grandeur as an electric force. 

The figure suggests an undercurrent that is not always seen, but which builds up a 

tension or pressure that occasionally flashes out in ways that can be both brilliant and 

dangerous. The optical effect of ―shook foil‖ is one example of this brilliancy. The image 

of the oil being pressed out of an olive represents another kind of richness, where 

saturation and built-up pressure eventually culminate in a salubrious overflow. The 

image of electricity makes a subtle return in the fourth line, where the ―rod‖ of God‘s 

punishing power calls to mind the lightning rod in which excess electricity in the 

atmosphere will occasionally ―flame out.‖ Hopkins carefully chooses this complex of 

images to link the secular and scientific to mystery, divinity, and religious tradition. 

Electricity was an area of much scientific interest during Hopkins‘s day, and is an 

example of a phenomenon that had long been taken as an indication of divine power but 

which was now explained in naturalistic, rational terms. Hopkins is defiantly affirmative 

in his assertion that God‘s work is still to be seen in nature, if men will only concern 

themselves to look. Refusing to ignore the discoveries of modern science, he takes them 

as further evidence of God‘s grandeur rather than a challenge to it. Hopkins‘s awe at the 

optical effects of a piece of foil attributes revelatory power to a man-made object; gold-

leaf foil had also been used in recent influential scientific experiments. The olive oil, on 

the other hand, is an ancient sacramental substance, used for centuries for food, 

medicine, lamplight, and religious purposes. This oil thus traditionally appears in all 

aspects of life, much as God suffuses all branches of the created universe. Moreover, the 

slowness of its oozing contrasts with the quick electric flash; the method of its extraction 

implies such spiritual qualities as patience and faith. (By including this description 

Hopkins may have been implicitly criticizing the violence and rapaciousness with which 

his contemporaries drilled petroleum oil to fuel industry.) Thus both the images of the 

foil and the olive oil bespeak an all-permeating divine presence that reveals itself in 

intermittent flashes or droplets of brilliance. 
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Hopkins‘s question in the fourth line focuses his readers on the present historical 

moment; in considering why men are no longer God-fearing, the emphasis is on ―now.‖ 

The answer is a complex one. The second quatrain contains an indictment of the way a 

culture‘s neglect of God translates into a neglect of the environment. But it also suggests 

that the abuses of previous generations are partly to blame; they have soiled and 

―seared‖ our world, further hindering our ability to access the holy. Yet the sestet affirms 

that, in spite of the interdependent deterioration of human beings and the earth, God has 

not withdrawn from either. He possesses an infinite power of renewal, to which the 

regenerative natural cycles testify. The poem reflects Hopkins‘s conviction that the 

physical world is like a book written by God, in which the attentive person can always 

detect signs of a benevolent authorship, and which can help mediate human beings‘ 

contemplation of this Author. 
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Novels 

1.  Write the character sketch of Algernon Moncrieff. 

Ans.   Algernon, the play‘s secondary hero, is closer to the figure of the dandy than any other 

character in the play. A charming, idle, decorative bachelor, Algernon is brilliant, witty, 

selfish, amoral, and given to making delightful paradoxical and epigrammatic 

pronouncements that either make no sense at all or touch on something profound. Like 

Jack, Algernon has invented a fictional character, a chronic invalid named Bunbury, to 

give him a reprieve from his real life. Algernon is constantly being summoned to 

Bunbury‘s deathbed, which conveniently draws him away from tiresome or distasteful 

social obligations. Like Jack‘s fictional brother Ernest, Bunbury provides Algernon with a 

way of indulging himself while also suggesting great seriousness and sense of duty. 

However, a salient difference exists between Jack and Algernon. Jack does not admit to 

being a ―Bunburyist,‖ even after he‘s been called on it, while Algernon not only 

acknowledges his wrongdoing but also revels in it. Algernon‘s delight in his own 

cleverness and ingenuity has little to do with a contempt for others. Rather, his personal 

philosophy puts a higher value on artistry and genius than on almost anything else, and 

he regards living as a kind of art form and life as a work of art—something one creates 

oneself. 

Algernon is a proponent of aestheticism and a stand-in for Wilde himself, as are all 

Wilde‘s dandified characters, including Lord Goring in An Ideal Husband, Lord 

Darlington in Lady Windermere‘s Fan, Lord Illingworth in A Woman of No 

Importance, and Lord Henry Wootton in The Picture of Dorian Gray. Unlike these other 

characters, however, Algernon is completely amoral. Where Lord Illingworth and Lord 

Henry are downright evil, and Lord Goring and Lord Darlington are deeply good, 

Algernon has no moral convictions at all, recognizing no duty other than the 

responsibility to live beautifully. 

 

2.  How does Oscar Wilde satirize social vanity in the play The Importance of Being 

Earnest? 

Ans.  Introduction : The Importance of Being Earnest is a comedy of manners, whereby Oscar 

Wilde uses satire to ridicule marriage, love and the mentality of the Victorian aristocratic 

society. It can also be referred to as a satiric comedy.  The play is actually an ongoing 

debate about the nature of marriage and whether it is ―pleasant or unpleasant.‖ Lane 

remarks casually that he believes it to be ―a very pleasant state,‖ before admitting that his 
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own marriage, now presumably ended, was the result of ―a misunderstanding between 

myself and a young person.‖ Algernon regards Lane‘s views on marriage as ―somewhat 

lax.‖ His own views are relentlessly cynical until he meets and falls in love with Cecily. 

Jack, by contrast, speaks in the voice of the true romantic. He tells Algernon, however, 

that the truth ―isn‘t quite the sort of thing one tells to a nice, sweet, refined girl.‖ At the 

end of the play, Jack apologizes to Gwendolen when he realizes he had been telling the 

truth all his life. She forgives him, she says, on the grounds that she thinks he‘s sure to 

change, which suggests Gwendolen‘s own rather cynical view of the nature of men and 

marriage. The aristocratic Victorians valued duty and respectability above all 

else. Earnestness — a determined and serious desire to do the correct thing — was at the 

top of the code of conduct. Appearance was everything, and style was much more 

important than substance. So, while a person could lead a secret life, carry on affairs 

within marriage or have children outside of wedlock, society would look the other way 

as long as the appearance of propriety was maintained. For this reason, Wilde questions 

whether the more important or serious issues of the day are overlooked in favor of trivial 

concerns about appearance. Gwendolen is the paragon of this value. Her marriage 

proposal must be performed correctly, and her brother even practices correct proposals. 

Gwendolen's aristocratic attitude is "In matters of grave importance, style, not sincerity is 

the vital thing." The trivial is important; the serious is overlooked. 

The tea ceremony in Act II is a hilarious example of Wilde's contention that manners and 

appearance are everything. The guise of correctness is the framework for war. Both 

women, thinking they are engaged to the same person, wage a civilized "war" over the 

tea service while the servants silently watch. When Gwendolen requests no sugar, Cecily 

adds four lumps to her cup. Although she asks for bread and butter, Gwendolen is given 

a large slice of cake. Her true feelings come out only in an aside that Cecily supposedly 

cannot hear: "Detestable girl!" Gwendolen is also appalled to find that Cecily is living in 

Jack's country home, and she inquires about a chaperone. Wilde gives examples again 

and again of the aristocrat's concern for propriety that everything is done properly no 

matter what those good manners might be camouflaging. 

                  

                                                  

3.  Attempt a detailed character sketch of Mr. Heathcliff as portrayed in the novel 

Wuthering Heights. 

Ans.  Wuthering Heights centers around the story of Heathcliff. The first paragraph of the 

novel provides a vivid physical picture of him, as Lockwood describes how his ―black 
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eyes‖ withdraw suspiciously under his brows at Lockwood‘s approach. Nelly‘s story 

begins with his introduction into the Earnshaw family, his vengeful machinations drive 

the entire plot, and his death ends the book. The desire to understand him and his 

motivations has kept countless readers engaged in the novel. 

Heathcliff, however, defies being understood, and it is difficult for readers to resist 

seeing what they want or expect to see in him. The novel teases the reader with the 

possibility that Heathcliff is something other than what he seems—that his cruelty is 

merely an expression of his frustrated love for Catherine, or that his sinister behaviors 

serve to conceal the heart of a romantic hero. We expect Heathcliff‘s character to contain 

such a hidden virtue because he resembles a hero in a romance novel. Traditionally, 

romance novel heroes appear dangerous, brooding, and cold at first, only later to emerge 

as fiercely devoted and loving. One hundred years before Emily 

Brontëewrote Wuthering Heights, the notion that ―a reformed rake makes the best 

husband‖ was already a cliché of romantic literature, and romance novels center around 

the same cliché to this day. 

However, Heathcliff does not reform, and his malevolence proves so great and long-

lasting that it cannot be adequately explained even as a desire for revenge against 

Hindley, Catherine, Edgar, etc. As he himself points out, his abuse of Isabella is purely 

sadistic, as he amuses himself by seeing how much abuse she can take and still come 

cringing back for more. Critic Joyce Carol Oates argues that Emily Bronte does the same 

thing to the reader that Heathcliff does to Isabella, testing to see how many times the 

reader can be shocked by Heathcliff‘s gratuitous violence and still, masochistically, insist 

on seeing him as a romantic hero. 

It is significant that Heathcliff begins his life as a homeless orphan on the streets of 

Liverpool. When Bronte composed her book, in the 1840s, the English economy was 

severely depressed, and the conditions of the factory workers in industrial areas like 

Liverpool were so appalling that the upper and middle classes feared violent revolt. 

Thus, many of the more affluent members of society beheld these workers with a mixture 

of sympathy and fear. In literature, the smoky, threatening, miserable factory-towns were 

often represented in religious terms, and compared to hell. The poet William Blake, 

writing near the turn of the nineteenth century, speaks of England‘s ―dark Satanic Mills.‖ 

Heathcliff, of course, is frequently compared to a demon by the other characters in the 

book. 

Considering this historical context, Heathcliff seems to embody the anxieties that the 

book‘s upper- and middle-class audience had about the working classes. The reader may 

easily sympathize with him when he is powerless, as a child tyrannized by Hindley, 
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Earnshaw, but he becomes a villain when he acquires power and returns to Wuthering 

Heights with money and the trappings of a gentleman. This corresponds with the 

ambivalence the upper classes felt toward the lower classes—the upper classes had 

charitable impulses toward lower-class citizens when they were miserable, but feared the 

prospect of the lower classes trying to escape their miserable circumstances by acquiring 

political, social, cultural, or economic power 

 

4.  A tale of Two cities is a reflection of social and political life of Europe. Discuss. 

Ans.   Introduction: In A Tale of Two cities Dickens begins his narrative of events from 1775, 

the year in which the American War of Independence was formally declared. England 

and France were both in turmoil. 

The year is 1775, and social ills plague both France and England. Jerry Cruncher, an odd-

job man who works for Tellson‘s Bank, stops the Dover mail-coach with an urgent 

message for Jarvis Lorry. The message instructs Lorry to wait at Dover for a young 

woman, and Lorry responds with the cryptic words, ―Recalled to Life.‖ At Dover, Lorry 

is met by Lucie Manette, a young orphan whose father, a once-eminent doctor whom she 

supposed dead, has been discovered in France. Lorry escorts Lucie to Paris, where they 

meet Defarge, a former servant of Doctor Manette, who has kept Manette safe in a garret. 

Driven mad by eighteen years in the Bastille, Manette spends all of his time making 

shoes, a hobby he learned while in prison. Lorry assures Lucie that her love and devotion 

can recall her father to life, and indeed they do. The year is now 1780. Charles Darnay 

stands accused of treason against the English crown. A bombastic lawyer named Stryver 

pleads Darnay‘s case, but it is not until his drunk, good-for-nothing colleague, Sydney 

Carton, assists him that the court acquits Darnay. Carton clinches his argument by 

pointing out that he himself bears an uncanny resemblance to the defendant, which 

undermines the prosecution‘s case for unmistakably identifying Darnay as the spy the 

authorities spotted. Lucie and Doctor Manette watched the court proceedings, and that 

night, Carton escorts Darnay to a tavern and asks how it feels to receive the sympathy of 

a woman like Lucie. Carton despises and resents Darnay because he reminds him of all 

that he himself has given up and might have been. 

In France, the cruel Marquis Evremonde runs down a plebian child with his carriage. 

Manifesting an attitude typical of the aristocracy in regard to the poor at that time, the 

Marquis shows no regret, but instead curses the peasantry and hurries home to his 

chateau, where he awaits the arrival of his nephew, Darnay, from England. Arriving later 

that night, Darnay curses his uncle and the French aristocracy for its abominable 
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treatment of the people. He renounces his identity as an Evremonde and announces his 

intention to return to England. That night, the Marquis is murdered; the murderer has 

left a note signed with the nickname adopted by French revolutionaries: ―Jacques.‖ 

A year passes, and Darnay asks Manette for permission to marry Lucie. He says that, if 

Lucie accepts, he will reveal his true identity to Manette. Carton, meanwhile, also 

pledges his love to Lucie, admitting that, though his life is worthless, she has helped him 

dream of a better, more valuable existence. On the streets of London, Jerry Cruncher gets 

swept up in the funeral procession for a spy named Roger Cly. Later that night, he 

demonstrates his talents as a ―Resurrection-Man,‖ sneaking into the cemetery to steal and 

sell Cly‘s body. In Paris, meanwhile, another English spy known as John Barsad drops 

into Defarge‘s wine shop. Barsad hopes to turn up evidence concerning the mounting 

revolution, which is still in its covert stages. Madame Defarge sits in the shop knitting a 

secret registry of those whom the revolution seeks to execute. Back in London, Darnay, 

on the morning of his wedding, keeps his promise to Manette; he reveals his true identity 

and, that night, Manette relapses into his old prison habit of making shoes. After nine 

days, Manette regains his presence of mind, and soon joins the newlyweds on their 

honeymoon. Upon Darnay‘s return, Carton pays him a visit and asks for his friendship. 

Darnay assures Carton that he is always welcome in their home. 

The year is now 1789. The peasants in Paris storm the Bastille and the French Revolution 

begins. The revolutionaries‘ murder aristocrats in the streets, and Gabelle, a man charged 

with the maintenance of the Evrémonde estate is imprisoned. Three years later, he writes 

to Darnay, asking to be rescued. Despite the threat of great danger to his person, Darnay 

departs immediately for France. 

As soon as Darnay arrives in Paris, the French revolutionaries arrest him as an emigrant. 

Lucie and Manette make their way to Paris in hopes of saving him. Darnay remains in 

prison for a year and three months before receiving a trial. In order to help free him, 

Manette uses his considerable influence with the revolutionaries, who sympathize with 

him for having served time in the Bastille. Darnay receives an acquittal, but that same 

night he is arrested again. The charges, this time, come from Defarge and his vengeful 

wife. Carton arrives in Paris with a plan to rescue Darnay and obtains the help of John 

Barsad, who turns out to be Solomon Pross, the long-lost brother of Miss Pross, Lucie‘s 

loyal servant. At Darnay‘s trial, Defarge produces a letter that he discovered in Manette‘s 

old jail cell in the Bastille. The letter explains the cause of Manette‘s imprisonment. Years 

ago, the brothers Evrémonde (Darnay‘s father and uncle) enlisted Manette‘s medical 

assistance. They asked him to tend to a woman, whom one of the brothers had raped, 

and her brother, whom the same brother had stabbed fatally. Fearing that Manette might 

report their misdeeds, the Evrémondes had him arrested. Upon hearing this story, the 
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jury condemns Darnay for the crimes of his ancestors and sentences him to die within 

twenty-four hours. That night, at the Defarge‘s wine shop, Carton overhears Madame 

Defarge plotting to have Lucie and her daughter (also Darnay‘s daughter) executed as 

well; Madame Defarge, it turns out, is the surviving sibling of the man and woman killed 

by the Evrémondes. Carton arranges for the Manettes‘ immediate departure from France. 

He then visits Darnay in prison, tricks him into changing clothes with him, and, after 

dictating a letter of explanation, drugs his friend unconscious. Barsad carries Darnay, 

now disguised as Carton, to an awaiting coach, while Carton, disguised as Darnay, 

awaits execution. As Darnay, Lucie, their child, and Dr. Manette speed away from Paris, 

Madame Defarge arrives at Lucie‘s apartment, hoping to arrest her. There she finds the 

supremely protective Miss Pross. A scuffle ensues, and Madame Defarge dies by the 

bullet of her own gun. Sydney Carton meets his death at the guillotine, and the narrator 

confidently asserts that Carton dies with the knowledge that he has finally imbued his 

life with meaning. 

 

 

5.  Discuss „Jude The Obscure‟ as a tragic novel. 

Ans   Jude the Obscure is a tragedy that depicts Victorian society's oppression of the human 

spirit. Jude Fawley's life symbolizes not only the tragedy of hasty and poorly thought out 

marriages, but the social ostracism that living that comes from living by a different set of 

moral codes than the rest of society.  

 

Jude's disillusionment with organized religion (something he deemed cruel), his belief 

that existing civil laws were irrational, and the natural law that condemned all humanity 

to suffer and die caused him to enter a state of inertia which seemed cruel, civil law 

which seemed irrational, and natural law which leads everyone, no matter their 

supposed worth, to suffer and eventually die, causes Jude to eventually enter into a state 

of inertia. Jude resigns himself to death, and in turn loses his family; he loses everything. 

Eventually, he dies alone. 

Though in this novel Hardy makes less significant use of his Wessex landscape, as well as 

its customs, superstitions, humor, and human types, than he does in other novels, it is of 

some importance. Almost all the characters are deeply rooted in and responsive to place, 

as shown, for example, in Jude's sense of all that has happened on the ridge-track near 

the Brown House outside Marygreen. Characters like Drusilla Fawley or Mrs. Edlin are 

very much a product of the area, the aunt with her references to family history, the 
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widow with her comments about marriage. But Hardy's desire to work out his theme 

seems to override most of this local reference. 
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Essays 

 

1.  Write a short note on The Study of poetry written by Mathew Arnold. 

Ans.  Matthew Arnold was one of the foremost poets and critics of the 19th century. 
While often regarded as the father of modern literary criticism, he also wrote 
extensively on social and cultural issues, religion, and education. Arnold was 
born into an influential English family—his father was a famed headmaster at 
Rugby—and graduated from Balliol College, Oxford. He began his career as a 
school inspector, traveling throughout much of England on the newly built 
railway system. When he was elected professor of poetry at Oxford in 1857, he 
was the first in the post to deliver his lectures in English rather than Latin. Walt 
Whitman famously dismissed him as a ―literary dude,‖ and while many have 
continued to disparage Arnold for his moralistic tone and literary judgments, his 
work also laid the foundation for important 20th century critics like T.S. Eliot, 
Cleanth Brooks, and Harold Bloom. His poetry has also had an enormous, though 
underappreciated, influence; Arnold is frequently acknowledged as being one of 
the first poets to display a truly Modern perspective in his work. 

Perhaps Arnold‘s most famous piece of literary criticism is his essay ―The Study 
of Poetry.‖ In this work, Arnold is fundamentally concerned with poetry‘s ―high 
destiny;‖ he believes that ―mankind will discover that we have to turn to poetry 
to interpret life for us, to console us, to sustain us‖ as science and philosophy will 
eventually prove flimsy and unstable. Arnold‘s essay thus concerns itself with 
articulating a ―high standard‖ and ―strict judgment‖ in order to avoid the fallacy 
of valuing certain poems (and poets) too highly, and lays out a method for 
discerning only the best and therefore ―classic‖ poets (as distinct from the 
description of writers of the ancient world). Arnold‘s classic poets include Milton, 
Shakespeare, Dante, and Homer; and the passages he presents from each are 
intended to show how their poetry is timeless and moving. For Arnold, feeling 
and sincerity are paramount, as is the seriousness of subject: ―The superior 
character of truth and seriousness, in the matter and substance of the best poetry, 
is inseparable from the superiority of diction and movement marking its style and 
manner.‖ An example of an indispensable poet who falls short of Arnold‘s 
―classic‖ designation is Geoffrey Chaucer, who, Arnold states, ultimately lacks 
the ―high seriousness‖ of classic poets. 
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At the root of Arnold‘s argument is his desire to illuminate and preserve the poets he 

believes to be the touchstones of literature, and to ask questions about the moral value of 

poetry that does not champion truth, beauty, valor, and clarity. Arnold‘s belief that 

poetry should both uplift and console drives the essay‘s logic and its conclusions. 

 

2.  Write the detailed description of Walter Pater‟s „Postscript‟. 
Ans.  Since all progress of mind consists for the most part in differentiation, in the resolution 

of an obscure and complex object into its component aspects, it is surely the stupidest of 
losses to confuse things which right reason has put asunder, to lose the sense of achieved 
distinctions, the distinction between poetry and prose, for instance, or, to speak more 
exactly, between the laws and characteristic excellences of verse and prose composition.  
On the other hand, those who have dwelt most emphatically on the distinction between 
prose and verse, prose and poetry, may sometimes have been tempted to limit the proper 
functions of prose too narrowly; and this again is at least false economy, as being, in 
effect, the renunciation of a certain means or faculty, in a world where after all we must 
needs make the most of things.  Critical efforts to limit art a priori, by anticipations 
regarding the natural incapacity of the material with which this or that artist works, as 
the sculptor with solid form, or the prose-writer with the ordinary language of men, are 
always liable to be discredited by the facts of artistic production; and while prose is 
actually found to be a coloured thing with Bacon, picturesque with Livy and Carlyle, 
musical with Cicero and Newman, mystical and intimate with Plato and Michelet and Sir 
Thomas Browne, exalted or 
florid, it may be, with Milton and Taylor, it will be useless to protest that it can be 
nothing at all, except something very tamely and narrowly confined to mainly practical 
ends--a kind of  "good round-hand;" as useless as the protest that poetry might not touch 
prosaic subjects as with Wordsworth, or an abstruse matter as with Browning, or treat 
contemporary life nobly as with Tennyson.  In subordination to one essential beauty in 
all good literary style, in all literature as a fine art, as there are many beauties of poetry so 
the beauties of prose are many, and it is the business of criticism to estimate them as 
such; as it is good in the criticism of verse to look for those hard, logical, and quasi-
prosaic excellences which that too has, or needs.  To find in the poem, amid the flowers, 
the allusions, the mixed perspectives, of Lycidas for instance, the thought, the logical 
structure:--how wholesome! how delightful! as to identify in prose what we call the 
poetry, the imaginative power, not treating it as out of place and a kind of vagrant 
intruder, but by way of an estimate of its rights, that is, of its achieved powers, there. 

 
Dryden, with the characteristic instinct of his age, loved to emphasise the distinction 
between poetry and prose, the protest against their confusion with each other, coming 
with somewhat diminished effect from one whose poetry was so prosaic.  In truth, his 
sense of prosaic excellence affected his verse rather than his prose, which is not only 
fervid, richly figured, poetic, as we say, but vitiated, all unconsciously, by many a 
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scanning line.  Setting up correctness, that humble merit of prose, as the central literary 
excellence, he is really a less correct writer than he may seem, still with an imperfect 
mastery of the relative pronoun.  It might have been foreseen that, in the rotations of 
mind, the province of poetry in prose would find its assertor; and, a century after 
Dryden, amid very different intellectual needs, and with the need therefore of great 
modifications in literary form, the range of the poetic force in literature was effectively 
enlarged by Wordsworth.  The true distinction between prose and poetry he regarded as 
the almost technical or accidental one of the absence or presence of metrical beauty, or, 
say! metrical restraint; and for him the opposition came to be between verse and prose of 
course; but, as the essential dichotomy in this matter, between imaginative and 
unimaginative writing, parallel to De Quincey's distinction between "the literature of 
power and the literature of knowledge," in the former of which the composer gives us [8] 
not fact, but his peculiar sense of fact, whether past or present. 
Dismissing then, under sanction of Wordsworth, that harsher opposition of poetry to 
prose, as savouring in fact of the arbitrary psychology of the last century, and with it the 
prejudice that there can be but one  only beauty of prose style, I propose here to point out 
certain qualities of all literature as a fine art, which, if they apply to the literature of fact, 
apply still more to the literature of the imaginative sense of fact, while they apply 
indifferently to verse and prose, so far as either is really imaginative--certain conditions 
of true art in both alike, which conditions may also contain in them the secret of the 
proper discrimination and guardianship of the peculiar excellences of either. The line 
between fact and something quite different from external fact is, indeed, hard to draw.  
In Pascal, for instance, in the persuasive writers generally, how difficult to define the 
point where, from time to time, argument which, if it is to be worth anything at all, must 
consist of facts or groups of facts, becomes a pleading--a theorem no longer, but 
essentially an appeal to the reader to catch the writer's spirit, to think with him, if one can 
or will--an expression no longer of fact but of his sense of it, his peculiar intuition of a 
world, prospective, or discerned below the faulty conditions of the present, in either case 
changed somewhat from the actual [9] world.  In science, on the other hand, in history so 
far as it conforms to scientific rule, we have a literary domain where the imagination may 
be thought to be always an intruder.  And as, in all science, the functions of literature 
reduce themselves eventually to the transcribing of fact, so all the excellences of literary 
form in regard to science are reducible to various kinds of pains-taking; this good quality 
being involved in all "skilled work" whatever, in the drafting of an act of parliament, as 
in sewing.  Yet here again, the writer's sense of fact, in history especially, and in all those 
complex subjects which do but lie on the borders of science, will still take the place of 
fact, in various degrees.  Your historian, for instance, with absolutely truthful intention, 
amid the multitude of facts presented to him must needs select, and in selecting assert 
something of his own humour, something that comes not of the world without but of a 
vision within.  So Gibbon moulds his unwieldy material to a preconceived view.  Livy, 
Tacitus, Michelet, moving full of poignant sensibility amid the records of the past, each, 
after his own sense, modifies--who can tell where and to what degree?--and becomes 
something else than a transcriber; each, as he thus modifies, passing into the domain of 
art proper.  For just in proportion as the writer's aim, consciously or unconsciously, 
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comes to be the transcribing, not of the world, not of mere fact, but of his sense of it, he 
becomes an artist, his work fine art; and good art (as I hope ultimately to show) in 
proportion to the truth of his presentment of that sense; as in those humbler or plainer 
functions of literature also, truth--truth to bare fact, there--is the essence of such artistic 
quality as they may have.  Truth! there can be no merit, no craft at all, without that.  And 
further, all beauty is in the long run only fineness of truth, or what we call expression, the 
finer accommodation of speech to that vision within.  
The transcript of his sense of fact rather than the fact, as being preferable, pleasanter, 
more beautiful to the writer himself.  In literature, as in every other product of human 
skill, in the moulding of a bell or a platter for instance, wherever this sense asserts itself, 
wherever the producer so modifies his work as, over and above its primary use or 
intention, to make it pleasing (to himself, of course, in the first instance) there, "fine" as 
opposed to merely serviceable art, exists.  Literary art, that is, like all art which is in any 
way imitative or reproductive of fact--form, or colour, or incident--is the representation 
of such fact as connected with soul, of a specific personality, in its preferences, its volition 
and power. Such is the matter of imaginative or artistic literature—this transcript, not of 
mere fact, but of fact in its infinite variety, as modified by human preference in all its 

infinitely varied forms.  
 
It will be good literary art not because it is brilliant or sober, or rich, or impulsive, or 
severe, but just in proportion as its representation of that sense, that soul-fact, is true, 
verse being only one department of such literature, and imaginative prose, it may be 
thought, being the special art of the modern world.  That imaginative prose should be the 
special and opportune art of the modern world results from two important facts about 
the latter: first, the chaotic variety and complexity of its interests, making the intellectual 
issue, the really master currents of the present time incalculable—a condition of mind 
little susceptible of the restraint proper to verse form, so that the most characteristic verse 
of the nineteenth century has been lawless verse; and secondly, an all-pervading 
naturalism, a curiosity about everything whatever as it really is, involving a certain 
humility of attitude, cognate to what must, after all, be the less ambitious form of 
literature.   

And prose thus asserting itself as the special and privileged artistic faculty of the 
present day, will be, however critics may try to narrow its scope, as varied in its 
excellence as humanity itself reflecting on the facts of its latest experience--an 
instrument of many stops, meditative, observant, descriptive, eloquent, analytic, 
plaintive, fervid.  Its beauties will be not exclusively "pedestrian": it will exert, in 
due measure, all the varied charms of poetry, down to the rhythm which, as in 
Cicero,  or Michelet, or Newman, at their best, gives its musical value to every 
syllable. 
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The literary artist is of necessity a scholar, and in what he . proposes to do will 
have in mind, first of all, the scholar and the scholarly conscience--the male 
conscience in this matter, as we must think it, under a system of education which 
still to so large an extent limits real scholarship to men.  In his self-criticism, he 
supposes always that sort of reader who will go (full of eyes) warily, 
considerately, though without consideration for him, over the ground which the 
female conscience traverses so lightly, so amiably. For the material in which he 
works is no more a creation of his own than the sculptor's marble.  Product of a 
myriad various minds and contending tongues, compact of obscure and minute 
association, a language has its own abundant and often recondite laws, in the 
habitual and summary recognition of which scholarship consists.  A writer, full of 
a matter he is before all things anxious to express, may think of those laws, the 
limitations of vocabulary, structure, and the like, as a restriction, but if a real artist 
will find in them an opportunity. His punctilious observance of the proprieties of 
his medium will diffuse through all he writes a general air of sensibility, of 
refined usage.  Exclusiones debitae--the exclusions, or rejections, which nature 
demands--we know how large a part these play, according to Bacon, in the 
science of nature.  In a somewhat changed sense, we might say that the art of the 
scholar is summed up in the observance of those rejections demanded by the 
nature of his medium, the material he must use.  Alive to the value of an 
atmosphere in which every term finds its utmost degree of expression, and with 
all the jealousy of a lover of words, he will resist a constant tendency on the part 
of the majority of those who use them to efface the distinctions of language, the 
facility of writers often reinforcing in this respect the work of the vulgar.  He will 
feel the obligation not of the laws only, but of those affinities, avoidances, those 
mere preferences, of his language, which through the associations of literary 
history have become a part of its nature, prescribing the rejection of many a 
neology, many a license, many a gipsy phrase which might present itself as 
actually expressive. 
His appeal, again, is to the scholar, who has great experience in literature, and 
will show no favour to short-cuts, or hackneyed illustration, or an affectation of 
learning designed for the unlearned. Hence a contention, a sense of self-restraint 
and renunciation, having for the susceptible reader the effect of a challenge for 
minute consideration; the attention of the writer, in every minutest detail, being a 
pledge that it is worth the reader's while to be attentive too, that the writer is 
dealing scrupulously with his instrument, and therefore, indirectly, with the 
reader himself also, that he has the science of the instrument he plays on, perhaps, 
after all, with a freedom which in such case will be the freedom of a master. 
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For meanwhile, braced only by those restraints, he is really vindicating his liberty 
in the making of a vocabulary, an entire system of composition, for himself, his 
own true manner; and when we speak of the manner of a true master we mean 
what is essential in his art. Pedantry being only the scholarship of le cuistre (we 
have no English equivalent) he is no pedant, and does but show his intelligence of 
the rules of language in his freedoms with it, addition or expansion, which like 
the spontaneities of manner in a well-bred person will still further illustrate good 
taste.--The right vocabulary!  Translators have not invariably seen how all-
important that is in the work of translation, driving for the most part at idiom or 
construction; whereas, if the original be first-rate, one's first care should be with 
its elementary particles, Plato, for instance, being often reproducible by an exact 
following, with no variation in structure, of word after word, as the pencil follows 
a drawing under tracing-paper, so only each word or syllable be not of false 
colour, to change my illustration a little. 

 
Well! that is because any writer worth translating at all has winnowed and 
searched through his vocabulary, is conscious of the words he would select in 
systematic reading of a dictionary, and still more of the words he would reject 
were the dictionary other than Johnson's; and doing this with his peculiar sense of 
the world ever in view, in search of an instrument for the adequate expression of 
that, he begets a vocabulary faithful to the colouring of his own spirit, and in the 
strictest sense original.   
 
That living authority which language needs lies, in truth, in its scholars, who 
recognising always that every language possesses a genius, a very fastidious 
genius, of its own, expand at once and purify its very elements, which must needs 
change along with the changing thoughts of living people.  Ninety years ago, for 
instance, great mental force, certainly, was needed by Wordsworth, to break 
through the consecrated poetic associations of a century, and speak the language 
that was his, that was to become in a measure the language of the next generation.  
But he did it with the tact of a scholar also.  
 English, for a quarter of a century past, has been assimilating the phraseology of 
pictorial art; for half a century, the phraseology of the great German metaphysical 
movement of eighty years ago; in part also the language of mystical theology: and 
none but pedants will regret a great consequent increase of its resources. 
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  For many years to come its enterprise may well lie in the naturalisation of the 
vocabulary of science, so only it be under the eye of a sensitive scholarship--in a 
liberal naturalisation of the ideas of science too, for after all the chief stimulus of 
good style is to possess a full, rich, complex matter to grapple with.  The literary 
artist, therefore, will be well aware of physical science; science also attaining, in 
its turn, its true literary ideal.  And then, as the scholar is nothing without the 
historic sense, he will be apt to restore not really obsolete or really worn-out 
words, but the finer edge of words still in use: ascertain, communicate, discover--
words like these it has been part of our "business" to misuse.  And still, as 
language was made for man, he will be no authority for correctnesses which, 
limiting freedom of utterance, were yet but accidents in their origin; as if one 
vowed not to say "its," which ought to have been in Shakespeare; "his" "hers," for 
inanimate objects, being but a barbarous and really inexpressive survival.  Yet we 
have known many things like this.  Racy Saxon monosyllables, close to us as 
touch and sight, he will intermix readily with those long, savoursome, Latin 
words, rich in "second intention."  In this late day certainly, no critical process can 
be conducted reasonably without eclecticism.  Of  such eclecticism we have a 
justifying example in one of the first poets of our time.  How illustrative of 
monosyllabic effect, of sonorous Latin, of the phraseology of science, of 
metaphysic, of colloquialism even, are the writings of Tennyson; yet with what a 
fine, fastidious scholarship throughout! 

 

A scholar writing for the scholarly, he will of course leave something to the 

willing intelligence of his reader.  "To go preach to the first passer-by," says 

Montaigne, "to become tutor to the ignorance of the first I meet, is a thing I 

abhor;" a thing, in fact, naturally distressing to the scholar, who will therefore 

ever be shy of offering uncomplimentary assistance to the reader's wit.  To really 

strenuous minds there is a pleasurable stimulus in the challenge for a continuous 

effort on their part, to be rewarded by securer and more intimate grasp of the 

author's sense.  Self-restraint, a skilful economy of means, ascêsis, that too has a 

beauty of its own; and for the reader supposed there will be an aesthetic 

satisfaction in that frugal closeness of style which makes the most of a word, in 

the exaction from every sentence of a precise relief, in the just spacing out of word 

to thought space connected always with the delightful sense of difficulty 

overcome. 
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Different classes of persons, at different times, make, of course, very various 

demands upon literature.  Still, scholars, I suppose, and not  only scholars, but all 

disinterested lovers of books, will always look to it, as to all other fine art, for a 

refuge, a sort of cloistral refuge, from a certain vulgarity in the actual world.  A 

perfect poem like Lycidas, a perfect fiction like Esmond, the perfect handling of a 

theory like Newman's Idea of a University, has for them something of the uses of 

a religious "retreat."  Here, then, with a view to the central need of a select few, 

those "men of a finer thread" who have formed and maintain the literary ideal, 

everything, every component element, will have undergone exact trial, and, 

above all, there will be no uncharacteristic or tarnished or vulgar decoration, 

permissible ornament being for the most part structural, or necessary.  As the 

painter in his picture, so the artist in his book, aims at the production by 

honourable artifice of a peculiar atmosphere.  "The artist," says Schiller, "may be 

known rather by what he omits"; and in literature, too, the true artist may be best 

recognised by his tact of omission.  For to the grave reader words too are grave; 

and the ornamental word, the figure, the accessory form or colour or reference, is 

rarely content to die to thought precisely at the right moment, but will inevitably 

linger awhile, stirring a long "brain-wave" behind it of perhaps quite alien 

associations. 

 

Just there, it may be, is the detrimental tendency of the sort of scholarly 

attentiveness of mind I am recommending.  But the true artist allows for it.  He 

will remember that, as the very word ornament indicates what is in itself non-

essential, so the "one beauty" of all literary style is of its very essence, and 

independent, in prose and verse alike, of all removable decoration; that it may 

exist in its fullest lustre, as in Flaubert's Madame Bovary, for instance, or in 

Stendhal's Le Rouge et Le Noir, in a composition utterly unadorned, with hardly 

a single suggestion of visibly beautiful things.  Parallel, allusion, the allusive way 

generally, the flowers in the garden:--he knows the narcotic force of these upon 

the negligent intelligence to which any diversion, literally, is welcome, any 

vagrant intruder, because one can go wandering away with it from the immediate 

subject. 
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Jealous, if he have a really quickening motive within, of all that does not hold 

directly to that, of the facile, the otiose, he will never depart from the strictly 

pedestrian process, unless he gains a ponderable something thereby.  Even 

assured of its congruity, he will still question its serviceableness.  Is it worth 

while, can we afford, to attend to just that, to just that figure or literary reference, 

just then?--Surplusage! he will dread that, as the runner on his muscles. 

For in truth all art does but consist in the removal of surplusage, from the last 

finish of the gem-engraver blowing away the last particle of invisible dust, back 

to the earliest divination of the finished work to be, lying somewhere, according 

to Michelangelo's fancy, in the rough-hewn block of stone. 

 

And what applies to figure or flower must be understood of all other accidental 

or removable ornaments of writing whatever; and not of specific ornament only, 

but of all that latent colour and imagery which language as such carries in it.  A 

lover of words for their own sake, to whom nothing about them is unimportant, a 

minute and constant observer of their physiognomy, he will be on the alert not 

only for obviously mixed metaphors of course, but for the metaphor that is mixed 

in all our speech, though a rapid use may involve no cognition of it. 

Currently recognising the incident, the colour, the physical elements or particles 

in words like absorb, consider, extract, to take the first that occur, he will avail 

himself of them, as further adding to the resources of expression.  The elementary 

particles of language will be realised as colour and light and shade through his 

scholarly living in 

the full sense of them.  Still opposing the constant degradation of language by 

those who use it carelessly, he will not treat coloured glass as if it were clear; and 

while half the world is using figure unconsciously, will be fully aware not only of 

all that latent figurative texture in speech, but of the vague, lazy, half-formed 

personification--a rhetoric, depressing, and worse than nothing,  because it has no 

really rhetorical motive--which plays so large a part there, and, as in the case of 

more ostentatious ornament, scrupulously exact of it, from syllable to syllable, its 

precise value. 
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So far I have been speaking of certain conditions of the literary art arising 

out of the medium or material in or upon which it works, the essential qualities of 

language and its aptitudes for contingent ornamentation, matters which define 

scholarship as science and good taste respectively.  They are both subservient to a 

more intimate quality of good style: more intimate, as coming nearer to the artist 

himself.  The otiose, the facile, surplusage: why are these abhorrent to the true 

literary artist, except because, in literary as in all other art, structure is all-

important, felt, or painfully missed, everywhere?--that architectural conception of 

work, which foresees the end in the beginning and never loses sight of it, and in 

every part is conscious of all the rest, till the last sentence does but, with 

undiminished vigour, unfold and justify the first--a condition of literary art, 

which, in contradistinction to another quality of the artist himself, to be spoken of 

later, I shall call the necessity of mind in style. 

 

An acute philosophical writer, the late Dean Mansel (a writer whose works 

illustrate the literary beauty there may be in closeness, and with obvious 

repression or economy of a fine  rhetorical gift) wrote a book, of fascinating 

precision in a very obscure subject, to show that all the technical laws of logic are 

but means of securing, in each and all of its apprehensions, the unity, the strict 

identity with itself, of the apprehending mind.  All the laws of good writing aim 

at a similar unity or identity of the mind in all the processes by which the word is 

associated to its import.  The term is right, and has its essential beauty, when it 

becomes, in a manner, what it signifies, as with the names of simple sensations.  

To give the phrase, the sentence, the structural member, the entire composition, 

song, or essay, a similar unity with its subject and with itself:--style is in the right 

way when it tends towards that.  All depends upon the original unity, the vital 

wholeness and identity, of the initiatory apprehension or view.  So much is true 

of all art, which therefore requires always its logic, its comprehensive reason--

insight, foresight, retrospect, in simultaneous action--true, most of all, of the 

literary art, as being of all the arts most closely cognate to the abstract intelligence. 
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Such logical coherency may be evidenced not merely in the lines of composition 

as a whole, but in the choice of a single word, while it by no means interferes 

with, but may even prescribe, much variety, in the building of the sentence for 

instance, or in the manner, argumentative, descriptive, discursive, of this or that 

part or member of the entire design. The blithe, crisp sentence, decisive as a 

child's expression of its needs, may alternate with the long-contending, 

victoriously intricate sentence; the sentence, born with the integrity of a single 

word, relieving the sort of sentence in which, if you look closely, you can see 

much contrivance, much adjustment, to bring a highly qualified matter into 

compass at one view.  For the literary architecture, if it is to be rich and 

expressive, involves not only foresight of the end in the beginning, but also 

development or growth of design, in the process of execution, with many 

irregularities, surprises, and afterthoughts; the contingent as well as the necessary 

being subsumed under the unity of the whole.  As truly, to the lack of such 

architectural design, of a single, almost visual, image, vigorously informing an 

entire, perhaps very intricate, composition, which shall be austere, ornate, 

argumentative, fanciful, yet true from first to last to that vision within, may be 

attributed those weaknesses of conscious or unconscious repetition of word, 

phrase, motive, or member of the whole matter, indicating, as Flaubert was 

aware, an original structure in thought not organically complete.  With such 

foresight, the actual conclusion will most often get itself written out of hand, 

before, in the more obvious sense, the work is finished. With some strong and 

leading sense of the world, the tight hold of which secures true composition and 

not mere loose accretion, the literary artist, I suppose, goes on considerately, 

setting joint to joint, sustained by yet restraining the productive ardour, retracing 

the negligences of his first sketch, repeating his steps only that he may give the 

reader a sense of secure and restful progress, readjusting mere assonances even, 

that they may soothe the reader, or at least not interrupt him on his way; and 

then, somewhere before the end comes, is burdened , inspired, with his 

conclusion, and betimes delivered of it, leaving off, not in weariness and because 

he finds himself at an end, but in all the freshness of volition.  His work now 

structurally complete, with all the accumulating effect of secondary shades of 
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meaning, he finishes the whole up to the just proportion of that ante-penultimate 

conclusion, and all becomes expressive.  The house he has built is rather a body 

he has informed. And so it happens, to its greater credit, that the better interest 

even of a narrative to be recounted, a story to be told, will often be in its second 

reading. 

And though there are instances of great writers who have been no artists, an 

unconscious tact sometimes directing work in which we may detect, very 

pleasurably, many of the effects of conscious art, yet one of the greatest pleasures 

of really good prose literature is in the critical tracing out of that conscious artistic 

structure, and the pervading sense of it as we read.  Yet of poetic literature too; 

for, in truth, the kind of constructive intelligence here supposed is one of the 

forms of the imagination. 

 

That is the special function of mind, in style.  Mind and soul:--hard to ascertain 

philosophically, the distinction is real enough practically, for they often interfere, 

are sometimes in conflict, with each other.  Blake, in the last century, is an 

instance of preponderating soul, embarrassed, at a loss, in an era of 

preponderating mind.  As a quality of style, at all events, soul is a fact, in certain 

writers--the way they have of absorbing language, of attracting it into the peculiar 

spirit they are of, with a subtlety which makes the actual result seem like some 

inexplicable inspiration.  

 

By mind, the literary artist reaches us, through static and objective indications of 

design in his work, legible to all.  By soul, he reaches us, somewhat capriciously 

perhaps, one and not another, through vagrant sympathy and a kind of 

immediate contact. Mind we cannot choose but approve where we recognise it; 

soul may repel us, not because we misunderstand it.  The way in which 

theological interests sometimes avail themselves of language is perhaps the best 

illustration of the force I mean to indicate generally in literature, by the word 

soul. 
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Ardent religious persuasion may exist, may make its way, without finding any 

equivalent heat in language: or, again, it may enkindle words to various degrees, 

and when it really takes hold of them doubles its force.  Religious history presents 

many remarkable instances in which, through no mere phrase-worship, an 

unconscious literary tact has, for the sensitive, laid open a privileged pathway 

from one to another.  "The altar-fire," people say, "has touched those lips!" The 

Vulgate, the English Bible, the English Prayer-Book, the writings of Swedenborg, 

the Tracts for the Times:--there, we have instances of widely different and largely 

diffused phases of religious feeling in operation as soul in style.  But something of 

the same kind acts with similar power in certain writers of quite other than 

theological literature, on behalf of some wholly personal and peculiar sense of 

theirs.  Most easily illustrated by theological literature, this quality lends to 

profane writers a kind of religious influence. 

At their best, these writers become, as we say sometimes, "prophets"; such 

character depending on the effect not merely of their matter, but of their matter as 

allied to, in "electric affinity" with, peculiar form, and working in all cases by an 

immediate sympathetic contact, on which account it is that it may be called soul, 

as opposed to mind, in style.  And this too is a faculty of choosing and rejecting 

what is congruous or otherwise, with a drift towards unity--unity of atmosphere 

here, as there of design--soul securing colour (or perfume, might  we say?) as 

mind secures form, the latter being essentially finite, the former vague or infinite, 

as the influence of a living person is practically infinite.  There are some to whom 

nothing has any real interest, or real meaning, except as operative in a given 

person; and it is they who best appreciate the quality of soul in literary art. 

They seem to know a person, in a book, and make way by intuition: yet, although 

they thus enjoy the completeness of a personal information, it is still a 

characteristic of soul, in this sense of the word, that it does but suggest what can 

never be uttered, not as being different from, or more obscure than, what actually 

gets said, but as containing that plenary substance of which there is only one 

phase or facet in what is there expressed. 
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If all high things have their martyrs, Gustave Flaubert might perhaps rank as the 

martyr of literary style.  In his printed correspondence, a curious series of letters, 

written in his twenty-fifth year, records what seems to have been his one other 

passion--a series of letters which, with its fine casuistries, its firmly repressed 

anguish, its tone of harmonious grey, and the sense of disillusion in which the 

whole matter ends, might have been, a few slight changes supposed, one of his 

own fictions.  Writing to Madame X. certainly he does display, by "taking 

thought" mainly, by constant and delicate pondering, as in his love for literature, 

a heart really moved, but still more, and as the pledge of that emotion, a loyalty to 

his work.  Madame X., too, is a literary artist, and the best gifts he can send her 

are precepts of perfection in art, counsels for the effectual pursuit of that better 

love.  In his love-letters it is the pains and pleasures of art he insists on, its solaces: 

he communicates secrets, reproves, encourages, with a view to that. Whether the 

lady was dissatisfied with such divided or indirect service, the reader is not 

enabled to see; but sees that, on Flaubert's part at least, a living person could be 

no rival of what was, from first to last, his leading passion, a somewhat solitary 

and exclusive one. 

I must scold you (he writes) for one thing, which shocks, scandalizes me, the 

small concern, namely, you show for art just now.  As regards glory be it so: 

there, I approve.  But for art!--the one thing in life that is good and real--can you 

compare with it an earthly love?—prefer the adoration of a relative beauty to the 

cultus of the true beauty? 

Well! I tell you the truth.  That is the one thing good in me: the one thing I have, 

to me estimable.  For yourself, you blend with the beautiful a heap of alien things, 

the useful, the agreeable, what not?-- 

 

The only way not to be unhappy is to shut yourself up in art, and count 

everything else as nothing.  Pride takes the place of all beside when it is 

established on a large basis.  Work!  God wills it.  That, it seems to me, is clear.--+ 

 

I am reading over again the Aeneid, certain verses of which I repeat to myself to 

satiety.  There are phrases there which stay in one's head, by which I find myself 

beset, as with those musical airs which are for ever returning, and cause you pain, 

you love them so much.  I observe that I no longer laugh much, and am no longer 

depressed.  I am ripe. 
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You talk of my serenity, and envy me.  It may well surprise you.  Sick,  irritated, 

the prey a thousand times a day of cruel pain, I continue my labour like a true 

working-man, who, with sleeves turned up, in the sweat of his brow, beats away 

at his anvil, never troubling himself whether it rains or blows, for hail or thunder.  

I was not like that formerly.  The change has taken place naturally, though my 

will has counted for something in the matter.-- 

 

Those who write in good style are sometimes accused of a neglect of ideas, and of 

the moral end, as if the end of the physician were something else than healing, of 

the painter than painting-as if the end of art were not, before all else, the 

beautiful. 

 

What, then, did Flaubert understand by beauty, in the art he pursued with so 

much fervour, with so much self-command?  Let us hear a sympathetic 

commentator:-- 

 

Possessed of an absolute belief that there exists but one way of expressing one 

thing, one word to call it by, one adjective to qualify, one verb to animate it, he 

gave himself to superhuman labour for the discovery, in every phrase, of that 

word, that verb, that epithet.  In this way, he believed in some mysterious 

harmony of expression, and when a true word seemed to him to lack euphony 

still went on seeking another, with invincible patience, certain that he had not yet 

got hold of the unique word.... 

A thousand preoccupations would beset him at the same moment, always with 

this desperate certitude fixed in his spirit: Among all the expressions in the world, 

all forms and turns of expression, there is but one--one form, one mode--to 

express what I want to say. 

 

The one word for the one thing, the one thought, amid the multitude of words, 

terms, that might just do: the problem of style was there!—the unique word, 

phrase, sentence, paragraph, essay, or song, absolutely proper to the single 

mental presentation or vision within. 
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In that perfect justice, over and above the many contingent and removable 

beauties with which beautiful style may charm us, but which it can exist without, 

independent of them yet dexterously availing itself of them, omnipresent in good 

work, in function at every point, from single epithets to the rhythm of a whole 

book, lay the specific, indispensable, very intellectual, beauty of literature, the 

possibility of which constitutes it a fine art. 

 

One seems to detect the influence of a philosophic idea there, the idea of a natural 

economy, of some pre-existent adaptation, between a relative, somewhere in the 

world of thought, and its correlative, somewhere in the world of language--both 

alike, rather, somewhere in the mind of the artist, desiderative, expectant, 

inventive—meeting each other with the readiness of "soul and body reunited," in 

Blake's rapturous design; and, in fact, Flaubert was fond of giving his theory 

philosophical expression.-- 

 

There are no beautiful thoughts (he would say) without beautiful forms, and 

conversely.  As it is impossible to extract from a physical body the qualities which 

really constitute it--colour, extension, and the like--without reducing it to a 

hollow abstraction, in a word, without destroying it; just so it is impossible to 

detach the form from the idea, for the idea only exists by virtue of the form. 
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All, the recognised flowers, the removable ornaments of literature (including 

harmony and ease in reading aloud, very carefully considered  by him) counted, 

certainly; for these too are part of the actual value of what one says.  But still, after 

all, with Flaubert, the search, the unwearied research, was not for the smooth, or 

winsome, or forcible word, as such, as with false Ciceronians, but quite simply 

and honestly, for the word's adjustment to its meaning. The first condition of this 

must be, of course, to know yourself, to have ascertained your own sense exactly.  

Then, if we suppose an artist, he says to the reader,--I want you to see precisely 

what I see.  Into the mind sensitive to "form," a flood of random sounds, colours, 

incidents, is ever penetrating from the world without, to become, by sympathetic 

selection, a part of its very structure, and, in turn, the visible vesture and 

expression of that other world it sees so steadily within, nay, already with a 

partial conformity thereto, to be refined, enlarged, corrected, at a hundred points; 

and it is just there, just at those doubtful points that the function of style, as tact or 

taste, intervenes.  The unique term will come more quickly to one than another, at 

one time than another, according also to the kind of matter in question.  

Quickness and slowness, ease and closeness alike, have nothing to do with the 

artistic character of the true word found at last.  As there is a charm of ease, so 

there is also a special charm in the signs of discovery, of effort and contention 

towards a due end, as so often with Flaubert himself--in the style which has  been 

pliant, as only obstinate, durable metal can be, to the inherent perplexities and 

recusancy of a certain difficult thought. 

 

If Flaubert had not told us, perhaps we should never have guessed how tardy and 

painful his own procedure really was, and after reading his confession may think 

that his almost endless hesitation had much to do with diseased nerves.  Often, 

perhaps, the felicity supposed will be the product of a happier, a more exuberant 

nature than Flaubert's. 
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Aggravated, certainly, by a morbid physical condition, that anxiety in "seeking 

the phrase," which gathered all the other small ennuis of a really quiet existence 

into a kind of battle, was connected with his lifelong contention against facile 

poetry, facile art--art, facile and flimsy; and what constitutes the true artist is not 

the slowness or quickness of the process, but the absolute success of the result.  

As with those labourers in the parable, the prize is independent of the mere 

length of the actual day's work.  "You talk," he writes, odd, trying lover, to 

Madame X.-- 

 

"You talk of the exclusiveness of my literary tastes.  That might have enabled you 

to divine what kind of a person I am in the matter of love. 

I grow so hard to please as a literary artist, that I am driven to despair.  I shall end 

by not writing another line." 

   

"Happy," he cries, in a moment of discouragement at that patient labour, which 

for him, certainly, was the condition of a great success-- 

 

Happy those who have no doubts of themselves! who lengthen out, as the pen 

runs on, all that flows forth from their brains.  As for me, I hesitate, I disappoint 

myself, turn round upon myself in despite: my taste is augmented in proportion 

as my natural vigour decreases, and I afflict my soul over some dubious word out 

of all proportion to the pleasure I get from a whole page of good writing.  One 

would have to live two centuries to attain a true idea of any matter whatever.  

What Buffon said is a big blasphemy: genius is not long-continued patience. Still, 

there is some truth in the statement, and more than people think, especially as 

regards our own day.  Art! art! art! Bitter deception! phantom that glows with 

light, only to lead one on to destruction... 

 

Again-- 

 

I am growing so peevish about my writing.  I am like a man whose ear is true but 

who plays falsely on the violin: his fingers refuse to reproduce precisely those 

sounds of which he has the inward sense. Then the tears come rolling down from 

the poor scraper's eyes and the bow falls from his hand. 
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Coming slowly or quickly, when it comes, as it came with so much labour of 

mind, but also with so much lustre, to Gustave Flaubert, this discovery of the 

word will be, like all artistic success and felicity, incapable of strict analysis: effect 

of an intuitive condition of mind, it must be recognised by like intuition on the 

part of the reader, and a sort of immediate sense.  In every one of those masterly 

sentences of Flaubert there was, below all mere contrivance, shaping and 

afterthought, by some happy instantaneous concourse of the various faculties of 

the mind with each other, the exact apprehension of what was needed to carry the 

meaning.  And that it fits with absolute justice will be a judgment of immediate 

sense in the appreciative reader.  We all feel this in what may be called inspired 

translation. 

Well! all language involves translation from inward to outward.  In literature, as 

in all forms of art, there are the absolute and the merely relative or accessory 

beauties; and precisely in that exact proportion of the term to its purpose is the 

absolute beauty of style, prose or verse.  All the good qualities, the beauties, of 

verse also, are such, only as precise expression. 

  

In the highest as in the lowliest literature, then, the one indispensable beauty is, 

after all, truth:--truth to bare fact in the latter, as to some personal sense of fact, 

diverted somewhat from men's ordinary sense of it, in the former; truth there as 

accuracy, truth here as expression, that finest and most intimate form of truth, the 

vraie vérité. And what an eclectic principle this really is! Employing for its one sole 

purpose--that absolute accordance of expression to idea--all other literary beauties and 

excellences whatever: how many kinds of style it covers, explains, justifies, and at the 

same time safeguards!  Scott's facility, Flaubert's deeply pondered evocation of "the 

phrase," are equally good art. 
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Say what you have to say, what you have a will to say, in the simplest, the most 

direct and exact manner possible, with no surplusage:--there, is the justification of 

the sentence so fortunately born, "entire, smooth, and round," that it needs no 

punctuation, and also (that is the point!) of the most elaborate period, if it be right 

in its elaboration.  Here is the office of ornament: here also the purpose of 

restraint in ornament.  As the exponent of truth, that austerity (the beauty, the 

function, of which in literature Flaubert understood so well) becomes not the 

correctness or purism of the mere scholar, but a security against the otiose, a 

jealous exclusion of what does not really tell towards the pursuit of relief, of life 

and vigour in the portraiture of one's sense.  License again, the making free with 

rule, if it be indeed, as people fancy, a habit of genius, flinging aside or 

transforming all that opposes the liberty of beautiful production, will be but faith 

to one's own meaning.  The seeming baldness of Le Rouge et Le Noir is nothing in 

itself; the wild ornament of Les Misérables is nothing in itself; and the restraint of 

Flaubert, amid a real natural opulence, only redoubled beauty--the phrase so 

large and so precise at the same time, hard as bronze, in service to the more 

perfect adaptation of words to their matter. Afterthoughts, retouchings, finish, 

will be of profit only so far as they too really serve to bring out the original, 

initiative, generative, sense in them. 

 

In this way, according to the well-known saying, "The style is the man," complex 

or simple, in his individuality, his plenary sense of what he really has to say, his 

sense of the world; all cautions regarding style arising out of so many natural 

scruples as to the medium through which alone he can expose that inward sense 

of things, the purity of this medium, its laws or tricks of refraction: nothing is to 

be left there which might give conveyance to any matter save that. Style in all its 

varieties, reserved or opulent, terse, abundant, musical, stimulant, academic, so 

long as each is really characteristic or expressive, finds thus its justification, the 

sumptuous good taste of Cicero being as truly the man himself, and not another, 

justified, yet insured inalienably to him, thereby, as would have been his portrait 

by Raffaelle, in full consular splendour, on his ivory chair. 
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A relegation, you may say perhaps--a relegation of style to the subjectivity, the 

mere caprice, of the individual, which must soon transform it into mannerism.  

Not so! since there is, under the conditions supposed, for those elements of the 

man, for every lineament of the vision within, the one word, the one acceptable 

word, recognisable by the sensitive, by others "who have intelligence" in the 

matter, as absolutely as ever anything can be in the evanescent and delicate 

region of human language.  The style, the manner, would be the man, not in his 

unreasoned and really uncharacteristic caprices, involuntary or affected, but in 

absolutely sincere apprehension of what is most real to him.  But let us hear our 

French guide again.-- 

 

Styles (says Flaubert's commentator), Styles, as so many peculiar moulds, each of 

which bears the mark of a particular writer, who is to pour into it the whole 

content of his ideas, were no part of his theory.  What he believed in was Style: 

that is to say, a certain absolute and unique manner of expressing a thing, in all its 

intensity and colour.  For him the form was the work itself.  As in living creatures, 

the blood, nourishing the body, determines its very contour and external aspect, 

just so, to his mind, the matter, the basis, in a work of art, imposed, necessarily, 

the unique, the just expression, the measure, the rhythm--the form in all its 

characteristics. 

 

If the style be the man, in all the colour and intensity of a veritable apprehension, 
it will be in a real sense "impersonal." 

 
I said, thinking of books like Victor Hugo's Les Misérables, that prose literature 
was the characteristic art of the nineteenth century, as others, thinking of its 
triumphs since the youth of Bach, have assigned that place to music.  Music and 
prose literature are, in one sense, the opposite terms of art; the art of literature 
presenting to the imagination, through the intelligence, a range of interests, as 
free and various as those which music presents to it through sense.  And certainly 
the tendency of what has been here said is to bring literature too under those 
conditions, by conformity to which music takes rank as the typically perfect art.  
If music be the ideal of all art whatever, precisely because in music it is 
impossible to distinguish the form from the substance or matter, the subject from 
the expression, then, literature, by finding its specific excellence in the absolute 
correspondence of the term to its import, will be but fulfilling the condition of all 
artistic quality in things everywhere, of all good art. 
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Good art, but not necessarily great art; the distinction between great art and good 
art depending immediately, as regards literature at all events, not on its form, but 
on the matter.  Thackeray's Esmond, surely, is greater art than Vanity Fair, by the 
greater dignity of its interests.  It is on the quality of the matter it informs or 
controls, its compass, its variety, its alliance to great ends, or the depth of the note 
of revolt, or the largeness of hope in it, that the greatness of literary art depends, 
as The Divine Comedy, Paradise Lost, Les Misérables, The English Bible, are great 
art. Given the conditions I 
have tried to explain as constituting good art;--then, if it be devoted further to the 
increase of men's happiness, to the redemption of the oppressed, or the 
enlargement of our sympathies with each other, or to such presentment of new or 
old truth about ourselves and our relation to the world as may ennoble and 
fortify us in our sojourn here, or immediately, as with Dante, to the glory of God, 
it will be also great art; if, over and above those qualities I summed up as mind 
and msoul--that colour and mystic perfume, and that reasonable structure, it has 
something of the soul of humanity in it, and finds its logical, its architectural 
place, in the great structure of human life. 
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Other Miscellaneous Questions 
 

 

 

1. Write about the theme of Hopkins‟ „Spring And Fall.‟ 

Ans  Spring and fall is a sad little poem written by Gerard Manley Hopkins. Our speaker 

declares that nothing is as beautiful as spring. He goes on to give us images of the 

season's lushness, in weeds and birds eggs and a birdsong. The speaker describes the 

effect of the birdsong as being extremely powerful and cleansing. We see lambs racing 

about, a blue sky, and a tree growing leaves and blossoms. 

 

He wonders what's up with all this life and joy, and compares the beauty and innocence 

of spring to the biblical Garden of Eden. Suddenly, the speaker addresses God to ask 

Him to protect innocent minds from the sin that seems inevitable. 

 

2.  Reference to the context:- 

a) Nothing is so beautiful as spring –  

When weeds, in wheels, shoot long and lovely and lush; 

Thrush's eggs look little low heavens, and thrush 

Through the echoing timber does so rinse and wring 

Ans.  These lines are extracts of Spring And Fall- Hopkins‘ poem.Spring is beautiful. Nothing 

can compare.Spring calls to mind a bunch of associations, mostly having to do with 

rebirth and renewal.flowers and sneezing.It kind of feels like we're getting a thesis for the 

poem. And with that dash, our speaker seems to be saying, "You don't believe me? Check 

this out, look at the phenomenon of nature. 

 

b)  Glory be to God for dappled things- 

For skies of couple-colour as brindled cow; 

For rose-moles all in stipple upon trout that swim; 

Fresh-firecoal chestnut-falls;finches wings, 

Landscape plotted and pieced-fold, follow, and plough; 

And alt trades, their gear and tackle and trim. 

Ans.   Introduction: These lines are taken from Hopkins‘ poem- Pied Beauty. All glory to god for 

having created the things so much variegated in colours and shades. 

Reference to context: The poet says that the visible things remind him of the invisible,that 

is god. The poet begins his poem with a list of dappled things.‘Dappled‘ means 

variegated with spots an d patches of different colours and shades. The poet speaks of 

skies of   couple- coloured , brinded cow, rose-moles , chestnut , finches‘ wings , plotted 
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and pierced landscape in various forms. However , the poet‘s main purpose in making 

this catalogue is to point out that these things of beauty exist due to god. He says that 

god is the supreme artist and an excellent painter. 

 

c) Murmuring how she loved me – she 

Too weak, for all her heart's endeavor, 

To set its struggling passion free 

From pride, and vainer ties dissever, 

And give herself to me forever. 

Ans   Introduction: These lines are taken from Browning‘s poem- Porphyria‘s Lover. 

Porphyria  murmurs that she loves him. Is she "murmuring" because she's hesitant? Or 

because she's shy? Or is she whispering in a flirtatious manner? It's not clear. 

Reference to context: Porphyria tells the speaker that she loves him, but he cuts her off 

with a dash to criticize her for being "too weak" to cut herself off from "vainer ties" to be 

with him. Of course, he doesn't say any of that out loud, it's all part of his monologue. 

We're not sure what those "vainer ties" are. Some critics speculate that Porphyria is richer 

than the speaker, and so those "vainer ties" are her ties to her rich family. Or maybe she 

has a rich fiancé who she's reluctant to break up with for the speaker. Or maybe she's 

been hesitating about whether or not to sleep with the speaker, and she's too "vain" to go 

against Victorian social and sexual codes to have sex before marriage. 

In any case, the speaker seems unimpressed when she tells him that she loves him. After 

all, she hasn't been willing to break, or "dissever," whatever those "vainer ties" are. 

 

                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                      

d)  Let us begin and carry up this corpse, 

Singing together. 

Leave we the common crofts, the vulgar thorpes 

Each in its tether 

Sleeping safe on the bosom of the plain, 

Cared-for till cock-crow: 

Look out if yonder be not day again 

 Rimming the rock-row! 

That's the appropriate country; there, man's thought, 

 Rarer, intenser, 

Self-gathered for an outbreak, as it ought, 

 Chafes in the censer. 

 

Ans.  These lines are taken from Robert Browning‘s poem – ‗Grammarian‘s Funeral.‘  

Introduction 
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Robert Browning‘s A Grammarian‘s Funeral is a dramatic monologue set in shortly after 

the renaissance in Europe.  It is a mourning poem sung by a disciple of a noble 

grammarian, who passed away after spending whole of life in learning new things.  The 

poem is about the life history of the grammarian as seen by the disciple.  It is in the form 

of a movement from plains to the hilltop, where they plan to burry the grammarian.  

They walk in darkness towards the mountain and during the walk the grammarian‘s 

disciple sketches (says) the biography and the achievements of his master. 

  Reference to context: The grammarian‘s disciples decide to bury their master‘s corpse 

in the mountain.  They feel that plains are meant for uncouth people.  They wish their 

master should be buried in the mountain where there is culture and learning.  They 

mountain here represents greatness and higher thoughts.  It is a place where the sun 

shines first and later it passes down.  The grammarian is not an ordinary man to be 

buried along with the ignorant, illiterates.  Therefore, they decide to bury him in the 

mountain.  As they walk, they find the rest of the village people fast asleep, in the 

darkness – under ignorance. 

 

3.  Write about the main theme of  Andrea Del Sarto . 

Ans.  Andrea Del Sarto is perhaps the most brilliant of Browning‘s dramatic monologues. 

(1486-1531) Del Sarto = Son of a tailor) , another Florentine painter, was called the 

‗Faultless Painter‘. Though technically flawless, his paintings never reached the level of 

such painters as Raphael or Michelangelo, because he lacked  the fire of inspiration. In 

this monologue , he bewails his lot to Lucrezia, his corrupt and shallow-minded wife 

with whom he was infatuated. He had aspirations and knew the value of a high ideal but 

he lacked the will to achieve it. His passionless, listless temperament was responsible not 

only for his artistic failure but also for his moral degradation. He had neglected his 

parents, and had been false to hid patron Fran cis First, the French King , as he had 

misused the money entrusted to him to buy works of art for the king. But like a weak 

fatalist , he resigned: ‗all is as god over-rules,‖ he consoles himself with the thought that 

perhaps in the New Jerusalem, there will be four wallto be painted ,  by Leonardo da 

Vinci, Raphael , Michelangelo and himself. 

 

4.  Write the character sketch of  Jude in „Jude The Obscure‟ novel. 

Ans.  Jude is the hero and the central character of the book, and his life is interconnected with 

that of all the other major and minor characters in the story. Hardy presents the 

protagonist as an ordinary, working-class man of humble origins struggling hard to 

realize his dreams but thwarted by a cruel fate and a pitiless, snobbish social system. 

Despite the resemblance to the hero of Greek tragedy (in his nobility of character), Jude, 

of all Hardy's characters can be said to come closest to a kind of Marxist literary hero. He 
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is the outsider who is denied access to improvement and social advancement by a rigid, 

conservative class-system. 

The reader first sees Jude as a child of eleven, hardworking, persevering, affectionate, 

gentle and extremely sensitive. Hardy develops certain traits in Jude's personality as he 

grows older: he displays a lifelong inability to hurt any living creature or to see it suffer, 

whether it be an earthworm, a pig, a horse, a rabbit or even his wife, Arabella. His 

vulnerability and essential gentleness lead him to be careless regarding his own survival. 

Part of Jude's tragedy arises from his incurable idealism. As a child he is fascinated with 

Christminster. It is the focus of all his dreams, a shining ideal of intellectual life. But even 

though he realizes his ambitions may be futile, the university remains an obsession with 

him. Similarly, he idealizes Sue as the perfect intellectual woman, but here too he is 

disillusioned and frustrated. His obsession with Sue continues nevertheless. Both 

Christminster, the intellectual ideal, and Sue, the ideal of womanhood, promise 

fulfillment, and both frustrate him. All his hard work and earnest effort at mastering 

Greek and Latin come to nothing, and despite his great patience with Sue and devotion 

to her, he loses his job, his children and finally even his title as husband. His utter 

loneliness and desolation create a strong emotional impact on the reader. It is here that 

Jude, despite his humble working-class origins, rises to heroic stature. Very often in the 

book he is compared to heroic figures such as Job; he has, like Job, the ability to bear 

great suffering. He reconciles himself to the endless tragedies and disappointments of 

life. At the end of the novel, he matures as a man. With all the setbacks life deals him, he 

never loses his dignity. At two places in the novel, he is compared to Samson , defeated 

by his own innocence and a woman's cunning. Sue herself compares him to Joseph, to a 

"tragic Don Quixote"  and to ‗St. Stephen‘ who while they were stoning him could see 

Heaven opened." 

Jude's death at the young age of thirty (the approximate age of Jesus Christ at his death) 

indicates that he has been "crucified" by society. But even the flaws that contributed to 

his downfall are not really faults. If his sensitivity, kindness, sense of honor, naïveté and 

idealism are considered weaknesses, they are also his strengths. His only real weakness is 

a tendency to drink when in despair, although he is not a drunkard. 

His death in Christminster on Remembrance Day and his loneliness and desolation has a 

strange poignancy. The reader is left with a feeling of bitterness and waste at the ruin of a 

promising life. 

  



58                                                                                                

 

For free study notes log on: www.gurukpo.com 
 
 
 

Case Study 

 
 The Importance Of Being Earnest: In many ways, The Importance of Being 

Earnest was an artistic breakthrough for Wilde, something between self-parody 

and a deceptively flippant commentary on the dramatic genre in which Wilde 

had already had so much success. Wilde‘s genre of choice was the Victorian 

melodrama, or ―sentimental comedy,‖ derived from the French variety of ―well-

made play‖ popularized by Scribe and Sardou. In such plays, fallen women and 

abandoned children of uncertain parentage figure prominently, letters cross and 

recross the stage, and dark secrets from the past rise to threaten the happiness of 

seemingly respectable, well-meaning characters. In Wilde‘s hands, the form of 

Victorian melodrama became something else entirely.  

 

 A Tale Of Two Cities: "A Tale of Two Cities" begins in 1775, with Mr. Lorry, a 

respectable London banker, meeting Lucie Manette in Paris, where they recover 

Lucie's father, a doctor, and mentally enfeebled by an unjust and prolonged 

imprisonment in the Bastille. This assemblage, on their journey back to England, 

meets Charles Darnay, an immigrant to England from France who makes 

frequent trips between London and Paris. Upon their return to England, Darnay 

finds himself on trial for spying for France and in league with American 

revolutionaries. His attorney, Stryver, and Stryver's obviously intelligent, if 

morally corrupt and debauched, assistant, Sydney Carton, manage to get Darnay 

exonerated of the charges against him. Darnay, a self-exiled former French 

aristocrat, finds himself compelled to return to France in the wake of the French 

Revolution, drawing all those around him into a dangerous scene. 

Dickens portrays the French Revolution simplistically, but powerfully, as a case 

of downtrodden peasants exacting a harsh revenge against an uncaring 

aristocratic, even feudal, system. The Defarge's, a wine merchant and his wife, 

represent the interests of the lower classes, clouded by hatred after generations of 

misuse. Darnay, affiliated by birth with the French aristocracy, is torn between 

sympathy for his native country in its suffering, and his desire to be free of his 

past. 

"A Tale of Two Cities" is a novel driven by historical circumstance and plot, much 

like the works of Sir Walter Scott, wherein the characters themselves assert less 

agency, finding themselves forced to deal with the tide of epic events. Richard 

Maxwell's introduction to this newest Penguin edition does a good job outlining 
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the themes of doubling and literary influence that Dickens works with. One 

specific influence I discerned in reading "A Tale" that Maxwell doesn't metion is 

Edmund Burke's "Reflections on the Revolution in France," which if nothing else, 

gives the feeling that the rampant violence of the early revolution and the later 

Reign of Terror has brought about an irreversible change in human nature. While 

Dickens remains cautiously optimistic throughout the novel that France can 

recover, the tone of the novel speaks to the regression of humanity into a more 

feral, primal state, rather than advertise any real hope for its enlightened 

progress. 

Despite the supposed dichotomy between England and France in the novel, 

Dickens seems to suggest throughout that there are no real differences, due to the 

way that human nature is consistently portrayed. With England in between two 

revolutions, American and French, Lucie's sensitivity early in the novel to hearing 

the "echoing" footsteps of unseen multitudes indicates a palpable fear that the 

"idyllic" or "pastoral" England he tries to portray is not exempt from the social 

discontent of America or France. In this light, stolid English characters like Miss 

Pross, Jerry Cruncher, and Jarvis Lorry appear to almost overcompensate in their 

loyalty to British royalty. In a novel that deals with death, religion, mental illness, 

I could go on and on for a week, but I won't. One of those novels whose famous 

first and last lines are fixed in the minds of people who've never even read it, "A 

Tale of Two Cities" demands to be read and admired. 

 Wuthering Heights: Published in 1847, WUTHERING HEIGHTS was not well 

received by the reading public, many of whom condemned it as sordid, vulgar, 

and unnatural--and author Emily Bronte went to her grave in 1848 believing that 

her only novel was a failure. It was not until 1850, when WUTHERING HEIGHTS 

received a second printing with an introduction by Emily's sister Charlotte, that it 

attracted a wide readership. And from that point the reputation of the book has 

never looked back. Today it is widely recognized as one of the great novels of 

English literature. 

 Even so, WUTHERING HEIGHTS continues to divide readers. It is not a pretty 

love story; rather, it is swirling tale of largely unlikeable people caught up in 

obsessive love that turns to dark madness. It is cruel, violent, dark and brooding, 

and many people find it extremely unpleasant. And yet--it possesses a grandeur 

of language and design, a sense of tremendous pity and great loss that sets it 

apart from virtually every other novel written. 

The novel is told in the form of an extended flashback. After a visit to his strange 

landlord, a newcomer to the area desires to know the history of the family--which 

he receives from Nelly Deans, a servant who introduces us to the Earnshaw 
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family who once resided in the house known as Wuthering Heights. It was once a 

cheerful place, but Old Earnshaw adopted a "Gipsy" child who he named 

Heathcliff. And Catherine, daughter of the house, found in him the perfect 

companion: wild, rude, and as proud and cruel as she. But although Catherine 

loves him, even recognizes him as her soulmate, she cannot lower herself to 

marry so far below her social station. She instead marries another, and in so doing 

sets in motion an obsession that will destroy them all. 

 

WUTHERING HEIGHTS is a bit difficult to "get into;" the opening chapters are so 

dark in their portrait of the end result of this obsessive love that they are 

somewhat off-putting. But they feed into the flow of the work in a remarkable 

way, setting the stage for one of the most remarkable structures in all of literature, 

a story that circles upon itself in a series of repetitions as it plays out across two 

generations. Catherine and Heathcliff are equally remarkable, both vicious and 

cruel, and yet never able to shed their impossible love no matter how brutally one 

may wound the other. 

 

As the novel coils further into alcoholism, seduction, and one of the most 

elaborately imagined plans of revenge it gathers into a ghostly tone: Heathcliff, 

driven to madness by a woman who is not there but who seems reflected in every 

part of his world--dragging her corpse from the grave, hearing her calling to him 

from the moors, escalating his brutality not for the sake of brutality but so that her 

memory will never fade, so that she may never leave his mind until death itself. 

Yes, this is madness, insanity, and there is no peace this side of the grave or even 

beyond. 

 

It is a stunning novel, frightening, inexorable, unsettling, filled with unbridled 

passion that makes one cringe. Even if you do not like it, you should read it at 

least once--and those who do like it will return to it again and again. 
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Key Words 
 
 

FELIX RANDALL-poem by G.M Hopkins 
"farrier" = blacksmith. 
"being anointed" = having received a sacrament (presumably Extreme Unction). 
"all road" = every way (dialect). 
"fettle" = make, prepare. 
 

Victorian aristocratic society : The Victorian era of British history was the period of  

Queen Victoria‘s reign from 20 June 1837 until her death on 22 January 1901. It was a 

long period of peace, prosperity, refined sensibilities and national self-confidence for 

Britain. 

The era was preceded by the Georgian period and followed by the Edwardian period.  

Culturally there was a transition away from the rationalism of the Georgian period and 

toward romanticism and mysticism with regard to religion, soccial values, and the arts. 

The era is popularly associated with the values of social and sexual restraint.So, the 

aristocratic families of that tome were really snobbish and that time is portrayed in 

Wilde‟s play – The Importance of Being Earnest. 

State of inertia: This term is referred in explanation of Jude the Obscure. Inertia means a 

state when someone is really lazy or idle. The time period of inactivity and sluggishness 

is inertia. 

Black eyes: Heathcliff has really dark black eyes as described by Nelly in Wuthering 

Heights but here it means the inner strength and strong passions of a little black orphan 

boy. 

Jude The Obscure: The title of Thomas Hardy‘s Tragic novel is Jude The Obscure which 

means Jude Fawley the protagonist of the novel is vague, uncertain, dark and a confused 

character.  

 

 Turmoil: This word is used in explaining political situations of Europe in Dickens ‗A 

Tale Of Two cities‘. Turmoil means a state of extreme confusion or agitation; commotion 

or tumult in a a country. 

High Seriousness: Mathew Arnold lacked high seriousness of classic poets . Mostly 

scholastics and poets are praised for high-seriousness. 

Tromping and trudging: These words are used in God‘s Grandeur‘s explanation. When 

we apply foot pressure on something it is called tromping and trudging means to plod or 

walk in a laborious , heavy-footed way. 
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Single-minded persistence- This term is used in Reference to the context answer of Lines 

from The Importance Of Being Earnest. The girls of Victorian aristocratic societies have 

single minded opinion about trivial things like there fondness for name EARNEST. 
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